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Abstract

This thesis is an empirical study into the experiences of young eaaleers, aged

11-18 years, in the north west of England who, outside of their secondary schools,

attend privatesector dance schools for tuition in one or more dance genres such as
ballet, ballroom/latiramerican, contemporary, jazz, tap and urban datiseprime

focus is to explore the ways in which these young dancers contest the two dominant

2 S3a0SNYy RA&AO2dzNARSa GKIFG LRaraidAiazy RFEyOS |
2001; Stinson, 2001; Risner, 2002a; Gard, 2003) and males who dance as subject to
homosexual presumption (e.g. Rodgers, 1966; Grant, 1985; Hamilton, 1999; Risner,
2007).

QX

Data were generated from serstructured interviews with 26 male dancers, 4

parents, 6 teachers and 4 dance policymakers / administrators. Explored through

the theoretical lens oMl y Of dzA A @S YI aO0dzt AyAide (GKS2NEBQI
masculinity and an erosion of homophobia (Anderson, 2009), data were analysed
thematically (Braun and Clarke, 2006). Findings suggest that most male dancers

continue to experiene bullying, marginalisation and stigmatisation, especially

from their male peers in secondary schools, where orthodox forms of masculinity

proliferate still.

2 KAfS Yé lylfeara FTAYRa WAYyOftdzaa@dS YI aodz
experienes of most of these young male dancers, | nonetheless find much value in

GKS NBfIFIGSR O2yOSLJia 2F WYl aodzZ AyS NI OdzLIS
NBEOdzLISNI G A2y Q 06 aO/ 2 NYI GiaRagemantechnkjued KSaS 0 S
adopted by some males whoansgress heteromasculine boundaries. Drawing on

these 2 concepts, | pinpoint 6 strategies employed by boys to shore up their

masculine and/or heterosexual identities: professing attraction to females; acquiring

I Wa L2 NI & QecanéptuallsiRgSly Vi@ & elma | ALRNILIT 2LIAy3
genres; acquiring popularity through dance and, finally, the policing of movement

and choreographic practices. | find that by employing some, most or all of these
recuperative techniques, boys are able to contib&t aforementioned dominant

discourses that dance is for females (via masculine recuperation) and that boys

who dance are presumed gay (via heterosexual recuperation).

lGGSydAz2y Aa Ftaz2 3IABSYy (2 028échads. BELISNA Sy
conclude that while ostensibly a prescribed component of the P.E. curriculum (at

YySe {dF3S ouvx RIYyOS O2yilAydzSa (2 o6S YI NHA
and one delivered mostly by nespecialist, female teachersa problematic,

disairsive and material (re)production of gender normativity. Attempts to woo boys

into dance via heteronormative schemes of work in schools or through external

AYAGAL O ABDoRE A &OR Y 4 K8 w2elf | OFLRSYeg 2F 51
problematic in thér gender essentialism. Furthermore, the philosophy of dance
SRdzOI GA2y Ay a0OK22ftaz 2yS GKFG LINRGACT
02aQ Sy3dl3aSYSyild sAGK RIFEIyOSe® ¢l 1Sy 02
concern as well as a c#dl 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 form#rtatherto under
NE&SIFENOKSR Ay (GKS 'YX SAaLISOAlLtte Ay NB3IIFN
and training in theprivate secto® LYy RNJ gAy3d dzLl2y GKS 02y 0S|I
NEOdzLISNI A2y Q 61 FyaSys mopdpcd FyYRIWKSGISNRA
illuminate how young male dancers-iescribe their masculinity, and heterosexuality

if appropriate, by their deployment of various recuperative strategi@sdings 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, | remember the day with startling
clarity because that day | 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. | recall standing, apprehensive but excited, at the

F220 2F GKS adlFANB fSIFIRAYy3 dzLlJ G2 (K RIy C

ofwlh gdSyaidlrttz I RNIo WYAtf G286yQ Ay 9l &l

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

OKAf RNBYy Qa o-anfefichiRianye clasger stdrtingithesé and quite fancied

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

gre WENIeQT ¢S ¢ SNEss8ldehdse MiNeRVas/altitNdouse2 NJ A y 3
on a postwar council estate. | lived with my mother, Mary, who ran a market stall,

and my father, Rober{known to everyone as Bob), who worked in a footwear

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

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

GKS ftFad G2 0 %akumiiaing BeRK rithia? thik dnly der8dd 16 sap

further what little physical confidence | had.

It was little wonder then | told no one at school of my desire to dareecept for
my good friend, Nigel. Boys like me who were no good at sports werdymos

invisible and marginalised there. That said, | had done well academicaly Year

12
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Six-6 KSNBdzL2Yy LQR SYyG4SNBR aNIDQa Oflaa I yR
never had a male teacher before and unlike many of my peeswére in school

ALR2NIAa GSFyaz L O2dZ RyQli FTAYR lFyeé 02YY2y
L @SR F2NJ 0KS (2¢6y GSIFY®d ! RSSLI & dzyKIF LL
examination¢ a shock to my parents and my previous teachers who hadigted |

wouldd & I f tp thehlacdl state grammar school. Surprised and bewildered, my

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

0KS o62eaQ F220G0Fftf YR ONARO]SO GSFHyao | S
G0 2NRENIKARYOQG &SOdzNBER chikrEcordmemd&tidid tadted | £ St ¢
11+ admissions panel.2 K & ghfuirddény motherd . SOF dzaS L R2y Qi 1
OFrYS (KS o6flas NBLf&d hyte GKSYy RAR L NBI

cost.

Despite thisPF I Af dzZNB Q> €t AFS Ay [ SINJ{AE 6l & 2F7F4&
dance. From my first step, | quite simply never looked back; | was hooked, and |

wanted to do more. My initial plan, to dance in secret, proved naive and impossible
aslshareddand®f  a34Sa G W{lGdzZRAZ2Z ddpQ SAGK | O2dz
Once it became common knowledge that | danced, teasing and bullying became the

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

upsetting, | was not deterigefrom my hobby. Indeed,dxpectedo be bullied for it,

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

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

new pastime, and | could imaginedm ¥l G KSNDa dzyaed YLl 6§KSGAO N

complaintfrommeca Wdza & 3IA PGS A G dzLJ G KSy HE

13



Transferring to secondary school, | once again became accustomed to jibes and

worse; being picked on for beingoal JdoF Ju€hlike was commonplace. It did not

help that | was also academically quite able and so acquired another-label

& a ¢ Agnarng such epithets, | continued to work hard, both in and out of school,

trying unsuccessfully for the most part to demarcate my school life from mypbut

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

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

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

2 KAES adAatt Iy W2dz-iaAaARSNRXE Yé ARSyGaadae I|d
my hobbyd / K N® aR | ya & fadniliar refrain from both pupils and staff. It

was, at last, an acceptance of who Ilwd&s2 NJ L KIFR Ff gl é&a (K2dAaAKi

RFYOSNRT y2¢ (K2dzaAK=Z Ad 61a&8 a AF SOSNBR2Y

Having started off with ballroom andtin-american dancing, | had soon branched

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

GKS ySEG aSoSy 2NJ a2 &@SIFNaA® . & GKSyz L KI
would push me to the limits of my capabés. | travelled regularly to Leeds,

al yOKSaGSNI YR [2YyR2Yy FT2NJ fSaazya gAGK a2z
Inevitably, this was both expensive as well as trnasuming, and the costs did

create some friction at home. As always, my mother wa®eraging and

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

my dancing except for its cost.

14



My training, albeit expensive, paid dividends; | did well in several national

competitions, culminat@d Ay Y& gAyyAy3a GKS ! Y! 5 y0S
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; | was, by now,-a sixth

form pupil on the cusp of applyg to university, and while | wanted to read for a

degree, | still wanted to dancenot as a hobby, but seriously and professionally.

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

places, | opted instead to contie my dance training. | figured that, while young, |

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

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

dance partner, Gina. While | was talentéavas 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.

Ly 0SG6SSY WydzYoSNBQ VVSgadsg RTAE1 . GRAGKSD
stage for ridiculously quick costume changes. Luckily, I had only one full costume

OKI y3Ss 2dzad LINR 2ANJ (322 |12 daN{ ATOASY |42 O | Yy daYdaASINDE
straw boater hat for a vibrant, climactic Charlestbit was all great fun, an

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

42 | FTOGSNI SE2NDOA&AY I GKS LISNF2NXAY3I WodAaAC

my dance teaching qualifications.

lalsowantedttNB I f AaS Y& f2y3aidlyRAY3I | YoAlAz2y (2
gualifications and set about obtaining them. Thereafter, | embarked on a school

15



teaching career (English and Drama). | got married, to Alison, a former professional
dancer and teacher and formed a thriving dance and drama centre which ingnco

for 25 years. Beyond the dance centre, we both became dance examiners,
adjudicators, lecturers and syllabus writers, enjoying varied and fulfilling careers
before | once agaire-entered academia to begin this research, a rationale for

which now follows.

1.2 Why research boys who dance?

Above, | reflected on some of my own experiences of being a young male dancer
my desire for secrecy, family financial pressures, an unesiéistic father and

bullying at school predicated on a homosexual presumption. Now, with decades of
teaching experience behind me, | wanted to explore the contemporary experiences
of young male dancers to better understand what, if anything, had changed si

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

education and training in England.

As a dance teacher, | am anecdotally aware that many boys cannot openly pursue
their passion for dance and are, as | had been, hindbseslocietal constraints

rooted in a pervasive binary notion of gender and gender (in)appropriate
behaviours. | reasoned that if this narrow conception of gender continues to exert a
potent regulatory force, it deserves to be interrogated and strategiesitdated as

to how best it can be contested. Thus, the focus of this research is on exploring the
lived experiences of boys wiibR I NB  {it& betier uyiderStand the means and

extent to which they contest these regulatory forces of gender normativitgs&h

16



words,& R NB (i ®llin§ly uyfetes byJain 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 lieedtdhrt 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
y 2 (i $ha Westirn European paradigm situates dance as primakiy¥al tag Q

T 2 N(09, 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
dismurse 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, 20822002b, 2002c2007, 2014).

Thus, irrespective of his sexuglih male dancer can often be regarded as
STFSYMWedreWSEFFEXAY I G ®Q RS 6 2 NIBurtFlasb.RRar 2 &4 S E dzl
reminder that femininity is deeply interwoven with male homosexuality (Kimmel,

1994). Risner rightly concludes thato 2 & &  geKudlikeRihely male peers in

athletics and team sports, are participating in an activity that already casts social
ddzaLIAOA2Y 2y GKSANI Y| @0Ddrip.B8Y. Myirésedrciff,R K S i S NR
original in its dual focus, provides insights into theeriences of young male

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

have also opted to train in privatgector dance schools. More particularly, it

17



explores how they negotiaté i K S & ( A 3 Y les thataRse &dundfthie ®pica

2T YSy 4 KBhelR BhaD 69, p.5).

Dance is an area through which, as embodied beiags,S y S32 G A S G(KS &
Odzt dzNF f RA&O02dzNESA (K2dzAK 6 KBU®ROEHSY RSNJ |
p.150). Howeer, 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 identitiesind how these are contested. As such, it explores how the

social construction of masculinity and the gendered meanings associated with dance
Oy I'yR R2X LXFe&e  LA@G20GFLt NRtS Ay AyTFid
will, for example, seek to uiminate how the masculine identities of these male

dancers are, at least partly, (re)produced through their preferences of dance
ISYyNBoav &7y 0 tstdiakiSilateds O O A S/ v2INdnE  LIOMT 0 )
regarded by themselves and others as examplgsn)appropriate performances of

GKSANI YI 30dzE AyAGed ! & [D]dninanddisdoyfses t  SOK G S NJ
concerning the nature of masculinity and femininity have profound effects on how

males and females are able to enact and perform their embodié{€ark&

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
Y2NBE WAy Of dza A @S QAnder3dd)2@09) ZTHat béihgisq) triad offirfouls &

to know if male dancers were benefiting from such inclusivity which, (according to
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Il YRSNER2Y Qa NBaSI|I NOKlaseyputhdnkie WS and @SR)iiSY YA RRf
characterised by a decline 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
O2RSR a4 WFSYAYAYSQadisingustvitydegtend th maie8 Wh SNBE R =

dance?

5SSt 2LAY3 ! YRSNA2YQa NBaSI NOKZ aO/ 2NXI O]
attitudinal shifcad RSOt Ay Ay 3 &A 3y A anmodgyguegSne T K2 Y2 LK
O2 y Of dzR thiy tihs a@xgahdad thie range of berawis that they can enact

gAGK2dzi &2 OMeCormatls 20d2 [.96)AHbweder, we know that,

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

especially in their secondary schools, and subject to physical and verbal (gbgise

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

a0/l 2NXYI O] XK 2YR2RSE E @IFt f & (nkdBstitSeRt ofvhigh@2 dzNA S ¢
G LINE & f | yadodat wehiShélacks any pernicious intent and has a positive

social effec{(ibid., p.118). | 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@ | 3 R ARaSc8ed2Qavis 3 | &

R A & O MeR&rBagk, 2012) or as McCormack finds, simply 82 & f |y 3dzZt 3 S€ |

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 privasector dance schools, similar to the one |
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attended as ahild. 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 privasector schools operate on a commercial basis
and provide (mostly) pafime 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 brealdpmand street)

have also featured in their curricul®loreover, 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; 200
Henley, 202) and what measures could or gild be taken to address these
inequalities. | envisage that my gendaaised 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 Feuplains, | 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 noAWestern dance forms such as bhangdyallywood or kathaki

(Indian), although a few had heard of capoeira (African) with its emphasis on
martial artsinspired 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 & Sellefsung (2016) found that, historically, dance
practices and attitudes about ethnicity have sometimes been a source of discord, as
when African Americangvere told their bodies were unsuitable for ballet, or when
AngloAmericangainted their faces black to perform in minstrel shows. Here in the

'Y F2NJ SEFYLXE ST o6lttSix 2FGSy LISNOSAGSR
populated by dancers, male and female, amateur and professional, who are white

and Western a demographg also reflected in their audiences and, as mentioned

above, in my sample.

Similarly, noAWestern dance forms intersecting with gender and religion can be

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

of my partigpants. 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
allowedtodancai 2 3SGTKSNJ LINPJARSR (KS& O2@0SNJ G§KSAN
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 ofte monco-cultural profile of privatesector 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-gihtified as middleclass
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but only six as workinglass. To some extent, at least, social class can be a
determiner of access to privatgector dance tuition. Thus, it is reasonable to
suggest that children from middieass families are more likely to afford fessd

other associated costs, such as clothing and footwear, than those from werkisg
families.We knowthat some individuals can experience a culturally affluent familial
SYGANRYYSY(l 6KAOKIZ f 2y 3 { SehovdiicTcolrNdf A & KS a
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 anbrief though,

and applied specifically to dance, ballet, like opera, is often regarded as elitist and
remote from the cultural currents of many workiaass children and their parents.
This can set in train a pattern of cultural reproduction wherebyaierdance genres
are deemed inappropriate for some individuals. Moreover, in an age olihemal
austerity, the erosion of artbased subjects in the school curriculum, such as dance
and drama, is clearly deleterious to economically disadvantaged ehilgho are
unable to access or afford such provision elsewhere, such as in pseater dance

schools.

It is unsurprising then, that the privatdance sector continues to be dominated by
white, middleclass females (pupils and teachers). However,régsgarch isiot
principally motivated by a desire to increase dance participation rates among
males, or in remedying the sociglass based inequalities in the sect@leasing
though they would be. Rather, its intention is to better understand the

contenporary experiences of young male dancers by providing a rigorous evidence
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base that carbe used to advocate for changes to dance education policy and
practice. In turn, though, it is hoped that the sector could then begin to recndit a
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
/| 2yaSljdsSyidtes G2 aSS1 AyardakKia AyG2z2 @&2dzy3

research questions were formulated:

w
Tk

T 2KIG INB 06288Q SELSNASYyOSa 2F RIyOS
schools and secondary schools?
1 How do these boys contest the dominant discourses about dance and
masculinity?
To facilitate the intended impaof 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:
T WhatdothessNB & S| NOK FAYRAY3IA AYLI & F2NJ LR
education and training?
Situated within a broadly posdtructural, interpretive framework, my research is
principally an empirical, qualitative study. Initially however, to provide soargext
F2NJ GKS adlraS 2F o028aQ RIyOS SRdAzOIFGA2Yy X |
examination entry statistics, were generated and analysed descriptively by dance
genre. The major element, however, was the qualitative data generation which

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

across the north west of England. Four interviews with dance
policymakers/administrairs from across England were also conducted, making a
total of 40 interviews. Thereafter, the data were transcribed, classified and analysed

thematically (Brau& Clarke, 2006).

1.4 Thesis structure, key arguments and contribution to knowledge

ChapterTwo synthesises the relevant literature on dance and its relation to
masculinity, while Chapter Three considers the key theorisations of masculinities and
0KS OKIFYy3IAy3d yIFGddz2NE 2F GKSAN Syl OotdySyidaz
YI & Odzf Ay doil, 2009) a@nd 5 RateNtial salience to the experiences of young
male dancers. Importantly though, as implied by the personal preface above, |
cannot and do not claim to be an objective researcher in a positivist mode. Instead, |
am situated squarely wiih this research, keenly aware of my subjectivity and with a
clear agendato 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 undaking 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 capters then combine analysis with discussion, each with a key focus.
/| K LJASNJ CAQ®S SELX AOIFIGSa o028aQ 2FGSy 02y (N
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-speacialists, such
elements being commensurate with its low status and perception as sacademic
subject. Dance schools, meanwhile, offer privileged access to those able to afford it,
along with mainly specialist teaching and a plethora of performance opportunities,

A = 7 A

NEFf SOGAYy3T (K aSO02NNa RAAUAYOUABS SOGKz2a

WLINP OSaaQx GUKS fFrGGSNI o6SAy3a GKS R2YAYIl yi

Chapter Sixiten discusses the problematic consequences often faced by young male
dancers in their secondary schools, which were found to be prime sites of

oppressiorg of bullying, marginalisation and stigmatisatiQin contrast to the

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

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

RFyOS Ay &ASONBG é6mn 2dzi 2F GKS wHc LI NIAOA
while boys who did not resort to secrecy werenetheless 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 onliesgmce, and most did,

only isolated incidences of cybbullying 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 expbres how boys conceive of masculinity and how they construct their identity

G2 0SS I WYIFaoOdzZ AySQ RIFIYOSNX® L FTAYR | NBfA
physical strength, as a perceived component of masculinity and ergo, of being a
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WY a Odzt A goGpled vikth ah @dhéténce to a supposedly outmoded gender
binary. Accordingly, in the thesis | shall refer to gender in these binary terms since
this reflects the views of my participants and it is their voices thattrbasheard.
However, in line with my broadly poststructuralist orientation, my own view is that
gender is increasingly seen as Hainary, especially by many young people, and
current scholarship supports this. For instance, Bragg et al., (2018) fouthd tha
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 agedl83across England, 69% of
respondents di F AINBS SRk & i NP2 y 3t RS NB\ all N\ARNS2SyRivithli K- diz a3 S
only 20% agreeing/strongly agreeing, while 85% agreed or strongly agreed that

GLIS2 LY $ Sa RN®BISR (1 2 OK@®ragy St alij 2088ApM). ISy RS NE

.NF 33 Sl YEADRAZTAKNEBWNEFHANBST 2FFSNI a2YS a&dzL
YIFaOdZ AYyAlGeQ 6! yYRSNE2YS HANPOLI GKAOK LI2aA
more inclusive version of masculinity, free from homophobia and able to engage in

LIN: OGAOSa LINSHAMYIEYISOI( GH2KKF aWBY20A2y
LISNOSAGSR a ¢S] 2NJ3red Ly |y SN 2F WA
presumably, be able to dance without censure, but my findings problematise

' YRSNER 2y Qa Of F AYAaI dableiRthisparticildt @exty2adf e Ay

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 thescendary schools at
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least), that is not to say gender relations more broadly are in stasis. Proponents of

WAYy Of dZAA DS Yl a0dzZ AyAGe GGKS2NBQ o6Lat¢uv KIS
My problematisation of this, will, | hopeontribute 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 | eXjcate in Chapter Seven, an initial weakness of inclusive

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

reproduced their heterosexual identities in an inclusive setting without recourse to
homophobic language. In response, G&wrmack, a proponent of IMT,

O2y OSLJidzZ t AaSR I a20Alf LINRPOSaaz aUKS(HI SNER a
boundaries of heterosexual identities are strengthénedo & (MdCarmatzg S

2012, p.89), and identified 2 formsP O 2 vy |j dzS & (G A® f NS ® dZIRS NUA INR 3/ A @
former conceptualisesd 4t KS gl 8a Ay o6KAOK o028a& o02Fad 21
O 2 v |j dfSIéCoriack, 2012, p. 90), a trait previously documented by Mac an

Ghaill (1994), who noted its frequent use by some boys as a fobuuwfdary
YEAYOGSYylyOSo . & 02y {MdCdmaek found it 4sady Of dza A @S Q
infrequently and not in concert with overt forms of misogyny. The other form of

NBE OdzLISNI G A 2 Yy > aWatincR graclaraiion Bf Sar@ndesiré&ai a gay

ideni AG& YIRS Ay 2NRSNJ (2 Yibidi, ¢.60), huyagdin K S G S NB
this is not a new trait since it had been identified previously by Huuki et al., (2010)

and Kaplan (2005).
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2 KAETS alb/ 2NXYIFO1 Qa8 NBFTAYSYSYylG 2F Lat¢ o4t

regulated and reproduced their heterosexual identities in an inclusive setting, my
focus was to understand how young male dancers validated their masculine and/or
heterosexualdentities innorrinclusivesettingsc i.e. in their secondary schoats
which were found to be prime sites of oppression for most of them. My analysis
F2dzyR 0KFGX ANNBaAaLISOGAGS 2F GKS o02eaQ
n=1 bisexual; n=7 dmown), all of them were keen to assert a masculine identity,
albeit in different degrees. In addition, | found that heterosexual boys were keen to
be recognised as such, rather than be presumed gay. Thus, to explain how boys
validated their masculine andf heterosexual identities, | identified six forms of
WNB OdzLISNI A2y Q dzaASR o0& GKSYY

1 professing attraction to females

T FOLdZANARY3I I WaLRNIeQ o2& ARSyGaadGe

I reconceptualising dance as a sport

i OK22aAy3d wO22ftQ RIyOS 3ISyNBa
I acquiring popularity through dance

I 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, thergbcontesting the Western discourse that dance is

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

%

a

ax

(0p))

'.F

GSNYSR (KSaS LN} OGAOSa WYl aldZ AyS NBOdzLIS N

an anthropologist, to describe a prdeat theme in Hindu nationalist discourses and
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organisations in India as they strove to overcome teltJS NOSA SR WSFFSY A
SELJzy 3A Yy 3 (K S(Hansks, 1996y p.188). (it i Sldamléarly relevant here

since it represents a concerted attempt by boys to maintain gender boundaries (e.g.
Thorne, 1993; Britton]99Q) >~ GoK&S & @S ND 2 Y A y I(Hahden, $9948, & Odz I

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 | have utilised

alO/ 2NX¥YIF 01 Q48 RN WKSIOAFASKHIZ t NBOdzLISNI G A2y
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 their (often homophobic) secondary
a0K22f IyYyR a42YSGAYSa o0Se2yR® alfS RIyOSNa
seen as part of a broader pattern of practices identified by scholars such as Epstein

(1997) and Salisbu 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 heterogsaksing behaviours, such as

the six recuperative ones identified here.

My findings contribute to knowledge in the fields of dance, education and
sociology. | hope that dance, still hitherto undessearched in the UK, especially in
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regard to0 2 eegp&riences of privatsector dance education and training, about
which little is known, will be the main beneficiary. In particular, my analysis
suggests the need for a sectaide debate on key issues including retention
strategies for boys alongside imgved, coordinated support (between home,
secondary school and dance school) for those young male dancers experiencing
bullying or other negative consequences. Alongside this, | call for reforms to initial
teacher training and CPD to develop a more ingkisgendersensitive and flexible
pedagogy (Warin & Adriany, 28 1Warin, 208). This is especially acute given the

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

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 theprivate sector which, | argue, is too often isolationist in
character. Thus, | believe, facilitating a process of knowledge exchange between
these disparate public/private elements of the dance sector, (perhaps facilitated
by organisations such as One DamK), would be highly beneficial in tackling

these pressing issues.

These changes to policy and practice are, nonetheless, but a constituent part of my
GKSaAaz olFlaSR Fa GKS@ IINB 2y Yeé y2¢ 3IANBI
their dance educatin and training. As a contribution to knowledge, that

dzy RSNB UGl yYRAY 3 gl a SyroftSR o0& Y& | LILX AOI GaA
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YIFaOdzZ AyAde GKS2NRBQ oO0! YRSNAZ2Y I Hangpd FyR
NBEOdzLISNI A2y Q 61 I2a8FWR  m dBOHzLISINR (WK ST0S Ml a (
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 canln so doing, | add to our

1y26t SRAS 2F GKS a20Alf LINROS&aasSa i ¢2NJ
beyond the dance studio, especially in their secondary schools. The findings are

original and significant, not only to the sociology of dabat to education and

gender studies more broadly. The policy and practice recommendations mentioned

above and explicated in full in Chapter Eight, stem directly fronthieisretically

informed contribution to knowledge.
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Chapter 2 Theorising masculinitiesoncepts and interpretations

2.1 Introduction

LY FRRAGAZ2Y (2 SELX2NAY3 062848Q SELISNRARSYO!
(Research Question One), much of this thesis is devotelistussing how these

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

Question Twor it K & RIFIyOS A&a WFSYAYAYSQ o6So®3ad DI N
2009b) and that male dancers are subject to a homosexual presumption (e.g.

Williams, 2003; Burt]l995. These discourses are predicated on a key constituent

that of male dancers being unmasculinand so this chapter will explore the

concept of masculinity as a social construct, offering a critical interpretation and
synthesie ¥ Al0a 1Se& O2yOSLJia odzi 6AGK | &ALISOAL

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

Ly AYLRNIFYyG adNIyR 2F La¢ Aa GKS y2GA2y
(McCormack, 2012) which exms how, in inclusive settings, heterosexual males

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

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

secondary school settings which aret indusive. Furthermore, | draw on the notion

2T WYl a0dz AyS NBOdzLISNI GA2YyQ 61 FyasSys moddc
irrespective of their sexuality, also recuperate their masculinity. Using these

recuperative strategies, young male dancers are abkotdest 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 mater Y OSNE (2 6S 3ALé&d . ST2NB
YIa0dzAZ AyAGeQ I yR WNBOdzZLISNI A2y Q &AGNF G§S3IAS
fAYAGLIOAR2Yya 2F [/ 2yyStftQa O2yOSLIi 2F WKS3AS
GKAA gl a (KS LINBOWMEIZNIZG 21 KISA vE O f(1daiSANG S SYAYEAC

08 ! YRSNE2Y ¢KSYy KBBR&DRhIEIHR 200K©532)F 2 NY SNI

A further chapter will then synthesise the concepts and interpretations relating
specifically to dance and masculinity; that chaptelt sonclude with a comparative
section drawing together key elements from both chapters. First, however, in this
chapter, | begin by analysing the salient literature on masculinities, explaining how
they have provided the academic context and informed ttheoretical frame for this
research, one broadly sympathetic to poststructuralist and social constructionist

approaches to identity.

H®DH .28a OlyQil RIyORS A8YBSRBARRYRI2RDYVE
(Pollack, 1998)

| referred earlier to the two domiant discourses pertaining to dance and

masculinity in Western societythat dance is an activity for females (e.g. Sanderson,
2001; Stinson, 2001; Gard, Z0®isner, 2009a) and that boys who dance are often
subject to a homosexual presumption (e.g. Rardg 1966; Grant, 1985; Koegler,

1995; Van Ulzen, 1996; Hamilton, 1999; Risner, 2002a, 2007, 2014). Importantly
though, as | indicated in Chapter One, my research is not just focussed on dance per
se but on the salience of these discourses and how younrg 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
O2yOSLIi 2F WKS3IASY2YyAO Yl aodZ AyAlas QX LINE LR
been influential in explaining how and why men maintain dominant social roles over
$2YSY YR &a2YS 20KSNJ YSy> adzOK Fa 3Fe Yl f
dominant form of masculinity, and the one with most cultural value, its traits

include heterosxuality, whiteness, physical strength and the suppression of
Sy2GAaz2yasz aAyoS GKS fFG0GSNIFNB SljdzZ 6SR gA
l'a | 02y OSLIi = KS3S dirdcyiyro@ of Vidmasoxdeil hei's 1 & INB 4
experience witlviolence and preju@S FTNR Y & {(Qeandll@ K& Y Sy ¢
Messerschmidt, 200%5.832), and led to Connell's pioneering elucidation of four

patterns of masculinity in the current Western gender ordeegemonic, complicit,

marginalised and subordinated.

Complicitmasculinity 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 ofmasculinity 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 phgsiweakness 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 p homophobia. At least 50% of men in American professional dance
companies identify as homosexual (Baide®Pberschneider, 1997), as do seven out

2T Y& Hc LINILAOALIY(GEA OHCOPPE:VLDP 2KAES [ 2VYy
normative, sinceitt SY 06 20RKASS ay2 a4l K2y 2 dzZNB RCahte& 2 F 0 S A\
aSaaSNAEOKYARUOZ HnnpI LIPyoHOLI Ad y2¢ RAALM
YIaOdZ AyAdeQs Y& NBIFIRAYy3I 2F KSNJ GKS2NRal
masculine embodiment as an important link betwede construction of masculinity

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

G2 YIal0dZ AyAtes 6adonaSlidSyidte SELX 2NBR o
inclusive masculinity), is clearly pertinent to my workyamung 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 poststructurafipproach 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 | discuss in Chapter Three, my subgequen

NBIlI RAy3a 2y GKS SY02RASR ylddaNBE 2F RIyOS
2003; Allegranti, 2011; Pickard, 2015) further reinforced this belief that the

discursive can cexist with the corporeal in highly generative ways.
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Retuning 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) belaviours across the educational life span, ranging from primary schools

(Frosh et al., 2(®) Paechter, 2007), secondary schools (Mac an Ghaill, 1994;
Jackson2006a; Jackson, 2006b), further education and training institutiesd,

Archer & Leathwood, 2@) and higher education (Dempst&009,2011).

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

its limitations. Jackson, for instance, argued tha® E LJt | y' I (0 A 2nfyemy G K+ G RN
underlining) on the concept of hegemonican®dzf Ay A 1A Sa (2 SELX | AY
0SKI @A2dz2NE Ay & OBazkaoh2a06h, (NR) sihog theéy fyhodelthé S ¢
interplay of the social, cultural and psychological, and pay insufficient regard to

structure and agency.

{AYATINI&@Z Ay | y2R (2 GKS INRgAyYy3IT | LIS §
YIFaOdZ AyAdeQ o! y R&SNEEdhGHEal quastiaped The dohcéptuad 2 R
usefulness of hegemonic masculinity within educational contexts and offered

alternative ways that égemonic masculinity may be configured without recourse to

thea Odzf (0 dzNJ £ NB a 2 &ND Y& a@FedgEieat 3 BSiaail,

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

G GKSNB Yl & 0S fiatitoiaRpdaibEciiBmagalmitghierd Soys?2

YR @2dzy3d YSy O y YI(ibif p.578) SshgydsthttpaSaymiore G A Sa Y
nuanced relationship might exist between hegemonic masculinities and other

masculinities wherét R2 YA Y yOS AZRY2 NBR WANNBREX DG 6 S
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p.578). These points highlight the value of a more intersectional approach to the

d0dzRe 2F YIaodZd AyAilASas ¢gA0GK fSaa NBtAFyYyC
schema, typologies that are unablecapture the nuances and sometimes

contradictory nature of contemporary masculinities critique that can also be

f S@Stt SR AL Ayald WAYyOftdzaA@dS Yl alOdZ Ayadae o
WAY Of dza A @3S Q 2 NJ W2 NI K 2 R 2 df, Gherd ig addtagnitioh tffaR S N& 2 y
GKAETS WAYOf dzZaA@S Yl aodzZ AyaAie GKS2NE o6Lac¢y
challenges to hegemonic masculinity will vary by contextual factors, such as

geography, and are therefore best described in the plugal aA y Of dza A @S WY & C
since these masculine manifestations will be many and varied. For instance,

Anderson did not find men performing samex kisses in California as he did at a

. NAGAAK dzyAGSNBRAGES |yR a2 tioksi§nifiLtiedzNI € A &l

multiple nature of IMT.

Ly 2LIRaAdAz2y G2 La¢x ! yRSNA2YyQa O2yOSLiid
aeyzyevyzdza 6A0GK GKS 1S@é& (SySida 2F-/2yyStt
feminine and homophobic dispositions coupled witlabado) and is perhaps

exemplified by a particular and enduring construction of masculiyk & 2 F Wi KS
fFRQ® [Aal0SyAy3a G2 YIES RFEYOSNRQ | O02dzyia
schools, typified by harassment and marginalisation from male peesss ktruck

08 UKSANI FNBIljdzsSyid dzaS 2F GKS GSNY afl R6AOD
exampled 0 SA y 306 & dai K §56dRje,Rged 13). For most of my participants,
0SAYy3a WI ftIRQ gla Iy ftASY ARSyidAGe aAAYyOS
6KSASY2yAO00 VYI &oOdzZ A ypardicular kiRiS 6f BeffaSidur ab® / 2 Yy S
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ways of being which are made culturally dominant and come to be seen as the

LI GGSNY 27F YI a@oaheleyah, G982, j1y). ISY SNI f ¢

Scholarsubsequently highlighted the link between laddishness and hegemonic

masculinity, the latter beingthéd & G Y R NR 06 S| NBNJ 2r@al’ g KI 0 A {
YIy 2 NdednAyk Eitzclarence, 1997, p.119), and as my participaengaled,

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

Fft (22 g NB 2F AGP C20NtdngGlliik-Sy G S >R awd2 ASNY
Ayid2 aLRNIa 2N FFOGSNI IANIT A FEf GKS GAYS f
trouble atschosP LG Qa 2dzad y20 YSo Lw2IHANDF SSLI Y
GSadAayz2yes tA1S DS2NHSQa [0620S> RSyz2i0(Sa
GK24S 2F WGKS fIRaAaQ FNRdzyR GKSY®d a2NB2JSN
dancers to define themselvas opposition to laddism, a conflation in their view with

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

dancers did not aspireto &2 y S 2 ¥, thély i€ widh ko &) Eonstruct a

masculine identity and, if appropriata,heterosexual one too, but one predicated

2y GKS @I fdzSa 2F WAYyOfdzAAGBSQ Yl alOd#A AyAade

Seven explores this point in detalil.

hNAIAYFEfte aa20AF0SR gAGK (K@ignalyN] 2F t |
referred to a group of white, working class asthool boys. By the 1990s, however,

it was also in use by, and descriptive of, some midthss boys too. Similarly,

Wi RRAAKYSaaQ KlFa 6SSy Slidz SR gAlgk aOK2?2
class boys, but as Francis (18Pfund, contrary to popular discourse,
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Wi | RRAAKQ 0SKI@A2dzNJ O y &aBulwiiat, in Bchidkarlyd 2 OA | §
terms, does it mean to be one 8f(i K S astneridned by George and Rog
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 masculingrancs, 1999, p.37)

AsEpstein(19 Yy 20SRZ FYR Fa GKS LINIAOALIYGAQ
GKSANI ARSYGAGASA FAFLAyad GKS WhiKSNR> gAd
well as anything perceived to be feminin8imilarly, both Corgll (195, 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 historicalh

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

milieus such as school#loreover, and pertinent to my work, ths 3 Sy R S NJ

& 0 NI A ([{Pllack,1$08) &cts to police the behaviours of most boys; anything

NEIIF NRSRAlYA Yy8Q> adzOK a RIFEyOST Aa GKSNBTF:
masculinity and laddishness and so must be rejectssl] discuss in Chapter Six,

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

consequences of transgression, reeal 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 owuthen applied to dance,
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S 1y26 UGKIG R2YAYIYy(l RA&AO2dzZGEHEGZ2003LI2 AAGA2Y
2006, 2008 Risner, 2009a) and that male dancers are subject to a homosexual

presumption (e.gBurt, 1995, 2001Thomas, 2003; Williams, 2003Hlowever, this

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

newer ones such as hipop or urban dance) which are culturally coded as

WYl a0dZ AYySQ aAyOS (KSe& Syoz2Reé StSySyidta 27
masculinity such as physical strength and competitivenéssl discuss in Chapter

Seven, for boys who dance2mNBE WFSYAYAYy SQ ISy NBa o0adzOK |
exceed thed LI NJ Y Sri- SiNEdzi(@aRhA201&pe30 ), a range of mechanisms

are deployed to recoup {fand their heterosexuality, if appropriate), such as

reconceptualising dance as a sportamquiring popularity from success in dance.

Ly@gSaidAaalridiAay3a Y2G0A0Sa F2N WE I RRAaAKySaaQ |
what a lad woulchot do; a number of respondents referréd(i 2 G KAy 3a GKI G
LIS N S A @ S(Back3oh, 003, p.b88) sthémereinforcing Epstein’s findings

(19970 GKIFG o02@8&a RSTAYS (GKSANI ARSyGAaide Ay 21
tKSAS 0SKI@A2dzZNA Ay Of dzZRSR K2f RAy3 KIyRaz
but, also significantly for this research, playing hagish, 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 ¢y re girlie
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| was struck by this example since hopscotch is analogous to d#rioe.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 hopscotcliandi dzZF ¥ € A1 S
(dance, we infer), to merelft Y S & a A y andd B & NEiidh Stétubles speak

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

gencer boundary maintenance and the fear and consequences ofcooifiormity.

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
constructingidentities that enable them t&P T A sincehbgitgpopular and fitting
in” usually provide immunity from marginalisation or bullyings Jackson reminds
us, and as my participants attested, the performances required! o Aaiie ndt ghiy
G3ISY RS NiAR { WddISeh£2010b, p.47) for gender conformity. Similarly, as
Kenwayet al.,& dz3 3 BléarioEothérs’ opinions and of isolation and the némda
secure identity are primary motivating forces leading many to adopt safe behaviours
YR G2 YIFI{1S alF¥S OK2AOSaKenafefal, 2088) KAy ISy R
p.1378). Moreover, as Jackson concludes, and as my research finds, fear-can re
inscribke heteronormative power relations:
I't is nAot difficult tp find examApIes in schools of fears working to the adyant:slg,e of
GKS Y2ald LIRoSNFdzZ 3ANRdzLIE Ay &20ASGed {2«
example, work to constrain and contain particular versioh@hetero) femininity

and (hetero) masculinity and thereby reinforce established power relations
pertaining to gender and sexualitfdackson, 2010b, p.49)
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This gender policing of heterosexual boys (and men) is not only a recurengg tim

YIA0dzZ AYAGASEAQ a0K2fF NBKALE odzi F OSyd N f
AYLRNIFYOS Ay 02eaQ yIFINNIGAGZSa oKSYy (KSe@
AAAYATAOIYOS 2F GKSAN OK2 MaabgoasTothg@2 2t Q 2 N
CyyyQa F20dza 3INRdzL) aGdzRASE @aAKiIK 2818 NE DS |
Odzt G dateBher svith a reaffirmation of the existence aff A Yegarding what is

consideredi I LILINZ faiNdys td Ifkeé (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 (3ylear olds), a crucial time when young people are
G6SO2YAYy3a Y2NB ¢ NBE 2F GKSANI 3SYRSNJI NBf S
YI € S 2 Nac®r8ing tofD&ngais, (2002, p.59%¢ ultural taste is thus

understoodby young males (and females)dnd S y R S NBaRyued GaNudy wihé

cites the television programmé D f, 8h&I®follows the activities of an American

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

0§KAA&XZ O2y QlheddRatlyada bdyKvbuld Be ridiculed for saying he liked

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

e 68 tAGS Ay | (NOG&Sn, 2, pREJL.OE dza A BS  YI 4 Odz

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

d SY Rl y Ba&duBiRswhile | NRQa NBASFNOK o6vnmn0 Ayd?2
white working-class heterosexual young men, seléntified asat S Y 2f@lléwers 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 abormative perfomances of

masculinity. Such findings chime with my owthat the dominant discourses

surrounding dance are, by and large, unchanged, since dance is understood in
ISYRSNBR (GSNXa Fa WFSYAYAYSQ YR GK2asS YlI

homosexual prasmption.

However, despite the undoubted significance of thésé 2 dzi K (| #Qars, Odzf { dzl
2014, p.17), as Connell995 has noted, the most important marker among males

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

boys, but as noted above and elsewhere in this thesis, in the gender policing of
heterosexual boysand men. & Y& NBaSIkNOK O2y FANXaz 3l &
TNRY GKSANI KSGSNRBAaSEdzZ € YI{S LISINB A&K2 | N
throughtk SaS RAAGAYOGAZ2Yya GKIFIG Fy WFHOOSLIlIofS

0 NB 0 LINE&dzCAR p.27).

CKAA OASH Aar K2SOSNE O2y0SaGSR o0& LINELR
(IMT) who argue, among other things, that gay teens are enjoyimgased

acceptance in the social world and that pursuits traditionally associated with the
WFSYAYAYSQ INB y2¢ 2LISy G2 Y 28HRIfsbA ( K2 dzi
this would augur well for male dancers since it would represent an erosion of the

doYAY Lyl RA&AO0O2dz2NESA (KIFG LIaiad RIEIyOS Fa w¥
a homosexual presumption, or as argued above, dowe stillia&e2 YS gl & G2 3
(Cann, 2014, p.26) before we can claim to live in an inclusive culitate |

wanted to beliee 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 | now explore in detalil.

2.3 Inclusive Masculinityrheory (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 latddowever, as indicated earlier, the study of masatiés

AGAaStET Aa y20 ySéz FANRBRIOG FGONIF@OIGAY3I YI 22N
instance, Pleck (1975) explored the social problems connected with masculinity,

while David&. NI} yy 2y &a2dzZ3Kid G2 ARSYdGATe FyR RSTA
identifying 4.6 y 2 & A da&cid feminidebdhavioursfy 06S | gski® o KSSfE ¢
for status andachievement especially in sportsandwoik)p S a G dzNR& | a |y
(never show weaknesand maintain emotional sefontrol at all times)l YR a3 A @S
WSY ¢K®I {S LIKeaAOFKt NAA] & &ByaRnorga B760A 2t Sy i
quoted in Levine, 1998, p.14%)rucially though, it was Mori& Garfinkle who first

posited that in the West@ndered 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 magaziné { O NBege referred to hetosexual men's fears that

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

KS G S NP a@rddmsoh,20698pé7). As my findings will show, a relatettern

exists among many young heterosexual dancers who, while inclusive in their
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attitudes todiverse sexuabrientations (and therefore not homohysteric), oppose

the presumption of homosexuality about themselves.

A

¢tKS alftASYyOS 2F K2Y2LIK20Al |yR K2Y2K®e
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GKSNEF2NBZ OSyidiNIt G2 GKAa G
secondary schools, as | explicate in Chapter Five. As such, it draws upon earlier work

such asliat by Nayal& Kehily 2008) ¢ K2 Ay @SadA3dal SR K2Y2LK?2
adzadlrAYAYy3 YIFHES KASNI NOKASa Ay aokKz22fasx 2
OSYGNIt NRBEtS AG LIXIFTESR AY Ylye 028aQ A0S
subsequently investigatl by other scholars, including Anderson (2009) and

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

RSOt AYS 6al0/ 2N¥YIO1Z HAMHO® / SYiNIt G2 GKA
RA&AO2dzNESQ $KAOK (KSe@é nat@aAfdurndothis belfotvi K2 Y 2L

but before then | explore more generally what constitutes IMT.

Emerging from qualitative research with (predominantly) white, mietdéss team

sport athletes and fraternity members in the USA and UK, IMT declares rodles t

more likely to embrace a variety of behaviours once coded as feminine, including
certainsamed SE & SEdzr f o0SKI @GA2dzNBE® LG O2yOf dzRSa
racist and less likely to indulge in bullying, including homophobic bullying, than

eaN¥ ASNJ 3SYySNI GA2yad ¢SNYSR WAy Of dzaAa@dS Yl a
GAGK | y2G3KSN) 02y OSLlidzr t ATFdA2YyT W2NIK2R2E
opposition to femininity and homosexuality and sustained by homophobia (a dislike

of homoseuality) and homohysteria (the fear of being thought gay). While parallels
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0S506SSy ! yYRSNE2Y Q& W2NIK2R2EQ YI aOdzZ AyAde
I NS aSSYAy3dfte 200A2dza> ! YRSNA 2 yetréaNA dzS &

34 Y2NB WAYyOf dzaAGBSQ F2NX¥& y26 LINBEfATFTSNF GS

{SYyaAridA@dS (2 ONARGAOAAY GKIFIG Lac¢cQa FAYRAY3
universityaged males, subsequent research, conducted mostly with youths in

schools and colleges, sought to establigednage 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 studentsreinclusive of th& gay peers and

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

I FFSOG + o02e8Qa LRLJAFNRGE o6dzi 6SAy3 K2Y2L
argued, in an inclusive setting, heteronormative masculinity, charactebged

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
LINBGA2dzaf F¥APARSR HY RYFSYAYAYAT Ay3as &dzOK |
mutual love (Robinsoiyhite & Anderson, 2017), to wear tight trousers, pink

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

2017). Even in the hypermascudigame of football, Magrath found almost universal
acceptance of openly gay elite players (Magrath, 2017), while in domestic settings,

Roberts (208) found that young men were significant contributors to housework

and parenting dutieg all evidence, it isrgued, of arexpanded repertoire of male
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0SKFPA2d2NE YR AYRAOFGAGS 2F | INBGAY3

However, such findings were in stark contrast to most of the narratives | heard from
male dancers, parents anddchers in my capacity as a dance adjudicator, examiner

and teacher, prior to starting this researchrespective of their sexuality, the

YI22NAGe 2F o62@& RIYyOSNBR KIFIR 0SSy OFffSR

WT | 348 sohbving beyona reliance on anecdote, when | began to generate
and analyse data, | was keen to establish if these utterances were no more than
KFENYftSaa walk e RA2DdduNE Bay, (assughese N I O
subsequently) more problematic than that?

la | OSYidNXft LXIFY]l 2F Lac¢x (GKS O2yO0OSLi
language that has a homosexual theme, but whiatmishomophobic. This was so
termed by McCormack and Anderson (2010) as an attempt to understand how the
effect ofhomosexuall-themedlanguage could vary according to social context.

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

revealed that while participants voiced pgay attitudes and had openly gay

2 ¥

friends, they nonetheless used phradée WR 2 y Q (i anduYsi K3 (@CQxThea 2 3 & Q

researchers asserted that this position was consistent beciSdhad @vo
meanings; it referred to sexuality in some contexts and me&8hNXz0 io dtherk Q

(Lalor & RendkShort, 2007).And so, it was arguk the two meanings were

AYRSLISYRSYUG 2F SIFOK 20KSHES W3 (K2 MO/ 2AIVE O

used as an expression of displeasure without intending to reflect or transmit
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K2Y2LIK20Al Ay YIyeé O2 yNcE€ommazkNIONE.68R dzi K & S
lf2y3 gA0GK ! yYRSNER2Y KS | 002dzyiSR FT2NJ GKAA
f13Q 6h3IodzNY I mMdp nOYEl g2 LK Y 20YSSR/ 2ay2 GOAK SENBDI@
RAAlFI 2a20AF SR 0SSOI dzaS KSA WcOoBack, 20423 a OKI y
p.114). Simply put, in this instance, the rugby players were using language that

lagged behind their prgay attitudes.

However, some earlier scholars held a contrary view and found the pias& | G Qa & 2
3 I # 8 homophobic (e.g. Sande&)08; DePalma & Jennett, 2010). Similarly,

research with male undergraduates on university campuses in the USA concluded

GKFG GKAA& Sbkadbboieatatidnmicdaggression that can contribute to

a hostile environment for lesbian, gay and bigextu o6 [ D. O(WéodfatzReSay, (i & £
HAMHE LIPnHpOD® LNNBaLISOGAGS 2F 2y SQa LIRAaAI
utility of IMT, contextual factors, such as the degree of intimacy in social

relationships, are also hugely significant. For instaaceording to McCormack and

Anderson (2010), some heterosexual males use homosexhalged language as a

formofad & 2 OA | f, inavRigh Rake/it®an havetialJ2 & A G A @S ,bautRA©OA | £ S T-
a0/ 2NXYI O1 I OllyfethérlasgRageSsicansidered hoptwbic, or

whether it is better conceptualised as fag discourse, gay discourse-gapro

flLy3dzad 3ST A& LINAYINAfE& RSLISY R&gdamagky (KS K

2011, p.664).

This term, homohysteria, defined asii KS TSI NJ 2 ¥ 0 S(Andelsork 2 Y2 & ST
2009, p.7) or &K 2 Y 2 & -Panidked ciiltdre in which suspicion [of homosexuality]
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LIS NJY S (Arid&sol 2011, p.7) is another important and relatechglaf IMT,

salient to my research since | 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 dancersonly a concern that their sexuality be labelled correctly by

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

LI NGAOALI yizZ [/ KI&ANREXS BB20ESO@KXYXBYGIBARY dI &
RFyOS X 20@0A2dzateé GKSNBQa y20iKAy3 gNRy3 &

justwishtheyco® 3ISG GKIFIG NAIKGP LG yyzeada YS Xé

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

three variables must coincide:
I Yl &aa ol NBySaa GKIG K2Y2aSEdzZ ftAGe SE
a cultural zeitgeist of disapproval of homosexuality, and the femininity that
Aad aa20AF308R sAGK AGXFYR (K& ySSR F2N
identities with heterosexudyi (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 homohysteiljanderson, 2009%.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

a O/ 2 NI O high/le¥alsSfhamoldysteria often cause boys to avoid any

association witlK 2 Y 2 & S E(MzCérrhatié 2012, p.71). In such circumstances, it

Is little wonder that some boys choose to disavow dance. Chapter Five, which
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Fylteasda 062840 SELISNASYOSa 2F RIyOS Ay

dance shools), 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& Andersonin three schookixth formsin England found that young

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

0 K

WK2Y2&4SEdzZ f AAaSRQS OAdMSIANI20SH 102 {11658y 0% 2K

R A a O XMeR&rBagl& Anderson 2010, p.15). Writing the Foreword |1 to

McCormack's book (2012), Anderson declaredthatéic. A a y2 €2y 3ISNI Tl &

K2Y2LKahditis®§t22yISNI Gt AR (G2 |aadzyS K2Y2LK?2

(McCormack, 2012, p.xINlonetheless, such bold clairnan 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 sweepaigs 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 (Stonewg 2018).
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Nonetheless, Anderson maintains that his Arglaerican research suggests a

rapidly declining cultural homophobia among-26-yearold heterosexual men

which in turn has had @ LIN2 F 2 dzy éh theingedideded performaces

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

away froma O2y a SNl G0 A @S F2NXa 2F YdzaOdz I NAG& X

Y | & O dzf(ihidy; p.26p €onceptualisedasKk S I F2NBYSYGA 2y SR WAyC

QX

YI

ax

Odzf A WA e ®f SHWR NB280GA2Yy 2F /2yyStfQa ¢
that the decreasing stigma against homosexuality has eroded the hierarchical

stratification of masculinities € S Ay 3 @I NA2dza F2NXa 2F Yl a
hegemonic dominance of &n 2 y S (ibidl.2pL26) £Furthermore, he finds that the
Gadefinéismasculinitg Y230 S&aGSSYSR y2y3a (KSasS &2
gKIFG L OF ft A\, 0226), 8 chafcterRetrbylay dxpadsion of
GKSGSNR YLl aOdzt AhatHoys sredaldrtd edpgreSsitactditg and emotional

AYGAYF O gAlGK2dzi 0S8SAy3 K2Mbidap@Bdd t AaSR o8

In sum then, for Anderson and other IMT scholars (e.g. Magrath, 2017), itis no
longer fashionable to be homophobic in the Wesnce 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 pardeas 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

A =

ddz0 2S00 (2 RA&aO0O2dzNESA (KIFIG NBYRSNAGKSY Wwd
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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 | 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

YF&aOdzZ AYAGASE bHW2NIKDPDRSEBLISYR WAy Of dAaArdSQ
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. ThiskilRA G & KIF & f SR (2 La¢Qa ONRIGAI
from feminist, poststructuralist researchers) for its seeming failure to accommodate

fluidity, complex or even contradictory gender practices. Understanding individuals

or social groups as exhibity 3 SA G KSNJ W2 NI K2 R2ERA BNy VA K DA
GKS FTfdzZARAG®E YR RAGSNEAGE 2F &@BOYRSNI | a o
to De Boise, (2014, p.326). Similarly, some have doubted how IMT can account for

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

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

2012).

WLy Of dZaA @S YI a0dzZA AyAGe (4&dledndpixalwirka ol aSR
with mostly white, middleclass undrgraduate 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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pervasivenessFurther research across a range of contexts then sought to address

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

Roberts, 204; Blanchard et al., 2015; Murray & White, 2015; Magrath & Scoats,

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

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

working-class sixth form in North East England and found odiysaY'¥ X ¥ 2 BR ( & €

boys embodying an orthodox archetype of sealinity butad LIN2 f A FSNI G A2y 2

inclusive masculinities among workiQyf I & a (Béadckaid fétéa) 2015, p.1).

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

disbelief that the schools cited by McCormack (2012) séein2 S EA &G Ay | @I
are extraordinarily free of any kind of conflict; there being no observed bullying or
marginalizah 2y 2 F | y@& LJzLJAf & X (Skfsor;, 204ypT4)2 GS NI K
1S Ffaz2 (G221 aOdzf NI &gepibgecastabhdrpoplbiEcNI W
utterances which he (McCormack) believedltagr 2 Ay Sy GA2y G2 &2 dzy
(McCormack, 2012, p.83), and for negieg to examine why sexual differences

might be concealed. Furthermore, Simpson argued that the notio®, ¥ | KA S NJ N
with no clear dominance, on which inclusive masculinity theory is highly reliant,

indicates that power relations have been swept asidsuspend® ¢Simpson, 2014,

p.74) andsoriskd K2 Y23 Sy AT Ay3a &2dzyISNI YSy | a I NB
in societies now thought to encourage or oblige critical reflection on sexual

RA T T S(MB.yp34H.£Thus, for Simpson, even if one accepsavert

w»
&\
(s}

homophobia is in decline, heteronormativity most often existé St 2 4 (G KS
O2yalOArzdzaySaasé
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O{AYLHAZ2YZ HaAamMNnI LdTno0X I yiehd dvaidkhe ! YRSNRE 2 Y
assumption that heteronormativity is somehow less igjuizastitO I y morgé €

AYAARAZ2dza YR RAFTFAOdz G G2 O@idfpi7dy 3S 3IAA DS

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

been keen to differentiate the nehegemonic, lateral nature dMT from the
RSAOSYRAY3 2NRSNJ 2F LRgSNIAY [/ 2yyStftQa KS
maintained the continued but decreasing existence of orthodox masculinity, arguing
GKIFG S@Sy Ay | aSiidadninisied stale @iorhotigstari@iS Y I & Od
y2G G2 0SS YAaill | &ydersoa, 2009, ABlY shEeNkridai rdenIA | €

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 abog caveats and contestations, why, then, opt for IMT as the

preferred theoretical framework? Obviously, exploring the research questions
OKNRdzZAK (GKS 3ISYRSNJ fSya 2F WYl aOdzZ AyAGASa
for example, examine the ways in whiboys who dance transgress the concept of
WKSISY2yAO YI &a0dA AyAdGeQ a GKS2NAT SR o0& /
Connell and often poststructuralist in orientation) led me to believe that hegemonic
masculinity was now rather limited in its lity to reflect on the more nuanced

state of contemporary gender and power relatiornsspecially 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). Wasataguired then
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was acontemporary 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 thé Y 2 pgiolific paradigm otheorizing the increasingly liberal nature

2T 02y 0 SYLR2 NI (Magrathl& Bcoax, 2037 ApPy iSctusive masculinity

theory (Anderson, 2009), is a paradigm that offers a neat and e@mply G I NB  WF A (i ¢
between poststructuralist notions of identitynd 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 pestructuralist theorisingisa 6 8 Sy & LINBEASy OS.
according to Leder, (1995, p.1). Writing about such approaches to the body, Pickard
notes,d @1 8 KS 062R& 0S02YSa | @GSKAOES 2F SELNSE
is explored are the kinds of talk or accounts thatjscis give in particular social

02 y i GPiekam, 2015, p.47). This need to move beyond the confines of discourse

YR G2 SYONIOS (GKS O2NLR2NBFIfAGeE 2F GKS o2
GKS2NEQ 0! YRSNE2Y S HAA pligursiva gleéntsharid LI &8 & |
embodied experiences, vital constituents in capturing the complexity of young male

RIFYyOSNBRQ fA@Sad

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,
G 0 KSNB tifleEmascilinitésiamong men, whether they be multiple
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orthodoxmasculinitie2 NJ Ydzf G A LJX S Ay Q@hdzsdn2809,9.815% Odzf A Y A |

¢ a pleasingecognition of multiplicities within the seemingly binary constraints

of inclusive and orthodox maslinities.

Furthermore, IMT is flexible and capable of explaining the social dynamics in
O2y(iSEGA& 6AGK 020K KAIK yR t2¢6 tS@Sta
hegemonic masculinity & dzy Itadcapure the complexity of what occurs as

cultural homoK 2 6 A I R A(Ahdleysand 2R 3 £7) since it was first
conceptualised in the mid980s when Western culture was not low in

homohysteria, but since thery & A 3y A T A Ohayebccdrid-wiiich $nakée
Connell’s theoryt NE Rdzy Ry © dzh yiadzbidirg) ltosAdd@rson (2009,

p.32).

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

27

F2NJ SEI YL ST FLIJISEFENR (22 ljdzA Ol G2 NBtS3Al

Unlike hegemonic masculinity, IMT is not sustained by homophobia and an
associated feaof 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 masculinitessyARSNB 2y Qa O2y Of dzaA2y s (KL @
Odzf G dzNBE 2F WAy Of dzAA DS YI a0dA AyAdeQs Aa
as a (supposedly) universalising discourse, | argue that, as yet, IMT has been under
researched and not theorisddlly in relation to men across the life course.

Furthermore, as | find and discuss in Chapters Fivé& Seven, probably fuelled by
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K2Y2LIK20AF FYR F FSINI 2F GKS WFSYAYyAySQ:>
middle-class) were uneasy with, or&w K2 a At S (2XxalKSANI a2y ac
problematic masculinity at odds with IMT, while boys themselves were acutely

aware of the necessity fangoinggender boundary maintenance and masculine

and/or heterosexual recuperation. It is, therefore, at leaspant, 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

WAY Of dZAA @S YI a0dzZ AyAGeQs LINI OGAaSR o& @&2d

by all of their male peers.

In common with many other interpretative frameworks, | 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 behagiosocial roles

and relations within a given society, alongside the meanings attributed to them.
LYLRNIIFIyGfte GKSysT GKS GSNXY WYl aOdZ AyaideQ
stresses biological sex. This is significant and worth reiteration becauséuthe 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

WYl a0dzZ AYSQ o6dzi>x AYLERNIFIyidte G223 Al R2Sa
AlthoughNBE F SNNA Y3 (G2 WAYyOf dzaA @S Yl aldzZ AyAade i
l YRSNE2Y | Oly2¢6f SR3ISa 020S> NBFSNI G2 WYl
this diversity, while acknowledging the cautions of several scholars (e.g- Hood

Williams & Harison, 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
culturallyO2 RSR | & WFSYAYAYSQ 2F0GSy NBYRSNAy3 i
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 hoaomysteria (Anderson, 2009), alongside a related concept,

homophobia, which was found to be fR S Of A Yy A Y IMcEdrrEagkAZ0IR,®l Yy OS Q
xxiv). Employing IMT would, therefore, enable me to ascertain if its claims could be
validated by the lived experiees of young male dancers, but as | explicate over

Chapters Five, S&Seven, | was unable to endorse this.

aAyS gla +ty 2NRIAAYIE yR y2@St (Fa|lT 2yfte
cheerleading in the USA (Anderson, 200%ould be regarded amalogous since,

fA1S RIFIYyOSz AlG A& OdAf GdzN¥tte& aONROSR | a

' YRSNE2Y F2dzy R (KI ( s¥liprorSoied as kegl mégaiG NI S| R |
heterosexual, and strong enough to hold a girl (or two) above thaid$eyet agile

Sy2dAaAK (2 LISNF2NY O2Aiderdr 208Rpryd). a4 GA O NP dzi A
/| 2y O0SLIidz- t ATAy3a OKSSNI SIFRAY 3 ras&thelr g1 & | &4
YIaO0dz AyS OFLIAGIEE | yR dut WiRoutzh€ Aeedkt® Y 2 & SE dzI €
invoke homoplobia, while living in a culture ¢f 3 | & & dfiZe Lahdanblg/stetic

culture) these men weré 2 @iehpl 6 2 dzi K26 KS G SNBGuSE dzl £ i K

Anderson (ibid., p.118).

This point took my theorising in a new, kabsely relatedlirection, exploring the
G2N] 2F aO/ 2NX¥IF O]l oHnmMHO $K2&S 02y OSLIidz €
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| subsequently utilised to explain how young male danceiigseribetheir

heterosexual orientation by deploying a range of heteronormative techniques,

such as professing attraction to females. Chapter Three, which focusses on dance

YR YIaoOdZ AyaAteszs O2ydlAya Y2NB RAaOdzaaarzy
strategy, idetified 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 discoursthat posits male dancers as subject to a homosexual

presumption, it was also necessary to address the other discourse that codes dance

a4 WFSYAYAYSQ YR 42 L 2LISNIGAZ2YIFEAASR |
WY & 0dzZ Ay S NI OdzLIS Néxpiainhgivboys, Irrésyedti@eyobthem dopc 0
sexuality, soughttord Y a ONA0S GKSANI ARSYGAGE Fa WYI &(
first used in anthropology to describe a common theme in Hindu nationalist

discourses in India, described@si K S Y S (cord#agatich @ & ryth of loss, or
GKSTOX 2F2WI &GOSIZ WYNIL eZF | diiveRllzarviurge 84 6 K2 &
2P0SND2YS (KAA LISNOSAGSR STFTFSYA(HansdniA2y o8&
1996, p.138). The concept was later adopted by scholagducation to critique the
WFIAEAYT 028aQ RSoOFGS Ay | dza 0 NI £farl = b 2 NI K
Y2NB YIS GSIF OKSNA® {ednpdtativ® mdsubinity p@itdsS R NRA O S
(Martino & Kehler, 2006, p.1), predicated on the perceiveaihisation of schooling

YR AG& RSIONAYSyGltf SFFSOGa 2y o028aQ SRdz
SELX AOLFGS Ay [/ KFLIGISN {S@Syz (KS OFftf F2NJ
sometimes accompanied by essentialist, recuperative practiceslséthN® 2 SO i . Q
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NBEONXZA GAy 3 AYAGAFGADBS LINBRAOFGSR 2y GKS |

(Fisher, 2007).

2.4 Summary

This chapter has analysed and discussed salient literature whose theoretical
underpinningsare A SY RSNJ & | a20Alf O02yaiNHzOGA2y >
O2y OSLJidz t ATFGA2Y 2F YdzZf GALX ST KASNI NOKA C
YIFaO0dZ AyAdeQ oFa odzi | LINBOdzZNE2NJ (12 GKS Y
LI AOIF GA2Y 2F2 VAKO2NANDS! YRERHERYYAANn o =
poststructuralist theories of gender identity formation, to illuminate the lived

experiences of young male dancers. After considering what constitutes IMT, | have

then explored some critiques levelled against ifdse 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 yourlg daacers.

Furthermore, | have explored two related conceps ¥ WKSGiSNR &aSEdzZ f NB
6al/ 2NXI O1X HAMHU YR WYl a0dzZ AyS NBOdzLIS NI
relevance to my research, and in particular the ways in which they aretuged 0 2 € a Q

to contest the discourses about dance and masculinity. Thus, in subsequent
OKILJASNR L ¢gAff FNBHBdIz2S GKFKG O2RAy3 RIFEyOS |

RSLIX 28YSyid 2F WYl &aoOdz AyS NBOdzLISNY GA2y Q 6
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RIFyOSNB | & K2Y24aSEdzaf A& Oz2yiSaiSR oé

(McCormack, 2012).

Retaining a focus on masculinities, the next chapter will focus on exploring,
synthesising and analysing the salient literaturensles 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, | will interrogate the continued salience of the two dominant and
interlinked discourses that surround dance and masculitityat dance is for

females (e.gSandersor2000,2001; Stinson, 2002005 Gard, 2003; Risner, 2009a)
and that boys who dance are subject to a homosexual presumption (e.g. Rodgers,
1966; Grant, 1985; Hamilton, 1999; Risner, 20@292c,2007,2014)- and

explicate how these discoursdiave been treated in dance scholarship. However,
since they are so closely intertwined it would be unwise to consider them
separately, and so | 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 prolifithe USA and Europe, including the 414€d on

GKS 1S& 3SyNBa 2F o6ltftSaG dGFLLE FyR 211 %2
discourseemanated from here, especially from the realm of ballet. Nonetheless, |

shall also consider more recreational forms such as ballroom and urban dance (e.g.
break, hiphop and street dance) since, discursively, these can be coded quite

differently in termsof their ¥hasculinityQ

Initial searches revealed that academic literature on boys and dance in England is

NBfliAoSte aLl NESd aé aLISOAFAO NBASIK NDOK
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schools and privatsector prevocational édnce schooltas not been addressed in

any substantive way. | 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, asupdieard. This knowledge gap

g a NBOSylfe Ffl 33 Stk livedexpger@rcesioltiehoystakoz y 2 0 S
AANI & Ay GKS RIFyOS a{(@e8d @wtoNE XleGoliinson,2 06S SE
2017, p.11). Interestingly, this was a repeat of their geltle in 2016 when, after

researching gendered inequalities in dance, they concluded that as the experience of

males was only available to theina S G<2IyyRRen Iurther research could
GLINEFAGlI0f& SELIE2NB YIS RIFEIYOSNEQ SELISNAS
SELISNASYOSa 27T &ERogRBMNd SoMllaiéllihssn, BOL6YypAS)E

My research has done just that.

However, while dance research in England has nocpally focused on boys who

dance, it has nonetheless been active in other, often related domains such as

aesthetics and embodiment (e.g. Picka2812, 20132015), choreographic and

somatic practices (e.g. DeLahunta, Clarke & Burnard, 2012); commurtiligigu

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;
tCaAG&a2dzZ Hamnod 'y SEOSLIIAZY A& . dz2NI QA oW
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 sEmepeancountries such

as Sweden and Finland and further afield, from Austrdti@spective of geography,

and asn 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 sectoryweational dance education and

training. Ttese 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 establisti@t 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, marginalisednfronainstream education, often highly
specialized, vocational or psecational, 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 tyrteat 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

I OF RSYAO:X Wwaz2¥FdQ a dio@ §@dliberayc@ricélynShatdzy RS NJ § K
places little value on the arts. Often taught by repecialist teachers, most of
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private sector dance, unworthy of mhhk@cademic 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,

200B; Fisher & Shay (eds), 20B8sner, 2009a; PickargQ15; Risner & KeiBerry,

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 dascholarship as it transcends

boundaries. In common with my research, much of this scholarship draws on

sociological (osociologically inspirdd G0 KS2NBE X adzOK a [ SKA12AYy

Fyrfeara 2y o0284Q RIYyOS Ay CAYELlYR

As | explicate below, thiaterdisciplinarity will be evident in much of the research
analysed in this chapter which, consonant with my research questions, | have nested

under three broad themes:
1 dance in educatioq philosophy and policy
1 the male dancec identity, conflict andepresentation

1 teaching gender to undo heteronormativity
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3.2 Dance in education: philosophy and policy

As | stated at the outset, this thesis is not only a study of young males who partake
of dance outside of school, bitii | f 82 F20dzaaS4&8 2y SELX 2NAY
dance within their secondary schools, either as a component of P.E. or more rarely,
as a separate examination subject &% or Advanced level. As a school subject,
dance is relatively new in educatiortalms; GCEand A level dance examinations
were developed approximately 30 years ago, although these werelgted by an
Ordinary level examination in balleNowadays, at Key Stages One to Three in
England, dance is subsumed within the physical edoatrrriculum, a key factor

that has hindered its development as a discrete subject (Sanderson, 1996) and as |
will argue, continues to do sdeyond Key Stage Three, dance is merely optional,
and deemed to be a neacademic subject, its status in the daulum remains low. |
begin, therefore, byanalysingand 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, | shall analyse the findings of
recent reports to government opublidy fundeddance provision, assessing their
policy implications. Before that, however, | return to consider the philosophy that

informs dance education in English primary and secondary schools.

This philosophy is based on theY A R ¢ | & of ¥ahde Sduation (SmithAutard,
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 processeg of composing, performing and viewing dant&oreover, ths
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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@¥&znd Advanced

level syllabuses. While striving to maintain a balance between theethr
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 th&m.

exception to this is the work of Sanderson (2001) who sought the opinions of

adolescents on their attitudes to dance. One thousand six hundred andesgtty

(1668) boys and ds aged 11 to 16 years from 19 schools throughout England were
involved, using a questionnaire which included four Likeg& LIS WRI yOS | GG A G
aolfSaQo ! f K2dAK Fylfeara aKz2¢gSR fAGGE S
and 16 and no interaction @fge 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, Ik, which provoked extreme negative

reactions Assomegender scholars have established (e.g. Jackson, 2003), many male
adolescents are unwilling to be associated with any activity that may be interpreted

da WFSYAYAYSQ® ho. NR §afe girlsifeygnore likely KoteSdR G K | {
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 ofn a Astofies, €inlikely to apeal to male adolescents.
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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 msculinity; against this backdrop, delivering dance in schools can be an

& dzLJK A f &ccoddingital dneSpérticipant, 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 nonspecialist staff, usually female and with a physical education (P.E.)

badg ANRPdzy R® ¢ KAa f SR {dchodtsSéekn foye perpetudtidgd 3 S a G
by default, the prevailing negative view of the male dance artist among adolescent

0 2 e(8ahderson, 2001, p. 129). However, exceptionally, Keyworth wrote telifgly
becominga male P.E. teacher with a particular interest in dance and of the resulting
prejudice he encountered. He concluded that P.E. is aftéh LILINJpairarahdl S >

l YR & &nH doaestictsthéd O2 NLI2 NB It LINBaSydl GAz2ya 27
(Keyworth,2001, p.117), a conclusion further validated by my reseéinchngs,

discussed in Chapters Five, Six and Seven. Keyworth believes, as | do, that dance, as a
subject,d dzy RSNE2Sa | LINEP OSaa tiRebouds chéceaiBe | & A 0
YIS WL DFadditaEmen need to be educated éo Ré®ndition the ways

GKSe KI @S 0SSy kKeseérth, 2002 p.BBH. | YR (G KAY T €
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Since the millennium and despite its marginal status, dance has been the subject of
some governmenrtommissioned 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 e Dance Revie{Hall, 2008) found that 4.8
YATEA2Y LIS2LX S LI NLAOALI GS Ay wO2YYdzyAide
attending dance performances. While the private dance sector was necessarily

excluded from Hall's remit, passing mention was nonethetesde of it as a major

provider of dance provisionRegrettably 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 (YDBriginally formed in 2004, to include statended 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.Jdzo f A GIiyARSy 3L v¢ | Yy R (Sideall, 2918t { OK2 2 f &
was noted, onceagain, that dance provision beyond schools could complement and
enrich dance inthe school curriculum. An emerging framework for engagement and
progression irdance included reference to the role of the privagector dance

schools in offering eange of opportunities such as classes, examinations,
performances and@ompetitions. Disappatingly, the report fell short of promoting
crosssectorworking between the public and private dance sectors which too often

continue towork in isolated, uncoordinated ways.

69



However, in contrast to the Hall review, the YDE report had this talsayt 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 singlsex teaching is the norm and dance may only be offered to
girls. The majority of those tehing 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 opp@tubéyond schools
(Siddalj 2010, p.32)

Despite its reliance onthe wall 2 Ny WNRf S Y2RSf{ Q RA&aO02dz2NES:
NEFNBaAaKAYy3a (2 aSS O0ly2¢6ft SRASR G(GKS LINRPOTE S
solutions were proposed. Moreover, the quotatiamply 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 th@tS |j dzI f A (i &efléctS tHehesténttai A 2 Y
whichsociety has, in the main, moved on from homophobic and gender

RA&ONX YA Y| ({(iBidNB.33} sincexné lidzsd 8xperiences of the majority of

my researctparticipants indicates that nothing much has changed, despite ug livin

AY Iy SN} 2F &adzllll2aSR WAy OfdzaAGdS Y|l aldzZ Ay
contained a welcome reminder that, &3 8 OK22f & YR 20KSNJ 2NHI vy
responsibility tachallenge negative assumptions and stereotypes and to promote

equality of &JLJ2 NJi dzy' A (G & NB ISiddal 0F0a f33)2btvadsfot RS NE

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 mentiondaeimntroduction 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 compositiompils in the
private dance sector and how to overcome barriers for economically disadvantaged
children. However, this issue was noted in a government re@uttural Education
in England2011), commissioned by the Department for Culture, Media andtSpor
(DCMS) and DepartmendrfEducation (DfE) to review the cultural education in
England of children and young people aget Its author, Henleystated:
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. Theresia 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 backgroun@denley 2011,p.10
The review concluded with several recommendations, among them being that,
dclonsideration should be given to promoting Dance and Drama to subject areas in
GKSANI 26y NRARIKOGZ NI GKSNI GKIFyYy oSAipid, 4SSy |
p.58).Unsurprisingly, given the current ndiberal 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 positpects
on children’s and young people’s physical health and wellbeing according to
Burkhardt& Brennan(2012). A creative dance project, call&b Dancg2012),
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located inEasternEngland, examined the impact of a-M@ek creative dance course

on thephysical health, psychological wellbeing and changing daebaviours
amongstchildren aged between 10 and 12 years of age. Of particular interest here
are thefindings which related boys, which show, as regards psychological

wellbeing, thatperceptions of pressure/tension (as a sstale of intrinsic

motivation) weresignificantly improved among male members of the experimental
group (Kozub SpampinateKorn & Chater2012). Thuscreative dance has the

potential to reduce perceptions of pressure and tension angdrove levels of

intrinsic motivation among boys. Some of thehoolteacherslso reported
improvedbehaviourand 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 origi. 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 identity, conflict and representation

This section will use key literatito 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.
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Thereatfter, | shall explore the represatibn of masculinity in dance, using the film

WA f £ &2080jtof exethpiif@ how (hetero)masculinity is performed. Finally, |

consider attempts to recuperate masculinity and/or heterosexuality in dance

OKNRdzZAK | WY | S (Fislkier, 30D7)) K @alQablé FdautsHridjmizS
FAYRAY3IE Ay [ KIFILIWISNI {S@Sy 2F o628aQ dzasS 27
recuperation (Hansen, 1996, and McCormack, 2012, respectively). | begin, however,

with a brief focus on how boys are socialized into gaand 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 boy#is 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 uskfo 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 evdancing by the time they were

15, suggesting that some boys were able to contest these heteronormative

discourses at an earlier age.

¢tKS CAYYAaK NBaSFNOK faz2 F2dzyR (0KIFG OKAf
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,
bASYAYySyQa aiddzRes gKAOK Ay@2f SR GKNBS Kd
adolescent dancers, highlighted a familiar genrdsgated theme and concluded that,

G 0 K S vemgh@2nbrprofessional men in ballet and modern dance is still a

complex issue today and their participation is therefore limited. Men are still afraid of

GKS 1 0SSt 27F TNeMikef 1997 ni2RNhgughRbw/dar&ds these

findings reierated the salience of the dominant cultural discourse that equates

RFYyOS 6AGK GKS WFSYAYAYSQ®d !'a 2dzif AYySR LN
FSINI 2F GKS WFSYAYAYSQ AYy |'Y SR@3 GA2Y I f
2014),and found it tobe a potent, continuing force in policing the boundaries of

acceptable masculinity, but as my findings indicate, one capable of contestation,

nonetheless.

| 26 SOSNE Fa tAO1FNRWAE 6Hnmp0 62N] NBYAYRAE
innovative fouryear longitudinal, ethnographic, empirical study of 12 young ballet

dancers, (six girls and six boys), tracked their procegs®oS O 2 ¥ BaifeBdéancer

as they undertook tuition in private sector pxdcational dance schools. While

focused on ballet, PitkNR Q& FAYRAYy 3a adzZa3Sad GKFGzZ Ay
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 bodyaasaesthetic project, whose outcome

is that of a dancer as an embodied commodity (Pickard, 2015).

t A O $tudyRr@cked adolescemtancersas they negotiated pubertyWhereas
puberty describes only physical maturation, adolescence also includes cognitive and

74



socieemotional maturity (Blakemore et aR010)and so offers a more holistic view
of maturational changdrrespective of genderhis can be a challengingrte for

young dancers and can lead to a decreases in technical skill, control, coordination
and balancgDaniels, Rist Rijven, 2001; Bowerman, Whatman, Ha&i8radshaw,
2015).This regression, albeit temporary, is prompted by growth spurts in limb
lengths (relative to the spine), and is accompaniedrizyeases in height and

weight, alterations irthe accumulation and distribution of body fat and the
development of secondary sexual characteristi8sch growthusuallytakes
approximately3 years from std to finish (Malina, Bouchar& BarOr, 2004) and

startson average at age 12 for girls and 14 for boys (Blakemore @0400).

This activation of the growth axig/hich leads to a shift in body proportiongeds
careful management by skilled teachers attuned to the physical and psychological
impacts ofadolescencerad dedicated taeducing the risk of injur{Buckroyd, 2000;
Pickard, 2012, 2013, 2013llied to this, several dance scholars (e.g. Trem&lay
Lariviere,2009; Cumming et al., 2012; Picka28,13) have advocated a biocultural
approach, arguing that an awareness¥fi K S  Odzf (dzNJ £ O2y (G SE
and meanings and values ascribed to it is essential for a more complete
understanding of.Jdzo S NI I £ (MRdhelDétlalij 20P6ypa&)As such, these
adaptations, such as focussing on development of musicality and artistry (rather
than technique), might well, in the hands krfowledgeable and sensitive teachers
go unnoticed by dangs. Indeed, they appeared to do so with my participants who
made no reference to such practices, nor to sustainingsampusdancerelated
injuries, save foexperiencing? LJ2 & A (1 A @ Swakdeeh ystaTegitinktd, Evién
desirable aspect of dance culture (Buckrod0O0).
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Notwithstanding the above, puberty can also bring benefits for young dancers. Boys,

for example, accrustrength and power in this phase (Buckroyd, 200@ncisco,

Alar@o & Narciso,2012 Pickard, 20122013, manifested in the development and

definition of muscleadvantageous for grand allegro movements in balet also

in virtuosic movements in urban dance suchtlaes singlehandstand Gender

theorists agree thathesephysicaldevelopments are crucial in defining men as
$hasculin€e.g. Connell, 2000and as | noteduring interviewsseveral

participants describethemselves (and othemale dancersl & Wa UG NRy 3I Q> Wi 2
YR WIFofS G2 cdorStruiions tNat detveRairectiperatdeiNt Q

essentialist notions o#hasculinit®? ' yR 02y (Said (GKS R2YAYIl yi

dancers as effeminate.

Suchwork is valuable in highlighting the physical and emotional barriers which ballet

and otherdancers 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 hurdlesln Pickard's study this is illustrated by the case

of Kenzi, a British black African boy who dropped out after two years of they&amr
programme, stating that he had to decide betweénF A G G Ay 3 Ay 6AGK 0K
fitAy3d Ay 6AGK ol ff S{ X4opgdsirebtfcliiping, kthdy sgedéklay 3 SR
RA T T S NBy iiAs [ ekpjicatelzh Ghapter Five, my participants confirmed that

& T A U Gwag/often prgbiematic 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
Y2NXYIFGAGS FASYRSNI NB3IdzE FGA2y YR WRNRL 2dzi
LI NI A Odzf  NJ ASyNBad ''a YSyYyl AQa 6AGKRNI gkt F
findingswillillizy Ay 6 S a2YS RIy0OS 3ISyNBa I NB Odz i
than others (hip hop, street, crumping) and are ablerédoriseand recuperate

masculinity in a way that, say, ballet cannii.this vein, Holdsworth (2013)

investigated a& . 2 & a O3 {djeyt,Balinéhed in the West Midlands which overtly

and covertly challenged these dominant discourses pertaining to gesyjemopriate

dance genres. A key challenge for the project was to get the boys to appreciate

dance styles other than street or hipp, taking movement vocabulary that was
considered? 02 2 f  anNindnhignyaling ahd extending it to incorporate2 (i K S NJ
Y2RS& 27T LI @ aatcortirig toHavidNEKannd, the/Aftistic Director of
Beingfrank (sic) Physical Theatre Company wtdhe project. However, observing

I aSaairzys | 2t Rag 2 NIoKy 2AHomng ehaiBursdfy (G KS 06 2
banter,backOK I 4 | YR LIK & ddsigred shekbalisiali 2LJ 3 26N dzLJ
masculine credentials to offset the potential associatiofihe activity they were

Sy 3 3 R puk afcbher way, their behaviour was a form of mascudind/or
heterosexuaWNB OdzLISNI G A2y Qd | f §K2dZAK YIYyAFTFSadsSR
boys seek to recuperate their masculinity; Chapter Seven arsabse discusses the

six specific recuperative strategies identified in my data.

2 KATS 028a4Q RSLIX28YSyld 2F adzOK NBOdzLISNI { A
surprising, since they are in response to Western discourses that posit dance as a
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WFSYAYAYS WLOOGAQAGE YR YIES RIFEYOSNAR | NB
1998;Krauss, Hilsendager & Gottschild, 1997), this should be seen against another
enduring phenomenonrthat of male privilege in dance (e.g. Garber et al., 2208

result of theird Sy Ry 3 S Ndsderdidg ol Fisha#&Shay2009, 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
NBELINRRdzOSR (GKNRdzZAK2dzi | YIS RIyOSNDa OF N

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 eamale 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 damina

in dance leadership O2 Yy F2 NX¥a (2 NI GKSNJ GKIFyYy OKIff Sy:
brought about the scarcity in the first place 6 / NJ199Z, g.40R Similarly, as
Risner later concluded OR8 YOS YR RIyO0OS SRdzOF GA2Y Yl
asymmetical power relationships, social inequalities and sexist patriarchy by
NBFFFANNVAYI GKS adl ddza ljdz2z 2 LIgRidnéerAy 3 Ay C

2002c, p.63).
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In our Western heterocentric culture, where dance is considereevaaaht activity

for males, especially heterosexual ones, there is clear evidence to indicate that
dance attracts a large proportion of ndreterosexual males. Hamilton (1999), for
example, established that gay and bisexual men comprise half the malgghop

in dance in the USA; more recently, Risner's study (2009a), found similar statistics
with 47% of boys who danced sadentified as norheterosexual. By way of
comparison, my smaficale study of 26 participants found as followsterosexual
11/26 (42.3%); homosexual 7/26 (26.9%)séxual 1/26 (3.8%); unknown 7/26
OHCOPHE>0D az2zald 2F (KS WYdnelboyswyeatidetNds,t | 1S (2
these figures will change as they define their sexuality. Nonetheless, the data
indicates higher incidences of ndreterosexual 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
ARSFtAaldA2ya 2F GKS olttSaGX olFtfSa LN
gay men as parallel to their relationshiptivwomen and the difficulties some
Jrea KFE@S Ay SadlrofAiakKiay3a f2y3 G§SN¥Y NB
O0F2NJ AFe YSYyO0 YIFIeéoS Iy FdzZRAGAZ2Y FT2N f 2
colourful costume, glamour and mak. (Hanna, 1988, p.136)

¢CNRdzof Ay3dftes oFlyR 0Se@2yR Ala 6AfR ISYSNIf

homosexuality is a problem for gay men, thereby reproducing narrow stereotypes,

including essentialised femininity and heteronormativity. Moreover, it homogenises
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7 A

oFfftSi a WSTFFSYAYIiGSQX (GKSNBoé& NBLINERRdAzOA

to masculinity.

Of greater significance though is the work of Burt (1995) who addressed the
representation of masculinity itwentieth-century dance. By examining the cultural,
social, political and economic history of masculine representation in dance, Burt
argued that he 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 danceaaxning images of men in twentieth
century theatre dance to understand the representation of masculinity therein.
Borrowing from both Sedgwick (20) and Bristow (1988), Burt considered the
conventions that regulate the gendered gaze of the male body 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 accetable 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 tkiof the fimW. A f f (B00®,distussedi Q
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earlier in thischapterand/ 2 1S G KS NBIFOlAz2ya 2F . AffeQa
others) tohis participation in dance, to see this hypothesis played out. This might
also explain the reluctance of sorfeghers 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 gendeés 2 a Sy G At AayY Ay GKS FT2NX 2F KSNEP
more radical avangarde choreography which challenged and disrupted once

dominant ways of representing masculinity. As | explicate later, the gendered

associations with movement are still potemaproblematic for many males who

dance, reflecting the western European cultural paradigm that situates dance as
LINARYIFNRE&@ | WFSYIFfSQ | NiteehticéhiNry hegoRIingK | & R2 Y
G2 1 FaAoNRB2] OmMdpdpoL ® . dzNI Qfresdatyeimgiating ¢ 2 NJ| &
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, 2D020@B; Green, 2004; Risner, 2009), rhuaf 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 sastKealiinokomoku (1970)

criticised the implicit ethnocentrism in some dance research, noting that some non
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2S5a0SNYy RIFIyOS Aa LINBaSyiGSR a WLINAYAGAOSC
dance, especially ballet, to stand as the pinnacle of dance gerlesever,

subsequentesearch has done much to embrace multiculturalism and diversity in

dance education, with some findings on world dance highlighting the intertwining

between dance, gester 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; {8emry, 1994).

However, a fundamental difference beden West African and Western theatrical

dance is observed by KerrS NNE ¢ KMen gaidipatR freelytin West African
dancecultures without being ostracised by societyfact reflective of the socio

cultural context within which dance is situat&&errBerry, 1994, p.44).

In contemporary society, a key constituent of this semittural 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)produdiarontestation

of gender norms. In that vein, Ashley wroted it 8 KSNBE A& tAGGES R2dzo
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 @aide@ifor young
YItSa IyR { KAShNg FORBNKL79WHe f@mE. A f f, &hicBtbld A 2 (1 Q
the story of a workingclass boy from the North East who progressed to the Royal

Ballet School, was a prime example of this, but contained nia®2 y ¥ dza S R

Y S & & | (BsBléy£2008, 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 Shool in 2001 when 14 boys and 10 girls were acceptethrking a small

departure from the usual 50/50 gender spilt in acceptand@sien that these

dancers would already have had several years of training behind them before
applying, it was highly protée thattheW. A f f & QuésindtiEng mageT F SO0 Q

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 tahdpipjazz or

contemporary dane based on martial arts (Mirault, 200Q0)lotably, the key dance
elementintheW. A f  fdm, &péartffran2tide@nal queer version of Swan Lake, is

not classical ballet but a contemporasyyle piece infused with some (ironic) nods
G26FNRa ol ftSi odzi LISNE2 NEDE HPT. ReeR IWBE Y
Developed inthe early 1970¢,3f I Y NRO1 Q 461 & LISNF2NXYSR o8&
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 perfonagnoften regarded as camp or
androgynous, delighted in subverting normative gender roles according to

Reynoldst Press (1996), just as Billy Elliot did in his preference for ballet over

boxing, although Ashley regrets, as | do, that iy Elliot¥ aNB2OINR Y2 G SR 2y f &
sensational and superficial motif Wfallet boy challenges masculinity stereotyfes

(Ashley, 2008, 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 crosdressing boy A notable scene in the Royal Ballet

SchoolOKI yaAy3d NRB2YI gAUK . Affeoaz2NBeSOGA2Y
privilegedmiddle-class boy, sought to recuperate his heterosexual credentials

alongside his identity as a male dancerBlty EllicE OAYy SYI Qa ySSR (2 L
a heteronormative malelancer is paramount and little has changed since the

recuperative techniques deployed in Fred Astaire films decades before. As

Richardson notedt ¢ 8 KS FSYI S RIFEYOSNI KIFIa yS@OSNI 68
gender dissident in the way the male dancer hambé&sdeed, it would be

RAFFAOdzZA G G2 AYIF3IAYS | T $RchatdSon, GANBEAZ2Y 27F

p.8).

4 Y& NBaSINODK akKz2gas (GUKS dzasS 2F WKSGSNRa
LINEGIFfSyd adAtt yR Alday D2NBAISRI @WRBPQ I d
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 | will explore how young male dacmetest the

two dominant discourses surrounding dance and masculinity by their use of

WY 80dzZ AYySQ FYRKk2N) WKSGHSNRAaSEdz £ NBOdzLIS NI
L 2FFSNI I aeydkSara 2F 1Se tAGSNY GdzNB NBf

trace its antecedents in dance scholarship, beginning with the work of Fisher (2007).

wStFGiSR (2 GKS O02yO0OSLIi 27 WKDIRSWNR aSEdzZ f N
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pre-dating it, Fisher coined the phrageY | A & Y lto@ésé&ibe the fallacious
strategy, popularly employed in the dance world, that:
LyarxadSR olffSid Ad a (2dAK a F22001 f

proximity to lots of barekclad women (wink, wink), and is, in short, a lot like
the Marines, only with briefer uniforms and pointed t¢esher, 2007, p.46).

She critiqed this approach arguingthat Y { Ay 3 AdG Yl OK2 Aa y2i
SOSNI 62N = aAYLI & 06SOldzaS andpropdsed Aa y20 Y
AYyaagSrR 'y It GSNWHAARGS A ichdeimSERdNEetlael 0 2 F
G dzy 02 y @S ¢rundrtBogdd¥ {ibidl; p/65). In this way, she argued, the image of

a maverick offeredt y S ¢ NX S G 2 NRA @rd fvasd VaSil2yOlk | (A 28/KAET

LIS NI S L@tich, p.§53 ¥ personal discussion with Fisher at the 2018 Dance

Studies Association Conference ialkd, she lamented that the futility of the

GYl 1 Ay 3 dtrategyhadnétbéen recognized more widely. My research,

with its focus on the techniques of heterosexual recuperation (of whidhil- { Ay 3 A

Y | O Ks2part), does just that.

LikeFisher, 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 masculist comparisons between dance and sport (findings reiterated in my

research) and Spurgeon (19Qevealed attempts to minimize the significance of

gay male population in dance. More recently, Halt&riVorthen (2014) identified

YFES oFffSi hrreyaOISANERYD dxalSy [12FS YEBsy, somél SOK Y A |j dz
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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 legitilis 6§ KSANJ a2y aQ Ay iSNBai
recoup, by proxy, their own heterosexuality. Second, male ballet dancers made

O2YLI NRA2Ya GAGK ALRNII o002y TlnNMigyng / NI o7
own), emphasizing the combination of athleticism andsary 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 stigmaas@ad A aae& | Ol A JA dree X asy RyitifaeNI K S NI N.
F OGAGAGE T2 N(Hhabp & Warthed 2@k, B.89) AA¢ Eexplicate later,

Y& FTAYRAY3IEA &ddzaA3Sald GKIFG FfaGK2dzaK ol ff S
dance genres,these a G A Y Y I y I 3 S %8 gimploygdb@dnsers |j dzS a ¢

across a range of genres.

Whether termedd Y I { A y 3 (FigherY200@)ko@ & (0 AYA YW ASYSy (¢

(Haltom & Worthen, 2014), Chapter Seven will develop this theme and explore

02aQ STF2NIa G2 fSIAGAYIFIIS GKSANI RIFIyOS L
alO/ 2NXI 01 Qa ouvHnmMHO O2yOSLIidzZ ftATFOAR2Y 2F V
the social process whergoung male dancers employ a range of strategies to

establish and maintain their heterosexual identities but without invoking

homophobia. | also explicate how, irrespective of their sexuality, these boys also
Sy3aFr3asS Ay TFT2N¥a 2 7F,ddwrg apordiie wghiSof HEBsOGAIS NI (G A 2
anthropologist, who first used the term to denote tikle2 S ND2 YAy 3 2 F

86



S Y I & O dz{Han$en 2996¢ p.138) In both cases, | find that young male dancers
employ a greater range of strategies than thadentified by Fisher or Halton and

Worthen above.

/ £tSIENI @ (KSyz GdSYLiia Fd WNBOdzZLISNI A2y Q
such, popular dance culture has long resorted to employing techniques of
WKSGSNR&ASEdZ t NB O dzLBelWel Dadcgitte eading main, 8d M o y
Astaire, supposedly a famous ballet dancer, had to prové kistchabidig

heterosexuality within the first few minutes of the film yLJdzi G Ay 3 G LJA 2V
shoes and ogling a photo of Ginger Rogers. Andelver appeared in tights; instead,

KS 62NB GKS LIyida YIS pakcordiryio FBHery(P08MWNAE 2 T i
p. 60). Be it Fred Astaire, Gene Kelly, John Travolta or Billy Elliot, many male dancers

KIF @S KIFIR G2 1jdzA O1 f & rodexdapydrSiin ngridtivesBhérabyzL) G K S

reassuring audiences of their heteronormativity.

Related to these recuperative strategies, Hebert (2017) explored the gdrated

pedagogical practices that commercial dance studios employed in Ontario, Canada,

tol GGNJF OG 062@84&8 GKNRdAAK GKSANI R22NRAX y20AYyS3
emphasized athleticism as an antidote to homophobia. Despite this attempt at
WKSGSNRASEdzZ f NBOdzLISNI GA2yQ 6ald/ 2NXI O1Z H
dancersdt NBY | Ay (afd$ comimsnSvitiEosher research (e.g. Gard, 2006;

Risner, 2008), found that boys often experiendeO2 y 1 NI RA OGiatN& G NBI G Y
dance school. This privileged treatment in class and in choreography (e.g. prominent
positions and roles) can be contradteiith a lack of material provision for boys, such

87



as poor changing facilitied I & G 2 NI 3 S, wNi gingd fOIf R alSyl a0 G dzt f
OKI y3Ay3a NER 2accordingiioHekert, XY, f.£03). A further contrast

was noted irchoreographic practices; some of my participants complained of having

(0p))

i 2

ESOdzi S WFSYItSQ Y2@0SYSyda Ay GKSAN YA

LI NGAOALI yia SELSNASYOSR 2yté wWyl alddzZ AySQ

classes. As | discuss in Chaptwres, this desire to appeal to boys through

KSGSNRY2NXI GADS LINI OO \APRERO2 YV WA K¢z a AKXy A DK

w2elf ! OFRSY® 2F 51 yO0OS ow! 50 (igspiedbRSy
a L2 NI a |y R ¢aodritddpokapsedamplé daf the institutional use

of essentialist, masculine tropes.

Gard (2006), Risne2@04,2007, 2008, 2009 and Broomfield (2011) among

others, have illuminated how dance can both contradict and confirm normative
versions of masculinity. Risng&014) 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)produani 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, desgtéving in an era of supposed

WAY Of dz&a A BS YIHaOdd AyAiGeQ 6! YRSNE2YZ HANGOd

3.4 Teaching gender to undo heteronormativity

wSOSyid NBaSINOK Ayid2 RIEIYyOS (iSFOKSNERQ LISNL

studio concluded that teachers encourage normative gender performances in their
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pupils (Clegg, Owton & Allgbollinson, 2017)In performing masculinity, boys

were perceved to challenge traditional, authoritarian pedagogy by not conforming

to behavioural expectations of docility in dance class. Like my findings, this research
KAIKE AIKGa RIFEIyOS GSIFOKSNBRQ NBfAlIYyOS 2y
pedagogy instead aine which, as | discuss below and in subsequent chapters, is

genderneutral, creative and empowering.

Drawing on the work of feminist philosopher Butler (1990), the theory of gender and
sexuality as a performed identity has been adoptedbéyeral 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, 202 2004). That feminist theory has been apglio 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 direatigt 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 feminighspired research was to advocate for a pedagogy
which promoted inclusivenon-hierarchicakeaching (in contrast to the traditional
authoritarian model of pedagogy found in many privagctor and vocational dance
schools). For instance, Shapiro (2004)sgexl 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, sias Chapter Five explicates,

current dance pedagogy (especially in privagetor dance schools with their

emphasis on performance not process), is predominantly teatdeeand

instructional, so robbing learners of valuable opportunities for agency esatiuity.

{AYAT I NI & {(Ayazy omphdy> Hnnp0 RNBg FG0S
SRdzOl A2y GKAOK INxasSa FNBY | WO2YYlIYR |y
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

RSSYSR WTFSYAYAYSQd ¢KS NBYBRABYSAYAAK! HRE
areteachind SYRSNJ ' a ¢S (S| OK(Sthsoy, OB 2183), y & (i KA Y :
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, lesbiagay,bisexual, transgendered (LGBT) studies and

queer theory have also informed dance scholarship (e.g. Seddv@@®,1990;

Bristow, 1988; Burt, 1995; Fost&001; Desmond, 2001; Risner, 2602003,

2007).Earlier, reference was made to the work of Burt (398nd 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 (200&je.recently

though, Risner returned to the subject, and with fellow researcher, Oliver,

concluded that danceducation may stiléi dzy ¢ A G G A y 3f @ NBLINRE RdzOS |
powerrelationships, sociahequities and sexism by reaffirming the status quo.

0



In doing so, the dance profession ignores opportunities for diminishing homophobia
andantia I &€ (ONvier&Risner, 2017, p.11My findings, in Chapters Five, Six
and Seven, r@alidate these pessimistic conclusions while Chapter Eight contains

reconmendations to dance education policy and practice to tackle them.

What is striking is that Risner had drawn attention to this issue a decade earlier,
RSAaONADINF Af Sk O§ 2F aSNA2dza RAAO2dzNES |
A & a dadéofeing 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 reengender dance intradiA 2 y I £ £ @ a Yl & Odzf
ways i.e. dance as sports, competition, jumping tamding (Risner, 2007,
p.973)
WAAYySNRa OFftf 60Seé2yR KAa ONARGALdZS 2F Saa
WYl a0dzZA AYyS NBOdzZLISNI A2y Q AcdrreRmafeOS0y A a (2
students, an outcome | 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, &witen-
[ 2ttt Ayazy ounmt0 fFYSYGSR 2dz2NJ €01 2F (y?2
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 how best to attract boys into dance in
the first place (perfectly exampled by the aforementiotedd NP angigdivie and Q
discussed further in Chapters Five & Seven), rather than trying to understand how
best to retain and support males currently in training. | was reminded of this limited
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focus when attending a symposium in the USA in 2017 entiledSy Ay 51 yOSY

. NARIAY I @ KS ORgraiatic3dutionsito address the dearth of male

students in our studios, schools and companies as students, professionals and

S R dzO | (Rigndldt &l., 2018, p.26)There, | 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 askingy S¢ ljdzSadA2ya | 062 dziand Sy RSNJ ;
discussingt T NB aXT f AWISdzA NB | 0 2 dzii (Rishef, etAIS30BBS NE | VR

p.30), as the call for papers and keynote presentations had made clear.

wA ay SNDa RG34 NIBdzshaui darigand gender is prescient since my

findings suggest that young malerdzers, especially those in privasector dance

schools, are subject to a restricted diet of heteronormative roles and/or are taught
Y20SYSyia 6KAOK I NBE O2RSR YR NB2SOGSR I a
maintain a binary view of gender. Elsewbghowever, asking y S ¢ |j d2%8 G A 2 y & ¢
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 eithew 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), particefarence

gAft 0S YIRS (2 . Bdailol«hde itlisdas producabs Ndt A 2y 2 T
featured in the film version dBilly Elliotwhose titular figure both contradicted and

conformed to culturally esteemed notions of masculinity.

92



While applalR A y 3 wA & yaSNIHa |jQIESidtiPmRB/BIE  Aywea 2F Ayl
daK2dzA R y2ySiKStSaa 0ly26ftSR3IS GKIFG SEAALD
has cast a valuable light on the lived experiences of male dancers, much of which

has inspired and formed 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 themeBhese 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 experieneéadings that chime with my own.

. FAESe FyR hoS NyDHogiShskRdy NIRQGprotessidrglmale

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 suppdrapproval

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 ofodessional Western

theatre dance training and education (a sector analogous with mine) and focused on

theG a2 OALf LINBAadzZNBa 2FWYR2 ¥ A@BES2009, & Odzf Ay A
p. 64).His findings exposed the fallacy that more boys would be drawn to dance if it

gl a8 YFENJSGSR a | O2YLISIHIAGAOGS &ALRNIL FYyR Y
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,
RAaOdzaaSR Ay [/ KIFILIISNI { S@Sy>s RAGSNHEHS FTNRY
established that som boys not only seek to recuperate their masculinity (and
heterosexuality, if appropriate) by actively drawing on analogies sptirt butgo

further and conceptualize dance itself as a sport.

In planning my research methodology, | was interested to tio& some aspects of

Risner's approach had attracted critique. Questions regarding sexuality were posed

only to dancers aged over 18 (understandably, | argue), leaving us ignorant of the
SYSNHSYOS 2F @2dzyISNJ 62@8aQ 2 NFK@wiliemiAz2ya |
As | explain in Chapter Four, | 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

AYLI OGSR dzZLl2y NBaLRYRSYyiaQ FyagSNR aiayoSs
INB GKS oA33Sad OKIftSyasSa e&2dz & 0S a |
{ I y Rthislfresupposes that the challenges are because the dancer is onale

fSIrad Fala KAY (2 ARSyGATe ((RoGers@KI ff Sy3asa

W

Sanders, 2012, p.180). More generally, they also questionhamKk S 62 ESa | YR
naming pursuits we cdimue to research may be inconsistent with a postmodern
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j dzZSSNJ L2 Lddzt F GA2y &aSS{TAy3a G2 NBarad GKS @S
andwonderda A ¥ GKSNB Aayoéd F gle& (2 3IFGKSNI Y2NEF

SELX AOAGtE yIYAYy3a GKS LISNIENNUB.OS 65 £ NE

Despite this critique, Roge&Sanders offer no new methodological proposals to

facilitate this and while applauding Risner’s fight for young boys they nonetheless
wanttod G NP dzo £ S KAa y20A2y 0 Kibid, p.280). AdXGIEa Ay
not truly comparable, since Risn&ls conducting an online survey whereas | was
conducting facdo-face interviews, reading this critique heightened my awareness

2F K2g¢ | NBaSINOKSNRa dzasS 2F €Fy3adz 3S Aa
fronts - ethical, epistemological and ontologic to name a few.However, despite

these caveats, Risner's conclusion was inescapdhé 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 sexualiybean questioned, and as |

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 (tm)ed 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 genadeb®undary maintenance

A0NI §S3ASazx SEIYLX SR 0@ &d2YS 028aQ NBFdzal

3 S

w»

WFSYAYAYSQ 2NJ G2 LINLIF]TS 2yfteé 2F RFEyO
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dance. Similarly, Australian researchers G&d/leyenn (2000) foud a resistance

to forms of movement that were counter to the bodily practices of contact sports

GKSNBE Y20SYSyiGa 6SNBE RSSYSR | LILINPLINAI (St @
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 asS JoNiR 82 A y (1 f S& a ¢
or & 3 I. €hé 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
GKSNE AdG ¢l a akryOiuA2ySRIE dzyt A1S Ay RIyOS

guestion.

Consequently, adolescents who are atypical and transgress gendered boundaries,

such as boys who dance, are more likely to suffer bullying and harassment (Berger,

2008), with boys who identify as neneterosexual especially at risk (Risner, 2014).

As my findings (re)confirm, the bullying of young male dancersiismonplace;

85% of my participants (22/26) were bullied on account of being a dancer. Similarly,
wWAaySNNaE NBaSINOK 2y odzZ feAy3dr KFENFaavySyil
male students aged 13 to 18 years who were studying dance ginofessioal

level, (equivalent to UK preocational level and so directly analogous with my

LI NG AOALI yiaov ® widehtfict Bheterogexidl (5280}, LI y G a4 a St 7T
homosexual (44%) and bisexual (4%), and while we must avoid generalising from a

small sample ®33), 85% of participants reported being bullied, compared with the

US average of-22% of the general adolescent population, the latter figure the

result of general research consensus, according to BergeB)(20@erature from

Australia, Canada, Finlaanid the USA has similarly exposed homophobia, bullying
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and masculinising dance practices in a range of settings, includingppegional,
vocational and educational ones.§.Risner, 2002, 2002b,2009; Lehikoinen, 2006;
Gard, 2008; Li, 201@011,2016 Pike, 2011; Risner, et al.,18). However, in
England, my research is tHest to specifically and comprehensively address the

topic of dance and its intersection widdolescenimasculinities.

Reviewing, analysing and synthesizing theditiere 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 heteronoivitgtculturally 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

GAY DS a (ey $Hyllivay,£1984; Connell, 192901 Redman, 1996), since these

identify what is at stake when we use one particular mode of deploying our body

over others. As | discussed in Chapter Two, Butler (1993) believes gendered bodies
materialise through reiterated actions that individuals perfornaigendered

manner while, similarly, Gard, an Australian dance researcher, makes the point that
GY2OSNE INB LIaA0GA2YySR gAO0K NBIAYSa 2F 02
Y20SYSyld A& ySOSNI LJzNBfte w2ySéa dz2oyQ (2 a
matter of fleshon-ii K S g(@axdi 2R@3, p.109As my findings subsequently

illuminate, boys are sensitive to choreographic practices that might signify

WFSYAYAYAGREQ YR a2 UGUKNBIFGSYy GKSANI YI &aoOd
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OtheNB (22 KIF @S F2dzyR (KA&P WKISABWER &S dzl dzi f
Y I {0 KButlerQ1990), Larsson, Redel&usagrell studied 24 students, aged 15 and

16 years in Sweden during their P.E. lessons, which included dance, and found that

girls and boysdo gender in multiple ways but usually within the constraints of

a heteronormative culture. Boys, for example, learned to take the initiative, except

indance whet 1 KS& f S| KirssonZRedellu$S& Fagrall,£2011, p.fo)

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 ixaira SSY Y2 NB 1j dzSSN
girlsg K2 RA & NHzZLXibid.(pk7$d Yol KISNANSEA S | NIDdySwediringy 2 § SR |
tight clothes or performing “feminine” movements during class were met with giggles

YR NARAOdz S X G2 | £ NBSINIAYEDS ywie ABRISY (1Hx

(ibid., p.79).

The question of how té dzy tRe2h&teronormative gendered subject positions

therefore becomes imperative; with Larsson, Redefiusagrell paraphrasing

. dzif SNR& F ROAOS (23 &YyA@SNIA AY NB HSING (i/SAE R
SRdzOI (i A 2 {bidf, (578)&&h/ad thalerauraging ot lj dzZSSNJ Y2 YSy G a &¢f
GKAy3a R2 y24 32 WI OqiRidJR.80)1AseakiAg taadsistS TSy RS
students to move in new, perhaps different ways, in order to embody new

identities, one can speculate that teachers might find thisffcdit 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 thecommonlyheld belief that a lack of boys in dance classes is a
problem that needs addressing, Gard argues that thetey62 -edid®rit ®ason
why the number of boys participating in organised dance classes should, in and
of itself, represent a problem that educatefsS SR (i 2 (Qar®, RO0K & a ¢
p.221). Instead, he advocates that more important focus should be on

& lj dzS a (skx@alfity an@ their significance when considering what is seen as
genderappropriate movement for boys and géisbid., p.222). So, insteaaf
problematising boys andance, Gard prefers to concentrate on finding ways to

4 SELX 2 NB ayz2Ry SSATOASIaA YOANISy 8 aINBaaA S sl &a 27
(ibid, p.223), a strategseminiscent of the previously quoted advice of

G a dzo @S NB A drdm Butiet ($903) i7R)2ayicone | advocate in
subsequent chapters as a priority for dance pedagogy. As | 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 ketinderstand

the experiences of boys currently in dance education and training, and so
develop more effective ways of supporting them by, for example, deploying

genderneutral pedagogies.

L KIS GKSNBFT2NBX YdzOK Ay @oeivsrg, hisA 0 K DI
rejection of more athletic or boyriendly approaches to dance education, believing

these recuperative strategies would odyNBE A Yy F 2 NOS G KS dzy RSNER G| Yy
supportive, delicate or even eroticised forms of bodily movementepihy are not
O2yaraidsSyd 6AlK (Gddf 26012385 AR in& Hidelistedl G & ¢
previously, the recent dance initiativélt NP 2f®i0 ihe Rogal Academy of Dance,
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has been predicated on this erroneous, essentialist notionWieeZ &A Sy Rt & Q
I LILINR F OK (G2 RIFyOS SRdzOPrijext2 §® & GAUKSWYHA®SQ

data are available that would enable evaluation of it.

h@dSNItf GKSYyZ Ad A& Of SINJ (kkedtothe s o02ea C
restriciod 02@ & | yYR YSy LJ I O&ard, 008 K186), A G A a (72
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 & Kgh2008). A challenge for dance educators then is to

GSELX 2NB K& OSNIIFAY F2N¥a 2F R3ayOS 4SSy
2008,p.187) a task attempted by this thesis to better understand the gendered

G Ay @S a gomé&hoys aake in dance, iofagainst 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 wilance remain potent forces that police and

NE3dzZE  6S 0628aQ RIYOS LI NGAOALI GAZ2Y d® hiKSN
social class, have also been considered briefly in the UK context where

government awareness of the issue has not been matched iedel 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 off@nunist
research, has beconan increasingly significant topic in dance scholarship,
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especially over the last 20 years or so (e.g. Adair, 1992; Burt, 1995, Z0HL

Briginshaw, 1998001 Desmond, 2001). Thus, over the course of these two

chapters | have sought to illustratet only how poststructuralist notions of identity

and power arecompkemented 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 passeceptacleéi f 2 3G Ay RA & 02 dzN
(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 thed NB 3 dzf | (i ABuBer, NB73PA1E) Seither discursively, materially or

both, but not usually without attendant negative consequences, including

homophobic bullying, marginalisation and stigmatisation. This conclusion

LINREOEf SYFGAASA YIye 2F YIKESO dxf A yAAYiae Yi RS2 NBRQ
which asserts thatiti@ A Y ONB | & A y 3 {f ® bedmyhrphébic vidlght od f S £
misogynistic (Anderson, 2009, p.153). This is an unfortunate, trivialising phrase,

& A yubfashignablé A YL ASa | NBOSY §bomdphubig,forA (1 2 NE &
example, has been a lorgjanding and serious soeaultural problem. As | indicated

in Chapter Two, writing aboudt G KS LINR T 2 dzy R ymascdihifes i ¥ OK | y
. NRGA &K |y R, Agdérsos didwOadrf (i dzdd® & 41 | yualkativek and 2 R& 2 1
guantitative research highlighting masculinity is shifting in response to both the

I 6 NBySadaa 2F IyR AYONBlFaAy3a FyaALlF GKe (26
NEfAIA2dzas Odzf GdzNF £ = S OAAAGNINR01B,¥4%), LI2 f A ( A C
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 thatvihie 0 NB I R Of | A
F6o2dzi WIHEf YSyQ 2 Nldiacanfiriifylrebdaréhlsytlyad i o6S YI RS
GXFAYRAY3I 2NIK2R2E aLSO0Ga 2F YI aoOdz AyAde
RA&aLINE @S (AnHeSson&KHvSGoMdck, 2016, p. 8). While this may be so, the
empirical findings of IMT have nonetheless been critiqued for being-geeeralised

(e.g. Ingram & Waller, 2014; Simpson, 2014), but never before has the utility of IMT

been applied to this specific contexof 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
questionsa A Y OS al a2y NRefkalityRal thedasseaZiFquestiorbta thed
research process, and of linking research questions to one's philosophical or
methodological position on the one hand, and to appropriate data generation

YSGK2Ra 2 y(MaSd 3022pl0KTEUN, they are:

w»
T

T 2KIG INB 06288Q SELSNASYyOSa 2F RIyOS
schools and secondary schools?

I How do these boys contest the dominant discourses about dance
and masculinity?

What dotheseresearchA Y RAYy 3a AYLX & F2NJ LRt AOe Iy
dance education and training?

—_

Mason is not alone in highlighting the interrelationship between these key research

(@]
(0h))

O2YLRyYySyia ¢6KAOK dzyF2fR Ay | aSljdsSy0oSs
ontological assumptias 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 epistemlogical positions

2 KAES +y 2yG2t23A0Ft LRaAGA2Y gAff NBTFESC
beliefs) it will not be grounded itan obvious and universal truth which can be

takenfor granted"(Mason, 202, p.14). This is a useful point iwh 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,

Fd ¢Sftf a GKS SLIA&AGSY2t23A0Ff |yR YSGK2R
research because different ontological positions can, andtdd,different stories"

(Mason, 202, p.14). As a subjectivist/interpretivist, | believe thag 2 OA i NB I £ A &
mutually constructed between people in the real world, and therefore, Wi 2 O A I f

NEB | fA Z&dt &xe@rnal to individualsimposing itself on consciousness from

without" (Cohen, Manion & Morrison, 2011, p.5). My epistemological assumption is
therefore antipositivist since | view knowledge@d.l JSNR 2 y | € = & dz,2SO0A O
rather thand K I NRRS Odi A @S KibjR p.4). lAnd 30} favbusirdg empiricism

over rationalism, | regard knowledge itself as a social construction since it is

interpreted by individuals.

2 A0KAY GKA& AYGSNLINBGAGS LI NF RAm@dnvsedi KSy X Y
on the belief that people's experiences occur within social, cultural, historical and
LISNB2Y Il f O2yGSEGaD | SyOSs wazOraltf NBIFfAGe
interaction, developing shared intesubjective meanings. Instead of a focus o

facts, the emphasis lies with meanings and actions in context, creating multiple
LISNELISOUA®SE 2y WNBIfAGEQ NI OGKSNI GKIYy 2y S
dzy RSNB Gl yYRAY3I 2F Yé LI NIAOALI yGE&Q SELISNAS
teacher thereof), | 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, | sought to describe and
explain the social phenomena around boys who dance, striving for-depth
understanding of how these males negotiated their identities in the light of the
dominant dscourses that surround them. In so doing, | wanted to understand
behaviours, actions, beliefs, values, emotions and styamn their perspectivdt

was, therefore, vital to ensure thaleir voices and views were heard and made
visible in the thesis. Thuatheoretically 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 smaitale nature of my qualitative data
ASYSNY GA2ys L Fftaz2z gAaKSR G2 OI L) dzNB
involvement in private and public sector dance in England. While not strictly
necessary for answarg the research questions, | nonetheless wanted to know how
many boys who attended dance schools took exams and in what genres. | was also
curious to know how many boys opted to study dance at GCSE and Advanced level
in their secondary schools/collegegrfanswers to these questions, | 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. | began with #megation of
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jdzl YGAGEFGAGBS RFEGEFY 6KAOK 2FFSNBR &a2YS
followed that with the major qualitative phase, where, in line with the research
guestions, the emphasis was on capturing the experientessample of boys who
danced. Employing both quantitative and qualitative methods would | hoped, avoid
anya T £ &S (Rrifz), OB, . ¥63 since both paradigms can and do have their
rightful places. My aim was for the two paradigms to be complemmgntthe

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

gualitative and interpretative, comprising sestructured interviews.

To begin with, secondary data were generated from two sources; firstly, from UKA
Dance (UKA), a privasector dance awarding organisation who deliver a range of

graded dance qualifations, (like those awarded in Music and Drama) and secondly,

~

AYE

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 patterng/lgender and genre in academic dance (AQA)
with those of private sector prgocational dance (UKA Dance). In phase two, the
major qualitative phase, data were generated from satnuctured interviews with

male dancers, parents, teachers and dance polidgar&ladministrators. As |

envisaged, the interviews were-glepth and lasted approximately an hour each. |

also needed to balance the requirements of obtaining a reasonable sample size with
the practicalities of time and expense involved in travel, trapsion 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, | ended
up with 26 male dancers, four parents, six teachers and four dance policymakers/

administratorsg a substantial yetmanageable sample.

4.4 Quantitative phasedance 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 privatsector dance in Englamdas 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 ratdsre 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 analys#scriptively to establish how many boys

took dance examinations and in what genre(s). Empirically speaking , | knew that

0284 ¢9K2 RIYyOSR 2F0Sy tSlyd G2¢F NRa OSNIF
KSGSNRBY2NXYIFGAGDGS GSNNXAaAUOLSE &adzOKy & 1aF $b2 WS RI Y
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 anare discussed in Chapter Five. Awarding organisatiorsast/KA
Dance grant dance qualifications which are OFQt&gllated 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,
Appendk 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 statstics, stratified by examination type (GCSE/AS/A Level), academic year and
gender from 2012018, thereby allowing some degree of comparability between

the gendered entry patterns in the academic sector and those in the private sector.
While statistical d& for England alonare 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 Chapteiv€. 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, | was now sufficiently equggpwith some understanding of the
relationship between dance, dance genres and gender, and so | prepared for the
main qualitative phase of data generation by undertaking a small pilot study. Before
describing that however, | discuss the ethical consideretipertinent to my

research and the challenges of recruiting participants.

108



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 sestiuctured interviews),

ethical approval was secured from the Lancaster University Research Ethics
Committee and | undertook to comply with its guidelines, together with those of

the British Educationdkesearch 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 tvaosy@016/17

& 2017/18) | 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 | hadiplsevio
undertaken a comprehensive research training module, | also benefitted from the
specific training offered to all new committee members. Moreover, | found the
experiential learning of attending meetings and debating complex ethical issues to
be immenséy 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
GSNBE OKAfRNBY 0dzyRSNJ GKS 13S 2F wmyo | yR

vulnerability should not be understood as a fixed category related to, for example,
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a2 Y S 0 adge &sifick 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
my26RF YOSNJ LI NOIAOALI yiGa | & W@dzZ ySNIo6fSQ |y

a range of measures designed to mitigate any risks they might encounter.

Sourced from an online database (darteachers.org), | identified ten dance schools
in north-west Emgland and approached the first two on the list from where | 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, tajgzz, contemporary, ballroom/lattamerican and urban.
After making introductory phone calls to each school principal, outlining my
research and gauging their interest, (which was positive and enthusiastic), | issued
them with paper and electronic copie$ participant information sheets and sample
interview questions. Furthermore, | 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 teachés) face to face at this point, and so | made
arrangements to visit each school to continue the process of establishing trust and
rapport. | was, after all, asking a great deal of these individuals, both in them acting
as an initial conduit between the pential 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, | also wished to visit the school premises to establish if private

interviewing space would be availal{eend when), since | reasoned that

participantswould feel more comfortable being interviewed in a familiar but

nonetheless private environment. | did not wish to visit boys in their own homes

since | feared they might feel constrained and/or distractechby parental or

sibling presence. As expected, not all schools were able to accommodate me for
AYUGSNIASGa YR a2 L NBaz2ft @SR (2 dzasS 2yt Ay

participant consent, instead.

A week or so after my visit, | contacted eadhool 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. | was, therefore, wholly depahon the schools for
my participant recruitment and knew that the pool of potential participants was
small. Moreover, in addition to the sampling criteria above, | wanted, ideally, to
recruit a diverse range of participants, spanning social class &mitay, and made
this known to the dance school principals who were acting as the recruitment

W3l 0STSSLISNEQ®

However, | realised meeting this additional criteria would be difficult owing to the
relative homogenous nature of privatgector dance and soould 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 subsetopealysis
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and discussion, | have made brief reference to salient intersectional factors, such as
02&aQ aand athnicity(@Disélfidentified as middleclass, six as working

class all were white British except for Saul, a black Jamaicarljutoinate

issues such as the (un)affordability of privatctor dance education for

some families.

Beyond these initial sampling concerns, obtaining consent then became imperative.
For participants under 18, | required not only their consent but tifasomeone

with parental responsibility for them, usually a parent or guardian. Although | 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 anddjaas,

| 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 soclear, ageappropriate participant information sheets and consent forms had
been produced for different classes of participantse for children and young

people (under 18); another for parents, guardians and carers and a further one for
teachers, admiistrators and policymakers. Appendices One and Two contain these

documents.

However, seeking written consent was not sufficient in my view, especially as | had
not yet met the potential participants, and so, now furnished with their contact
details (paental email address and telephone number, supplied by the dance
schools with their permission), | 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 fothe interviews, but also to reconfirm consent, answer any questions
and finalise arrangements for the interview. Moreover, although the participant
information had been written in agappropriate language, | was unaware of

LI NI A OA LI y ( & Yan®tBed gapaiity @ Snddrstandfivdy G A S
telephone calls were therefore an opportunity to summarise the contents of the
written information and to satisfy myself, as far as was practicable, that | was

indeed receiving informed consent.

During the callsl stressed that participation was voluntary and explained the
NElFazya FT2N) Fy2yeYAaAiy3a LINIAOALN yGaAQ
remain confidential unless | had safeguarding concerns (i.e. a belief that they or
someone else was at rigif physical or mental harm). | 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, antbdow 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 draw. 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 conc&viiereasOppenheim (1992)
describes rapport as an elusigeality and one that only experienced, skilled
interviewers posses$, like others such as Fowl&rMangione (1990) judged it
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important for allinterviewers and vital to successful data generatidio this end |
placed much emphasis @stablishingoersonal contacwith my participants and
parents especially via the telephonéeift alsoby email and text)and invited them
to contact me with any queries, no matter how sm&kw participants didhis,and
those who didusuallycontacted me for logistical reasons, such as to rearrange

appointment times or venues.

Beyond reiterating information in the participant information letters, durthg

initial telephone calls | also drew attention to mpgrsonal history as an edancer

and teacherg an effective strategglesignedo create empathy and trugtRyan&

Dundon, 2008) Not untypically, one parent commented in respondg] 2 Q€ 2 dz
NBIFffeé dzyRSNBROI YR ¢ KENBRKEDS fordanyAy 3 FTNRY
respondents, my familiarity with the field was perceived to be an advantage (while

for me as researcher, also a source of potential kaasl discuss in Chaptey;, But

nonetheless | believey familiarity with the subject undoubtedly helden building

rapport with participants several of whom questioned me about my career in

dance

Duringthesepre-interview interactions, sometimesaddressed participanfusually
parental)concerns regardingssues ofinonymity and confidentialitysince there

was ®me confusion about the twpusually arising from a conflation of the terms.
Thus,| went to some lengths to explicate tbe and reiteratehe limits of
confidentiality and the circumstances in whiitltould be compromised| was
acutely aware that some boys might currently be experiencing bullying, and if so
did not want to add to theidistress The telephone calls were therefore an
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2LILR NI dzyAGe G2 SaidlofAiakK az2yYSIiKAy3da 2F (KS
about their suitability for inclusion in the study since | had to satisfy myself that no

harm would result from it.Consequentlyl asked each parent®o how does X feel

a0 2dzi G 1T Ay3 LBYNRG UYASYZ2 SiEK SK S (1SdyRee2KkeQ ftheriF S | G &
reiterated thesequestion to each participanhoting and comparing responses to

satisfy myself that | was safe to proceed with each individual. This step was

imperativesince the sample had been selected on my behalf by dance teachers and

so this was my first opportunity to assess théand they me)yia ourtelephone

conversations and so begin the process of building rapport

| found thatparticipants were enthusiast@boutthe prospect osharing their dance
experiences. An extract from my notebqd&llowing my initial telephone

conversatios stated that Caleb (14) seem&dLJt S a SR G2 G f1 | 62 dz

(Vo))

K R2Say Qi dzadzZ ffte Red@dia WifaNBIREYRYSE Al
Y2RS YR NBIFIRe (G2 OKIFIGQ I yRUbhdesdn omm0 Wgl
parents included theommentthat Stephen, stepfather of Owen (15) thoughtk S Q R

Syeaz2e &aLlS|k {Ay3 white Lawdh Yidthey @ Ragetf S 2@ 3 &R > W, 2 o

KIF2S GNRdzot S .aKdzidAy3 KAY dzZLJHQ

Nonetheless| also sought to allay angtent fears aboutthe content of the

interviews by providing the interview questions in advance, copies of which are in
Appendix Three, since | wanted to make it clear what would, and as importantly,
would not, be covered. | reassured participa(asd parentsthey had aright not to
answer any question(s) and this would be accepted without demur. Most notably,
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intrusive personal questions regardisgxual orientation would not be asked of
participants, including those aged 16 and abolbad 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 cdissess

Whilel was comfortable to divulge my sexuality, if appropriate, | appreciated that
differences in age, situation, status etc. between the participants and me were
significant, and | could not expect this frankness to be reciprocated, especially to an
relatively unfamiliar researcher. However, | 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 dace 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 mand 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
guestions which directly addressed the research questions plus a few more wide
ranging and opefended ones, consonant with the nature of a sestructured

interview. The question wording was quite informal, and during the pilot and
subsequent fieldwork, | posed them in a conversational way to create a relaxed
mood which | hoped would encourage paipiants to talk more freely and to ask
guestions of me if they so desired. In essence, | 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 poweglations. Interviews always

O2YYSYOSR gAGK | FS¢ 3ASYSNIft Wgl N¥Y dzLJQ |jd
which were intended to relax the interviewee and so ease the elicitation of

information during the interview proper. For example, a favourite one veask

was,G { 2El 0 KI @S & 2dz onBichyronpeedafdhgeio? RI & £ K

responses, some of which segued into the actual interview

Furthermore, | 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 exanple, the question relating to masculinit,2 K & R2Sa (GKS &2 NJ
YI &0dzZ Ay A Ge wasfraynedifa? yodngedntarviewees@as K G A& A G
G2 0S ,andor@ 2 KEG R2 22dz t A{.Eledryy thismiasrS A y 3 |
ideal since the questionsere not identical, more of an approximation to the

original one, and while | was aware that such semantic differences could be

significant, | knew too that the coding | planned to do could accommodate such

variations. An explanation of the approach to tteding 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 changetheir mind about participating within four weeks of

interview, | 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, |
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would confirm the deletion andisregard 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

guestions were fit for purpose and would generate rich and sefiicdata 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 lastel three months, comprised serstructured interviews (each lasting an

hour or so), with four male dancers, one teacher and one parent, sourced from two
RIFyOS ao0OK22fasx ARSYU(IATASRSITONRYNAE 2 RF® A vyl

by the ISTD (Impeli&ociety of Teachers of Dancing).

During the pilot, | 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 unsusinig (as well as being potentially

fraught with ethical and logistical difficulties), boys did not wantto bedh®@ Sy 4 NB 2 F

I 0 G S ywithin2hgigday schools, as one dancer put it. Sensitive to this, and of the
negative repercussions that might wellsgifor participants, | abandoned the idea

of obtaining ethnographic, observational data and so was left reliant on pupil and
G§SIFOKSNJ I 002dzyia G2 3IFNYSNI Iy Ayairdakdad Ay

strongly believe that gaining access to schoolsl#8 4 S| NOK 62eaQ ol yR 3
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experiences of dance education is a worthwhile endeavour and would be a

valuable postdoctoral project).

Overall though, | 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 malélancers,§ | 24 R2 &2dz GKAY]l RIFIyOS Aa L}2N.
which boys had identified as being influential in shaping their perceptions of dance

and male dancers. In view of this, | subsequently chose to exclude the pilot data

from my analysis; howeveas | planned to conduct 25 or so further interviews, | did

not envisage being short of data.

As a former secondary school teacher, | 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, | 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.

| 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,
| also revised the sequence of questions, calibrating them &agsier ones to harder
ones, but always ending with a positive issue or question. | found that allowing the
interviewee some freedom to diverge from the question sometimes paid dividends
in garnering an unexpected, valuable response, as did skilful prahipgorted 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, | began to recruit participants for interview, returning to
0KS 2yt AyS RISIHOGHINED2NHE YOSY | Aagaink Ay SR 0 &
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, | identified a further eight
potential participant schools from the database, all of whom agreed to assist me. |
was most grateful for their coperation 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 | was
given contact details for the 26 dancers who had agreed to take part. | 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 attende

state sector institutions(including comprehensive and grammar schools since the

latter still exist in parts of Lancashire), while 4 attended independent schools. The
fFO0GSNI 6SNBE FTNBS (G2 A3Jy2NB (KS 3F20SNYyYSyi
statutory duty on state schools to teach dance as a component of Physical

Education (P.E.) for pupils at Key Stage Three, i.e. 1}yedrdolds. Since | also

wished to canvass the views of parents, interviews with two mothers and two

fathers (from different dace schools) were subsequently arranged. Similarly, | 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 fatmeface with the young dancerand |

was able to accomplish this with 23 of them while the remaining three interviews
were conducted, for logistical reasons, by Skype. Initially, | had wished to avoid this
mixedmode data generation (in person and online) since | wanted to capture as
much verbal and noiverbal information as possible and judged this more achievable
with a face to face encounter. | also felt it might be easier to build a rapport in
person but, surprisingly, found the online encounters highly generative. Although
there wasa 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 | intevened early on by diplomatically reminding the participant to close
doors and windows to help eliminate the extraneous noise | could hear. Although

this tactic worked, | 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 | confident that, at its conclusion, | had garnered all the possible data from him.
Overall though, I took the view that, where necessary, and despite their
constraints,| would rather conduct Skype interviews than lose participants

altogether.

Each school principal had provided some basic information on their sepapll

numbers, differentiated by gender and the range of dance genres taught. As can be
seeninthel 6t S 0SSt 265 gKAOK aK2ga SI OK aokKzzf
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 offerid 0 @rdya\yinnastic and urban dance classes which they believed

were an effective recruitment strategy for male dancers. Beech and Pine were in

stark contrast to say, EIms, a ballroom and kmerican dance school which had

only two male pupils (1.6%8nd 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 methothdividual

interviews was a more feasible strategy
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Table 4.1 List of dance schools and dance genre codes

School Name| Girls on rollf 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/Latihmerican; U = Urban

4.5.4 Interviews with dance administrators and policymakers

The final element of data generation was an additional set of four st&mctured
interviews conducted with administrators/policy makers from two dance awarding
organisations . These individuals had volunteered their cooperation in response to
an appeal had made in person to delegates at the Awarding Organisations
Committee of the Council for Dance, Drama and Musical Theatre. As with previous
interviews, | provided participants with an interview schedule in advance, based on
the emerging themes from mynalysis. The primary focus of these interviews was to
discuss my preliminary findings in order to address research question tidrde 2 &
YAIKEG GKSaS NB

aSEFNOK FTAYRAYIA AYF2NY LIR2fA

and training?

The audio interviewsvere first captured using a voice recorder application on my

mobile phone, then transferred to my passwepdotected encrypted laptop
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O2YLJzi SNI 6 STF2NB o06SAy3 dzLJ 2+ RSR G2 [ yOI &

data is automécally encrypted.

4.6 Why choose senstructured interviews?

A concern for the individual is a hallmark of the interpretive paradigm and this

concern lies at the heart of my research which isitdzy RSNE G YR GKS adz 2
2F KdzYl y &iohel§ Manidry&Mdrison, 2011, p.17). Setnuctured

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 tha experience (Seidman, 2013). Moreover, | believe, like Roulston (2013)

in the likelihood of a link between the type of interview used, the processes involved

YR GKS NBaSINOKSNRa LIKAf2a2LIKAOFE L2aAdAa
the interviewees working with me in a serstructured interview to ceconstruct 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 dzLJLI2 NI A @S YR Sy O02dzN)} 3Ay3 dzaS 27F

prosodic features, | believe this was the case.

More generally though, the use of interviews was consonant with my belief that the
main beneficiaries of this research wouddncipally 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. Thesseroiured nature of
the interview enabled not only focussed questioning bu frexibility 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 sessiiructured interviews was that they seemed

LI NI A Odzf  NY @ adzAdlrofS F2NJRSFEFEAY3I gA0K LR
identities or sexualities, since they were capable of capturing lines of angtim

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 irportant, | believed, to take account of the contexts (social, cultural,

economic and physical) in which the research participants found themselves. Again,

| judged this could be best achieved through interviews, which aresuéid to

describing and intereting a range of material practices. Such data can generate
GGKAO|T R &RanNANI) whitlyridtéonly describe events in their context

butalsod LJ- NI A OA LI yiGaQ AvyiSyacdosliyigiaCotied, NI § ST A Sa

Manion& Morrison, (2011, p.53).

Wishing to address the research questianl 2 4 YA 3IKG GKSaS NB&aSH NI
AYTF2NY LREAOE YR LINY OGAOS Ajdgedzhatar) Rl Yy OS
empiricallyd A SR G KS&A &3> |-haid&xpéridanges of dace m#hé@irda Q T A N
dance and secondary schools, obtained through s&muictured interviews that
F2NBANRdzy RSR LI NIAOALIYyiaQ @2A0Sasx ol a 068
dance educatio policy and practice, so as to promote gender equity in dance
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pedagay, for example.

Dance, as a living, breathing art form with its focus on the body, also needed a
voice, and | judged that such a voice (or a chorus of voices), could bestdse

material through using senrstructured 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 | wished to

familiarise myself with, and get close tbge data (Riessman, 1993). These were
d02NBR Ay YR SyONRLIWISR o0& W.2EQY K2&aidSR
transcribing was also the first important step of analysis (Bird, 2005), an interpretive

act where meanings are created (Lapadat & Linds899). Transcriptions were

orthographic, verbatim accounts of all verbal and sometimesvenbal utterances

such as gestures, if they were deemed important.

Drawing initially upon Rya& Bernard (2003), a close reading of the data was

undertaken to generate a list of ideas about content and what was of interest. |

identified, among other things: word repetitionswivo terms, keywords-in-

context, metaphors, analogies, transitions, ceotors and nascent

conceptualisations. These were then coded with a written definition of each new

O2RS FTRRSR (2 I WwWYSyY2Q &@AXK|SP Y12 adzy B NEA 02 2R
or element, of the raw data or information that can be assessed in a meanhingy

NB3IF NRAY3I i K@BoydtHic 998, ¥.63Y. Suft codes initially included
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GRIFYyOSés GodzZ teAyadér daSONBOeés aalOKz22f ¢
did not wish to be constrained by a deductive farasting coding frame. The

process, while organic, was itself part of the analysis (Milekiberman, 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 6S3ty O2RAYy3 o0& dzaAaAy3d W GftlraecAaQ REOGL |y
learning how to use it proved not only tim@nsuming but exasperating. More

importantly, | had begun to feel detachedm the data, having become pre

occupied with the operational mechanics of the software and so reverted to manual
O2RAY3IAI dzAAY3I LISY > LI LISME QO i2AIBNIRIR ¢ KM FHK LN
beneficial and | was better able to focus on the taskand- to reduce an initial list

of flat codes from an unmanageable 153 to around 60. | did this by creating

hierarchical (or tree) codes and a branching arrangement to createsdés so

GKIFIGE F2NJ SEFYLX ST GKSBS2NIRAAY2 0 FO2YS OIS
ol tffSié¢sx g-dodekcreatkdvidr &lllthsdtherddance genres, a process that

Corbin& Strauss (1990) call RA Y Sy a A.ApHistpding RcgnSidered how

different codes could combine into overarching themes amehfl visual
NBELINBASYGldA2y G2 06S KS{WHhdd ¥2USBNYAWR WK
02 NBRdzOS GKS cn O2RS&a Aylu2z2 wmp LRGSYOGALl
ISYNBaQT WTFFYAfe FyR FTNASYRA@Do WaSO2yRI NE
SELISNASYOS&aQs WRIYyOS AyaildralddziazyaQ | yR &z

considering the relationships between codes, themes and different levels of themes
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such as main and stthemes. As such, it was an iterative activitycsi 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 capiuieK S O2 y 12 dzZNBR 2 F
O2 RS R aRl bfihk éreation of @ (0 K S Y I (i (Br@un & Cladke, 2006, p.21).

To accomplish this, | 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 discarmdg, merging or subsuming of others. In so doing, | considered

the validity of the individual themes in relation to the dataset and whether the

G G KS Y (dcedrat¥ly réflécted the meanings therein. This necessitated re

reading the entire data set agaia check for the above, but also to code any

additional data that had been missed previously.

{FrGAAFASR gAGK GKS NBGAASR WiKSYFGAO YI LG

T LISRIFI3I23es LISNF2NXIFYOS IyR LINARGAT SIST
positive experiences of dance education in their dance schools

T NB3dzA A2y YR ONBOLINRRAzZOOGA2YT (GKA& Ol
experiences of dance education in their secondary schools

I recuperating a masculine and/or heterosexual self; taptured 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 | wrote a

RSGIAETSR ylFfeaArasz LI e&Aay3d NBIAdbutRowy 20 2dza i
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tFAOGGSR AyG2 (G0KS 20SNIff Waadgz2NERQ 2F Yeé R
This necessitated considering the themes themselves and each theme in relation
to the others. Themes one and two are analysed and discussed in Chapters Fi

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 analyticahfeavork was relatively
straightforward. Having initially considered both phenomenological and grounded

theory approaches, | finally opted for thematic analysis since it seemed the clearest

and most appropriate method T2 NJ A RSy G A F& A y Igpatteyid f @ 3 A y 3
g A 0 KA yBraRn& 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 wasnore sociological in emphasis.

/| tSINI ez gKIG Oy 06S &FAR lo2dzi 2ySQa RI
JdzA RSR o0& 2ySQa NBASINOK SLA&aGSY2f238% Ay
approach predicated on an understanding that experiences, meanings, events and

so on are the effectef a range of socially (re)produced discourses in society. As
suchd G KSYIF GAO Iylteara O2yRdzOGSR gAGKAY |
R2Sa y20 aSS]7 (G2 ¥20dza 2y ainRkRJakeA 2y 2NJ A
2006,p.14), no matter how inteesting they may seem. Instead, it proved
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attractive and appropriate since itsoughit X i 2 (0 K S 2 Noultural cantéx® & 2 OA 2
andstructuralO2 Yy RAGA2ya GKIG SyrofS G4KS AYyRAGARM

(ibid., p.14).

Consequently, while terested in generating data from individual dancers, my focus

was on capturing theicollectivenarratives, and explaining how those shared

experiences, expressed as themes, reflected the gendered discourses that surround

males who dance. Similarly, myqmity was not necessarily to build new theory (the

rationale behind grounded theory), but more to explore if an existing contemporary
ISYRSNJ 6KS2NEBX (KIOGO 2F WAYOfdzaA®S Yl aodzZ A

research context.

By contrast then,iematic 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, itvolved 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 preexisting coding frame or the alydic (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 (Boyatii898), consonant with my

constructionist paradigm.

130



As noted previously, both types of themes were generated. Describing this process, |
LINSFSNI 02 dzaS GKS GSNY YIEYSRIAERD ANF (KSK
AAYOSsS a ¢left2NJ YR | aaKSNI 6unnam0 y20S3
YAIKG AYFSNI GKS LINRPOS&daa 2F Fylfteara G2 08
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 reearch endeavour is the overriding issue of quality, which

traditionally means demonstrating validity and reliability in reaching conclusions.

However, both are contested terms, which have.J- NJi A Odzf + NJ LINP OSaaSa
O NX (a8adtfed té them according toseley, (2013, p.402). Both are critiqued

briefly below, beginning with the problematic notion of reliability.

| agree with Thomas who wrote:
In interpretative research you are interpreting on the basis of you being you,
interviewing someone else beilgk SY® 2 K2 &2dz I NB X gAff
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, Masn cautions that, rather than fixating on any dubious claims to
NEBfAFOATAGEY 2dzNJ I GO0SYGA2Y EHatmdzZ R AyaidSl R

generationand analysis have not only been appropriate to the research questions,
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butalsoll K2 NP dzZ3 KX O NB T dzf (Masdh, 2913 4.1i88)land Ro sheO O dzNJ i

endorsesvalidityasd 1 Y2 NB a2 LKA adAOF ( SRid.,lpy188). YSI y A Y =

+| f ARAGRE S G KSythe eddntyfo whiéh aiRadscbunyatecRratdlya &
represents the sodia LIK Sy 2 YSy I { Haninfersl€yK1990,jp. NB F S N& ¢
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 ggut:
Judgements of validity are, in effect, juggements about whether you are
WYSFadzNAYy3I3Q> 2NJ SELX FAYAYy3IS gKIFG &2dz C
They therefore concern your conceptual and ontological clarity, and the
success with which you have islated these into a meaningful and
NEBf SOOIyl S(Mashn) BD¥22pf1888 & ¢ @
Thus, as a reflexive researcher, | ask mygelf,Y L Of SI NJ I 62dzi ¢KI
Y S| & daNdwhite it is impossible for research towaollyvalid, we should,
nonetheless, explain how we believe our research design, data collection, analysis
and interpretation to be valid a task | undertake below. Drawing on Gronlund
(1981), | concur with Cohen, ManiénMorrison that validityd & K2 dzfE R @S | Y I {

degreeratherK I y | & |y (20412 1d8], Sut gnélvie $HoEd seek to

maximise, nonetheless.

And so, to ensure my research had optimum validity, | applied relevant aspects of

0KS Wvdzk t AdF GAGS [ S3IAGlA YO2YALINS KaSyRSAH A (ReSLA
RSAONALIIA2Y 2F YSiK2Ra F2NJ lFaasSaaiy3a GKS
(Onwuegbuzié& Leech, 206, 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 procedatageneration analysis
and interpretation. Yet, working within an interpretivist paradigm, as | was, the
y2UA2y 2F WiNXziK QI tdzSaQ 61 a LROGSYGAILf e
MIFEgStEt 2y GKS dza8§ 2F tS3AAGAYFGA2Y FNIYSs
a2RSt Q3 6KAOKY

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 assesng accounts that do not depend entirely on features of the

account itself, but in some way relate to those things that the account

Of  AYa G AMaavéll, 19092 Hp@RBE
Applying the model was a useful exercise in reflexive thinking; indeedy#sis

an ongoing activity and discussion of it appears in this chapter only by way of

convention.

| began by reflectingon miy LINR f 2 y 3 SR irbthedieldcd G gbizig
Leech, 206, 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

O\

the countryg sufficient, | thought,tad 2 6 G F Ay 'y | RSIljdzr 6§ S NBLINB
W@ 2 dzyDB ONJ (ibidl, ¢zB38) dr in my case, multiple voices. Although my
detailedknowledge of the dance sector was helpful in understanding its culture and

ethos, this was further elveloped 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) whichdisie kKnost critical technique for establishing
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O NB R Aacbriingfiod ihcol& Guba (1985, p.314)My knowledge of the sector
wasundoubtedly helpful in understanding the key issues faced by it such as fair
access and gender equitfzurthermore,as far as commercially sensitive data was
concerned (i.e. examination entry statistics), my knowledge of sector politics

ensured | knew whom to approach for access to this.

The volume of quantitative and qualitative data collected was potentially
overwhelming and so necessitated careful, ongoing managenfemt.example,

over the 5 years of the research, quantitative data such@SENS and A level
examination entry statistics were updated annually, including a final update in
August 2018 to cover the 2018/19 yed?rolonged engagement in the field had also
to be tempered with pragmatism so that, having established a notional, lifigjiare

of 25 to 30 interviews with male dancers, | stopped after 26 having reached data

saturation point.

To further enhance the rigour of my research and to provide nsaltirced
corroborating data, three types of triangulation were employed (Deri&ii0).

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

O2y OS IVl & OAF& AYS NBOdzZLISNI GA2YyQ o601 FyaSys
NE OdzLISNI G A2y Q d eoicludedififat, Ovkrall, the datad 0 @
generation process was as robust as possible, with multiple data sources,
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(a mixture of quantitative and qualitative), aaduse of appropriate methods
which, taken together, wouldvercome any weaknesses or intrinsic biases that

might arise from single data or method studies.

¢CKNRdzZAK2dzii GKS LINRPOS&aasx L ¢gla 1SSy a2 S|
YFEAY 2F0SNBBHAYyITér SyadaNAy3d AlG s+ a RFEGSR
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 crosshecking and validation; it became known colloquially as my

GG KA Y1 A aftBbugh, 2nFaktoitavas far more than that. Equally important, and
mentioned previously, was the process of member checking/informant feedback
(respondent validation), whereby pacipants 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 higheditgua
L2aadaArAofsS YR KA&a Ay@2ft OSRZ FY2y3a 20KSNJ
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

guality essurance checks prior to release. Overall then, | 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

135



mitigated by recruiting contrasting participants (by age and dance genre).
Moreover,weaknesses arising from a smsdiale 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 generalisabn, could be made. For instance, the qualitative data

suggested that, in terms of normative masculinity, boys often started to learn to
RFyOS ¢gAGK walrF¥SQ RIFIyOS 3ISyNXa adzOK | a
AYONBYSyi(lftte (2 2 KkdlaurHisdessslpFoded bydandy NB a
guantitative 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 wale.

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

dzN

ad

researK SNRa Ay FfdzSyOSod ¢KAA RSYlFIYyRa O2ydAydz

values and perceptions impact upon the research setting (Gesrishcey, 2006),

and is required throughout the research process since it can affect both data
generation and analysi$ found using my research notebook to be of tremendous

help in acknowledging and externalising this. Moreover, something further was
required-&  OF YRAR | Oly2¢f SRAISYSyid 2F 2y SQa
of salient, intersectional elements sl 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 egions 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
generationof data. Clearly, too, my gendetentity as a male, and my

heterosexuality, were also important in this study of masculinities, another

recognition that qualitative research (and | would argue quantitative research too)

OF yy2i 0S y Sreseaichdrsare Inyhe wioKZahdlisbs oo 2adt R £

must therefore take stepsta K2 f R (1 KSY & St AdGchenddahio®2 G KS f A

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
requiresa high degree of reflexivity, alert to the possibility of confirmation bias. |

was acutely aware of this phenomenon, fearful that my familiarity with the dance

sector could lead me to preonceived conclusions, not necessarily supported by the
evidence, ad so | made every reasonable effort to develop and sustain a critical
awareness, or as Thomas putsit,cah y & 0 A y O G A @Bomagy2008 M 11K vy § & €
For example, | did this by looking for (and finding) limited but disconfirming data

which suggestedhe localised presence of an inclusive culture of masculinity in the

secondary schools of four participants.

| was keen, like Anderson S ELJX A OAGf& SEI YAYS Yé& LISNaz2Y
GKS2NBGAOFE AyFfdzSyOSa GKF G (ANBrsoA YLI A OF (0 S
Magrath & Bullingham?012, p.18). Sustained reflexivity, such as keeping my
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positionality in mind, alsbelped me interrogate the data for alternative

meanings and readings, moving beyond the most obvious or predictable

interpretation. L also meant that the analysis of data was an iterative cycle, one
strengthened by revisiting early analyses and asking oneself questions such as

G2 KIFG 2G0KSNI SELX | yKSiNBREES2 60 2Ydkt K (0 S y22F kSN R

NBEaSFNDODKSNI NB3IFNR GKAa RIFGIFKE

The resilts of my data analysis were therefore compared with other research

findings, such as that @wen(2014) and Risner et al., (2004yho 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 maleetaas an

athlete was common and longstanding. ThiR A & O dzNE& AP i NeK Sile2 Nk O €
discourse of normaléy a Ay OS Adi Y LIKK &2 & MRt SO 2R/ RACISANZRYE
according to Finnish research (Lehikoinen, 2006, p.97). This wasvalsat in my
fAYRAY3IEA gKAOK L O2yOSLIidzr t AASR a aidN} GS:

NBEOdzZLISNY GA2Y Q®

My personal history, outlined in Chapter 1, led me to believe in a causal link between
male dancers and their experiences of bullying, marginalisation agwhatisation,

but, fearing biasit was necessary to interrogate this robustly. To seek other

plausible, rival explanations, | 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 parefRgsponses suggested that a clear
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causal relationship did exist between male dancers and bullying at school, although
as reported irsubsequent chapters, this varied according to a range of factors such

as the vigilance of the school in identifying and dealiitty bullying.

Like most qualitative research, this study has involved a small dataset, but to what

extent could it be said to hawe S E i S NJ/ | (Denzth| 1070)Rvithéréby 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, | make cautious claib@dieving the research findings likely to

KIS NBazylyOS StaS¢gKSNBI o6& LINPJARAY3I Wi
guantitative and qualitative, to substantiate them. But, to reiterate Thomas, these

claims are made in a context@fA y & G A y @ (A Ay @iBoradgy2008,wI111),

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 apnities to

share my work with other doctoral students who acted as critical friends. Lincoln

and Guba describe the role of the peer-bigeferasd 4t KS RS @A {19858, pl R@2 O |
308) who poses searching questions about all aspects of the research. Téneadxt

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 somef my early interviews and suggested additional useful ways to move

from descriptive to analytic codind.have also been fortunate to attend and

present my work at several conferences, both in the UK and overseas (e.g. Dance
StudiesAssociation Conferae, Malta 2018, and the National Dance Education
hNBFYAalGA2yY {LISOAILE ¢2LIAO / 2yFSNBYyOS 2y
and answering questions on my research from eminent scholars in the field has been

of immense help in challenging and clanfyimy 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 botthical 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 domittaliscourses about dance and

YI 30dzZ AyAGes / KFELIISNI CA@PST 20SNIXI SIHFX o6S3A

experiences of dance in their dance schools and their secondary schools.
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Chapter 5 L i _slhay Qi LM@OQJ@W tﬁtgp){o(’rﬁﬁﬂillm- ¥ )

51 yOS { OK2vy2 {0 2%22N) BKEILISEINRA Sy OSheir 2 F Ry
secondary schools and dance schools.

5. 1 Introduction

5N gAy3a 2y Y& lylteara 2F AYGSNBASE RIGIZ
of beingtaught 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 gerbased regulatory pressures

found in their seondary schools. However, some boys were critical of aspects of

dance pedagogy, where teachers delivered choreography which boys coded as
WFSYAYAYSQ FYR AYFLLINRLINRIFGS F2NJ GKSY (2
status, some boys were also uncom#te with the privileges that often

accompanied it, such as being offered solo performances in dance shows.

By contrast, | found that the gender regulatory regime of secondary schools, and in

LI NI AOdzE I NE | FSENI 2F (Krfoyabl@ XAy Ay SQs 41 &
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
LINA@GAfT STISa WLINRPOSaa 20SNJ LINPRdAzBiGat Aa LINRBO
LINRPOFofe 3IANXTa G220 Ay RIEIYyOS> a | NBE aoK?

heteronormative in some of their schemes of work.

. 2840 SELISNASYyOSa 2F RIyOS Ay (KSAN aSo0zy

dance as a gendered subject, and one infict 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 arecorceptualisingt as a mode of fitness by terming it

Gl SNP oADMY 12N M@ 2F WY a0dzZ Ay S NBOdzLIS NI
andlorWKS G SNRP&SEdzZ f NBOMzZLISNI A2y Q 6ald/ 2N¥YI O]
studyingdance at @SHevel were not always given adequate guidance and

support inschool, and were instead reliant on their darsmhoolteacherso assist

with choreographing dace for coursework purposes. While most secondary school
staff g SNB & dzLILR2 NLAGS 2F 62@8aQ RIEIYyOAy3:I || &yl

overtly hostile to it, revealing troubling homophobic traits.

More broadly though, | found that dance conties to sit at the margins of the

school curriculum, and I illustrate this by analysing examination entry dataG&tG

AS and Advanced Level Dance, obtained from the Assessment and Qualifications

Alliance (AQA). As the only awarding organisation to dffersubject, the AQA data

(see Appendix Five) shows sharply declining rates of einyintended
O2yaSljdzSyO0Ss L O2yuSyYyRI 2F GKS 3I20SNYYSyi
the decade 2002018, @ % dance entries from males fell by 36.8%, and b§%3

for Advanced Level, while overall entries fared even worse, falling by 51.1% for

GCE dance and 39.9% for Advanced Level. In stark terms, 642 malesG@8k G

dance in 2018 compared with 8082 females, while only 83 males opted for it at A

level, along®S MHoo FTSYIfSad a2NB2@FSNE GKS INRG)

schools (publicly funded independent schools), which areobbged to follow

142



the national curriculuntould further erode the presence of dance in the

curriculum.

Thus, in an age of austerity and curtailed dance provision in schools, | analyse and
RA4d0Odzaa o02@8aQ @OASga 2y GUKS 200lFaArzytt RIY
schools, such as worttkgps from visiting dance companies. In so doing, | offer a

critigue of the (deficit) discourse surrounding the value of male-rotalels in

RI'yOSsS dzaAy 3 IProjetBEDST/NE KX yIRK S I wiA&ISEE WOl RSY @
example. The chapter concludegh a vignette from a teacher whose attempt to

free her pupils fromthé? Q3 Sy R S NJ @dilatk, 29983, m@ {vith feSistance

from a parent, a reminder of the pervasive power of gender normativity.

Perhaps nowhere is the salience of this gendennmativity 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 dan@nge 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 2017/1&bntyale
dancers entered for ballet examinations compared with 2547 fematdthough 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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(SourceNR &l f | OF RSY&@2FRI yOSP2NHOD® ¢KS&asS RIGF
gender nomative styles such as urban dance over more gender transgressive

genres like ballet. As such, it suggests the continued presence of the dominant

1%

discourses pertaining to dance and masculinity, the salience®2 dziG K G a4 S
Odzf @B, 2¢13, p54)and LINPOof SYlF GAalridAz2y 2F La¢Qa
y2g Sy3lL3aS Ay GSNNIAY YR OGAGAGASEAE KSNEB

stigma.

pPH . 28a4Q RIFIyOS SRdzOlFGA2Y Ay GKSANI RIFIyOS
privilege

While some boys werapprehensive 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:

| knew most of the people going there would behgi axXiKl

A > 4 oA X

SELSOGSR AlX odzi L 62YRSNBR Kzz EXSng
Grft1 0SKAYR Y& ol O1lK .dzi GKSe@ ARY Q X
made friends with some of them

Participants reported that teachers, pupdad 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

faciliiesforthembut A i Q& (2 0SS SY¥OSOiGKENE BNBILBRASTES

according to Alec (13). Similarly, only half of the schools had separate male toilet

facilities and some boys reported feelingk ¢ | & (Jadd®,£11) using unisex toilets,

but had little alternative. Moresignificantly though, two issues proved problematic

for some boys pedagogy and privilegeand these are discussed below.
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5.2.1 Dance curriculum and pedagogy

Teaching styles were found to be mainly instructional, often basedd WY O2 YY | Yy R
YR O2yGNRBfQ Y2RSf gKSNB RIFIyOS adsSLia o6SNB
musically phrasedhovement sequences. In some genres of dance, such as ballet,

tap and ballroom, technical execution of the dance was privileged above all else,

marifested in excessive repetition, justified by teachers @slaIN} OG A OS YI { S &
LIS NFnddeliaécording to Nathan (14). While such rote learning could be off

putting to some learners, irrespective of gender, boys understood that self

improvement came from redgf I NJ LIM¥ t€adhkr @afksyabaiit muscle memory

YR mnZnnn K2 eepldinedNgtRan (1)t ¢ @ X b é¢dzy RSNAR G Yy R
G2 LN OGAasSs S@PSy (K2dAK AG 3Sida + oAlG 02
While such regimentation is remiscent of the docity produced by military

training, as | 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)

recalledK A a (S OKSNWa IXKyia BMINO BAE2 i (GKSAOI NNB
further example concerns a minority of (mostly older) boys who contested their
WR2OAfS 02RASAQ FFFGSNI FSStAy3a dzyO2YF2NI | 6
taught, whereby specific arm, leg or body movements were coded by them in
essentialisttermm | & WFSYAYAYSQd hyS adzOK:Z al NDdza

A X 4 A

teachers sinced Wi 6 KS& SELISOGSR YS (2 R2 (KS alrvys



Inresponse, 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

s A

WYl a0dA AYySQX (KSNBo6& NBLNRRdzZOAY3I ISYRSNI S

of this:
Intap,0 KS& wFSYFIfS RIFIYyOSNERB ({AYR 2FX tA1S
GKS GSIFOKSNA OK2NB23INILK | RIFIyOSs (KSe
IANI & YR R2AYy3 GKS gNAxald FtAO01az FyR

1y26 o6KIG L YSIyX

lalsofoy R GKIFG a2YS (GSFOKSNBR g2dzZ R LISNYAG 02
choreography themselves, thereby facilitating a form of masculine and/or
KSGSNRP&aSEdzr t NBOdzZLISNI A2y o6& FT2NJ SEIl YLIX S
line, or by substituting a lateral hip a@h with a pelvic thrust. Drawing on the

GKS2NRA &l GA2ya 2F WYl &a0dzZ AyS NBOdzZLISNI (A 2y C
NBEOdzZLISNY GA2YyQ 6al/ 2NX¥IO1Z HAMHOY GKAA LIR2A
| explicate my findings on how young male dancers contestiticourses 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 constrafrgender
normativity. For instance, several boys spoke of enjoying performing the RAD ballet

AN

aefflodza 6KAOK NBIldzZANBEAa IANI a G2 E S Odzi

(0p))

era, reflecting an ethereal and idealised femininity), while tbagertook extra

(@]
b

W ff SAINRPQ SESNDA&ASE 2F ONMNIKGSE Flrad 2N
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LINEY23GS GKSANI a0NBy3GK yR GANIdzzaideod . 2
dance variations. As Nathan (14) explained) 2 8 & KI @S RAFFSNBy G Rl
YR L tA1S OKIFIGo L ¢2dzf RyQl ¢l yld G2 R2 6K
wo2a AGQa Y2NB F2N dzda XMespiiekhede Siffetelices| |y R 2 (i K
found that all of the boys studying balleere taught in mixed classes, but these

were sometimes supplemented by occasional or regulartorene tuition in order

G2 O20SNJ IKS WYIfS 2yfteQ 2N ¢S OKSNAR N
GALO0fS G2 2FFSN)I Wozeaar(addovedtip Of FaasSa Ay
heteronormative)urban dance genres such as+mpp or street. However, a handful

of boys who attended these classes spoke of the gender boundary maintenance

work they undertook byt R2 Ay 3 GKS al YS NRdziAySa | a GKS
strongeé £ F O0O2NRAYy3I G2 al NO omn0I NBTFfSOGAy3

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 suchbadlet and ballroom, where in mixesex

LI ANBR ¢2NJ] GKS&@ 6SNB NBIljdZANBR (G2 WiSIFIRQ
approaches to teaching dance frequently demand female passivity (Stinson, 2005;

Risner, 2009), when girls are expected to yield to their mdleNIi Yy SNE Q R2 YA Y |
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 suchaimsgs, where

RF'yOS 3SYyRSNJI NRtSa NS aiNAOGEnd®@SFTFAYSRE
6. dzif SNE MppnI mMpppo® 2AGK GKA&A AY YAYR |
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WISy RSNJ Ff SEA 0 f Bcorhd®miatifr2tddigendes problematicz |
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 wayshrough student/teaher 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 issthallenge for
some privatesector dance educators. However, elsewhere in the dance world, some
attempts to subvert these gender norms have been made by employing role
reversal, regendering or the rémagining of dance performance#latthew

. 2 dzNy/ -s&eW { 1ofl ty being gn 8Rious 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 disgy 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 theraamy 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 learcentred

approach, the ones who did valued it highly. For example, Allan (17) commented:

| redly enjoy creating dances for myself and also for pairs and group work. |
use some of it for competitions too. | like the freedom to put the moves
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together, sometimes with help from my teacher, but mostly on my own.
LOQR f mpr&ofii 2 R?2

. 284 6K2 SAUKSNI I YSYRSR OK2NBZINYVRKe G2 U
& i NHGedde, 13) or who were given opportunities to create their own

movements were, like Alan (above), enthused and motivated by it. However, for

most boys, tacher direction lay at the heart of their dance education. Without
SEOSLIiA2YyE YR RS&ALAGS (GKS | F2NBYSyYyiA2ySK
choreography, boys spoke warmly of their dance teachers, holding them in high

esteem for their expertise and support. Agil (11) explainedy § KS& GNBF G YS
alys | a S oshiisaggeSts that thaShers were sometimes equitable

though, as outlined above, not necessarily gensiensitive or flexible in their

pedagogy.

Of the ten dance schools featured in this rasgh, only one employed a male

teacher but he did not teach any of the research participants. Overall, | found no

appetite among boys for more male teachers, since they recogniseabthtatchers

could be role models and someone they coé@ild 2 2 | adzbxting ® buEas (15).

Vescio et. al., (2() 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 s¥hile no

LI NGHAOALI yi dzaASR GKS GSNY WNRES Y2RStf QX
esteem and many aspired to emulate their success as a performer and/or teacher.

Beyond describing their teachers@gi 2 dzZAKé X G TA BMEl a REYR yRIA gz
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attime = 060283 I f a2 aRydnfR NAKIEZiHGd$ SYyiSRE X
G RS RA énddi % IR$ -Oniplyifigéa belief in a role model discourse but without
ASYRSNBR O2yy2i0l A2y f 2 S ohEdayldonld/ 10 KR |

0S Fa 3J22R YR 4dz00SaaftdzZz Ia Y& (GSIFOKSNW

{AIYAFAOLYy(ltes YR RSALIAGS GKS LISNII aAaA @Sy
Y2RStQ RA&O2dzNES Ay SHrodathill, 2008 \6nlyoofed I d | RNAR |
interviewee, Julian (17), thought that male teachér® NA y 3 &2 YSGKA Y I RA T
the classessinade 1 KS& 1y 2 ¢ ¢ KPkiaito staitiigithe fegeréh, | Kad €

wondered if having a male teacher would be seen bysltoyrecuperate dance as a

masculine activity and/or as a potentially worthwhile career path, but this proved

not be so. Simply put, boys wantediad 2 2e&cher; their gender was largely

irrelevant-  GASg (GKFG OKAXERSHAdngRaORB)RMItYy IG2y Qa

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
pedagogicahttributes - a skill in verbal exposition using gendezutral language.

He explained:

| had a male teacher last year, only for a week, and he was the best ballet
GSFOKSNI LQ@S SOSNI KIRd IS RARyQu 221
coveredintattod > O2YLX SGSt& O2@0SNBR Ay Gl GG22
neck, on his legs, full sleeve, all sorts of stuff. And yet the way he taught
glayQix KS RARYyQdO are o6S I LINAyOS 2N L
FYAYEFET KS dza SRR 2UNRE] S AATGS fY2LANR oS QA &l Q
GKAYy3IaxX L R2y Qi NBYSYOSNI KAY 2y0S al &a
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2 KAfTS . NIXYRfSeQa SyidKdzaAl ay-nduaNlhnguage YI £ S
was welcome, no doubt a skilledrhale teacher would be equally adept at using it,

and as | argue in the concluding chapter, this could be achieved by adopting a gender

-Ft SEADES LISRII23& 621 NAYy 3 ! RNAlI Y@ Hamp
professional practice would hgermeated by an explicit gender consciousness

minded to dislodging normativities.

5.2.2 Performing dance

Although principally focussed on teaching dance, most prigatgor dance schools
also provide numerous performance opportunities foeir 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 m@lipith 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
fglea NBIFffeée FKBRAGIAROR yR2 R dORT 6 S S
months forateAY A y dzi S LISNF 2 NX I yOS® | 2dzQR 02YS
AG> 0S0OldzasS &2d2QR KI @S KIR GKIFd SELISNA
house, on the biggest stage in the countrthink that you lean something to

perform it, it's something that's supposed to be seen by certain people at

times, although | did keep it quiet a lot.

When performing dance in public, some boys were aware of being the object of an

I dzZRA Sy 0SQa w3l | S Qdnsavlsiatincofforable. THsSvis a St T
sometimes heightened by the necessity of wearing costumes or set uniforms, such

as shorts or ballet tights, the latter being describedia® S NB NEy @&y, A y 3 ¢
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aged 11. While clearlyunaMd® 2 F W3l 1S GKS2NEQ 6KAOK SYI
scholars who sought to repudiate the male gaze (e.g. De Lauretis, 1994), boys
y2YySUKSt Saa KFER | Of SI NJ lkhere iNgoweSia a GKIF G F
f 2 2 1 (hogkd, 4996, p.197). Such power akkowomen to reclaind § KS OF LJ- OA G &
F2NJ YR NA IKI( (Giedr, 2007, %.44), ardl L Jfal®®samaaNid do the

Al YSsy 020K gAGKAY | YR 2ZAeganmi RAL B.47). KSGTSNPR aS

If some boys were uncomfortable with this gaze, a miyauf 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. Tow@ucfor this,

Burt (1995), a dance historian, posited the importance of homophobia in regulating
YSyQa &a20Alft NBflFIiA2ya 6AGK SIOK 2GKSNZX |
context, men can only legitimate their gaze by professing repulsion for homakexu

desire or attraction, i.e. by homophobia. Relatedly, Risner arguedithati 8 i N} RRf Ay
this important boundary between acceptable homosocial bonding and repressed
homosexual attraction is the crux for the heterosexual male spectator watching men

Rl y @8 éoncludedd @A 80 Aad AYyaidNHzGADBS FT2NJ RIyOS
uncomfortable boundary crossings might reasonably apply for many fathers, siblings

YR FNASYRaA FFG0GSYLWGAY3 {@Risned 2000,4.6@.NJ & dzLILI2 N

These hypotheses chime with my findings. For example, Seb (16) commented that

his fatheré ¥ 2 dzf Ry Qi 0S8 4SSy RSIR bdzil KBRROBSSAK:
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' YyANE | 062dzi Ad &2 whileRudliayi (17) said 2t KISHIS RIJaR G Y 2 NB
o2dzi G2t SNX¥GS&a YS R2Ay3a AGX odzi KS ¢2dz R
f221 tA1S | LILINRGI f Angther dinSerQnvendA5Rovaiead hid A @S
stepfal KSNDR& adzllll2 NI yR O2YYAlGYSyid G2 KAa R
extend to his biological fatherwhin2 6 @A 2 dzaf & R2Say Qi | OOSLII |
0f AYRSR G2 Al ( «whtérnahditddas taddante sBch askhesg @& ¢ ©
clearly a fascinag, underresearched area, worthy of more scrutiny. However,

access to the field could be difficult; for instance, my interview requests with two

WNBf dzOG F y i Q T I-peikhSpddin exa@pEDf nieiSeddading $1R

heteronormative boundary maintenaec a strategy discussed further in Chapter

Seven.

wWSGAOSYOS Ay Llzof A0 LISNF2NXI YOS g1 a az2ysSi
to seek public acknowledgement of their dance successes. For example, aware of

the possible consequences that publicity mighing, Lucas (15) explaine@:2 K Sy L
firistRAR 9y 3dfAaK L 2dziK . FffSGix L RARyQl fSi
LIK2023INF LIK AYy GKS LI LISN) 6SOIdzaS LA gl a aot
couple of boysecounted that their successes had been ppeibed 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 suiuggsonce

again, that some schools are not yet sufficiently gendamsitive 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 positiongso they were clearly visible to the audience); choosing which

female partner(s) to dance with; being consulted on choice of music, costume or
theme ¢ opportunities that were not always afforded to female peers. Lucas (15)
told mea Wsually had a solo spin the shows, and even when | was in a group |

gl a 2F0Sy 2 ywhileBBy (WN&lged: NP g ¢ =

LG o1 a tA1SX KSe& 4SNB ({AYyR 2F aKz2gAy3
028QX L R2y Qi dGKAYy]1l a2YS LI NBydGa 6SNB
thS8 QR R2yS Aldd LG ¢layQd tA1S L ola (K
GSNBE o0SGUSNI GKFY YSXE¢

These findings confirm earlier research that male dancers often benefit

disproportionately because of their gender (e.g. Van Dyke, 1996; Garber 20@)

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 dangefsS St Y2 NB SG2 YT 2 N
by encouraging them to take leadership roles, or by inviting their input into other

aspects of performances such as music or costume (Risner, G&8eymons,

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

L2 Lddzf F A 2Y FYR F LINAGAE SISR YAY2NRGEd wSC
comnS y i [ijHe lexperiénce of male dancers is fascinating in that they are

FNBljdzSyiafte RSOIfdzSR o0& (O KRshedJ209,qeesli dzZNBE & Sl
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Moving beyond the privileges of the dance school, but framed by theinlgnai
LR2&AGADBS SELISNASYOSa (GKSNBzZ L y2¢6 GdzNy (2
their secondary schools where the subject, and those who practise it, are often

marginalised.

o
O«
N
<
T

pdo .28aQ RIyOS SRdzOFGA2Y Ay GKSAN &
(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 potentally formative encounters? Analysis suggests that these dance lessons
did little to inspire them to pursue the art form; tuition was described among other
things agt 6 2 N& § B arfd 6atd LINE LIS NIcdhiend @ét such views arise

for two main reasns; 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 urbaradce including breaking, hipop, street etc.

More significantly though, participants reported that most of their male peers
resisted engaging fully with dance at school. As | suggest below, this antipathy to
dance is principally underpinned by a regolgtgender regime rooted in both a fear

2F UGUKS WTFSYAYAYSQ YR I FSIENI2F FlFAfdz2NB A
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asked to reflect on his experience of dance at school, Jacob (11) commented

not untypically:
Everyondi K 2 dzHK[j, AG sl & Y2NB 2¥ I IANIAQ 0 K
62eaQx> a2 UKS o0o2eéa RARYyQU uUk1S LI NI I
I oAlG® ¢KS& RARYQO GNB (Xdehile 6Said +FyR
got higher grades when we were graded.

W 0206Q& I 002dzyi RNIga lGlGSylazy G2 (GKS 3S

employed by male classmates WioR A Ry Q (i (i &hB so inridSachigved & & (0 ¢

the subject. The latter is a pertinent illustration, in a school context, of what

Paechter describess ad Ydziidzl t t @ 20aSNBAYy3I LI Yy2LIGAO0 3l

YI &0dzZ AyAGe |y RPaeéier3007ypi3E) avherdbyith® iegulatdry

force of the gaze is exerted to promote conformity of group practice and its norms.

As a relational construct, witmasculinity viewed in opposition to femininity and the

fFG0SNI RSYAINIrGSR da AYTFSNAZ2NE WFO020Qa 4N

1998), a fear which deters boys from engaging in gefidersgressive behaviour,

such as being seen to actlyaénjoy dance. This is not new of course; it was a

strategy | had employed decades before, but its longevity is both disappointing and

AYRAOFGAGS 2F AlGa aSSYAy3 SyiNByOKYSyd Ay

However, a fear of failure could also accodn2 NJ 62 aQ RAASYy Al ASYSy
Confirming earlier research (e.g. Francis, 2000; Frosh et al., 2002), Jackson found
thatyoung peoplét R2 y 20 LINBS&aadz2NB Sl OK 20KSNJ G2 LIS
(2006b, p.60)and that in effort to be cool and popular, boys (and giflsy dz&

RAALIX & | OSNIIAY y2yOHowéverWWoO | Bagad | O RE

interview data concludesthaff @i 8 KSNB gl a | LI fLIoftS FSI N
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I O02dzyia 27F yR2 &G ORI¢OBMNEEdEdemidally in front of

0 K S A NJJAd&SNZROED, p.60). While boys would not regard dance as an

W OF RSYAO0Q &adzoaSOoitx GKSe 0O2dzZ R y2ySGKSt S
WoSFEGSYQ o6& 20KSN)J o2eéa o02NJ g2NRBES aidAattsx 3
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:

| see this all théme. Boys are fearful of dance since it exposes them to all

A2NI & 2F Qdzft YSNIOAfAGASED ¢KSNBEQa NBI
G2 aftARS Ayd2 20a0dzZNAGE& AT &2dzQNB aAd
doing some algebra, because¥ & 2dz OF y Qi R2 (K2aS (KA
KSFR R2¢y YR LINSBUOSYR &2dz OFly® . dzii y2
AYYSRAIFIGSt & 200A2dzaX FyR 1ARa OFy 06S C
GKS TESNI Ftf GKS GAYS® RIVi@I @KFS yo 206KaS
in class; too many preconceptions and insecuritidmit | bet many of them

RFyOS Ay GKSANI 0SRNR2Ya ¢KSy y2 2ySQa

[t N

I FANIKSNI I OO02dzyii 2F o062éaQ NBf dzOiGl yOS G2
teacher (and mother of a ni@ dancer), who commented:

| 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 clasa ballet type thing that his sisters

KFR R2ySZ YR KS ¢glayQid R2Ay3 AlGo

7 A

¢KS LRGSYyld STFFSOG 2F GK RA&O2dzNES GKIFG L

(Vo))
Qx

LISNIAYSYid Ay GKAa Ol a Ay O S-cuirikufar ball2té Qa a A
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.! & adzOKx y20 2yfté& R2Sa AlG NBazylraS gA

(re)production of gender in contemporary youth cultures, with young people aged
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regulatory (re)production of gender starts much earlier than in youth.

| was reminded of this while working on a research project entidetl, 2G&nder
al GUGSNER (2 / KAt RNBY | YR (BraggkyaR 2618,2 L S [ A QA

commission® o0& UGUKS hFFAOS FT2N 0KS / KAt RNByQa |/

=z
&
Qax
(0p))

I NOK &2dzy3 LIS2L) SQ&8 SELISNASyOSa 2F 38§

puf
(0p))

ALIAGS OKAfRNBYQa yR @2dzy3 LIS2LX SQa O02Y
the rights of sexual minoiigs, 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, particuléy as they entangle with sexuality (Renold, 2005;
Paechter & Clark, 2007, 20082 8 40> HAMOU0 ® ¢ KdzZAX / KIF LG SNJ {
taste articulations in dance (i.e. their choice of genre) were often found to function

as a recuperative strategy ftineir masculinity and/or heterosexuality.

With regard to their choices of dance genre(s), as explicated previously, | found that
urban dance was the most popular option for boys taking dance examinations in
private-sector dance schools. Clearly thouttis luxury of choice was not available

to pupils in secondary schools; instead, as | 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, L ¢ 2 dzf Ry Qi al & Al 61 & ¢ WYAO]
GSNE ol aArlsr KIyR IvéieliddiBéhaolteadierdésgrbedt A 1 S (K
the dance unit she taught as involviagy” 2 (i definigeTbut travels and turns and

3 S a ( d3NdB approaches are consistent with a kwedd philosophy of dance in

education which promotedi LIN2 OS & & (i26EnStNSutadiNZ062,qz6).

However, this wasupersededd @ G KS WYARglI & NI 2F RIyOS
(SmithAutard,200Z LIPAEO 6 KA OK LI I OSR Sljdzt t SYLKI 2
WILINR RAzOGQ 6KSY ONBFGAY3I | yR LISOFIZINIMNBIFOR I
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 privatector dance teachers whose emphasis is

dzadz- tt & 2y (GKS WLINRPRdAzZOGQ | yR Ala- LISNF2NXI
defined dance techniques. Pedagogically speaking, this latter model puts emphasis

on directed teaching as a tegpwn model of knowledge transmission, with the

G§SIF OKSNJ 4 SELISNI |yR GKS LidzLaAaf & |y | LL
mostly characterised by a stimukdlsiven process/problensolving approach to

teaching, with the teacher as a facilitating guide and the pupil as an agent in their

own learnng.

Thus, free from the constraints of perfecting dance technique emanating from
G§SFOKSNJ RANBOGAZ2YS | WYARgIEQ Y2RSt Ay &S
likely to engage boys since its potentially abstract movements are not easily
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codifiedby gender. However, as outlined above, this was not found to be the case,

AAYyO0S o028a ¢SNB dzyl 6t S (2 WNBIGROQEBAKE Y2 0S
G 6 2 Ndr gs3ummarised by Robin (1d)y 2 § Y dzOK (G2 AG.My 2dzad v
findingsthedN\BS F 2 NB &adaA3Said GKIG o028aQ RIFIyOS SELIS
GSNBE 2FGSy YIFINNBR o6& | O2yliAydziy3a SYLKI &A

WLINE &30 @2 Yy U N> Sy A2y 2 F-Al&dS2000YARgl & Y2RS

Salient to this, Hebert (2017) rends us of earlier research (e.g. Crawford, 1994;

DFNRX wnnanmT [/ 2ffAYas HnAndobysmigh@ihd® > H A o
likely to continue dancing if they are first exposed to forms of movement that are

familiar to them, so they can have a sens@adf y S NHUS, Ligdved irssentialist
GSN¥Yasz LRLJz N RFyOS adetsSa yR 2ySa Odz i
are more likely to be of initial interest to boys than abstract, proemssntated

educational dance. If so, the restricted danepertoire 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 transcendeyen

boundaries; currently though, some schools simply resort to regressive

heteronormative measures, as | discuss below.

5.3.3 Appealing to the heteronormative

.SaARSa (KS dzyAyaALANRY3A yIl Gdz2NBE 2F &a2YS 02
problematic was the heteronormative bias in some dance schemes of work used

within the P.E. curriculum in some schooResumably intended to appeal
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and legends. Now at secondary school, Neil (11) recalled his experience of this unit
in Year 6 at primary school:
In PE, we WOUJd do dance qbout the ,anc'@meeks or somethir)g like the ] 3
ht @aYLIAO&A® L R2y Qi 1y26 6KIG a2NI w2¥F F
positi’ons, that sort of,thing. We vyould QO that to[a term anq then move A
2y iz aLRNIao LI oRIyO0S8 RARYQUH KI LWLISY
Beyond relying on anachronistic s@iline tropes, it appears that, once again, the
abstract nature of the dance content did little to engage boys (and probably girls
G220 1+ @GAy3 | ft&a2 SELSNASYOSR (GKS W{ dzLJS NX
OF ff SR WDt | RAI (2 Nadb (Yibchromentadl LY S & I ¥ IQA S LINER X
RIFyOS wli aoOKz22t6d® L KIR (G2 32 Qwalli KS 2 Af
then, while unconcerned by the essentialist nature of some dance provision in their
early schooling, boys were nonetheless unitedheir view that dance at school

was notd LINE d.dSidetul 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 initiatve, N2 2L%uidched.inQune
2017tod 6 A RSy | O0Saa G2 RIyOS F¥2NJoz2éa FyR (3
W NP 2 Stériptedt@counter the prevailing discourses surrounding dance and

masculinity by presenting dance as a valid activity for boys and, by inference, | would
argue, by presenting dance as a valid activityhieterosexuaboys. To these ends,

professional heterosexal ballet dancers, such as lain Mackay and Alexander
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variety of settings including primary and secondary schools, by delivering

masterclasses and worksho@uch 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, therehavé SSy AS@SNI f &2dzy3d YIS KSUGSNEP
as Louis Smith, Jay McGuiness, Harry Judd and Joe Sugg appearing on the popular
BBC1 television programmg{ (i NA O f & .Hewedr, thelcohseisysd Q
among my participants (many of whowere fans of the show), was that these
ddzllll2 aSR WNRES Y2RStaQ 6aLRNIaYSys I O02NAE
predecessordailed to inspire young males to take up dancing. Indeed, male
attendances at dance classes @re (i A f, AccotdB@tdNM, a dance policymaker
who added:
Ly GKS FANRG AyadlyoSsz ozdzgj QSy &
RAR 3488 Y2NB YSy O2YAy3a Ay G2 RIyO
young men or boys. It was men of a certain age instead. Wmstg people

g2dzZ RY Qi G 2 dzOKgAditat tANGR AYS Rlay GBI IS A G Q:
YR A0Qa y20( 022t a2 ¢gKeé g2dzZ R (KSe& R

S| NE
S T2

5SALIAGS AdGa LI NBYyd AYySTFSOGAGSySaaszr GKS
2 Projgct®a aidNIYiISTEP RIFOASA g ATK aLR2NLIas>xs GKS |
imaginationswithtd y S¢ RI yOS LI NIYSNBEKALIA AwhdtlLIA NBR
will promote thed | § Kt SGAOAAY | yR LKeaAOlItAdGe GKI G
(royalacademyofdance.org, 29)L This is also remiscentofthed Y A & Y I OK2 §
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strategy identified by Fisher (2007), an attempt to hypsasculinise ballet by
NEFSNNAYy3I (2 RIFEYOSNAR a WIHIiKEftSGSaQ I yYRk2N

the more physical, virtuosic ballet mes for men such as grand leaps and turns.

I & LIPNJectBRE W aAYAEFN adNrGS3e Ayg2t OSR | f
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 spdo explore such things asO2 2 NRAY I A2y S | At
O2 YYdzy A,Q@lbng withyEA St RAYy 33 0 |. CamphélBcorhméiRedo 2 6t A Yy
thathewasd 6 a2f dzi St & RStAIKGSR G2 KIFI @S GKS 2L
FlL @2dz2NRAGS | NI T2 NXI (rayalagaSdmiofdanae.ong2OLF | @2 dzNA
This is a telling reminder that, unlike sport, dance is an art form and one

underpinned by distinct philosophical traditions such as aesthetieisnstark

contrast to thetactical, competitive nature of a team sport such as cricket. At an

institutional level, this approacha masculinist comparison between sport and

dance- is not new (Crawford, 1994; Fisher, 2007), but as discussed further in

Chapter Seven, it continugés have utility among many young male dancers as a

F2NYXY 2F WYl a0dzZ AyS NBOdzZLISNI A2y Q ol I yaSys

(McCormack, 2012).

Boys who enrol ot¥t NP2 3&forih mov&ments that embody a heterosexist

version of masculinity.U8h movements are predicated on a belief that boys wish to

dod O2rdves andt Fdzy OK2NB23IANI LIK& AYyalsh NBR o0& LJ2
providing themwitha | y 2 dzi £ S F 2 NJadc&rd@nk Mlaiyi MackaNt Sy S
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0§ KS w! 5 Qlinalé DahcdzBntzhkkador. In particular, Mackay describes the
Y20SYSyl O2y(i8S¥NRYAaOGKSyZIaAyRAYy a. 2f04 FyR ¢NJI
w2yl f R2 2dzYLIX 2dzYLIAy3 FyR LRaAiay3a tA1S adzo
Angry Birds, or creating patternsian a K LJS& €t A1 S o6dzAif RAy3 of 2
(royalacademyofdance.org, 201 Thus, whilewelkh y i Sy & A 2 y S FPlojedt | NH dzS
. f@produces a troubling essentialist version of normative masculinity which,

perversely, could act as a deterrent to soma-normative and/or norsporty

boys.

a2NB2JdSNE NBIFNRAY3I YIS RIYyOSNBRQ aSEdz £ A
skewed picture of the composition of the dance profession since research, (albeit

now dated) from the USA suggests that gay and bisexaaleomprise half the male

population in dance (Hamilton, 1999), a fact described by Risner@ahJSy & S ONX i
(Risner, 2002, p.185). Although no comparable data exists for England, the self

reported sexual orientations of my participants were found to3@ % bisexual,

26.9% homosexual, 43.3% heterosexual and 26.9% unknown. By contrast, one

suspects thatlt NP &Ko erage the significant number of male dancers who

are not heterosexual. This, according to dance scholars, is not a new strategy

(Yurgeon, 199, Risner200®= HNnno0T AYRSSRX GKS yIFNNIGA
in a similar way, whereby Billy (and ballet itself) are, despite the queeriBgvah

Lake constructed as ostensibly heterosexual and heteromasculine.

534Danceas WFSYAYAYSQ YR YINBAYlFf &adzmaSoi
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, |

argue, of an enduring Cartesian mibddydualism, which privileges the cerebral

over the physical. This form of binary discourse also helps to account for the
KAAG2NROItfe t2¢ all Gddza 27F RI Yiosshodl,&as | OdzN
in the wider world, some forms of knowledge amore powerful and confirm more

status thanothers = | OO2NRAY 3 (2 tIF SOKIGSNE sK2 Of | :
(D&T), physical education (P.E.) and musit &5 NJA yI R REA t¢aghing &d &
learning are generally thought of as being about thadhilt is only in some of the

more marginal school subjects, such as PE, that the body is seen as having a role
(Paechter, 208X LJPn o0 @ { A YA f I NJité& Bo atcidént tiai théS YA Y R &
least powerful forms of knowledge are those taughthe teast valued group of

LJdzLJpAttad, 4990, p.22). Historically, that has been to girls, through a raft of
ddzo2S00ta RSSYSR FLIWNRPLNRFGStEE WFSYAYAYSQ

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
footballb 9ESYLX AFe@Ay3d (KA& WKARRSY OdzNNA Odzf dzy
explains that dance was taught by female teachers and was ignored by the only male
teacher in his school:
G LINRAYFNE 3d0K22ft3> G0KSNB 64 ayaeupYdzOK «
to year five. It was usually a topic in P.E. we did once a year for half a term
YIeoSe LG gla GFdAKG o0& 2dz2NJ Of aa GSt
KFR 2yS YIfS (GSIFOKSNJAY 2dzNJ LINA Yl NB &

dance with him. He was year six and we were doing activities outside like
football most of the time

C
C
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schools; no boys in this study reported being taught dancetgla primary school
teacher, thereby ranscribing 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 Engteosd,primary school
teachers are, of necessity, generalists and cannot be expected to possess-subject
specific dance knowledge and pedagogy. However, when these factors are
O2Y&4ARSNBR O2ftSO0A@Stes AlG A& fakdifS g2y
in schools are uninspiring, rendering them unlikely to breach gender norms by
engaging enthusiastically with a marginal and risky subject. As Butler (1990) reminds
dzaz GKS LINRPOSaa 2F NBFFTFANNYAYI WFEOOSLII of
repudiate Yy 2 F Wdzyl OOSLIilI 6f SQ ARSYUGAGASAT (Kdza
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 ha 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 masculinitf{Gerdin, 20%, 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 singlesex groups. Where dance was taught, again without exception, it was
delivered by female P.E. teachers, but rarely in migexl groups, thereby re

inscribing the dominant discourse alluded to by Gerdin above. However, unlike the
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modem educational dance taught in primary schools, the dominant genre in

secondary education was found to be contemporatyle dance. A similarity exists

though since, like its predecessor in primary education, contemporary dance is

often focussed on develogid & LINR OS & a 2 SANIdRINB BUzOG ¢ o { YA
abstract form ideal for delivery by nespecialist staff who lack technical expertise in

dance. However, in addition to contemporary, a few boys also did street dance, a

heteronormative genre, but this towas delivered by female staff.

This finding, of a continuing gendered division of labour within dance teaching
Ad NBYAYAAOSYyd 2F tlFSOKGSNRA NBXASIENOK NB3
curriculum. Drawing on Flintoff (1993), Paechtaplicated teacher training as
bearing some responsibility, arguing that:
Despite ceeducation since 1976, gender divisions remain within some P.E.
colleges, whose curricula have also undergone masculinisation in the face of

male student resistance to asgts of the subject which they see as
feminine, such as dan¢Paechter, 208c, 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 (Anderso®) 200
appears that male P.E. teachers continue to shun teaching dance since it might
transgress theit € A YA (1 & 2 TCanfi}2a19,qzfl7). 1 Sdiddiry, they

reproduce the cultural discourses that pertain to dance and masculinity.

Perhapsawaredf KA &> | FS¢g o02e8a alLlR1S 2F GKSANI &
2P0SND NBftdzOGFyld o62@ea o0& | @2ARMiyily GKS vy 2dzy

167



itasd I SNPOAOQaAEéXT dl ONRPOFGAOaédT aFAlySaaeg 2N

timetabled

& & Rtheye @& o guarantee that it would be so according to Alec (13), who
commentedthata A d G &S G 6f SR a WRIFIYyOSQ> odzi y2i
Ry OS XY2 NS f # Ai(SyBstEsifatxfies éan be seen as clear appeals to
recoupmasculinity (Hansen, 1996) and/or heterosexuality (McCormack, 2012).
Moreover, these heteromasculine tactics might be another illustration of how some
YIS t®9d GSIFOKSNB RAalGFIYyOS (GKSYaSt@gSa TN
(20@¢) researchn mind, Winifred, a dance academic who trains P.E. teachers in
dance, observed that some of her male P.E. trainee teachers:
¢SYyR G2 332 Ayli2 GKS FAdySaa &aAaARS 27F F
type of dance not all of them, but some of them. And,ghey treat dance

a bit like a fithess 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 enal#s some male teachers to resist embodying the more expressive aspects of
RIFYyOS 6KAOK | NB OdzZ (dzNF t & O2RSR a WTFSYA
teachers were uncomfortable with the more creative, dynamic, choreographic

aspects of dance, WinBrR > NBILE A BfRdzXt ez G2aGFtt e 2dzi 2
Overall then, a troubling picture emerges of dance as an anxietycing subject for

some male pupils and their male teachers who continue to embody some tenets of

W2 NI K2R2EQ Y/ & Qab9). Fyftheiintore cadaiisk Shddkdop 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 compoundnatters, (and as further evidence of its marginalisation) trainee
secondary school P.E. teachers on a{gesr course (incorporating an
undergraduate degree and a teaching qualification) typically spend only a small
fraction of their time on learningat dance and dance pedagogy. Winifred, who runs
such a course at a higlanking university commented:
Our P.E. course is very wedharded 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 houdf dance tuition 10 in the first year and 6 in the
4SO02yR @SIFNY wmc K2dzZNAX GKFGQa Ado 2SS R
and students are not assessed on their competence in it, even in Years 1 and

251 y0S Aa (KS LJ22NJ NbBdude sklledi dande2 & LJ2 NI &
practitionerscg S R2y Qi KI @S AdZFFAOASYG GAYSO

The impact of this was noted by some boys. Where, for example, dance was on
offer, either as a GE. course in its own right or as an option withia %.
PhysicaEducation, 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 dansehool teacherso choreograph their dance
coursework Bradley (18), for instance, commented of his male P.E. teacher:
He just left me to it. He knew | danced outside of school and | had far more
dance knowledge and experience than he had, so he was happy for me to
work with my dance school teacher and plaé tcoursework together, which
S RAR® IS RARYQlG S@Sy aSS (GKS O2yL)d Si
the external moderator. But it was all good and | ended up getting an A* for
it.

While neither boy expressed dissatisfaction about this, sucoants are

nonetheless concerning for a number of reasons. Bradley was sufficiently privileged
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(financially at least) to access privagector specialist dance training in order to

maximise his achievement aO&. levelClearly 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@E. examination regutens, responsibility for

supervising the creation of practical coursework rests solely with the school who are
NEIjdzZANBR G2 OSNIAFe (KIOG GKS ¢2NJ] adzoYAdd
dzy  ARSR 62NJ] ® Ly . NI Rf Seé«béaenitpoasthle orithé R & A Y A
school to certify this accurately since they would have been unaware of the extent

YR yIFGdz2NBE 2F GKS RIFIyOS GSFOKSNIRa AyLlzi A
suggestion of malpractice, we can nonetheless infer that Bradées/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 extracurricular support, it remains a source of inequality in anddmelyour

schools, contributing to the achievement gap between differing secanomic

groups.

Clearly though, not all boys were as fortunate as Bradley. Another participant, Reece
(16), attended a school with plenty of dance provision but presluded 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
AANIT RIYOS glayQid Fy 2LIA2Y F2N) o2ead
and to GCSHlance as wél because | remember thinking about choosing

GCSEP.E. and | 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 tcodtbill.
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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 morprevalent. For instance, of the 26 secondary
school age patrticipants in this study, only four reported th@¥ Dance was

offered in their schools; excluding Reece (above), the remaining three boys opted to
take the course, and all were taught by felm#eachers, 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 thisvein, 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 sirgge independent school but his male P.E.
0 S+ OK S NIXé hisNiite®@iihbtby

Int: What did you do in the PE lessons at your school?

George: Ah, we did rugby, football, some cricket, tennis and heslited
fitness, so all kinds of manly sports, yeah

Int: Dance?
George: No dance, no.
Int: Whatabout their reactions to your dancing?

DS2NHSY aYYXiKSe& RARYyQI

y2g G GKS
AdzNLINRA aAy3Ite KS 1SLIWG Ad S

02

1

ASONBG T2NJ |jdzA
2 gallavRsY YA Y 3 @l @
K

NBFaz2zy GKIFIG L O2dzZ RyQid R

0S0OFdzaS L KFER RIyOS 2y (KIFdG RFE& FyR KS
AGX KS gra tA1ST aRIFyOSK RIYyOSK 2KI{K
G2 R2 ag¢AYYAYy3IAéES YR a2 L (K2dzaKGz

the teacherisgoingi I2Ay3 (G2 o6S tA1S GKI GdE
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A more troubling example was that narrated by Daniel (16), who spoke of his P.E.
0§SFOKSNRNE 2dziNAIKI K2adgaftAade (G2 KAa RIyOA
My parents had to be involved, coming into the schoapeak with him
about it because he would humiliate me in front of everybody else because |
gl ayQi LI NIAOdzZ NI & AYydSNBaluSR Ay F22i
hard at it. He would continually humiliate me in front of all the other boys
ands®& 2 a2 Keé R2y QU @&2dz 32 FYR YI 1S @&2dzNJ
AYLRNIFYG (G2 @e2dzKé {Affe (GKAy3Ia tA1S 0
was really only one particular teacher. But when you are getting bullied by
other people in the schoolasweian y2 G | 3INBFG FSStAy3ax

go to school and you are under threat of first being bullied by your peers and
also your teachers.

2 KAES 5FyAStQa FyaALl GKe (261 NRaA alLR2NIa L
account is particularly ptmematic 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 hyparasculinied discourse that pervades the teaching

2F 0284Q t ®9 RYRNIEED kX CK RPYWHDENRBR Yl e SEL

5.3.5 Dance at GE& and Advanced level

Earlier, | 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

K26 SOSNE (G(KS Od2NNByld 3F2FSNYyYSyiQa yS2fAoS
matters, threatening the sustainability of dance along with other arts and creative

subjects sch 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 goad, b

GKS OdzNNBy (G aAiiddza A2y Aa RANB® LiIQa Of
Bl tdzS GKSANI FNI&AZ FYyR OKAf RNBY>S SaLISOA
supplementary arts provision outside of school, are losing out on the range of
potentially transformatie experiences, particularly those relating to personal

growth and the development of creativity.

Driving this shift in government priorities igalitically inspireddiscourse of

education as a utilitarian commodity rather tharftmdamental 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 Levattomale 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@k. level and beyond, shows a 51.1% decr@ase

total entries for @ %. 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 numberenrolling for @ E. 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 dall 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
a0K22fad | 26SOSNE a2YS aoOKz2z2fa KI@GS FGusSy
organising workshops and performances from visiting congsar 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 cultaabortunities:
My school is short of money and last year they stopped bringing in theatre
and dance companies which was a pity because | liked them, and we did
some good stuff with them. Sometimes school arranges trips to the theatre
0 dzi A G QaLJdzagdal fifker (F2NNBE 6 SAy3 aiddzRASR T
KIR I ¥S¢ (2 GKSFGNB OGNARLA G2 asSS Ydzaa
dance production. But you can only go on them if you can afford it and not
everyone can.

Another participant, Owen, recalllea dance company visiting his school but with
mixed results:
| remember this dance company coming into school when | 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 arften later they did performance. |
think it was contemporary dance. | liked it, but a lot of the other lads just messed
I NRPdzy R SalLISOAlLffe Ay (GKS g2N] aKz2LId ¢KS:
laughing and giggling. The guy dancer was quite funnyijtlwias a struggle for
KAY 06SOlIdzaS GKSeé wiKS o02@&8a6 RARyYyQdG Gl 1S
XOFft SR KAVYzSISNI  FRNIhd t GKIGX

Such a homophobic reaction further undermines the claims of inclusive masculinity
in schools (McCormacRk012). Furthermore, it reminds us of the limited efficacy of
GKS YIS WNRES Y2RStQ RA&AO0O2dzZNBS Ay K2Y2LK

However, a further perspective on schdmsed dance workshops was offered by
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Adam, now alance administrator, but until recently, a dance in education company
artist. Skilled in delivering mixexex workshops, Adam recalled:
The education side was really important, being able to inspire young people,
SalISOALffte GKS oRIRWMAS X 21 yFRS SNB Rdi@3 (BK I &
028a YR RIFIYOSX® C2N) a2YS 2F (GKSY Al ¢
knockz2y SFFTFSO0G 2y GKS NBad 2F GKSAN 40K2
healer and made them able to understand maths, but it gave thdfn se
confidence and some esteem perhaps in other subjects, and particularly so
GAOK a2YS 2F UGUKS o02ead LG ¢Fa ANBIG (K
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 nursergastupwards.
LG o1 a&a ONREEAFYOGdX AG & FroxX odzi 6S K
YR NHzy Qd 2 SQR 32 Ay>S RSEAOGSNI GKS 42NJ
{2YSUAYSa @2dzQR 3ISG NBFf NBaradlyOoS Iy
with each other. You could lgevious in partnering them up, such as oy
circles. It would sometimes depend upon the schools ag wdllS & K SNJ (1 KS & Q
any prior dance sessionand a lot of these workshops would be done in PE,
S0 we were sometimes inheriting existing problems sgolteen a teacher
had forced them into dancing boy and girl.
' RIFYQa YyINNYGAGS taz FffdzRSa (2 GKS RATT
preconceived ideas about dance in particular, or gender relations more broadly,
I NR &AY 3 T NRvforbdatiidletpérienceg. Ehbughioriginally
O2y OSLJidza t AaSR o6& W Ol1azy omcpcy0s SELX 2NR
education can reveal complex issues of gender and sexualities according to Stinson,
(2005), ones which often reinforce stereotypaswider culture. To illustrate, as
' RFY GGSaldSR: a2YS aokKz22fa NS AyOoft AySR
thereby privileging heteronormativity whilst simultaneously marginalising other
orientations. While such actions can be powerful@tegénts, 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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| actually had a verglifficult experience when | was teaching in a school, and
it was the beginning of my career in 2011. We were doing contact gidtk
-in a GCSE dance class. And sometimes, boys can feel a bit funny dancing

GAOK | IANI S a2 L &duXkeB Eomiotakl@vdta S & 2 dzNJ L
GKSYéd | YR (g2 0284a KILIISYSR G2 3F2 G213
gra G2fR OGKFdG + LI NBYyd KFER FNNAGSR Ay

my boy having these homo experiences. | hear the teacher is pushingithem o
02eaodg

YR L glayQd +aG Fffao L aavyLixe | aisSR
an interesting experience because the boy in the class had no problem with it
at all, he was enjoying the experience. | actually feel that the reason, really,
was that e 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.

| did not enforce this partnership; | only gave them the opportunity to be as
comfortableas possible. It was just an odd experience for me because he
had been absolutely fine and afterwards, he asked to dance with the same

0 K

02& 3AFAY YR L &alAR y2d 2KIFG OFly @&2dz

got some sort of dilemma, not the child.

KeNlI Qa I O02dzyi NBYAYR&A dza GKIF G 3ISYRSNI LR )

7 A

GAUKAY YR 06S@2yR (K a0K22t 3IAFdiSo ! &

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 governarand this was not given to Keira.

5.4 Summary

Ly

l.j

GKAA OKFLIISNI L KIFEZS LINBaSyiSR Iny Fylfe

and training in their dance schools asecondaryschools, providing clear evidence

of the discursive (re)production of gender therein, by boys who are subject to the

panopticgaze of regulatiorgspecially acute in their day schodiowever, 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 regardR | & WT S Y A YOAYASKR | & aaeividdySHtha G

continuing pervasiveness of gender essentialism. Relatedly, aware of transgressing
ISYRSNJ y2N¥aszs o62eaQ GKNREf Ay LISNF2NXYAyYy3
their desire for privacy or amymity, an uneasy tension that permeated their life

in and beyond the dance school.

wS3IINRAY3I 628484Q SELSNASYyOSa 2F RIFyOS Ay
GKFG GKS OdzNNBy(d LIKAf2a2LIKe 2F RIFIyOS Ay S
ratheNJ G KI'y WLINRPRdzOG QX Kla FlLAfSR G2 Sy3ar3as

subject, despite some-tlonceived appeals to the heteronormative in schemes of

work. More broadly, the position of dance as a marginal subject within the school
curriculumhas f 32 0SSy O2yaARSNBRX | a KIS GKS 1
OdzNNR Odzf dzYQ O WIF Ol a2y Z-AYVHONABSHRAPROSKE & &S
pursuit. Consequently, my analysis suggests that dance is eschewed not only by

many young male pupils, but al®y 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 dutugjternative 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 undgrinned by a questionable reliance on the value of

YIEfS RIFEYOSNBR |a WNRES Y2RSfaQ 2NJ AT aoKz22
SYGANRYYSyGad ¢KS LINRPGAAAZ2Y 2F a0Kz22f 62N
part of theWt NP an8i&dive frontthe Ryal Academy of Dance (RAD), was

critiqgued for itsgender essentialism and its reliance on outdated masculine tropes

ddz0K a4 WadzZLISNKSNRS&aQ FyR Ad&a Yl aodZ AyAaad
both of which, | argued, were graphic illustrations af & - S A (i stratedyK 2 £
OCAAKSNE HAanTLO® 9ljdzZ ffe& GNRdzof Ay3a gl & GKS
attempt to contest the dominant discourses around dance and masculinity, by

allowing a samesex (male) dance partnership, was abandoned in the face of

parental opposition.

In the next chapter | 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 atigmatisation in their
A4SO2YyRINE aO0OK2z22fad ¢KS &dzwaSldzsSyd OKIF LI SN
these experiences, but also explicates how they contest the dominant discourses

GKIFdG O2RS RIFIYyOS la | WFSYAYAYSam I OGA@A(e

presumption.
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Chapter6d h 6 A 2dzaf &> @& 2 dz 3SiiconSdqdericé&sR I I &
of being a male dancer at secondary school

6.1 Introduction

This chapter analyses and discusses the negative consequences tiflainc&iom

being a young male dancer. Numerous researchers (e.g. Quin, Frazer & Redding,
2007; Blazy & Amstell, 2010; Laktsl., 2016) have established that across a range

of diverse populations (such as psehool 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
chgpter is on thenegativeconsequences 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
danceschool and homel KA & OKI LIJISNJ gAff F20dza 2y 028:

secondary schools.

As discussed in Chapter Five, boys reported that, without exception, their dance

schools were inclusive and safe spaces where they were welcomedaaretl. 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 tpensonal relations they
experienced and the quality of teaching they received. Any deficiencies in the latter,
ddzOK a GKS f1 01 2F WYIFaodZ AySQ OK2NX23IANI
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
ISYySNIrftfte SyiKdzZAAIFIAGAO 062dzi GKSANI a2y Qa
normative labour roles such as transporting boys to and from dance schdol an
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 frongitiscussed further in Chapter Seven.
Despite this, most boys were satisfied with, and grateful for, the support they
received from home, especiglso if, as most did, they encountered negative
conseqguences at secondary school. In view of this and generated from the interview
data, two sorts of boys were identifiedboys who danced openly (n=12) and those

who danced in secret (n=14atleastini A I f t @ X dzy GAf GKS& &SNS

CcPH WhLISYQ YR WaSONBIQ RIyOSNA

cPHdM WhLISYQ RIyOSNH

I 1Se8 GKSYS G2 SYSNHS F¥NRBRY (GKS RFGF g1 & i
interest in dance, irrespective of the gender normative forces exertedicodarly in

their secondary schools. Boys who shared their decision to dance with relatives,
FNASYRA yR aOK22f LISSNE L KIFI@S GSNX¥YSR w2
W3 S ONEB (-QoyRwhy dptBdiididance more furtively. However, within the

GSNY W2LISyQ RIYOSNR L |faz2 AyOfdzRS I O2dzd
GKSAN) a2y Qa AYyuSNBadG Ay RIEIyOS LlzmtAO 1y26
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C2NJ W2LISY RIyOSNRQX (GKSANI 62f RSad I OG 27
pertaining to dance andhasculinity, 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 apted a lowkey approach at school, responding to

gueries but not volunteering much information about their hobby. This response,

from Caleb (14), was typical:

2Kl L R2 2dzi 2F aoOK22f Aa y2 2ySQa od
schoolknowldané® L R2y Qi dzadzZ- tfe& GIF€71 | o2dzi A
LQtf FyagSNE o0dzi L R2y QU dzadzrffe adl NI

/'t S0Qa SOARSYl RSTSyaagSySaa AffdzadNI GSa
dataset whereby boys sought to compartmentalise thimes, 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 resistarinelog words of one

parent, Judith, ag I O 2 LJA y 3 utiSOBy hey dod, Mugas, whiof A 1 Sa G 2
1SSL) KA&a ¢ 2 SdeRdileda SLI NJ (0S¢

| S ¢2dzf RyQid OGA@Ste 32 2dzi G2 GStf L
gl a a2YSUKAYI1IKSOIRARE RIBRYINSG GNB (2 K.
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, | was proud of it; | was extremely proud of it. It was the focal
LI2AYyd 2F Y& fAFS G GKS GAYSX a2 &St K2
L RARY QO FSSt Ileghke andtbaf @adBod primgryandt € Ay 3 L
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secondary school. It was more advertised by my mum and the teachers at
Y& LINARYI NBE &a0OKz22f 0SOFdzaS L RARYQiU KI ¢
then | got in year seven and year eight amehk still a quiet person, but |
was still proud of my talents and so were other people. Other people had
GrftSyda FyR L (K2dzAKIiX gKe y2i YSK 2Ke
other people, and therefore | told people.
Owen is a particularly interestilg 8 S a4Ay OSX a 2yS 2F G4KS Y
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 alseslstepfather 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 foe thullying? He explained:
| was more popular. | was more popular than thesimple as that. | had more
popularity and | could do more with myself. | 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
a0K22ft3> GKS@& YSG yS¢ LS2LS YR GKFEG &1 :
Owen, academically strong as well as being a talented dancer, hints that some of his
peers were jealous of hechievements and concomitant popularity. This is a familiar
YIENNI G§APS dzaSR o0& e2dzy3d LIS2LX S 6K2 | NBE od
Jackson (2006b) since it disrupts thelzy O 2 2 f disc@ursespeMdest in some
schools. Bullying, as ana LJISOG 2F Wi I RRAAKQ 0SKI @A2dz2N) O
aSSY w022t Q odzi AG O&YSHE NABE2sinéeS tak makdBB @J2 y 4 S
students seem unbothered about failing, and so if they do fail, it will not look bad for
them (Jackson,@6b). In a similar vein, Froshal.,(20®) found that few

boys were able to be both popular and academically successful since conscientious

02ea 6SNB 2F0Sy f I o 6&dpitoRdratic and wsbriat findingy SQ 2 N
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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 bapgerviewed, 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 spokevearing ballet tights in public,
explaining:

Sometimes | walk down to the dance centre from up the hill wearing them [
oFftfSi GAIKGAB FYR AT LIS2LXS 221 |

i @

@2dz R2AYIKEZT L 2dzad aH&EI GEAQ Y KEAS NNy X :

| am going to ballet.

I YSYOSNI 2F (GKS WwW. Axftfte 9ftA20Q OFaid Ay GK

behaviour was grounded in a mature setinfidence which stemmed, at least in

part, from being a successful anelatively weltknown performer. When

interviewed, his father, Peter, commented:
| S @l F NNE8 R2SayQid OFNB Fo2dzi 2GKSNJ LIS
RSOARSa&a gK2 KS fA1Saz oKz Aa 3IF2Ay3a G2
anysleepoverJS2 L S gK2 R2y Qi ySOSaal NAfe& fA]
Fo2dzi GKSYXZ KS AayQid AYyiSNBaGSR Ay 20K
R2SayQi S0 GKSY FTFFSOG KAYZI L R2yQl 0
| SQa [dzAGS KI LI o0SAy3a LIAOTSR dzLJ FNRY
Asda weaing his ballet tights and his ballet shoes, and while we are getting
the shopping, he will find an empty aisle and go pirouetting dowhaetis not
bothered.

5SaLIAGS | F NNEQa O2yFTARSYyld OzyidSaidlriarazy 27

acutely avare 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

~

KAd AYGSYRSR aSO2yRINE &d0K22ferédlated NI (G KSA

28 | QlGdzfte KIFIR F YSSGAy3dI 6AGK GKS KAIK
I 02@& ¢6K2 RIFIyOSazr KSQ&a 06SSy &adz00Saa¥fdzZ x
X6SQ0®S KFR F GFf1 6AGK | I NNEBE lo2dzi GKS
whohea K2dzt R aLXSIF{ (42 FyR ¢S SELISOG (KS 2
a6l ARX da! oazf dzulszfeszNngééil-daél- KX TSINBKTI of
I LILINBOALFGS GKIFGX odzi 2dzad G2 tSG @2dz |
f221Ay3 | FGSNI KAYDE

ThispreactidS a il yOS o6& | I NNEQ& LI NByda ¢l a F2d

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 interventims 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.

t F NByadrf O2yOSNYy F2NJ GKSAN) a2ya o+ a ¥F2dzyR
aOKAS@PSYSyilhas odzi GKA& 61 & a2YSUGAYSA RSN
unlike Harry above, danced in secret initially, recounted the point at which his
mother, a teacher at his primary schodl6 S3 Iy G2 YIHarBmbyA TS KI NR
taking hisdance medals into school to be presented in school assembly. By failing to
NBE&LISOG KSNJ az2zyQa gAaK (2 RIYyOS lFy2yeyYzdz
Now aged 16, he reflected:

LY LINAYINER a0OKz22f X Y& Ydzyz dnkaiemys2N] SR |

dance medals which | got from doing festivals and exams and stuff. | used to be

very proud of those and then | started receiving all this hate and so | said,

atfSrasS R2y Qi R2 G(KAA&AZ Ydzyzé oSOldaS L
getteaS R 2NJ g KIF GSOHSNX L NBOSAGSR ljdzA S | ¢
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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 ¢ in secret. Similarly, Gareth (14), commented with some poignancy about
what prompted the onset of his bullying, explaining thatdis F NA Sy R4 RARyYy U
about my dancing until | had done some competitions and won some medals there,
andmymumad AR a2YSUKAY3 G2 | FNASYRQ& Ydzy |y
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 theiOK A f RQ& gA&aAKSa (G2 Ayairad 2y Lz
LQY &adzaNB Yz2ad GSIFOKSNBR gAtt GStt &2dz 2
CKSEBQNBE KAIKEE& FYOoOAUGAZ2dzA F2NJ GKSANI OKA
famous performers. They think their child is tlestand are ultrecompetitive
and proud of them, and they want everyone to know about it. Of course,
0SOFdzaS 2F ydzYoSNEXZ 6S R2y Qi aSS AlG gA
S aSS Al 6AOK Y2G3KSNAR YR (GKSAN RI dzaK
often living their life vicariously through their child and they can be hard work
to deal with.
2SS R2y QU dzadzrffe &aSS WLHzaKeQ RIR&azxX o dzi
Fttd . dzi 0KS Y2UKSNE X 2K 8SFKZ gKI G |
extra lessas or solo spots in shows or duets with the best partners ... We
R2y Qi KIF@S Ylyeés odzi GKS& OFy 06S RIy3aS
efforts can becounterproductiveChildren become targets for bullies, or they

can become stressed, embarrassed, de@otit SR 2NJ A a2t 4GSR o0&
behaviour and they give up their dancing. And then everyone loses.

CPHPH W{SONBUIQ RIyYyOSNE

While all of the male dancers were aware of, and sensitive towards, the dominant
discourses pertaining to dance anehsculinity, nowhere was this more clearly
illustrated than by the 14 boys who opted to dance in secret (at least initially). |

wished to establish if this was motivated by homohysteria (a fear of being thought
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gay), or were theg other factors in play? As I discuss in Chapter Seven, irrespective

of their sexuality, once boys were known to be dancers #agyectedo be thought

gay, (such is the pervasiveness of the discourse that conflates male dancers with

femininity and homosexuality). However, my analysis indicates that they magre

FFNFAR 2F 0SAy3d (K2dzaK4G Il @& LISNI A4S 2NJ G2
GK2Y2K@aliSNAOE 6! YRSNE2YSE HNnnpOd LYRSSRZ
themselves exempB 2 F | Y RS N& 2 Yy Q & opery, @verdesahd®® Y I & O dz

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,
sometimeshomophobic in nature. In sum then, | found that while the young male

dancers were inclusive, most of their secondary schools were not. Thus, only close
FLYAfe 1ySé 2F GKSANI RSOAaAA2Yy G2 adlF NI RI

RARYQUTNNXSYRE y@KSY L aidl NISR w02a L (ySs

(@]
>
c:

a0FNBR GKFEG LQR 3S4G GKS YAO1 GF 1Sy

FT2NJ I o0A(¢ D

Similarly, asked to explain his reasons for secrecy, another participant, Ga4gth
recounted:

CSEFKSE L 1SLIG AdG I aSONBilOz 06SOFdzaS LIS21
quite funny that | 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. | studied in a single sex high school, so it was all guys next to

me and | was the only one who did dance
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h@dSNIff GKSYyX L F2dzyR GKIFIG 02@2aQ 3ISYSNIf
y2i (2 SEGSSRF (KIS GdAAMVWAANIG & ¢ o6/ L YyYyE HamnOZ
O2yaSljdsSyO0Sa akKz2dzZ R 2yS 0SS WTf2dzyR 2dzi Qo !
GKSaS o02ea R2 y20 AYKFEOAG F OdzZ G§dz2NE 2F daA
within their local school communities of nasinity practices (Lav& Wenger,

1991; Paechter, 2003b, 2006

C2N) YAaSONBUIQ RIyOSNF2AdARS2HBBONI BV BYRAFH 2
was clearly understood according to Charlie (16), sinée2 dz O2 dzZf R FAY R & 2«
RFyOS Ofl aa ¢gAGK LIS2LX S FTNRY &@2dzNJ 40K22f
I F G S NHrdeeR &hé 14 boys who danced secretly were unable to sustain
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 pupilssatriiee
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.
¢KS 3IANI A& RA Rtfianivere geaded Duflthe adbti¢ Bids 2aE a
go at me. It was from the footy lads and | never got on with them anyway
YR GKS& RARYQU fcsPEfYBEDP ESRARYQUL RARGSE

did get hacked off and it made me wonder about gadiack to dancing. But |
really liked it. | felt comfortable there, so it was worth the stick.

2 KAfS 028aQ RSAANB (2 RIFEYyOS Ay ASONBG sl &
need was felt most acutely by the three participants véiended alto 2 8 3 Q 4 OK2 2 €
Here, pupils were expected to enjoy competitive team sports in a culture of hyper

masculinity dedicated to the accrual of masculine capigad approach that was

187



antithetical to these three sefflentif A SR-a @F RJie ¢ o628ad . Affte& ow
described himselfa8 A y 12 (1 KS LIS NF 2 NthelayyQide thanitlleT ¥ X Y 2 NJ
AL NIe aARS Xodzi GKSNB 41 a y2 RFEyOS i ac
a0K22f RInbtead, hi®statgdainmabschool was described@®d S NB Y dzOK

NHz3oeé |yR F220G0lFftf |YyR AT @2dz O2dz RyQi KI

82dzQNBE GKS &aiGIF NI 2F GKS F22d0lftt G4SFY 2NJ 0

Historically speakinginglesex public schools were often sites of homoerotic

friendships between pupils, and yet as BulloggBullough (1979) revealed , if

made public, these behaviours were often denied and denunciated. Nowadays, boys

such as Billy who attend singdexschools might still feel the need to conceal their

Gl adsS | Nawardsdinte {Cagny2818, 2014), and its enduring conflation

GAGK STFSYAYylI Oé |yR K2Y24SEdzrtAGé&d ¢KAA &
served to reinforce the genderedature of the curriculum by reproducing prevailing
2NIK2R2EASE & (2 6KIFG o0S8Sad OzyadAaddziSa |
unwilling to risk identifying himself as a dancer, an opportunity to challenge gender

norms within a hegemonic, heteronmative 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 32 02 |y FYIRZ ov2YeyaQ LaQOK At2 6y F2NJ 0 SA
LQY y28G 3reéesx o6dzi L (yS¢ LQR 3ISiH GKS YA
school | was going to a dance class, so | decided to say nothing and see how

Al 3F2Sad LQY fdzO1 & (mhtowhéR|ldandksakRrt A a A
managed nearly twelve months before it got out. But it was my own fault
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WO24X YYYX ¢Stf>x GKS GSFOKSNI gl a fA]1Ss
YySSR KSfLI 6A0K GK)\é IXNJK@@SYEEQQ[TL &I RIRY
XIFyR Iff Sé&Sa 2dzai NVSR 2y YS X

Within six months of this admission, and to save himself from further distress caused
08 NBfSyi(ifSaa OSNDIt odzZ feAy3as DS2NHS Y2¢
educational one in a different &+ @K &y 34 ¢ S NB y Q (ihe sadpLINBCEASY 3 |

school did nothing to help me, so | got out. It was the best thing for me, and | never

glyad G2 32 ol O1é¢d

I FAzZNIKSNI LINSa&adzZNBE 2y 028a4Q RSAANB F2NJ &S
enterprises, dance schools can be understandably keen to advertise the presence
male dancers within their schools. However, this desire for publicity was found to
a2YSGAYSE O2yFtA00 6AGK | 028Qa8 RS&aANB T2
involvementin 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 newspapersMoreover, this lack of consent was not confined to dance schools;
secondary schools occasionally adopted this practice too. One participant, Robin
(11), recalled that:
L R2Yy Qi NBYSYasdin qriuyiaéyi}séhaoyebyiduélﬁ\qh;én I got
tosecy RF NB 40K22fs GKAy3Ia adkNISR OKIy3A
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 | did.

So then, of course, it was the stigmfdancing, even though it was ballroom
AG o1 a tA1SZT ahK KSQa | oFftfSi RIyOSNX
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w20AyQa | 002dzyi Aa AYy(iSNBadAy3dI airAyoS Al R
FTNBIjdzSy (i  dza S2 020A 2uiiStedaididigiedd exgectations of trouble

at school. As Marc (14), reasonédA ¥ & 2dz F a1 SR Yz2ald LIS2LX S 0
AYYSRALI (St & ,addeefhichzhdlds a preiminedtipkace in the

Westerncollective cultural imaginatn. 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

odzf t @Ay 2N gKIG tRANBSQaHRANASORYAIf dzS Wi 2 3
@2dzy3 YItSa o0e OFfftAyd (GKSY UtvenFondQ 2NJ 0@
does not believe them to be so. In so doing, the accuser demonstrates his
heteromasculinity at the expense of others, a further exampla bbundary

maintenance strategy and explored further in the next chapter.

Ly fAYS 6AGK tfdzYYSNRAE SFENIASNI 62N 2y (K
(Plummer, 1999), Pascoe asserts that homophobia is a form of gender regulation

rather than a display of dirgay 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 iitate, recalling thed I 3 DNk at

secondary school, Robin commentédji KSNBE I NB | FS¢g LIJS2LX S L.

0dzi GKAYy3ad ¢g2dZ R 6S RAFTFSNBY(G y206HE

190



6.2.3 Online resources for dance

To preserve theianonymity or to escape censure from peers, many boys were

F2dzyR (2 dzaS 2yt AyS az2dz2NOSa adzOK +Fa v, 2dz

genres, their movements and choreography. Being able to conduct this dance
research in private was especially adtegeous to those boys who desired

anonymity and discretion. As Jacob (11), revealed:

b2 2y8 1yS8s L 6Fa AYGSNBaGSR Ay RIEyOAY
checked it out online and | knew what style | wanted tg doiil NS S Rl yOS®

also looked andound which particular class to go to. They were really

AdzNLINAR ASRX o0dzi L RARYyQG (Sftft GKSY dzyida
g yiSR (2 R2® a& Yl iSa RARyQl 1y2¢ SAil

Using online portals enabled boys like Jacob to watch other males dance in safet
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
RFyOS 2y W, 2dz¢6dz0SQY
| really like watching Street dance and trying to copy some of theesad
tried to teach my mate a few of them and get him to come to dancing [the )
RI'yOS aoOKz22teéd® IS RAR UKS Y2¢@SaszX o0dzu

Likewise, Robin (11), commented:

L 61 00K f21IRa 2F RIFIyOS 2yfAySdeeb2i 2dz
LiQa y20G [ff 3A22R o0dzi GKSNB | NB a2YS 7

see new dance styles and try and do a few steps and moves in my bedroom,
odzi AGQa y2aG lFfglreéea Slhae G2 F22fft2060
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That many boys enjoyed th@ivacy of online access to dance is no surprise since it
obviated the risk of public exposure and negative repercussions. For many though,
GKS 2yfAYS 62NIR 2FFSNBR 2yfe& | (SYLR2NI NE

experiences, especially those at secondsafjool, and it is to those | 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 onlineexperienced by boys in their secondary

schools. As most bullies were identified as male peers, the significance of this is
O2yaARSNBR Ay GKS ftA3IKG 2F ! yRSNA2YyQa Of |
by a declining sigficance of homohysteria (Anderson, 2009) and homophobia

6al/ 2NX¥IO1X HAMHUD ¢KS fFGGSNRaE Y2RSt 27F
O2 YLINA &3 lyEd {WLINRdzZE 3SQF WAL & RAaO02dzZNESQX WT¥
fly3adzZ 3SQ o6ald/ 2N¥YI O] Eedtoesieblish taawhdt éxterd S 2 LIS NI
0284Q SELISNASYyOSa Ay GKSAN aSO02yRINE aO0OK?2

findings for which are discussed in 6.4.

In short though, my analysis found that young male dancers were still subject to
aregulatedigender straitjacket ot 2t f  O1 X mMdppyv FyR | K2Y2
NER2f Syl 2F K2Y2LIK20A0 YR K2Y2Ke@aluSNRO C

fly3dzZZ 3SQ o6t fdzYYSNE mpdppy YR WFFI RAAO2d
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thanWLIBR & f | y3Idzr 3SQ 2N w3l & RAAO2dzNESQ 6al/

a0K22ftasx ¢gAGK fAGGES SOARSYOS (2 &dzllll2 NI

Y2NBE WAYyOfdzAaA DS Yl aldA AyAGeQo

In line with the interpretive nature of this study which seeks to foreggbR 6 2 & 4 Q
g2A08&a IyR GKSANI SELISNASyOSas GKS GSNY Wwo
used most often by participants to describe their experiences. As Suititain,

(200) note, internationally speaking, there are many definitions of bullymg) a

various ways of understanding it. In England tbere is no legal definition of

bullying, andso the one adopted here is taken from government guidance for

schools which defines bullying as behaviour that N5 LIS § SRY Ay G4 Sy RSR
someone eithephysically or emotionally, often aimed at certain groups, for example
because of race, religion, gender or sexual orientafimv.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;

I KENXYEFNFYFEYZ SG FEdE wnmo0X AG Aada y2ySGKS

(0p))

0SUGSNI NBFtSOGa o6028aQ 24y LISNOSLIIAZ2Yyad
My analysis indicates that secondary schools were prime sftbsllying 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
LJzLIAf & 6K2 R2 y20 WFAG Ay QcutioN®Bg. Glynh,6f S 2
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
NBEO23ayAilAz2y GKIFIG GKS GSNY WodzZ feAay3aQ OFy
asked to describe their experience of bullying on a Liksgyé scale ranging from

Wy@gs WYATRQI WY2RSNIGSQ (G2 WaSOSNBQd hyf
38.5% ofthem (n=10)sdif 8 a SaaSR (GKSAN) odzZAf t @Ay3 & WYA
WY2RSNI G§SQ YR Mpdw: o0ylpuv a WaSg@gSNBQo
forms, verbal, phgical and online, narrating a range of incidents which included

teasing, name calling, making threats, cyberbullying and, in a couple of cases,

physical assaulAlthough often homophobic in nature, it was, nonetheless,

dzy NBf I § SR (2 0 2italidd so-thatiadzlvill be diEsskt later,2 NJA

heterosexual and bisexual dancers also reported such abuse.

Li ¢6Fax GKSYyX AYLRNIFYy(d G2 whald&Spohsibley A F 06
for this or were other intersectional factors at play? Datelgsis revealed an

overwhelming consensus among participants (the exception being Owen, discussed
below), that their identity as a dancer was thelecausal factor of their bullying. As

a qualitative, interpretive researcher, | accept and respect thegegptions while

also being aware that correlation does not imply causation, and of the need to
remainopeRY A Y RSR 6 KSY RN} gAY3I AYFSNByOSa FTNRY
OGN yaONR LG o06Sft2¢ FTGdSadazr AG A&a LkRraaAiot s
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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AL g1 & Y2NB LI2LJzZ F N L ¢l a Y2NB LJ2 Lz | NI i

O2dzf R R2 Y2NB 6A0GK YeaStFfo L gFa Y2NB &dzC

l f 0 K2dzAK dzyl O1y26f SRASRE | 02YLRYySyid 2F h
be attributed to hs success with dance and his subsequent acquisition of social and
culturalresource® b2y SUKSt Saasz hgSyQa | 002dzyd R2S:
compelling conclusion, evidenced below, that disappointingly little seems to have

changed for many boys who dancthey 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 otdance 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 Westerid vthe 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 secondage 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. Clearigwing conclusions

from a small dataset such as mine must be done cautiously, and no claims are made
as to the genmalisability 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 TYF NONE MILD MODERATE| SEVERE | TOTAL
COMPREHENSI' |3 6 S 4 18
GRAMMAR 0 2 1 0 3
INDEPENDEN 1 2 1 1 5
TOTAL 4 10 7 S 26
TOTAL % 15.4% 38.5% 26.9% 19.2% 100%
Key

Comprehensive state funded secondary school/college for 11 teyearolds,
AyOf dzZRAY3 (K2asS Al

Grammar - state funded grammar school/college for 11 to-\i&ar olds,
AyOf dzRAYy3a GK2aS gAall

Independent - independent (feepaying) school for 11 to 1@ear 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
possibilityof generalisation), the matrix below does nonetheless indicate that,
irrespective of their sexualityhe vast majority of young male dancers (22/26 =
85%), experienced some degree of bullying. As mentioned earlier, all of them
(except one, Owen), attritad thissolelyto 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 deslme 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 O 5 4 2 11
Total 4 10 7 5 26
Total % 15.4% 38.5% 26.9% 19.2% 100%

Significantly then, boys @il 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 strategiesnployed 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 greateqgluency of severe bullying among
homosexual male dancers than dancers of other orientations, suggestive of enduring

homophobic and homohysteric school cultures.

6.3.2 Verbal bullyingd ¢ KS& g2dzZ R f AGSNIrffte OFrftf YS
a2 YS i xonwenals)

Analyss suggests that most of the ten boys who defined their verbal bullying as
WYAf RQ 4SSYSR y2i G2 O2yOSLNidzZ tA&asS AG I a
Ff GSNY I 0APS SdzLIKSYAaUuAO y2dzya &dzOK | & Wol
YAOTKYAO1Se02 RRAOGUBDLSAYH® {AYATFINI&x yIY
RFEFYOSNRDSI WRE Yy OA VIINIOY@ KNS SR WRe VYOISING (0 2
constructed by boys &% 6 I Y (h $hat¥eid, Andersod McCormack (2010)
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might conceptualise suchtterances as a form of homosexuallthemed language,
ALISOATAOLI f f danguape that iRohanpladbliic Sudinstead is

intended to develop social bonding and have a positive social effect. However, while
boys constructedhese 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 stiehances.

b2y SGKStSaasz Ylyeée fAy3Idziada FaaSNL GKIFG Y
male insult, often employed to sustain dominant forms of masculinity (Kotthoff,

2005; McDowell & Schaffner, 2011), such as those found in many sportinggsettin

or, more especially here, in school environments. In the latter it can function as a

F2NY 2F ISYRSNBR WhiKSNAYy3IQ>S FyR I 062dzyRI

who wish to demarcate their heterosexual allegiance.

How boys interpreted theseomosexually themedutterances 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 haveli&ignd (and so ostensibly
regarded as heterosexual), was not immune from gettisticke for his dancing and
being the butt of§joke<. However, he recognised that some boys might be offended
or upset by such treatment:
L 3S4G &aGA01 F2NJAG oRFYyOAy3I8 2FF (KS
couple ofjokesa | SQa | RIFYyOAYy 33 | dzS&metme2 NJ a5 A

though, jokes can be offensive, but | take it lightly whereas some people
would not

'.F
ay
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Viewed in another light, such comments could be regarded as exampley & &

& S E ABeMmell& Stokoe 2006), later conceptualised 85A Y RA NBHY Millsa SEA &4 Y Q
whoexplainsitast 8 SEA &Y 6KAOK A& dzy RSNDdzi o0& Kdzy2
exaggerated? NJ Y I NJ SR Ay { gwld&Kadaig20GB N 18)i1 NB & & ¢
Utterances delivered a# o | yaie $fteiintended to convey lighteartedness

GKSY | NAHdd bQeY8KEAWHSAA Y2NB &aSNR2dza |+ yR
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 reflectg 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.

{AYAE I NI G2 al Ngedid) Spoke ravdalihglyyabolt reBpdrsdslo
his dancing:
Int: Can you remember any comments made by people at school?

DS2NHSY avYY:s IFK X GKSeQ@S |ttt 0SSy fA
heard like proper positive from my friends..

This description,of 22 1 S& ¥S$IKAVEABRBalGAYy3I | yR adzZaasSad
comment, a tension between the seemingly jocular spirit of the utterac€ @ ) S & ¢

but also an awareness of its potentially adver§ey{ S 3 I ) inpastSGonsidered

linguistically, as an example of pragmatics, Garde (2008) notes that the tone of the

RSt ADGSNE YR GKS FNIYAY3I 2F &adzOKEf A1S dzii G S
make comments freely. This view reflects earlier work by Lakoff j1@®Canguage

and power whereby:
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Saying serious things in jest both creates camaraderie and allows the speaker

02 I @2AR NBalLRyaAoAtAGeE F2NI FyedaKAy3d C
joke, afteralk O y Qi & 2 dz I sp than being RdisGoKmexn & 2 NJ
spirited is not getting a joke or being unable to take qhekoff, 1990, p.270)

Overall then, the absence af LINE LJS NJsupibr flokh AcoBl driends (except

A A

GK2aS RSSYSR WwWoSadQ ¥FNXSiiehal suppord wasF FSNE R

(@]]

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 s¢h@NA SY R&AQ | &Y

CKS@QNB 2dzaid LIS2LX S L KFry3 o2dzi 6AGK
?NASy Rax tA1S GKS 2ySa L KI@S || RFEyOAy
62dzi Ad YdzOK FyR (KS&@ R2yQi Faie L R2
ww|mnlﬂ FANBROZ GKS& gSNB fA1SZI WhK & 2dz
Yy20KAY3 StaSeo b2 AYyGSNBaliSRX L GKAY]

say so.
CtKAd 0SoAf RSNBRXE YvYzadufeée artSyd G2t SN¥ryOS
AYSR AY [ KFLIISNI CA@S0U:

0EDIB2RIFOREA RFG& NLIN
phrase as both a comment on the transgressive nature of their dance activity, but
also as a label of thesexual orientation, arising from a homosexual presumption.
For instance, as Alec (13) explained:

L KSFENR Al walKFGQa a2 3Ilreée6 az2 YdzOKE:

then at high school, but after a while | stopped caring. But it was hurthil th
they were criticising me and my dancing

Thus, findings suggest that most boys were subject to a homosexual presumption,

ANNBEALISOGADGS 2F GKSANI aSEdzZf AGés | yR GKAA&
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RA&2O2dzNESQP ¢KS Yz2ald O2yyvyz2yfeée OAGSR dzid SN
GLR2F&é> aljdzZSSNEZ aFF 3320 QTanddaaKyA NSENE SA TaiHING
attempt, according to one participant, George (13pt@ Sf A G Gf S LIS2 L) S VY

feelsmal | yR y20 y2NXIf o

LNNBELISOGAQPS 2F 028aQ aSEdatAdesr 3Ire RAac
usually) who were not regarded as friends, was both anticipated and problematic.
As Gareth (14), commentedX A (1 Q& 2dza i GKS adylingklie. Aa® L F
Thesepeople NB y20 Yé FTNASYRAZ (GKS@QNB 2dzaid Kl
0 dzii @& 2 dzBehy tiieQacifient of such gay discourse was clearly distressing
andoppressive, as described by Owen (15), who revealed that:

Theywoi R t AGSNIffe OFff YS I g2YFy &az2vYSi

the homophobic comments that | got that really affected me personally.

Because if you say something more and more and more it starts to get to

@2dzX GKS@QR gNRARGS { KwBouldwrid Stuffdphbiis 02 YY Sy (i
GAYR264X UKS@QRX 2KXI Al ¢la I KFNR GAY

hgSyQa NBEO2ttSOGA2y Aa aAayAFAOLYyd aayos
RA&GO2dzNES GKI G LI2&aAidA2y BurtYldIs 008tingod S NBE | &
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 comnfes 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 asone @f K WEZR&@ SR WLY |l RSIljdzr 6SQ | yR L) I OSF
the followingiss y SEOSNLIi FTNRY KA&a &a0OK22ft Q&4 HnAmc
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 schoolgaming
environment is particularly poor, including offensive graffiti that has not
been removed. Equality issues have not been dealt with effectively by the
a0Kz22f £ SI RSNEX
Pupils such as Julian are at substantial risk in such schools, where, in ¢éneeab$ a
NROdzA G O0SKI @A 2dzNJ L2t A O& bulyhgis fopalwayk S ¢ 2 NR a
effectively challenged This was verified by Julian (no longer at school) who

commented

Yeah, my school was grim. It was a sink school and | hatetkitet enjoyed

I aAy3aftS RIFed GKSNB IyR L O2dz RyQi &I Al
somuchbullyingy 2 0 2dzad YS o6dzi 20KSNR G223 AT
GKS GNRdzof SYF{SNER ¢2dz R 3IS0G adzalLISYRSR

back, but mosof the time nothing happened, they got away with it... It was
y2 3JA22R GStftAy3d FyezySs 06S0OIdzasS &2dz (Y

However, this does not need to be the case, as | illustrate later in the chapter when |
discuss the four boys whianced with no negative consequences in their secondary
schools. Evidence suggests that these institutions shared common faetibrgere

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 fourschoold 2 6 SOSNE | a WdzZ Al yQa yIF NN} GADBS NB
were fortunate enough to attend safe, supportive schools. Another homosexual

dancer, Ceb (14), who opted to study@GSR& AY RIFYyOS | yR RN} Yl |
comprehensive school, and ballet and tap outside it, was asked how his school

LISSNE NBALRYRSR (2 KAa AyiSNKISER Ayt el K YLIS
foro SAy3a | RI y®OBNI XYHKS &2%a FyR aleée (GKAY:

LIAO1 SR RIy0OSQs FyR GKSYy KI@S | fFdz3K (23S

Like Caleb, another participant, Bradley (18), studi€&S&iance, along with 20
girls. A heterosexual, he then studied dance at advanced level, shaciagsawith

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?
. N} Rf Sy wdzad GKS adlyRFENR addzFF NBI f €
the time.

LydY 2K@é R2 &2dz alé& Y200A2dzafeé QK

. N> Rt S8y Wwdzaid o0SOlFdzAaS €2dz R2X R2y Qi &2
I 24 L 320 OFff SR woSyR‘Nn I f2G% L
F3FAYyd® ¢KSe g2dzZ R LINBGSYR mickingaS f A{1SX:

ballet dancer as they said it.
Significantly, in common with all the participants, Braddgpectedhis sexuality to
0S ljdSada@ySda b&® & 2dz 3 S)whichstigheSt® antbhge |  f
other things, a deepooted awareness amongpung male dancers of the discourses
which conflate males who dance with a homosexual presumption (e.g. Buf; 200

Risner, 2009). Most participants agreed that verbal bullying usually took place at
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break times, lunchtimes, in corridg®and playgrounds rather than in formal classes.

Boys reported various strategies to obviate the risk, with some making conscious
STF2NIa G2 (1SSL) 2dzi 2F KINX¥YQa ¢gled ! FSg
males at school, preferring instead to asiste 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 alreadlyted 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 darserere also subject to physical

A N

FdaldzZ GT Ay Fff Ol 4Sa EOSLIi | F NNEQa 606Sft
incidences were frequent rather than oraéfs. Assaults ranged from being pushed,

Lzt f SRY aK2@SR 2NJ KI @Ay Ariogsypdchingahdc SO adl YL
beating. Harry (11), recalled that some of his classmates, including @ giitiza K S R

YS 2SN I yR adil WhHidS ikhdazaparent redaliéd tiiatharson was

bulliedd |j dzA i & FanNdBpdd8 PA Y8 K2 YS 6 A4l K NOYNiHZAds S8 2y

| F GAYy3 FTGOGSYGA2y RNIrgy (GKS 2ySQa adz00Saa
reactions. Daniel (16), spoke of this, explaining:

Of course, | was bullied an awful lot at school, especially at secondary
a0K22ft X L ¢ Indwspafegaltad dinnihg/sonie Kaéhce

O2YLISGAGA2Y YR GKSNBQR 6S | LAOGdzNE 2
F2f{t26Ay3 RIF&Z O2YAYy3a K2YS FTNRY aOKz22f
KFEILIISYSR F62dzi G46A0S | gSS{d® LQR 02YS
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SeS 2N 6KI 6SOSNE 2dzald 06SOFdzaS L g2y |

dancing. It was always, of course, the boys that bullied me because |

glayQi R2Ay3I GKS y2N¥I LXF@Ay3 F2200! f
A couple of boys chose to retaliate tttese physical assaults. For instance,

Alec (13), recounted that:

| had to stand up for myself at school. | had a fight with a certain boy who

ga aleAy3a L glta araae o0SOldasS L gl a 3
f SGQa 32 2dzi BARSOSYRIEASBENIATIKRQY 2 &Aaacé
0SIFG @2dz dzLlJQ® ' YR ¢S 6Syid 2dzi FyR L 1Y

me after that.
Sometimes though, what began as verbal bullying escalated into physical abuse, as
this testimony from Owen (15justrates:

And then, eventually, people started to physically beat me up in school, which

RAR 384G a2NISR FYyR L RAR FTAIKG ol O] o
gl & ljdzZAGS AaGNRYy3 fGK2dzZ3K L RARY QO NB

S
|
Although it is imposible 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 safeguad 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

0SKI @A 2dz2NE S dzy RS Ndaioffhe &RiningS MK LOF a@8&/ S Ha1 1 o
RSYINODIGA2Y 2F (GKS WhiKSNIDZ YIYyAFSadSR (K

homohysteria (Anderson, 2009) and a hyypesisculinised propensity for violence.
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6.3.4 OnlineBullying

{ dZNLINR AAy It e AAPSYy e2dzy3a LIS2Lx SQa LISy OKI!
participant, Owen (15), reported being the victim of online bullying in the form of
O2YYSyiGa YIRS @Al WCIFOS06221Qd |'S faz2 NBC
windows ofhis school bus. Below, he explains at length the nature of these
AYOARSyGaz (GKS a0Kz22fQa NBalLkyasS IyR KAa

Int: Was the school aware of the online bullying as well as the face to
face bullying?

hogSyyY , SIKZI 0 dzigood d oiing & QuNBhgrevins @& NE

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 e

was getting ridiculous. Two lads found my social site, and this was the only

time | have ever been bullied online is when they started sending me
YSaalr3Sa adzOK +a a3l e o02&éd L Y | LI N
RARY QU 1y24 SARNIO yRIEKAY IZ o0dzi AG RARY!
R2y Qi 2dzad NIyR2Yfeée 32 2y a2YS2ySQa CI
028¢d LGQa y2i yAOS (G2 R2 GKIFIi® | SIKEZ

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

OFff GKS aOK22f NBLISGIAGAGSte&s odzi GKSE@
until people started writing stdifon the bus windows. And they noticed the

0dzda O2YAyYy3 LI ad FyR (GKS addzFT oNARGOSY
OKFG GKAA &aGdzZFF 6l a aSNAR2dzaz FyR (K a
kept happening and happening and eventually my parerak&d into school

2yS RI®@ FYR a4FARY a¢KIFiQa A0 6SQNB Gl
Al 2dzioeg ¢KSe G221 YS K2YS IyR 6S OIF YS
teacher let me do my lessons and my work somewhere else and just sit out of
lessonsfora KAf S 6SOlIdzaS L O2dzZ RyQid O02LISo

S
S

And my parents were getting more emotionally stressed then | 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
veryexpensive, and | 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

206



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
YAY2NRGE 2F OlFasSazr a&OR | aT50886Q®> aRPINNBPE
case study highlights the considerable financial and emotional costs incurred by

LI NByida G2 &dzLJL2 NI GKSANI azyQa RFEyOAy3a |y

could entail, even for a relatively affluent midelitass family such as his.

2 KAfS aASO2yRIFINER aoOKz22ta tfA1S hseSyQa | NB 2
ensure their wellbeing, my analysis finds that beyond a reliance on implementing
& OK 2 2 tballging pojicied, no additional or coordinated suppstrategies
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, asteachersdd KS 06Said ¢S OFys odzi Ay Fff K2
known so many boys give up on their dancing because of bullying and what

y20® L R2y QG GKAY]l GKAy3Ia | NB YdzOK RAT
adzZLILR2 NI G2 o02eada | yRF 0KSANLINBR XfAS KB a! W C
NBIffe KIFIgS 02y il OO0 ¢A0K GKSwWRIe&e aoOKz
dance teaching organisations could do something too. We could have an

| ROAOS tAYyS 2NJ I odzZ fteAy3d K20t Ay ST 0 dzi

It might need a tragedy before anything is done.
L ¢6la AYGSNBAaGSR Ay 028aQ OASsa 2y 6KSHKS

a0K22fad DS2NHSQa NBLIX & o60Sft2¢60 Aa NBLINBaA

perceived inevitability of bufing, 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 gtcghomophobic
bullying?

George: They can, they can find the person and say stop that or put them

Ay RSGSyGAzy> odzi AGQa y20 NBLFffte 3J2Ay
GKS@QNB [fglea 3A2Ay3 G2 GKAY]l 6KFIG GKS
change that, so | think they can only do so much really.

codn 9ELI 2NAYy3d (KS fAYAGA 2F WLyOfdzaA@dS al
In light of the above findings of bullying, marginalisation and stigmatisation of young

male dancers in their secondary schools, it is now amansider what this implies

F2N) GKS dziAftAGe 2F WAYOf dzZAAOS YIF aodzZ AyAide
LINS@A2dzaft e OSYyidNIXt G2 La¢ A& GKS 02y OSLI
of language that has a homosexual theme, but which is notdpdmbic. This was so

termed by McCormac& 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 pgay attitudes and had openly gay friends, they

nonetheless used phrases likeR2 y QG ardl& 0 A @8 ©a &2 3l & ¢

¢KS NB&aSINOKSNE |aaSNISR GKFG GKAA LIRAAGA
meanings; itreferr® (2 &SEdzZ f AGé& Ay &2YS$S O2yGSEGa |
(Lalor & RendksShort, 2007) and so, it was argued, the two meanings were

wholly independent of each other. McCormack concluded that:
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¢tKS 62NR w3reQ KlFa 0SSy daAaSR Fa Iy SEL
intending to reflect or transmit homophobia in many contemporary
youth settinggdMcCormack, 2011, p. 670)

aO/l 2NXI O] I 002dzyiSR F2NJ GKA& 0e&O0gbminA f A & A Y -
1950), a phenomenon whereliyl 6 2 NBf I G SR A2 0ALFt @F NRAIF 6t S
0SOlFdzaS GKSANI YSI yAY ABMcCAKdcky DR), or GmpRA T F SNB Y
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 ptaa$eK I G Q& a2 3|
to be homophobic (e.g. Sanders, 2008; DePalma & Jennett, 2010). Similarly, research
with male undergraduates on university campuses in the ti$wluded that this
S E LINE & & &4 s2xfial a@riengatiot microaggression that can contributa twostile
SYGANRYYSyid T2N tf S&0Al y s (Waokférdetay, 026 A & SE dzl f
LJbnmcO® LNNBaALISOGAGS 27F 2y Smyandtditgaf A 2y (K
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 affsouial
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 eg@gydanguage, is

primarily dependent on the homohysteria of the settifidcCormack, 2011,
p.664)
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Homohysteria, defined as@K 2 Y 2 & $ahitRed ciltdire in which suspicion [of
K2Y2aSEdz f A {(AnBersadS20M,$&7)) 8 dso beedescribed as
GOESOALFE TSI N 6SAyYy3I (Andetdan 2009 itet J6 RidDets, IS R | &
2014,p.132). According to Anderson, in order for homohysteria to exist, three
variablesmust coincide:
I YIraa 6l NBySaa (GKIFG K2vyz2aSEdad tAde SE
a cultural zeitgeist of disapproval of homosexuality, and the femininity that
Ad aaz20Alr 0SSR gAUK AGXFYR GKS ySSR F2N
identities with heterosexudli (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 homohysteljanderson, 2009.7)

In their secondary school contexts, | have found little evidence to suggest that most
young male dancers are benefiting from inclusive forms of masculinity. Yet, taken
societally, therehasbeen a shift in some areas of masculinity, from more orthodox
to more inclusive forms, as noted by a swathe of research nwgin, 2000, 2006;
Heasley, 200Kaplan, 2005; Pringle Markula, 2005; McCormack, 2009). For
instance, there exists a muamproved and more visible social and political
landscape for gays and lesbians (e.g. Barnett & Thomson, 1996; Loftus, 2001;

Anderson, 200&, 2008), although issues of gender and other inequalities remain.

Moreover, as other researchers have foundpgress towards a more general

culture of inclusive masculinity has been disappointingly slow, as evidenced by
FAYRAY3Ia Ayid2 LINRBoOotSYFGAO YIaldAg AyAiuAaSax
Frosh et al., 2002; Francis & Archer, 2005; Jacksanc20 0 | YR Wf I RRAaYQ

education settings (e.g. Dempster, 20@®11 Jackson &empster, 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
difficut F 2 NJ LIS2LX S tA1S GKSY 6K2 R2y QG WFAOG A\
y 20 SR in&n boysare déluctant to engage with materials or activities
NBE3IIFNRSR a | WFSYAYAYSQ FT2N) F(Gakckban,2 ¥ o6 SAY
2006b, p.128). Thevidence presented here suggests, that in some secondary school

contexts, little has changed.

To illustrate further, the 201W{ OK 2 2 {(Stonesvall22RIT)Qan annual

publication on the experiences of over 3700 lesbian, gay, bi and trans young peopl

AY . NRGFIAYyQa &aoOkKz2z2fta 02y Of dzZRSR GKIFGY
45% of LGBT pupils were bullied for being LGBT at school
pH: KSINR K2Y2LK20A0 fFy3dz3S WFNBI dSy
ycz NBIdzE NI @ KSIFNR LIKNIFasSa adzOK Fa wi

45% of LGBpupils 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

Wa2YSUGAYSEAQ 2N WYySOSNID OKIffSyaSR K2Y?2
language when they heard it

Despite these findings, some things have changed for the better since the
LJdzo £ A O { A 2{y0 k2F2 f(iKeED 1 IoMIEGbiantgay 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
homophobicdanguage 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 pete.

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
whenhestatedi 2 0 @A 2dzaf 83X LIS2LIX S gAtf 2dzRIAS Al o
O2YYSy (.a AAYy d&®¢ 2F (GKS | ROSNTidedt2 0 JA2dzat & Q
acceptance of this binagnd an unwitting reproduction of the dominant discourses

which he was instrumental in contesting. However, alongside @tlief the young

YIS RFEYOSNBE SEKAOAGSR LX SI &aAy Hfliwantly Of dza A
letliveé G & LIS 2 TconiBgyfdidalebAimMireo 2 NJ | & SELJX I AYSR 06¢
R2y Qi KIF@S | LINRPofSY ¢gA0K K2g 2GKSNBR OK2?2

everyone thought that, but there are too many people making judgengefits

One young participant, Neil (11), heldlaar binary view of gender in relation to

RFyOSo® 1S 02YY8yidRDaAGY2NE tA1S F2NJ IANI 3
RSOAaA2Y (2 22AY AYyS YR A0Qa Y& RSOAaAZ2Y
IJANI AaK G TRat sodegyrg pedbmeliké Bldil ¢ethin essentialist views

IS unsurprising to scholars (e.g. Renold, 2005), who have long established the
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LI2GSyOe 2F @&2dzy3a LIS2LX SQa O0AYIFINE GKAY{ Ay
Paechter (1998) writing abotihe relational nature of gender, observed that

02dzyRIF NASa 0SGsSSy o02ea yR IANI a | NBE O2y
opposite sex, particularly on the part of boys, but also by girls. Challenging this view

remains a work in progress.

As my fiings confirm, in secondary schools a formmegfulatorysurveillance

SEAaGa 6KAOK OFy aSNWBS G2 2LIINBaa (NI yaan
(e.g. geeks, swots) or boys who dance. However, although school cultures can and

do reinforce particular models of masculinity, especially heteromasculaniky,

boys who transgress this discourse are often subject to hate speech and bullying

from peers (e.gDunning, 1986Scraton, 1995; Kehily & Nay&Q07), my findings

also indicate that four young male dancers escaped this censure. The following

section ofers an explanation for this.

cPhPp . 28a ¢K2chowedBy Qi odzf f A SR

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
necessaryté OO02dzy i F2NJ KA&aADP ¢g2 FlFOU2NARA 66SNB )

dancer identity and attending a supportive secondary school.

6.5.1 Secrecy
h¥ GKS mn WYAaSONBUIQ RFEYOSNBR> 2yfteée Gog23 . Af
y2i WT 2 dzyes framiiieiRse@rdary.38hool. 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 minimisethe 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?

WEO20Y b23x L RARyQi |\gf§yﬁmzwa i 20 20dKiS YAd @l
YIFeoS L RAR RY Q QG FTAYR (KL Al o6l a GKSANI
GK2dAKG GKFG L YAIKDE aéﬁ LIAO1T SR 2y 2NJ
OFyQi NBYSYoSNJ

Billy, meanwhile, whose appetite for dance was whettedmiafterschool dance

club at his small ceducational independent school, then joined a weekend stage

school class after moving to an-athys grammar school with no dance provision. In

GKS Odzf G§dzNE 27F KAGF oxR@MNIQY GifOXK X, Bah & SINESS 4l fa
anarts2 NASy i GSR o62@& a 2LIL}RaSR (2 | WwWalLkRNIea
dancing and so escaped censure. In resorting to secrecy, Billy and Jacob suggest a

continued unease with their hypermasculine school cultures.

6.5.2 Suppative schools

A further two boys benefitted from attending supportive secondary schools. Lucas

(15)told me that on first entering high schoolhe hadkK S NR K2 NNE2 NJ & (i 2 NX&
peopleASGGAYy3 o0dzZE t ASR F2NJ RFyOAy3d RVB a2 L R
Althoughd & OF NBR GKIF G LIS2LX S 62 dhiReasddte YS F2
materialise even after he was revealed to be a dancer. He refleatetd, &I & |j dzA G S
worried at first,but no one actually said anything to me about it in a negative

sen§ X 0dzia2Y S KWFALIX S YAIKEG KIS (K2dAKG L
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Instead, Lucas received support from his form teacher, herself an experienced

dancer, and from his peers. He recalled:

| think it was probably about year 9, whewas about 14, and | had done
0KS 9y3ftArak |, 2dzik . FfftSGx o0dzi LQR y2i
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.
[ dzOl & ¢+ & F2NIldzytrdS G2 FGGSYR || a0OK22ft gA
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 availal@Satrd
Advanced level, taught by specialist teachers in-egilipped 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,

R a WD22RQ 6@ hC{¢95X I yRlasddreadzr G SR AY

w»

rai
[ FyOlF aKANB® ! & [ dzOl & Q awve féletieSchddbvasWegR A 1 K> O 2
ddzLILIR2 NI A @S 2F (KS LISNF 2A0vidgsiesh strodgli & | YR NB &
behaviourpolicy, the school also placed diversity and inclusion at its heart, she said:

I remgrpber in thg tirst term of highAschooI, they glid severgl prgject§ qbout

W[ SUQa OStSONIUS 2dzNJ RAFFSNBYOSac€x | 02

looking at race, looking aexuality, looking at size, looking at all sorts of
different features, which | 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) normétas. Underpinned by

a robust and enforced anbullying 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 ofontrast, two other participants, Owen (15) and George (13),

were much less fortunate at least initially. After suffering severe and sustained

bullying at their (separate) secondary schools, they and their families decided to
OKIy3aS aoOK22fad ! OO2NRAY I {24 h sFONEEK T3 0iHKNS
since the relationship with the school had broken down irretrievably. He

O 2 Y Y S y they RaH faited us by not tackling the bullying and we were left to sort

v

itouttheo/t &8 ¢l & ¢S O2dz RZ | yR GKFd gla G2 Y2

{AYAf I NX & DS2NHS o6mMo0 Ffaz2 FStd O02YLISttS

independent school to a small®alucational one)because:

Mmm, well, I never really thought | could properly say or expyrbss |

g yué G2 &aleé& 2NJ SELINBaax L ¢l a Ol ffSR
I OGSR YR WwO2a L ¢layQi FFNIAR 2F LJS2L
R2 tA1SzZ OFYL) a0dzF¥x L ¢l a OFffSR 3l @

Hed dzo 4 S1jdzSy it & St I 02 Nexpl@iig@y YEK & 2a QIQRLIR2Z( dzF B
2N YYY X L R2y Qi |y D&y somditEng in & daindway O K &R & LIS

Gl Seé¢ F2N &Mhese mingf Ransyredsiénx fromtheY | 8 Odzf Ay SQ ISy RS

(s}

KFR I aA3ayATFTAOLIY(d STFSOUG 2y DS2NHSQa ¢SftfoSAh

SELX | A"YyBR X& YIRS (KS RlIé&a t2y3ISNE YYYZI | yRX
mmm, and when | movegchoolE  YYYZ L gl ayQia>a2 3INHzZYLERS | YR

like brightened up a hit @escribing his life at a new school he concluded:

XeSIFKZ AdQa ljdAdGS | 322R FSStAy3a Ay (K
anything to upset you on purpose. Mmm, well | think chagdimom the
0284Q aoOKz22f G2 | YAESR &aokKz2z2t gl
82dzONB 1 AYyRI SELISOGSR (2 R2 0284aqQ ¥
32Ay3 G2 3ISG GKS YAO]l GF1Sy 2dzi 2F @
laugh about it.

a
a u dz

N.)%Ol

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-®&arold 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 wastérviewed about her previous experiences as a male

dancer. A pupil at a Church of England high school (now academy) in Greater

Manchester, described by heragiaY A ES RS A y Of ,dafekdihented R O NA y

KSNJ a0K22f Qa I Olcanngritingli 2 al ¥FS3dzZ NR KSNE
L O2dzZ RYyQi KIFI@S Fa1SR Fy& Y2NB &adzJi2 NI
have just been so caring. They have made no fuss about it whatsoever. They
OFrYS (2 YS Fo02dzi GKS gl & L LINBaSyid YvYea
them.¢ KS& YIS &ddz2NBE GKIFIG LQY 21Feéex OGKIG
ddzOK | OFNAY3 YR O2yaARSNIGS aoOKz2z2ft |
L NBOSAQOSR O2dzyaStftAay3a Ay a0OKz22t oSOl d
y20 3ISGGAYy 33 o0 dzZ thd BdRess | ArRgoingihfoughpécausesd A (i K
AG Oy ©0S OSNE aidNXlaa¥FdzZ FyR KIFENR 2y L
g2dzZ R @2dz LINBFSNI a2 6SINI I FSYIfSQa dzy

2 KAETS WHyStiQa | 002dzy i Aa NIntBexegilak S Ay Of dza

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 regulatiberin

school. Asked if she had ever encouraged her male school peers to dance, she

replied:
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CNRY ¢KIFd LQ@S KSENR FTNRY Y& YIFES FTNRS
of expressing themselves in a way which is stereotyped as having certain
gendertype labels to it. They are too afraid to go into something as

expressive as dance because the stereotype is there. So, | definitely think

there are some people at my school who would like to do something as

expressive as that but step away fronb&cause 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

L2t AOSR® ¢KAa OKIFLIISNI aSté 2dzi G2 SELX 2NB
that most (86%), had experienced regular bullying, marginalisation and stigma (albeit

in varying degrees), simply by transgressthgsculinéhorms. However, this is a

complex and nuanced picture because of temporal and spatial differences, as well as
0KS 3ISYRSNJ WOt A Yl (S @nalgshs alsoXoyind haf Boys@vRaR dz £ & C
identify as homosexual experienced more negative consequences than heterosexual
02ea |YyR GKIO WalLRNIeQ o02e-alLBASNBQOGRE ASRC
frGOGSNE Ff2y3a gAGK 20KSNJ F2N¥a 2F WKSGSNE

detailed in the next chapter.

¢tKSAS FTAYRAY3Ia RA&ALIMzOS ! yYRSNA2YQa Of I AY |
YIFaOdZ AyAdeQ |Y2y3a @&2dzy3 LIS2LX S La¢ oI &
contexts since most participants found them to be homohysteric and homisigho
environments. There was scant evidence to suppait@R S Ot Ay Ay 3 AA3IYATAC
K 2 Y 2 LIK@®6Chrimack, 2012), with most boys subject to labels such@sS y R S NE =
GFlF I3 G 7T 3 @end they FegaRled@sddoth idjurious and homophobic.
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7 A

'aAy3d GKS Y2RSt 2F WwWK2Y2aSEdzZffée GKSYSR ¢
little evidence oV LIBER & f | PuBsidstanBaDevidence of homophobieT | 3

R A a O avdeshirGeation is to wound and belittle.

Irrespective of theisexuality, and consonant with the dominant discourses that

surround males who dance, most participants were found to be subject to a
K2Y2&SEdzr £ LINBadzYLIiA2yd ¢KIFG Yz2alh o62&a 68
YIaoOdAg AyAideQ 6! yRS pdimy¢diclusionsidqed evidus & |y dzy a

research (e.g. Bragg et al., 2018) had indicated that young people were too often

shackled by gender binaries and regulation.

However, | also focussed attention on the four participants who experienced no

bullying or aderse 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 énefitted from attending schools that promoted a culture of
inclusion and diversity, inculcating these values in their pupils but also enforcing

GKSY gKSNBE ySOSaalNeEed /fSIFENIe&z Ad A& AYLR
alone account for a rangef intersectional variables. Nonetheless, the broad trend

identified here suggests that most participants have not yet benefitted at secondary
a0K22f FTNRBY (GKS WRAGARSYRQ 2F WAyYyOf dzaA @S
lives at secondary schoohd next chapter focusses on the strategies they employ to

contest the dominant discourses that surround dance and masculinity.
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Chapter 76t S2LJ S | NB NXBI fcdnestirgthd OAYy I G SR 06
dominant discourses about dance and madinity

7.1 Introduction

In this chapter, | 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, tisseurses posit that,

in the Western world at least, dance is for females (e.g. Sanderson, 2001; Stinson,

2001; Risner, 20@2 Gard, 208) and that boys who dance are presumed gay (e.g.

Rodgers, 1966; Grant, 1985; Koegler,1995; Van Ulzen, 1996; Hart@8%,Risner,

20023, 2002b,2003, 2007; Williams, 2003; Risner & Thompson, 2005). Kimmel,

exploring manhood in America, wrote of males living undér@ dzNRSyY 2 F LINE 2 ¥
(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,

WNBE OdzLISNIF §SRQ Al 6KSNB ySOSaalNB G2 LINRJA

SELX AOI(S 0284iMiE&B%a 2yYIsXDOdet OgyieQ | yR

TOH al A0dZ AyAGe YR (GKS WYl &A0dzZ AySQ RIyOS
As femininity and homosexuality tend to be associated with dancing men in popular
discourse (e.g. Bur,995, 20012009; Risner, 2009), it was important to

undSNB OF YR K2g &2dzy3 YIS RIFEYOSNER O2yOSA@S
YR ¢6KIG O2yaidAiddziSR I WYl aoOdZ AySQ RI yOSN
popular discourses, without exception they were also acutely aware of being the

objects of frequent griosity and ridicule. Reece (16) described himself as being
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WRA T Bitiddlgbf QIS A IKBS NB I £ f & Frévéalhg shlawafeRessd &  dza €
of how young male dancers cdnNB lj dzSy it @ 0SS LIRaAAGA2Y SR | &
WhiKSNBERQ® | renteMddthed Fancargk@iK(11)R domrfieSted,L Q Y
not like most boys who like footballorl &1 St ol f £ > addzF¥ tA1S (K
& LJ2 NJi. Thisaaininds us thadlentityist RSTAY SR y28G 2dzad AyadaSN
individual but externally by the gdal JQdusive or exclusive attitude towards that
A Y R A @ahdstould e understood:
[tlhrough the practices with which we engage, including those that are
involved in the construction and performance of particular masculinities and
femininities. Thespractices and performances, through their repetition

(Butler, 1990), contribute to our constellated understandings of who we are.
(Paechter, 2007, p.23)

¢2 AffdZAOGNI ST NBalLRyaSa G2 GKS ljdSaldArzyz
€ 2 dmcladed:

2 KSy Al O2YSa G2 oSAy3a YIaoldz AyS:z L 3d
know strength. | never really thought about(Saul, 13)

L GKAY]l AGQa tA1ST L asSsS tA1S I o6A3 Yd
GKSNBEQa y2X 0KSNBQHEOY 22 NI2[dZOKRI2 Tt A 1 & N&K &
ASNA2dza F YR KSQa lFfgléa I FNIYAR 2F R2AY
YAIKG 0SS aSSy Fa | o¢GéorgglE) 2N I yeiKAY 3

al a0dz AyAde Aa fAY{1SR (2 YlIfSaeiaSAy3a a
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 ®genold, 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 higeers:

Int: What does femininity mean to you?
/7]

hgSyyY 2SStttz L R2yQi 2
S o

1
20KSNI LIS2LJ S LGQa f A
this lot.
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Interestingly, Owen was unable to offestown description of femininity, a sign

perhaps of a more fluid and shifting gender consciousness among some young

people. Indeed, recent research found tiato & 8 2 dzy 3 LJS2 LJX SQ&a SELISN
are diverse and vary across peer groups, age groups, s¢thgbR NXBrdg@efl a £

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, wih young people describing ¢2NI R Ay 6KAOK 202S00a

I Odz(i St & ASHYREBMNBRIEIP mMn0 I whbiRid mokeSnialn (@& 2 dzy 3 LI

GSNBE O2yAARSNBR y2i0 (2 O2yF2NXU0O (G2 WKSGSN

gender were ofte dzo0 2 SO0 (G2 &aLISOAFTAO T @oNN@15)2 F KI NI

In my research, a minority of boys, while sensitive to the existence of gender
WEGSNB20eLISaqQs y2ySikKStSaa FStt oF Ol 2yi?2
regarding, for examle, female expressiveness. To illustrate, George (13),
commented:
aYYZAL,GK)\){l P20 2F LIS2LX S ryfsal-, NJ:?, )
AuUSNbB2uelLIAOrtte o2YSY INB Y2NB auNbBUO

K
people just think dance is mainly forgiO2 a8 3IANI & SELINBaa (K
more than boys, typically
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.8 02y 0N adz I WYFaOdA# AySQ RIFIYOSN 61 a RST
K I @ MstyoAg adms, really strong arms, fierce, leading the girls, doing all the
AKIF LAY 3T 2y diOKY 02 YariSIyNiLdE NS Ff SOGSR YIHE S RI
O2yGSait GUKS R2YAYlFYyd RA&AO2dzZNBS GKFG LI2AaADG
interviews, | noted boys often resorted to narratives which emphasised the
physical strengthnecésl N2 (G2 RIyOSz a ¢Sttt GKSANI RS
choreography and movement. The following transcript, from George (13),
illuminates this:
Int: So, is dance masculine in any way?
George: Yeah, | see it as quite masculine, because especiaffybiedause
OKFGQa Y2NB 2F | YIyQad RFEyOSo Ly (I L&
YR 6KSYy (GKS (S OKSNE OK2NB23INF LK | RI
gAOK GKS 3IANI & YR R2Ay3 GKS gNxad FfA
strong, you knowvhat | mean?

CKAAZ YR 20KSNJ WNBOdzZLISNY 6AGSQ adNI G§S3IASa

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

a0 dzRA SCRigE AWaS'Q8 Of 2 G KAy 3 | yhep dangeusually NJ y SSRS|
O2YLINAaAy3d 2SIya 2N 0NX O] adaAad LIyaGasz |y
SOSy 06S O2RAFASR | & -danc&ddiit2By ebntiasy, B highkerda KA 2 v |
skill levels, badit requires boys to wear tights, coded in popular culturéksE S YA YA Y S Q
andd @S NB NER@SihgitaAHAB/{11). However, these were necessary, a part

ofd 0 KS Odzt (i dzidcdrding thJMhifed, & dadcé academic and teacher
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trainer, and were accepted as such by boys. To somedameers, however, such
outfits could be markers of both femininity and effeminacy, as explained by Gareth
(14), an enthusiastic latiamerican dancer, who recalled the negative responses of
his secondey school peers to his outfit:

And when | showed them the kit | was wearing for the dance competit@ans

V- shaped cat suit, open at the chest, which was meant to look sexy, they
AaIAR AO0 ¢l a F2NJAANI aX aLOGUa y20 2214

Gaeth, who elsewhere describes dancetas & hageNgfetsIo his dance outfit
as aa | ’emnplofing once again the discourse of sport to reaffirm his dance pastime
Fa | KSGUSNRYIalOdZ AyS 2yS® DI NB{ K(18), NHza KSR
who recounted an incident where his masculinity was called into question because
KS $2NB5 | RFyOS o0Sftidx LRLMzZAIINIe& (1y26y I a
genitalia. Recalling a conversation in his secondary school, he told me:
InmyAlevd 9y 3IfAakK Oflaada oSQR KIR GKAa 02y
gSEFN) I GK2y3 0SOFdzaS L 'YX 06SOFdzaS AlC
thought this was really funny, because it is. And then we were having a
conversation about masculinity and femininity drcbmmented on
a2YSOUKAYy3 GKIFG gl a F3aFrAayad GKA&a IANI QA
G2 KIFIGd R2 @2dz 1y2¢ | 02dzi YIaoOdzZ AyAie 4K
SOSNERIFI&@¢K hK Y& D2R® ! yR aKS ¢l a mt 2
| got really pissed dBbout 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 askeddovulge 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 thremaining 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 da¢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 thattB&oldK

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,has SGSNE O2fft SOG SljdzA@lFtSyd RFEGF F2N dzyR
and sexuality, it is known that a disproportionate number of male dancers identify as
homosexual (e.g. Bailey & Oberschneider, 1997), a situation describedia® adS y

& S O KRBriert 2002, p.85) and one that has fuelled the discourse that subjects all

male dancers to a homosexual presumption.

As | have illustrated in previous chapters, for most participants, irrespective of their
sexuality, this discourse has led to variousfs of oppression, including frequent

and often sustained homophobic bullying at their secondary school. Earlier, | made
refence to George (13),@ O | Yetketerosexual dancer, who recalled what led to

KAa Y2@0S FTNRY | 0 2@AaJNIRERISEIYER Qiyed on& OK 2 2 f
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Mmm, well | never really thought I could properly say or express what |

gyGSR G2 &alreé& 2NJ SELINBaax L ¢l a Ol ffSR
I OGSR YR WwO2a L ¢ ay @fimebraffidtolke 2 F LIS2 L
R2 ftA1S OFYL) a0dzF¥x L gl & OFfttftSR 3re |

and,
aYYX a2 LQR R2 | gNRAG FEtAO0] 2NX L R2y
a2YSGKAY3a Ay | OFYL) ¢Flé> LQR alée aKAE

| judged tlesequotations worthy of repetition since it illustrates, yet again, the

operation of atightly policedgender regime within schools predicated on the
WAYGPBAaAOAT AR 27F Kabcir@ingBoyaebtet (Z0A7@P0A1633 a a S E dz €
pervasive discoursehich seeks to efface or problematise other identities. For

AGNI A3KEG o0dzi WOl YLIQ 0284 adzOK thei DS2NHEHSS
heteronormativecriptQd I ¢ N3 at dén in€ofréctOnpde of greetingp KA F,2 NJ KS @

was enough tdrigger 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), | found that all boys, regardless of sexuality, deployed strategies

2F WYl 30dzZ AyS NBOdzLISNI A2y Q o1 lyaSys wmodc
contest the other discourse, of being subject to a homosexual presumption (e.qg.
Koegler1995; Risner, 206 2 Af f Al Y&aX Hnnovs | f&a2 Sy3al 3

NEOdzLISNI G A2y Q 06aO/ 2NXI O]l HAMHOD Ly | ffzZ
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1 professing attraction to females

| participating in sport and acquiringda L2 Nlieé Q 062& ARSyidAde

1 recorceptualisingdance itself as a sport

f cK22aAiAy3d w022t Q RIyOS 3ISyNBa OdzZ (dzNI f f ¢
1 acquiring popularity through dance

1 selfpolicing of movement and choreographic practices

These recuperative techniques areadysed 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
DKFAffQa WwWO2yljdzSadGAlf NBOMzZLISNI A2y Q Ay (K
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 everfél G KS ySSR (G2 &alé 2NJR2 lyeidkK
your sexuality?

<

At te . Sazx YLeoS SIENIe 2y [ 2dz 2dzad a
FSYIFHES OStSoNAGE 2N az2YSGKAy3a tA1S GKI
LI a0 LQ@S KI R Lafehalighs | migktbeXgayybecaukd I (Y

glayQit oNAYy3IAYy3I f2FRaA 2F IANI A& o6F 01 FN
GKS 06101 2F OKFdxX L 328G LINIYy2AR GKI G
But to set the record straight | might have said somethingetoforce my

FGGNY OGA2Y (2 IANIT &P | X KFEZ LQY YIFT1AY
I NBYy Qi LK .dzi L GKAYy]l aAyOS (GKSy LQ@S
A40FNL>X L o6& | oAlG tA1ST aLQY | 3Id®e R?2
reinfforcewho I¥> ' yR ¢KIFdG L FYEZ FyR &alé& LQY Yy
YAIKGO 0S¢é€3 odzi aAyOS GKSYy LQ@S 2dzad f S

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 growingup as adanéen K A G4 &
Jreéd LYy FLFEOOG:Z + 20 27F LUgehidgidattey tf & T2
time was my dance partner...

4126 RAR &2dz YSSi(K¢

G2Sftf FOldzrtte ¢S RIFEIyOS (23S0 KSNWE

| guess that finding out that way meant that those jokes didn't come quite as

often.

Parents sometimes promoted the supposed heterosexual bendfieing 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 dvay2 Y S SAivared A NI & €
of the skewed gender ratios in dance schools, he was implored by his father to

GéepA G dzLJE GKSNBEDA| Ay D 2HA RIFA I2RRNB £ @

While presumably welintentioned, this parental heterocentric bias could also stem
from homohysteria (Anderson, 2009), the cultural fear of being homosexualised.
While homohysteria was developed tmderstand 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

GGKS ySSR T2NJ YSy (i fentitizdvith habetodexualtyindy G KSA N

2NRSNJ (2 | 02AR KAnWNersanS2BapfB). & dzi LIA OA 2 y ¢

I OO2NRAY3 (2 ! YRSNEA2Y S (62 AAIYATFTAOLYyd Tl
homohysteria: an awareness that anyone can be gay and the level of cultural
K2Y2LIK20Al ® Ly LI NIAOdzZ I NE .akgotp&apaid SE S Y LI
OKFG LIS2LX S ) weuttzSuggest the contindied axisirice of cultural

homophobia, a phenomenon which is difficult to quantify, but which McCormack
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clamstobeoft RS Of A y A y A(MEChraath F0A20d.xyivd §ié 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.grid& Clayton,

2007; Andersort al,, 2012), findings which correspond with a broader trend,

identified by some scholars of decreasing homophobia in British and American

cultures (e.gWeeks, 2007SavinWilliams, 2009; Anderson, 2009; Clements & Field,
HAMNO® ¢KS &eéy 2 L) AThe Dedining Signgiddiéé oDHo@dphobi@ 2 | =
(2012), asserts that decreas&d2 Y2 LK 2 6 A | Bxpahdidn bfigéndeed I y
behaviours available to young S yand thatd T NI Be canbiatvthreiat of

social marginalisation, boys are able to speak about once feminised activities without

OSy adzaNBé¢

l YRSNE2YS>S gNARGAY3T GKS C2NBg2NR LL G2 ald/ 2

similarboldclaimsa A i A& y2 f 2y 3 YNILK2HPK{OBYU oA 8S iz 06

Qx

f2y3ISNI GFEfAR (2 | dadzyS @RNAV20uB2dz6K PXSgIA2E

ax

K2Y2LIK206Al Ay (KS ' YS (ux)lar@@&LJGF 6f S f A3IKG

Gw9ByO2dz2NF 3SYSyii Aa SELISOGSR | Y2y3 LISSNI 3
(McCormack, 2012, p. xiii). However, as explicated previously, these dfens

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/here the vast majority of participants (22/26)

experienced some degree of bullying, marginalisation and stigma at secondary

school.
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TONPH ! OljdZANRY I | WALRNIE&Q o628 ARSydAde

A second strategy for recuperating masculinity (&eterosexuality, if appropriate)

was for dancers to engage in competitive sports, especially football, and so acquire a
froSt 2F 0SAyYy3 | WalLRNIleéeQ o2édd ! ONRPaa GKS
heterosexual) selk RSY GA FASR | & Widingl20Niys fofegskdilifileS § K S
or no interest in sports. Of the 20, a couple of boys enjoyed swimming and

Ol RYAYG2Yy X o6dzi y2yS OAGSR AyGSNBad Ay (KS
GSFY &aLBRNIa 2F F22aG0F €t 2NJ Nitedthésgasdzyt A | S

pastimes.

.22 AQREFURTFACAIRARY R Qag ¥ 2l YI 22N yI NNI (A ¢
accounts and this perception clearly formed a major constituent of their identities.

This was often coupled with the construction of an altematidentity¢ that of

0SAY3 Yy WIENIEeQ AYRAGARAZ X 2FGSy NBII NRS
WAL NIEQ (eLlsSed ! yviA1lS GKSAN WaLR2NIeQ LISSN
interests in drama and or music. Thus, analysis revealgdar binary in the

2LISNI GA2y 27F 0 2e-34'0 NAiR Dy OSINGE-dA 21Nda WP NEWBID o 3

aware of the likely risks associated with their A L2 NIie Q 062& ARSY (A

We know, for example, that boys who are successful at sport oféém gppularity
with their peers, acquiring socipbpularity and kudoshat can aid their identity
O2yaAGNHzOGA2Y YR YIyYylFI3aSYSyldd 5NI gAy3I dzLRy

with young footballerst 4 K 2 R 2 y Q (1(2081; pi119), e rIéncludes:
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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 masculini{iaechter,
2007, p. 100)

However, in Britain, one sport, football, is clearly dominant, and as we know,

AYl a0dg AyAde Ad 2@0SNBKSEYAyIte g adNGgzOG S

p.100). Moreover, this has been noted in a variety of school and ocstthajol
contexts (e.gEpstein et al., 1998, 200$wain, 2000; Connolly, 2003; Renold, 2005).

Marcus (16), a keen footballer, as well as a highly skilled ballroom anéifagnican

RIEyOSNE NBOIftSR KAa SELSNASYyOSa 2F o0SAy3

I'd always been into my football and stuff; you obviously you get a little bit of

stick off the guys atfootbaja h K~ & 2dz R2 RIFIYyOAYy3IH al yR

think it helped me that | was also doing other sports. If I'd only been a dancer,

thenmayb&X o6dzi o6SOldzaS dGKSe& [ttt 1ySé YS FN

0SF2NB GKIFOX L R2yUdG 1y2¢6r L 3IdzSaa
think it would have been different

Int: What sports did you play?

Marcus: | swam competitively for a while layed cricket. | was generally

good in PE as well. | was generally all right at sports. In sports, you are
expected to be more traditionally manly, it's supposed to be more aggressive,
82dz F NB adzlJll2aSR (2 0SS X 0dzi eilifeeldda
that in carrying on playing sports, I've not lost that idea of traditional

Y aOdZ AyAde (GKIFIG YIFreoS @&@2dz R2y Qi ass
not done anything else quite traditionally masculine. In sport, you have to
1TAYR 2FX [HI2@NYy KIF2BX (K R2iKddd o1 y

A ¥ 4 A

Odzf GdzNB SEIF OQiGfeés odzi &2dz NB SELISOGSR

supposed to be what a traditional man is supposed to be when you are in a

GSFY X L R2yU4ddG (1y26X GKSNBE Aa I RATFTFSN

Marcus draws attention to the heteronormativity, or in his words, théi N} RA G A 2 y I f

Y | & O dzf whighspio& & meant to imbue in young men and then contrasts this

with what isa 3 A @ Siy dared, ®here this masculinitydst 2 B doud be argued,
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2F al NDdzaz Iy
GKSNBE Aa y2 ySOSaairde G2 WNBOdzZIbefisti SQ Y &
place- it simply ceexists with a softer, less (1 NJ R Aaiink at béihg méasculine

associated with being a dancer.

Later during his interview, Marcus suggested that some young males could be

encouraged to dance by following the leadvaéll-known sportsmen such as Michael

+ dAKIYS GKS ONARO|lSGSNE 6K2 FSIGdzZNBER 2y

programme. Although participants did not desire male dance teachers as role

models, a minority like Marcus thought young matessidering 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:
CKSNB gta I {AR K2 Ol YSicllyTonieSadaz2ya oS
5l yOAy3dé YR glyiuSR G2 3IA0GS AG | 3F20 {
Michael Vaughan who was the England captain, going into dancing, for a guy
gK2 Aa Ayd2 OGKFG {AYR 2F GKAYy3Z &2dz YA
here- why would a fomer England captain go along and dance if it wasn't

a2YSUKAY3d Fdzyz a2YSUGKAy3 GKFG Aa I OGdz
a2YSUKAYy3 GKIFG gAff 3ASG Y2NB 3Jdz2a Ayd?z2

| 26 SOSNE RSALIAGS GKS AYLRZ2NILI yoogswerg Wa L2 NI
dzyl 6t S (2 SELX 2A0G GKSANI aLBR2NIAYy3 YIaodz Ay
NBEOdzLISNI G A2y Q SfdzZRSR GKSY® !'a | ALIANAY I LN
prevented from participating in sports, in and out of school, by their parentgoand

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 imposéihoiby his

232



mother, herself a dance teacher, when, on entering secondary school in Year Seven,
YR 6A0GK GKS a0K22fQa 3aINBSYSyidux KS gl a vy
lessons. He explained:
| was stopped from playing gamgsst in case | damaged my legs, so then |
was having to sit in the room with all the people who were not doing
3 YSa 0SOFdzaS (KS@QR F2NH2G0Sy GKSANI |
gaz G9K @&2dzH DSG dzLJ YR RI yOS®¢

Another interviewee, Saul (13), whs of Caribbean heritage, described himself as
GLI2 Xz F NE gAGK KAa aoOKz22f LISSNBR |yR &adz00S
KAYaSt¥T Fa WaLRNIeQs KS NBLX ASRY

| am, very. Whenever | start something, for some reason | get very good at it. |

could go into athletics, but | cancelled football a while agstill play but |

don't see a future in it. There was also acting as well. People would look at me

and see a good performer. | was asked to be a model, but my mum said no.

There were two thigs she cancelled for ngeone 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. | don't know, but that's the only thircan

think of.

Int: In what sense is it stigmatised?

Saul: Homosexuality.

Int: And what about rugby?

Saul: It was because of my danckiigK S RARY QU ¢y YS G2 o

Saul was unique among the participants in that both ofpaisents 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, fearitga G A3 Y ® O1 YI f Sa | NB 2
as hypermasculine and hypersexual (e.g. Slaft@pateZ HAmMc 0 X o0dzi Ay {
GKA&a WNBIFIRAYIQZ Vy2NJ KAAd WalLR2NIieQ o2é& AR
mascuinity and heterosexuality. He revealed:
Aguy | don'tevenknows S 6 S NB 8dzé,1[] O2YYSyilAy3d 2y
Facebookl YR KS al ARX &.dzi ée€2dz oFftftNR2Y RI

I

!
YR L ¢l1a t€tA1ST ahlle&é¢> odnigs,L NBIffe& F
especially when it comes to dancing.

7.4.3 Reconceptualising dance as sport

During interviews, many male dancers drew parallels between sport and dance,

2FGSY SYLKIFIaArAaAy3d REIYOSNARQ FGKfSGAOAAY NI
of dance Saul, for instance, described his ballroom and laéimerican dance as

GKAIKE 2antddiVKE NI ASQ92 NEE B RRE Bdzt ®Bdet R RI yOS

LINI OG A &S Iy RThidgonsBuctrlzi dadce a63a spdrt appears to serve

as a resistancstrategy to the prevailing discourse of dance and effeminacy, and

enables boys to legitimise their dance participatiph ¥ dzZNJi KSNJ SEl YLIX § 2
Al YIOK2¢ &a0N¥XGS38 O0CAAKSNE wHnnt0x dzASR
heteronormative aspects of dantey R LINR GA RS | & LJIzNR 2 dz& 2 dza

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 alignedhemselves with what they identified as similar pejuites for many
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sports such as football and rugby, traditionally regarded as hypesculine. By
contrast, female dancers were thought by boys to require such qualities as
GSt §FDSE 3 add@ N2 X&edd 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 consciousnesh.is also reproduced, | 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 samesex couples to compete in the teledsy’ a SNA S&a W{ G NA OGOt & |/
Moreover, as was noted in Chapter Five, the dance awarding organisations fuel such
SaasSyidAlftAaay o0& KIFI@GAy3d WYFIESQ FYR WTFSYIl S
FSIGdzNBa WLRAYGS 62N Q NXoasé NprésénfaR (12 FSY!
female. Regrettably, in terms of syllabus development at least, it seems that little
has changed since Crawford made his plea in 1994 that:
9RdzOI 12NAR ySSR (2 LINBaSyid RIFIyOS Ay NFBf
experiences. This reges a multicultural view of dance as athletic,

RSYFYRAY3IS 02YYdzyl > IyR O2YLISUGAGADBSS
(Crawford, 1994, p.42)

In that vein, some boys also equated dance with sport because it can involve a
competitive aspect by paticipating in dance festivals, competitions and
auditions. Embodying aspects of orthodox masculinity, which privileges
competition among males, Marcus (16) explained his motivation to keep dancing:
| think it's the competition that keeps me hookedron @ L 0 Q& | OO A DS ¢

sociable, and it gives you the opportunity to compete and pit yourselves
against other people. | think that's what drives mtine fact that | enjoy
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socialising as well as exercising at the same timd,the fact that | can
compete is just great as I'm very competitive generally

Nor was this tendency to conflate sport and dance confined to adolescents; some

I Rdzf & Ffa2 Sy3ar3asS Ay AGd |1 2f RAG2NIKI & NR
the WestMidlands which aimed to challenge the perception of dance as an activity

for females, noted that the project leaders were apt to use language suah&s$ f f

LJ I & S Rndé NB dndaspibsse to a skilful execution of a dance move. She

concluded that thé languagé ¢ & Y2 NB 1Ay G2 {KSand LJ2 NI &
gl & Iy | 8hor8 0plhéir mingculide credentials in order to offset the

LR GSY ALt aa20AlF A2y a 2 THolisk&th,RODIpA A (& (K

176).

Similarly, in an ampt 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

ProjectBQX VIS RIYOKALBNAYSNIANBR o08tod LR NIa |yl
promotethed I G Kf SGAOAAY | YR LIKPeedida®doh ahieef G KS 0| |
that boys wanto doa O 2 radivels according to lain Mackay, a professional male
RFYOSNI YR W51 yOS ! Y adintidtiveeghidbg T 2 NA B S 6 RIAER
AYF3AAYBRARY ¥ ¥20Sa AyOfdzZRAYy3a WeKS 5106Q3 WeEK
w2yl f R2 2dzYLAORINII @AgySTII SANFE LEAYNT G A2y FNRBY Of |
other aspects opopular culturé > (1 KA & hdayiyréliank an stedeStypical

male tropes thaserve 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, thigould becounterproductive since some scholars have
identified a problemati@ssociation between the masculinisation of dance and
persistent homophobiattitudes towards dance culture (e.Burt, 1995, 2001, 2009

Gard, 2001; Risne2000c,2002a, 2009, 2014t ehiloinen, 2006).

Nor is this linkage of dance with sport confined to the UK. In Finland for example,

0KS LINBOItSyd RA&AO2dz2NES Ay 028aQ RIyOS SK
YIFaO0dz AyAGe yR FGGSYLGaA (2expieksogbyi KI G RIy
comparing a male dancer with an ice hockey player, for example. As Lehikoinen
OHNNcO Y2Rr@eat® HYR2F A fWdzZa NI §Sax 'y dzy ¥F2 N
a strategy is that attention is paid to prejudices and fears rathan 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 latameri@an dancer, recalled a conversation with his

father:

| 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, becausethe 22 NA & 2F LIS2LX S G KAy
fA1S FT22G0Ff€t>X o6dzi RIFIyOAy3dX Y& RIR al @&
okay, | can take it. | was seven or eight when he said that.

Many participants also recognised the dualistic nature of the sulgjedthad regard

for the artistic elements too. This was perhaps best expressed by George (13):

237



L FSSt 0SGGSNE KSFEOGKASNI I FGSNI LQOS R?2
AL NI odzi Al aK2¢a KéameaddgaeaNE FSSt Ay 3
express your feelings, so in that respect it is an art.

While | regard dance to be an art form, | wondered to what extent others
conceptualised it as a sport . A quick internet trawl revealed mixed opinions as to
whether dance is aport, 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 appars to have made them feel better about themselves since they

were conforming to the normative notion of a spdaving male.

TOndn [/ K22aArAy3d woO22fQ RIyOS 3ISyNBa

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, wasat of his:
adzyY IYyR Y& YdzyQada o¥FSYlI{S6 FTNASYR® L gl
dance class and | said yes. After a year or two | started street dance and jazz

too, and then when | was 10 my teacher asked me to start on ballet and tap,
because sheaid | had lots of potential

Despite the dominant discourse that dance is regarded &sy STFFSYAYI S |y
adza LISO0 I+ OO A @ ANigdalek,201b, .76, yoting maledanéets can,
like Lucas did initially, escape this gender straitjackebtoesextent by choosing
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WalFFSQ RIFIyOS 3aASyNBaod LYRSSRI Yé RIFGlF &adz3s3
attracted to a limited range of dance stylesrban (incorporating break, freestyle,

hip-hop, street dance), musical theatre atap, with notable absences from the list

including ballet, jazz and contemporary dance. However, this was not set in stone as
022a4Q LINBTFSNByOSa OKIYy3aISR® C2NJ AyaidlyoSs
Fad Iy AYONBYSyillf LR2ANBABYRYWYENESQORBRAE Vi OF
dzND Iy RIyOS gKAOK @I f2NKa YR SataSSya u
G261 NRa OdzZf (GdzNI £t & O2RSR Wdzy 022t Q | yR Wdzy

latin-american, which could threaten normative masnity.

Clearly though, the hypemasculinised image of urban dance, for example, can
SYKFyOS o02eaQ LlLJz INARGE YR GGNI OGABSYS
Holdsworth, 2013). Relatedly, Prickett notes théi K S I (i NJ& dbhipthdpa I G A 2 y
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 beingd | & dzo S NBR A @S & dzo Odzft (dzNJI f SELINB &
popularperformance @ & fe&dingtoad RA a NHzLJG A2y 2F 3ISYRSNJI | &
preconceptions of hifk 2 LJ R (Prckes, £013, 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 afrthodox masculinityg of physical strength and

competitiveness. This can be aideddwturally validatedand reified signifiers of

Wwo22f Q & dzOdbelledFrainBrS and tHeyinSexidd wearing of baseball caps.

Such behaviours and presentations tebBy enable boy dancers to remain within

thea f A YA G A 2 ¥Cann|281d.qel7).y A (& ¢
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%

bSIA2GAFGAYy3a GKS&aS fAYAGA 61 3&8 GKSNBTF2NB
was contingent on a range of contextual, intersecting facf{erg. dance genre,
personal interests, family and peer influences). It must also recognised that choice

can worktwo ways, and what dance genres boys apt to do are also highly
significant and arenderstoodhere as a form of gender policing andfsglgulation
For example, Callum (11), describedias Y LJ2 &hi&degiré t8 thke up tap

dancing; he explained thaly @ FNA Sy R& ¢2dzZA R 2dzad aGF 1S

YR OFfftSR 3Al&d b2X AdQa 2dzald y20 62NIK A

LikeCallum, 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,

A

alSR MHXYX KS Fa{1{SR YR ¢l a NBFTdzaSR KAa LI

classes. He explained:

A

NI

L YSYUA2ySR Al (2 GKSY 6KSYy L gl & Ay

here [the dance school] a couple of years, that | wanted to do differeet styl
of dance because | really liked it, but at the time | was getting bullied at

a0Kz22f | f20GX YR Y& LINByGa ariAR GKIF G

started doing ballet and tap and everything, and people would start calling

me gay more, so lwasjils t A1 SX WCAYyS GKSysI L g2y Qi

been my biggest regret. | should have just told my parents that | wanted to do
AG 0SOFdzaS LQR Ffglea osFyiSR (2 R?2

RAT

feel like | could have done itreallywel I dza S L ¢2dzZ RQ@OS 0SS\
Al a2 AGQa 1{AYR 2F NBlLfte Fyy2eSR YS

2S alg AY [ Kl LBGopMRCAYS (K2 d6 ABKES TWRY GKS

W Z

5 yOS ow!50 Ay@2f @SR (GSIFOKAYy3 o02ea WwWO22ft G

framework-F 'y FGaOdSYLIW G2 YIF1S |y WdzyO022f Q ISy NZX
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ff Hc 0284a NBO23IyAaSR GKIFIG a2YS RIFIyOS 3S
others were not. Gareth (14) spoke for many when asked atiosit
Lydy {2 Aa GKA&a ARSI 2F RIFEyOS o6SAy3a

Gareth: Yes, to attract guys to dance the first thing is for it to be cool. If
a2YSOKAY3 Aaydid 022t 3Jdz2a o2y Qi gl yi

There was a clear consensus among boys asto @ity NS & O2y a i Acli dzi SR
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 dancersdicconsider

GKSYaStgSa |a w022t Q LISNJ aSz GKSe (1ySs K2
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 oft & 2 dzii K G I &Qar®, 201dzip.G7zNE a ¢

Aware oftheb f A Sy OS 2F GKSaS Wil adsS Od#Z GdzNBaQs
L2gSNI 2F || RAAO2d2NBES 6KAOK Ll2aArada o02éa 06K
Gl oy 2 (BRgef, 2003, p.22) Wdzy O22f Q> a2YS o02ea OK2aS

genres. One such was Redd6), who explained

L RAR LNAXaK RIFIYOAYy3I FNRY ¢ &SIFENAR 2fR
LNAAK FyR Y& fAGGES aAaiSNIRAR Al FYyR
320G odzZ tASR I o0AG FyR 324G OFftSR 3IlLeé |
RFyOAy36 ¢gKSyYy L 3A20 Ayia2 GKS YARRES 27
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While personally disappointing for Reece, my analysis suggests that, aided by a range
of recuperative strategies, most boys chose notaépitulate to this discourse, but to
contest it. As | explain see below, some boys used dance to enhance their masculine

and social capital at secondary school.

7.4.5 Acquiring popularity through dance

2 KAfS / KIFLIGISNI CA @S Suedeskdltl spélRoulefar tham? & 4 Q R
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) , bgudged skilled at something

O2dzf R SYyKIFIyOS 2ySQ&d ONBRAOAfAGE gAGK LISSN
competitive endeavour:

g FANBGE LIS2LX S ¢g2dzA R 2dzad fFdzakK +d )
perception. | won a lot of trophies andtarted to be more confident in saying

| was a dancer, because people could not judge me because | was qualified to

say | was a dancer because | had won lots of competitions and | was proud to

say | was a dancer. Even though they treated me like a ditf&red of

LISNE2Y Y GKSe atAaff GK2dAKGEZ a¢KAAa 3ITdz
a girl or gay stuff.

| started gaining more confidence in dancing and then became more popular

in school. The teachers knew | was a dancer and asked me to do some
performances in school. | did it lots of times in my primary school which was
YAESR 4SE FYyR L LISNF2N¥SR Ay GKSANI a3aN
school, | performed at school fairs and things like that. It was fun, and |

started getting lots of confidece in telling people | was a dancer and my

popularity improved. | started organising a dance society at high school which

was the first ever society they had related to dance. | was really proud of this,

| was 15. | asked my friends to participate inediéht roles like Secretary or

Treasurer and engaged them in dancing.

DFNBGKQA I O002dzyi AffdzAGNI 1Sa K2¢g aoOKz22f A
flexible, capable of r@rientation 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

acknowledgeds 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 goeldoking boys who score well

Ay GKS woO2z22f aidl 1 SaQwhoarquasNiatcsftain G2 WI O a2y
characteristics are inscribed on bodies so that, for exanplé, f -wotking

classness is inscribed on the male®od | a (J&cRsant 2006b, p.118). This is

exemplified in my research by Saul (13), a Caribbean participalht goodlooking,

ALR NI @Y LIRLz I NI gA 0K LIS KgeriéngeRonly il S LIA G2Y
bullying and some teasing (from his socasarh mates) that he described as mostly

Wol yGSNR® | 26SOSNE & L SELXAOIGSR Ay 1 @n
y20 LINRGSOO KAYI FREA DOSKAdedingh®Bigomtiy 2 ¢ ¢

dancer

7.4.6 Policing of movement practices

NG NBOO2yaidNHzOGAyY 3 YIaoOdzZ AyS | yRk2NJ KS{iSNE
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 moement practices that the (re)construction and performance of

their masculine/sexual identities were sited, and as such were subject tpalatfng

and external regulation.
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As Paechter (2007, p.115) notés. 8 2 RA f & O 2e LdedNdisigrifyain A & 2 F
ARSYyGAGe SAGKAY | fahdiormaledancersdmioimioge in2 T LINI C
glrea GKIG FNB OdzZ GdzNF tf & O2RSR Fa WFSYAYA
such gender dissonant performances can give rise to commetmihelextract below
FNRY al NOdza omc0O |ddSadtasx 2ySQa LIKeaaoOlftAa
confines of the dance class, since it is a visible and embodied identity, and one that
can sometimes be erroneously conflated witparticular (homo)sexual orientation:
Even now, people will joke a little bit because of how | move my hips and stuff
fA1S GKFdG® [A1TS AF LQY AYy C¢NRLAOIYIl ol
dancer and | move my hips in a certain way, maybe more-likéi. There is
definite stereotyping that goes harid-hand with the idea that someone

Aay Qi KSGSNRaSEdzt AT (KSe KI @S i
0SOlFIdzaS A0Qa aSSy Fa F Y2NB FTSYAyY

And so, while all of the male dancersmweaware 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; Risnea, 2002
2002¢ Gard,2003 2006, 2008 oftenRS A ONA 6 Ay 3 GKA & | a WISYRS
showed little awarenesthat masculinityand femininity are historically and socially
learned performances dhe body. Instead, as noted earlier, some participants, be
they dancers, parents deachers, hel fast to essentialist notions of gender (and
sex) and regarded the bo@g 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 irdet, sex is considered a biological fact

that precedes and reinforces the construction of gender iderhigbert,
2017, p.102)
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Just as some boys had fixed notions about what constitutes masculinity, so too did

they haveequally fixed ideas about femininity and were keen to maintain gender
02dzy R NAS&ad LNNBaALISOGABS 2F aSEdzat 2NRASy
ARSyGAGe O2dZ R 6S O2YLINRYA&ASR o6& RIyOAy3
WSTTFSYAY Il (WatheatlyeKcapsula@d by éne participant, Alec (11) who

stressed that while he wantedto danaelL. R2y Q4 g y i .Thsviekd yOS
was shared by several other boys who sought to police the dance movements they

were taught, and if notdeente 2 dzZF FAOASYy it & WYl a0dzZ AySQ> |

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
34 WFSYAYAYSQd | FSg RIFIYyOSNRBI dzadzZ ffe 2fR
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. | remembewhen | started, | really wasn't into doing some of the

Y20Sad L NBlIftfte ¢la tA1ST aLQY y20 R2

G

gSQft O02YS dzLlJ 6A0GK I RAFTFSNBYylU Y20
what not.

(@p])

Int: Can you describe these movestomeRl G YI RS (GKSY WFSYAY

al NDdzayY L R2y 4 (1y26> tA1SXP GKSNB ¢ a
the ground and come up straightening your legs so obviously your butt comes

dzLJ F'yR 2dz0z fA1S GKS SyR 27F | Waf dzi RN
nowaRlF8& X L NBYSYOSNIL ¢Fla | oAdG tA1SEZ
the sort of manner that they wanted wasn't for me, and | think in the end |

sort of crouched down and back up again rather than doing the whole hips

back and bringing it up. Thattke main one | can remember changing but

I'm sure there were a couple of others. And maybe hands too. Rather than
havingé 2 dzNJ KIFyR Ay | WFEfAGGe@QY (AYR 2F Ff
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normally or maybe change thatlitle 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 metHink when they started teaching Street dance

at the dance school, | 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. | didn't take part in much Stbegt]

remember seeing the dancers and there were clear differences in the
choreography.

¢2 F YAY2NR(Ge 2F o02e8a>x A0 ASSYSR la AF Wi
afterthought for their teachers since they saw no evidence of teachers delivering
RAFTFSNBYUGAIFIGSR tSaazya (G2 GF1S | 002dzyi 27
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, gendedifferentiated choreography from his teacher so

astoa I LILISI £ (G2 (GKS o02ea¢od

Interestingly though, no boys who studied ballet, afteerceived to be the most
WFSYAYAYSQ 2F GKS RIyOS 3ISyNBaszx a2daAKG G2
dance movements. Why was this? Uniquely among dance genres, ballet has a

separate examination syllabus specifically for males, which at highels features

GdzNy&a FyR £ SFLJASXZ RSaONM O Sdeal fordoysds Wiagisa | =~ |

into their perceptions of what a male ballet dancer should®di N2y 3 YR @A NI
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7.5 Summary
This chapter hasutlined several ways in which these young male dancers contest
the dominant discourses that surround them. A complex picture emerged, revealing
a range of contexspecific, fluid and intersectional detail, illustrating how, regardless
2F & SEdzZSYAoi2eRoA SoRe eaadeb 2 SOGAGAGASE 6SNBE LINBR.
RFYOSNE | 0StAST 2F0Sy NR2GSR Ay |y SaasSy
contestation was the recuperation of their masculinity, coupled with their
heterosexuality, if appropriategnd six strategies were identified and discussed:
1 professing attraction to females
T FOljdZANRY3I | WalLl2NIieQ o2& ARSydAaAde
I reconceptualising dance as a sport
T OK22aAy3d woO22tQ RIyOS 3ISyNBa
I acquiring popularity through dance
I policing of movement andhoreographic practices
a8 YAYYSE O6unnclO SaidlofAaKSRI NBFTFTFANYAY I
rather than a oneoff activity; my findings illuminated a repertoire of specific

strategies for male dancers to accomplish this.

While young malelancers 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 audieriassly,
friends, teachers, but mostly #iteir 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 behawur.

The next and final chapter will synthesise the key findings from my research and

2TFSNI NBO2YYSYyRIFGA2ya FT2N) OKlFy3aSa G2 LIRfA

education and training.
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Chapter 8 Conclusion and recommendations

8.1 Introduction

¢tKA&a NBaSFNOKZ GKS FTANRG 2F AG&a {AYR Ay 9
dance education and training in their privasector dance schools and their

secondary schools, wgsedicated on addressing three research questions:

T 2KFEG INB 02848Q SELISNASYyOSa 2F RIyOS SR
schools and secondary schools?

-

How do these boys contest the dominant discourses about dance
and masculinity?

What dotheserede NOK FAYRAY3IA AYLIX & F2NJ LIR2fAOe
dance education and training?

-

With the final research question in mind, | will shortly provide the rationale for my
policy and practice recommendations by providing an overview of salient research
findings. Before that however, | want to attend to the central theoretical plank of the

thesis-(0 KS dziAf AG& 2NJ 20KSNBAAS 2F WAYyOf dzA A @€

| began the thesis with a personal reflectionionportant but oftennegative

elements of my relationship with danckiring adolescencea desire for secrecy,

bullying at school and an unenthusiastic father among themaware at the time

that | was experiencing and embodying the consequences of the dominant

discourses that envelop dance and masculiritgwever, hus farin this thesislittle

regardhas been paid to the marpositive andpleasurable aspecthat young
malesexperienced when learning to dancén€Betoo merit some attentionsince

GKSe 2F0Sy Syl of SR LI NIAOALJ y,Gsdalyi 2 w1 SSLJ
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bolgered by support from family, friends and teachers.

Without exception, warmly and enthusiasticalfdolescenboys commented on

what dance meant to them and what it gave theAmrecurringnarrative was the

joy of kinship boys felt with othersgrrespective of gendekyho shared their love of

the artform, and this was usually found within the dance school it€&alNen (15) for

instance, reflected¥ L Gy Gust #he enjoyment of dance itgit was the

O2YYdzyAlGe 27F LIS2 LI SonuchanQ@hienGaretX (14 KSe& YI RS
concluded¥ ¢KS RIyOS aoKz22f Aa tA1S | FlLYAfex

0SaG FTNASYR&a INB FNRBRY RIyOAy3d o0SOFdaAS L &

In particular,addescentmale dancers clearly relished the camaradéhiey forged

with other malesin the dance schools. Nathan (14), Daniel (16) and Allan (17), who

all attended the Pine school were illustrative of this, with Daniel commenr#ingS I K X
AGQa 3I22BNKEPREIGCREKBEX ¢S Fff @21 2dzi T2
Similarly, Marg¢14), Neil (11and Robin(11)from the Oakschool hadleveloped

close bondsNeil recalled?L a i NISR (G2 RI @atthgeme 2y 3 |
we were the only boys in the school. Marc joined later so it was cool having three of

dza (023SUKSNX LG 2dzad FSEd oSOGGSNI GKIFYy o0SA
in the same class&®8eing a member of this trio, Robin conclugdt? S QNB & dzOK 3 ;
matesnow. S KIF @S | I dAKXZ 0dzi m&8eR| W26 NEK 65 QN

GKSNBE FT2N Sprapgri A KEXNER 6 SQNB
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Contrastingly howeverboys hadew opportunities for peer suppoiftom other

male dancersn their secondary school&xceptionally, given that participants were

recruited from across the north west of England,Appendix 8 show@narked with

an*) , four boys attended the same secondary sch@large comprehensive thi
WLISNF2NXAYy3 | NIhéte O NRBS QI ¥ WA HIEY QPRI Yy OSN
dancer, while both Year 7 pupilst 6 SAUG AY RAFTFSNBYylI WF2N¥XaQ
other ¢ in or out of schoot since they attended different dance schad&milarly, at

the sameschooland for the samereasah / I £t S6 X | SFENJ o W2LISYyQ
dzy {y2ey (2 [ dzOF & I HaweverNdniqualy inHide $iadaNd, tih€le R y O S
wasoneinstance of twa¥ 2 LJS y Os, Hairyyag2&LNJn Year Yand Calebaged

14, in Year § who attended both the same secondary school and dance school
(Alder)Whileiyy RAFFTSNBY G 30K22f & &htacEnkhini KS 06284
ASO2yRINE ad0K22f 3 Yoxdzgayingle@batihgyder® y (KS 02

nonethelessW32 2 R YI (1SaQ I, éccoidiigto Galely OS a4 OK 2 2 f

Moving beyond thepeer support that boys enjoyed, they also spoke more generally
oftheWF dzy Q> Wi | dEXADEa POEABYVBRBERASORY Sy i Q

dance bought Not untypically, Reece (16), noted thathe Bl S @S NJ GaBdSy F A 0 |
thatdancewasPl (G 20GFf @2N] 2dzi> 0dzi yQeverab2 NAyYy I3 |
participants spoke of the boost to their confidence, which they atii#ol to dance

W 2dz AL AY | K@2F TR BRRIGHOE Y whileaO3darf{14)

commentedW LT &2dz Oty RIFEIYyOS Ay | NB2Y FyR R
IAPSa& @2dz O2yFTARSYOS Ay 6K2 @2dz IYNZD | YR
For some boys, dance had a further instrumental vahsSaul (13) explaine® L

OKAY1l AGQa GKS O2YLISiAGAz2zy GKIFG 1S8SLA YS
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sociable, and it gives you the opportunity to compete and pit yourself against other
LIS2 L) S® L GKAY 1 Béyndiha scoupl& of Boyshailcadeera Y S Qd
aspirations in dance. For instance, Lucas (15) sta#ddQ @S Ay @SaGSR | 21
training and | just love it. | know what | want to do with my life. | want to dance, to
LISNF2NXY® L OFyQi AYIFIAYS R2Ay3I yeliKAy3d S

g2dzf R 6S FYFT Ay3aQo

While unsurprising, hearing such enthusiastic and engagingrestes to the
power of dance was nonetheless heartenipgrhaps best summed up by Julian
OMTU K2 O2YYSYGSRZ Ay NBLIXe& G2 Yé |[jdzSada

fA1S IAGAYI Al ORFyOS8 dzZIXKQY

Oht 21 R&a 2F GAYSa X F+ t20 2F GAYSa LQF
O2YAYy3a KSNB>X AUQa 2dzad 6KSy @&2dz fSI @S
LIS2LX S 6SNB 2dzad a2 ONMHzSt © YiyeRenda 2 YS UG A
worth doing dance anymef? Should | just stop? Should | do nortaeileQ

things? Should | just do sports, or should | be more acad€fit?dancd to

escape the world that | hated because it gave me a place where | enjoyed

being, where | could be myself. There was a time Wiaetually went away

FNRY R2Ay3 RFEYOAY3I FYR RNXYYIF® L RARYQI
Of Faasx odzi L 461FayQid Ay GKS Y22R F2NJ A
g ay Qi,buraitér §White | thought KSNBE Qa y2 UWRdyd Ay |
or run away from stuff | love to @so | got more encouraged to do dance

again and so | started doing competitions and doing well which was a real

aK201 G2 YS lFa L R2yQi &a4SS vyeasSt+t a |
oncesaid to me thaif yourun away from something you come back to it a

lot stronger because you know you how it feels to disappoint yourself. So ever
AAYOS GKFdG GAYS L O2dz RyQi 06S 020KSNEBR
LIS2LX S (1SLI areéeiay3a G2 YSngbadawsd y SOSNJI f
dancing to me again. If people say to fle2 dzQ NE @ QR Weaf) Sk

'Y  RIyOSN ,2dzQ@S 320 F LINRofSY gAd
conversation about ther?

Y
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1 6208 WdzA Al yQaQ LIReSNFdzZ yI NNIF GASGS &Ll S
dancers, coupled with admirable resistance and resilieAsean experienced dance

teacher, lIhadwondered what, if anything, had changed since my time as a young

dancer, ad it was thigquery that motivatedmy research. Central to that enquiry

glra | Y20At A&l GA2Y 2F | yRSNE2Y Qa WAy Of dza A

light of its bold claims, andhy findingsijt is to that | first turn.

yOH YLYBRDOdBAPHEI¥OY tAYAUGIGAZ2YEA YR AYLI AC
l'a | ad20A2f23A0Ff GKS2NRI WAYOf dzaA @S Yl ac
theoretical lens since it was empirical, grounded in ethnographic enquiry, yet flexible

and able to accommodate my pestructuralst, interpretive stance. Moreover,

while its initial findings were groundreaking, suggestive of a seismic change in

heterosexual practices and attitudes, they were also contentious. A highly

generative theory, | put it to work in my research context,kag 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 assertaon of

GRSOftAYAY I AAIYAIAOPYRSYSSRKEY 2ABBY A ¥ £ S

ty3dahich8é I O1 & +Fye AydSyd G2 YINBAYLIfA&aS 2

yS3alF A GBS gMcCoknatk, 2612, .518)(ihés also been problematised.

As expliated in Chapter Six, | found that 22 out of my 26 participants (85%) had
been bullied in their secondary schools. These institutions were identified as the
LINAYS aAGS 2 ¥inoodtist @ thelrhiids deighb@igioods or
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dance schoolswhich were found to be mostly unproblematigVith 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 dius windows) and physical assault, ranging from
pushing, shovingnd 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 withe proclamations of a new youth

Odzf 6 dzNBE 2F WAYyOf dzAAGS Yl aO0dA AyAdeéQ Ia YIR

| 26 SOSNE GKA& A& y2i0 (2 RSye (KS SEArAaldSyC
without exception, my participants exhibited many of tinaits 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 stietols

were clearly inclusive and where these values, central to their ethos, were enforced

by behaviour policies, applied consistently.

CKdzA>X Y& TFAYRAY3IEA &ddz33Sad GKIG WAYOf dza A @S
than has been claimed previously, and is salient in some, but not all, localised
O2YYdzyAlGASa 2F YI aOdzZ AyS LINI OiGAOSd® ! yRSNE
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, myfiRAy 3a OF ff Ayid2 ljdSadAazy Iy dzyRS
YI & Odzf A y AtliahoniofhSt2aNds Weplaced homosexuality as a modkay
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taboo. IMT purports to describe a widespread acceptance of a range of masculine
identities, including softeones 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 upbgkaales 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 @& and GEadvanced level dance. While similar decadoleg

longitudinal data for dance examinations taken by privegetor 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 thetheatrically styled YR Y2 NX I G A @St & O2RSR WTFSYAYAY!
jazz dance, whereas male entries for urban dance examinations (normatively coded

4 WYl aodZ AySQ0 O2YLINRASR I NRdzyR my:» 2F
and ®ven 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

7 A

seltpoliced. SimillX 8 2 0Sé2y R (K a0Kz22f 3AFrGSax

OSN.
HAaMnY LJOmMTO &adzOK & 028aQ RIYyOAy3IX (NI ya3

so beget the consequences | 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 tre discourses about dance and masculinity. In particular, | 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 sexality, most notably and obviously by professing attraction to

females. Other recuperative techniques included: cultivating a sporty boy identity;
NEO2y OSLJidzr f AAAYy3d RIFEYOS |a | &LRNIT OK22a
dance; acquiring populdyi with peers through success in dance (such as in

competitions and performances) and policing movement practices to avoid any

OK2NB23INI LKE& (GKIG O2dAZ R 06S RSSYSR WFSYAYA
¢tKdzas GKS&aS FTAYRAyIa &adA3Sad GKIFIG o02éaQ S
SSEdzZl f AGeT 6SNB LINBRAOI (i SRonesfation &theg 3 | WY
discourse that posits dance as a feminine pursuit and ergo, male dancers as

WFSYAYAYSQd . SAy3 | WYlFIaoOdzZ AySQ RIYyOSNI gt
masculinity perseYafR G0 KSANJ NB2SOlUA2Yy 2F WFSYAYAYA(E
distaste for wearing ballet tights or a veto on enacting movements deemed

WFSYAYAYSQd {dzOK O0SKI @A2dzNBE 6SNBE |y AYLEZN

management, since masculinity must peved and reproved (Kimmel, 2006).

%

2 KATS 028a4Q RSLIX28YSyid 2F (GKSaS NBOdzLISNI
persistence of the aforementioned discourses about dance and masculinity, my
findings also point to the salience of other intersectiofzaitors at play that impact
2y 0284Q RIyOS SELSNASYOS&s -sedmbdanck & (G KS 7
GNF AYyAy3a 2NJ GKS LISNYyAOA2dza STFSOGa 2F GKS
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squeezing out arts subjects in schools. Beyondethident joy that dance offered
participants, and the support they received from their families, friends and
teachers, my conclusions paints a largely gloomy picttinat opportunities to

dance for boygand girls) are limited and shrinking in the statiueation 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.

. S@2yR Y& LINRofSYFdGAalrGA2y 2 TseMroymovedza A @S
0S@2yR LatQa 2FGSy NBAIGNAROGSR F20dza 62y
youths), to address a further issue arising from my reseatiht 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, | was

unsuccessful in gaining consent to interview a couple of their fathers for whom

dance was a taboo topidolerated, but only just, according to their sons. While

their refusal to banterviewed might itself be significant, gaining access to this

L2 Lddzt F GA2y A& AYLISNIGAGS AF 6S INB G2 o0Si
YIHaOdAgA AYAUGUASEAQ 0! YRSNBE2YI HAandgo | NBE YIyAT
dance. Thus, further researcBt SELX 2NB LI NBy G+t | GddAGdzRSa
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 Reearch findings: implications and recommendations for policy and practice
It is now important to indicate howhesefindings might inform policy and practice
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no2eaQ RIyOS RdzOF A2y > 620K Ay GKS LINRA I
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 provisn. | begin by discussing the policy and practice implications
FNA&aAY3I FNRY Y& FTAYRAy3IaA 2F o628aQ RIFyOS S
GKSNBIFFOISNE L akKlhff RAaOdzaa GKS &l yYS odz

in their secondary schools.

8.3.1 Recommendations: privatsector dance education and training

The distinction made above, between the private and public sectors, reflects the

structural reality of dance in England todag disparate sector, lacking a unified

voice. Despite someecent sector consolidation, which led to themation of

WhyEyOS | YOI RSAONKGDER 2Y o 2 fDheDBESEIKRISY O & £
2019), other dance organisations continue to exist. These include two significant
02ZRASATS WA\ AOS | Kdzo F2NJ O2YYdzyAaide | yR |
W/ 2dzy OAf F2NI 5FyO0S> 5N Yl FYR adzaAOFf ¢KS
sector prevocational and vocational training organisations as well as dance

awarding bodies. While One Dance UK claims talbieK S & SO G 2 NJ & dzLJLJ2 NI
2NBI yAGithdi AR F EO0E SN @2A0S (G2 &adzLILR2ZNLZX | Rg2
Ry OS A (OndiDériee UKY2019), this is more of an aspiration than a reality,

which meanshat, 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 betwen 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 inits population or how best to recruit and retain boys.

Similarly within the private dance sector, a number aivarding organisations

exist, each with a raft of teachenembers and specific syllabi, often covering a

range of genres. Currenth3l ¢ NRAyYy 3 2NAHFIyAal dA2ya | NB
(cdmt.org.uk), including preminent ones such as the RAD, ISTD and lDTalso

smaller associations like the Russian Ballet Society or the Spanish Dance
Association Each organisatiorompetesfor dane schoolavho will enter pupils

with them for examinationsand so, as commercial entities, collaboration or

consensus between them is rare

As regards gender, the most problematitvate-sectordance genre syllabus is
undoubtedly ballesince itcontinues to perpetuate a binary male/female divide.

The RAD, for instance, whose specialism is classical ballet, has some differentiated
male and femaleyllabuscontent from Grade 1 upwards and entirely different

syllabi for males and females at Grades 6 ahdve.Even pior to Grade 1, where

there is no compulsion according to gender, essentialist undertanegpresent

For example, in the P+Brimary grade (the first examination children take, typically

Y,

3SR n 2N p0X GKS fARGWR TLIYNDN#EARE D2 X Yy O dzR S

WNROGOZ2YAQY WailiNBIl YSNE QI2 YFG | AN SWEAQF K (d BN

o A Yy (@ygatdacademyofdance.or@019) Similarly, at Primary grade (the

immediateprecurr to Grade 1), teachers are offered a choice between a
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WRNEB-dzBIA RHY OSQ YR | Wo 2dzy QEghskquerthf t Rl y OSQ
these restrictionanlead toadiscursive (and probably material)-pgoduction of

gender normswithin dance education

Clearly, such normativity needs challengiigally by degendering the syllabus
and replacing it with a single one but with options that develop particular qualities
such as espointe or allegro that can bselectedby teaches or pupils irrespective
of their gender Such innovatioms not to disrespect the canon of the classical
ballet repertoire but rather to aligndance syllabi contenwith contemporary
notions of gender and identity. To accompany this, privegetor danceawarding
organisationshouldperhapsincorporateinto their syllabisome of the moderrgor
relatively modernyepertoire found inGCSE Dance syllabuseshasWL y ¥ NI Q
(Wayne McGregor, 2008) &f! [/ AdyNgiiztk Galili, 2009nd/or at Advanced
levelwhereworks include¥ w 2 2 @liriStopker Brucay dp dom 0{ dziyESi Qv
Larbi Cherkaoui, 2008xqa.org.uk, 2019)Such a move would be welcommet

only in terms of gender equity, bgromoting access to this broader dance
repertoirewould help to bridge the divide between dancesecondaryschoos

and that found in dance schools

Qurrently though,structural weaknesses bedevil the dance profession, inhibiting

innovation and reform, sevidenced by a dearth of sectaride strateges on key

AdadzSa KAIKEAIKIGISR Ay (GKAA NB&aSIHNOKI &dzOK
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 privatector dance schools, a model that offers few
opportunities for creative, independent or peer learning, and whashdiscussed

above,too often reproduces normative masculinities and femininities instead of

fostering more gendesensitive, inclusive practices.

Relatedly, an over reliance on sedigulation in the sector means that many private
sector teachers can operate without afgrmal 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 pea€iarrently,

some privatesector 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 learnagge Th
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
andi KSNB Aa y2 aAy3atsS FdzikK2a2NAGe G2 L2f A
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.tt@f 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 profesgide
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 comon framework for CPD requirements for teachers, highlighted in

I RIF'YQa O2YYSyid 020S> A& LINRoftSYFGAOD hyt
of Dance (RAD), stipulates CPD as a condition of continued membership, requiring a
minimum of 20 hours of traing 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. Asnembership 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 Chapte©ne, 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,ugly 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¥t NE dréntiide Roydl Academy of Dance (RAD), but without

recourse to the gender essentialism implicitirf dzy OK2 NB2 INJ LIK& Ayal
YFEES Y2UAFR XYy LANEDARKR T2 Ndeliveke8 by MhlgP NB 6283 S
Y2RSt 4Q 6K2 | NBlass ébid 26RASIRS I yYRA RESGSS NR & SE dzl
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2yte OflraasSa OFy a2YSGAvYSa LRaAad RIyOS | a
LI NGAOALI GA2Yy 61 & Ay Wt NR2SOOG . Q0= L T2dy
male dancers, teachers or administrateiE 2 NJ Y2 NB 06228aQ 2yfeé& Of I
recognition that they could be a useful shaerm strategy for getting boys into

dance n the first place, integration was preferred over segregation by both boys and
teachers. Similarly, | found there was no appetite among boys for more male
0SIFOKSNAR +Fa WNRES Y2RStaQy (KSé& aavute g1

gender.

With spediic regard to gender, it seems curious that in 2019 we are still discussing
Wo2eaQ 2yfeQ RIyOS OflraasSasz aiAyoOoS o6Se2yR
increasing acknowledgement of gender identities beyond the binary, especially
transgender, intrsex, androgynous and gender queer. Ideally, therefore, it would

seem preferable if dance teachers did not assume the genders of their students and
AyaidSFrR dzaSR 3ISYRSNJ ySdzi NI f ( SinkdddernisdzOK | &
ddzOK | & YAIRINIhayQ (2KNS YSoPAeRSYy OS L KI @S LINB A S
but as nonbinary gender identifications become more visible, both within and

beyond dance schools, this should happen, accompanied, | argue, by the adoption

of a gendetflexible pedagogyWarin & Adriany, 2015; Warin, 2017).

These reforms to teacher training, on inclusive practice and pedagogies, become

Y2NB LINBaadaAyd airAyoOS || WKARRSY-seddasdddh Odzt dzY G
that reinforces gender stereotypes and promotes doamt notions of masculinity

YR FSYAYAYAGE O6{UAYA2YI HnnpO® LYy &dzOK C
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WYl 30dA AySQ aAyO0S GK RIFyOAy3 062Re& Aa
above, one way of counteracting this is through revisitengedagogy, while another

Is to utilise choreographic innovation, with greater use of, say, contact improvisation
to hone weightsharing, lifts and falls as an alternative to adopting traditional gender
roles. As such, it is an effective approach in elmgling a range of issuesexism,
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 asliigAkram Khan,
Russell Maliphant, Christopher Wheeldon and Wayne McGregor. Their work could
be extended into several other styles, including jazz and urban dgymgular

genres in the prevocational dance sector. Schaffman (2001) has argued persuasivel
that contact improvisation has enriched peasiodern 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

STFFSOUAYS G422t Ay adG21Ay3 YR NBlOFAYyAyYy3

As | explicated in Chapter Seven, to recuperate their masculinity and/or
heterosexuality, boys policed the movementdarhoreography 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, whpadf their role,
choreograph dance routines for their pupils on a regular basis. As Oliver and Risner
note of professional choreographers:
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LyaidSFR 2F SYLKI&aAaAAY3d WRAFFSNBYOSQ Ay

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 gendeules 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 areasish as their language use (e.g. by employing genéeitral
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,
balletespecially, will not be easy, but | 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 .

| 26 SOSNE RS&LIAGS UK SngddNFomdd aspectsRiingl@odn 4 SO0 2 N

and diversity, and despite dance schools being sites of (mostly) normative femininity,

GAOK LIAY] oFtftStG ak2Sa Si OSGSNY ol WKARR

visible male presence, boys mped 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 themprominent 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

WI YS& 0 6 K ouére dn®of tKeSoNEboydSM S 2G> | 2dz | NB
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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 boy©ftentimes, and despite their apparent male

(s}

WLINAGAE SISQ>S YlIye o628a NBLR2NISR GKSNB 060SA
GKSYZ NBAYTF2NOAYy3A GKS y2a4A2y 2F YIES RIyC
instance, spoke of the deterrent effect this mighave:

Int: So, do you come to class ready changed?
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More troubling though, my analysis suggests thatethwith bullying or harassment

in their secondary schools, boys are usually left with inadequate support from their
dance schools. | argue that dance schools ought to be aware of the potential risks
faced by male pupils and have mitigating strategiesaegl 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. | contend, thereforeathat
strong case exisfor the development of a coherent, sectaride 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 findingaiggest 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 tmitigate 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 recommadations, 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 dancencestto

exist on the margins of an-guited P.E. curriculum in schools. Commissioned in 2011
by the Department for Education to review cultural education in England, the
resulting report recommended thaéy &0/ 6 2 Y AA RSN A2y &aK2dzZ R
Dance and Drama to subject areas in their own right, rather than being seen as junior
LI NI Y SNR (2 (HeSley,202R.58).F@#theknioié sdespite hearimgarm
words in support of dance at a House of Lords reception earlier this(geganised

by the CDMT), no substantive action has been taken, save for a plan to seek to
recruit Members of Parliament to form an Aharty Parliamentary Group for

Performing Arts Education and Trainiggn innovative, welcome act of advocacy by
the dan@ 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,
engineeringand maths) as supposed drivers of economic grov@bnsequently, to
reiterate a previous recommendation, the need fosiagle voicgo advocate for the
importance of dance (in education and elsewhere) has never been more pressing.
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In secondary edwtion, where dance is delivered at Key Stage Three, pupils would

clearly benefit from tuition bygpecialisdance teachers rather than by generalist

t ®9d Al FFP 2KAES y2G ySOSaalNR a WNRES
teaching dance woulddip to contest the dominant discourse that posits dance as a
WFSYAYAYSQ OUAQGAGEd alfS td9d (S OKSNE ¢
and prepared do just that, able to deliver discernible dance content so that the
ddzo2S00Qa ARBYZANIIO2 XBINEAXAER 08 2FFSNRAY 3
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 higlguality dance prueision in our schools and colleges.

Relatedly, a comprehensive review of dance in education is long overdue to debate

Ala GKS2NBGAOFT YR LIKAf232LIKAOITE dzy RSNLIA
WYARglI & Y2RStQ RSOl (S0 subjgdRcanib2 made rglévanR S NJ K 2
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 daeotor 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-gendering dance.

To reiterate an earlier recommendatipachools 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 stigmatisationpexienced 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 retadiverse

population of young dancers who will go on to become the lifeblood of the sector.

CAylLffes L FNHdzS KIFIGd GKSaS NBO2YYSYRIFGA2
dance education and training, led byrawly formednational dance body. They

would be tasked to formulate a strategy for supporting young male dancers,
especially those in the preocational phasethe subject of this research. Unlike this
thesis, with its prime focus on gender, a national debate on dance should include a
range ofintersectional considerations, not least social class and ethnicity. Such
inequalities are most acute in the privatiance sector which, as my findings attest,

Is populated predominantly by white, middle class pupils. 20 of my participants
identified as ndle-class and only six as workiotass (and perhaps upper working
class at that). In privateector dance, where financial barriers to access are a given,
this relative homogeneity is unsurprising . However, this unsatisfactory situation

is then compouded 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
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structural reform in the dance sector (as outlined), | also intend that this research
will be theoretically significant, contributing to our understanding in the nascent,

intersecting fields of masculinities and dance education.

| began this thesis by dining the two main discourses that surround males who

dance. The first was that in Western society at least, male dancers challenge the

GSNE F2dzyRFGA2ya 2F (KS thelWeshalniEArgpSan A RS £ T
paradigm situates dance as primariyds¥ S Y I £ S Q2009NII58) FChritidgent

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, 200Bys, irrespective of his sexuality,

I YIES REFEYOSNI Ol y 0 SvhekeB3SF RR ¥R golemsr@BrF SYA Y |
K2 Y2 a Budzl %% p.12). Similarly, Risner concluded tiatd 2 @ & K2 RI y OF
unlike their male peers in athletics and team spats, participating in an activity

OKFG FENBFRe OlFradta az2O0Alf adzaLA@smery 2y 0K

2009, p.68).

The quotations above, and the discourses that underlie them, illustrate the difficulty

popular culture has in speakimdpout male dancers without it also raising questions

of their masculinity and sexuality. And so, cognizant of that, when seeking a
OKS2NBGAOIE fSya UKNRddAK gKAOK (2 O2yaiRS
and training, it made sensetoapplyageNde i KS2NB > (KIFG 2F WAyOf
(Anderson, 2009). | 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 feraf masculinity not predicated
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on homophobia.

Given the pervasiveness of the aforementioned dominant discourses, it was

dzy @ dzNIINR AAy 3 G2 FAYR GKFIGZ 20SNrfftx GKS o
were not validated by my findings bfillying, marginalisation and stigma from 22 of

Y& Hc LINIAOALIYGaAD | 26SOHSNE LISNKLF LJA a&dzLl
their secondary schools to be inclusive communitiepen, tolerant and free from

oppression although whether this indidas a broader cultural shift suggestive of

inclusive masculinity, or simply the dividend from enlightened, individual schools,

remains to be seen.

b2y SGKStSaasx Y& LINRofSYlF{GAaldA2y 2F WAyOf
tempered by a recognitiothat 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
thematicanalysis). Furthermore, as Chapter Sated, they were also in tune

withaswathe2 ¥ 20 KSNJ aO0OK2f F NAEKALI LINRPof SYFGAaAy3
then, my importantfinding, that most young male dancers do not, as yet, benefit

from a culture oA y Of dza A @S Y I &4 Odzt Ay k,is@mQsefily (G KSANJI a

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,

WAYOf dZAADSQ YR 20KSNBAASOD
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McCormack, a proponent of IMT, acknowledged its central weakiee$ailure to

GSEIFI YAYS (KS YSOKIyAayvya GKNRAAK sKAOK KSi
Ay Of dza A AMcCarBatki) 203273388). He sought to remedy thiglbgtifying

the ways inwhich the boundaries of heterosexual identities were strengthened,
O2yOSLiidz t AdaAYy3d GKAE | & WKB6)SWERUASduelrt f NI C
utilisation of this concept, to explain the ways in which heterosexual male dancers

reassert their idatities innon-inclusive contexts (i.e. their secondary schools) is

both novel and important. Similarly, | have also extended the concept of

WNBE OdzLISNY A2y Q (2 AyOfdzRS GKIFG 2F WYl aoOdz
undertaken by male dancers (irrespectitheir sexuality) to dispel accusations of

femininity, or as Hansen, an anthropologist, putsit o KS 2 @SND2YAy3a 27
SY I & O dz{Hansen 21998, p.138). Thus, my research has establishedticept

2F WNBOdzLISNI A2y QX 0 2 idbe ¥Keyintedzbnisyf Ssedtby R K S (i

young male dancers to contest the dominant discourses that surround them.

Ly GKAa NBIFNRZ Y& YIFIAY FTAYRAYIZ 2F 0284aC
masculinise and/or heterosexualise dance, has developedioderstanding 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, B8) and the minimalisation of the gay populatisndance

(Spurgeon, 198 @ CdzNI KSNXY2NBs L KI @S SEGSYRSR I |
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 aaliling

additional three recuperative strategies (acquiring popularity through success in
RFYOST FFOljdANAY I | WaLR2NIeQ o2& ARSyGadGe
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also demonstrated that these techniques were not used solely by ballet danaers b

were employed by males across a range of dance genres. Furthermore, | showed

that these recuperative techniquedid more than manage any stigma suffered by

boys-0 KS& | £ a235 A NNSB a LISifstribed Seirdrdsculirgty@aadQif & S E dzl
appropiiate, their heterosexuality.

5SALIAGS GKSasS OftlrAvyas 01ly2sft QIREitRly 3 GKS f
Salient to thisChapter Four illuminated the steps taken to ensure the maximum

validity of these findings. There, | noted thray personal experience of, and

LRAAGAZ2Y SAGKAY (iths avisiyn&ifraRaie ahdiould; 2 G =y 2 NJ C
therefore, give rise to biagexplicit,unconsciou®r both)- defined asany influence

that provides a distortion in the results of a study aacting to Polit& Beck(2014).

Thereatfter, kexplicated how sought to dahis; by ongoing critical reflexivity to

promote rigour, trustworthinesstransparencyand validity allkey elements in the
Onwuegbuzie& [ S S @¥idditative Legitimation Mod€[2006), which lapplied at

all stages of thresearchprocess However anddespitethesebest efforts the risk

of biascanremain consequentlyanyclaimsmustbe made and evaluated in a

Ot AYIFIUS 2F WAYAUGAYyOlIADS .dzyOSNIFAYyGieQ 6¢K?2

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
findingsared A YLJ2 & 4 A 0 f S(Lidcaln& &by, $9853, . 1124), Suddist for

G20KSNJ NBaSINOKSNA (2 RSGSN¥YAYyS G(KS SEGSy
a S i 0 Hsitahd&aWorthen, 2014, p.774). Nonetheless, these findings are not
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untypical since, as previously explicated, they are consonant with the
conclusons from other dance researchers (e.g. Gard, 2006; Risner, 2009;

Pickard, 2015).

Clearly though, other limitations persist. There was, for instance, little consideration

2T 0284Q a20Alf OflFraazr SGKYyAOAGe 2N 20KSN
my focus to secondary age boys {18 years), | am unable to comment on the

dance-induced experiences of younger boys in the primary school phase. Moreover, |

Yy £t G22 Sraate FgkNBE GKIFIG NBaASIHNDOK Aa
new questions. There is still much we do not know about boys who dance, such as

how they regotiate their maturational changes or their susceptibility to body

dysmorphia- issues that have been extensively researched in females but less so in

males. Largescale quantitative research, rarely undertaken in dance scholarship,

could explore malettitudes to dance, for instance. Finally, as mentioned previously

YR LINP@21SR 0& Y& NBaSINOK FAYRAy3Iasz |dz
populations such as reluctant or hostile dance parents, typically male, would be

valuable, furthering our undetanding 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 gakilbns
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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. | am
especially keen to share the findings with frdime practitioners, dance teachers,
adminigrators andpolicy makers, as well as the dance press, and intend to create

I WNB&aSIFENOK RAISaAIQX | ONRST adzYYFENER 27F |

From the outset, | 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, | have presented papers at several
conferences, seminars and symposiums including :

1 Men in Dance: Bridging the G&pymposium), National Dance
EducationOrganization, University of West Virginia, USA (June 2017)
WOYO2RASR t NI O0AOS | (ConfeterBNF 2 NXY I yOS Ay
CanterburyChrist Church University (April 2018)

-

T W/ 2y iGN} Y 5| Dacs Studied ABspctafioh (Cdnference), Uniyersi
of Valletta, Malta (July 2018)

A full list of presentations made during the course of my research appears in
l LIS YRAE dpd !'a4 FTdzNIKSNI SGARSYyOS 2F Ye 42N
reference below to three further paths to impaconlinedo W¢ KS / 2y @SNEF G A 2

6../ wlFERA2 aSNBRS@aAaARS 0O FYR AYy LINRAYG owsl|

oy

AY Yy SRAUIUSRKe222e8yaB88¢QRUOWS5I yOS.Y LYyGSNA
ydndH WEKS /2y @SNEIGAZ2YQ

hy G0KS HYR ! dz3dzAad wnmt L Lzt A&ZKSR |y I NI
website providing news analysis, comment and opinion on current affairs and
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subjects, written entirely by academics. Entitléi2 S R2y Qi Yy SSR WYl OK?2
stereotypesoeni A OS o62e&a 2y iheartidlekhds bRen se&S50F f 2 2 ND S
times as aDecember 2018 (The Conversation, 2018), generating a flurry of email
correspondence from dance teachers, parents and general readers supporting my

main argument, a problematisak 2y 2F GKS YIS WNRES Y2RSt
underpinned the recenthh y (i N2 Rrdg@t®R AW A GA L GABS FTNBY (KS
of Dance. Most correspondents also shared their experiences of being a dancer (or
parent/teacher thereof) with accounts that echdeny 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

ag@ INIAOES Ay WeKS /2y JSNAEIbyREER&iog| & (GKSY
Merseyside who requested an interview as part of a feature on boys who dance.

This was broadcast on their lunchtime pheimeon 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 | have been invited back,

post-PhD, to speak in more detail about my findings.

yodondn W51 yOSQ évrall y
LYGSNESOUAZ2YIE al 40 A
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A further opportunity to disseminate my research arose when, after hearing my
presentation at theDance Teaching and Patrticipation Conferencganised by One

Dance UK in November 2017, | was invited by the ISTD (Imperial Society of Teachers
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of Dancig) to write an article fol5 I yiGKSIRINI YSYO SNB Q YIF 3T Ay Ss
over 7500 dance teachers in 65+ countries. Published in April 2018, the Httic2 € a

YR 51 yOSY Gl | asp Batuied & theiksackalimedialp&stsland

generated pénty 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 darers. Responses from teachers and parents echoed my

findings and were supportive of my recommendations.

Later this year, and based on my thesis, | shall contribute a full chapter {8000
ManInnn $2NRA0 G2Why. #8a dan2eyIadsgdiidndlt SR W
al a Odzt edjfed byleGdin@ 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 Finalthoughts
| began the thesis with a personal preface charting my path into dandeof the
subsequent joy and fulfilment it has given nl® end, iseems fitting to give the
last word to a participant, Margaret, whose pupil Chafli6), is now forgig his
path into dance by studying at a London performing adsservatoire. She
reflected:
| SQa 0SSy fdz01eé> L adzllJll2asSo |1 SQa yz2i K
mind you, he did keep his head down. But, as he left for London, he said that
GKIFUGSOSN) GNRPdzof S KSQR KIRX AU KFER 0SSy
YdzOK | yR KS gl a y2¢ 3A2Ay3a 2FF G2 YIS

that far of course, but they all should have the chance to dance, free from
FSINE aKz2dzZ RyQi GKSeK
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CKA&a NBO2ftSO0A2y Aa NBYAYAaOSyid 2F GKS 7

N

alAOKIFSts . AfftéeQa 0Sad FNASYRSI 0ARa FI NBg
Royal Ballet School in London. Holleringto Bilp, A H 51 y ®lkh¥y 3 QA& HE =
affectionate outburst, free from homophobia or pejorative judgement, became

an inspiration for my research, and indeed forms part of the title of my thesis. |

hope, therefore, these findings, and what they provoke, will play their own small

part in rurturing and supporting boys who dance.
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