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bourgeois sentiment" of modernism 0ii1·1·11 k . I 
t)p·,!f :! • · ·' :>ilbonvnuwI:,,· 
l llcl ounc er ot ncocldssicism in ballet the us ;t! l 111g :,et;:!1 i)c \' · l l· · ,__ ,__ se o, ,e tra i · t' - ·' oca 1u arv m new cxprcssiv« '" 1\IC rt· tl 'u mndl h,dJet · l · · · ' "' ·'· ,c rc-emcive , , f l .,, . 

m ' ance and ba lid at l he lx•o-inn{no· Cl" th t . . h; nee o t w !11,dc h,.1Jy ' :l' ' . h h J C \\l'J1t1L'lnCl'J1tL .. 1 

cl S a .l 1sruptin· force, it 'v\!'1:-, not throuch the r' ' ' _iry can ()(' .:,(•en 
danong nor the founding of d horn(x~·otic tr,~c~1t \\ al or bravur,1 ll!iJ!p 
rachcahsm of early mndernisn1 [>,.- -~ t 1· . tion hut through I}· .. . .. . . 'r ucna 11rc1 um,, 1n i i ·t b' . . .. iv 
il'prcscntat10n of vendcr in tll""t··' J. • .:. t, , ( l cs d ih:,:1r,,, tl•.-. 

. , . ·'. "' ic u<1ncl', ~JJ!n'-kr and i'\ .... , ... 0 '" 
Uc,111~. the kmds ot l1l'C011c,tructive strate,ric•s t . ' : ! _1Jlll,,ko. ',•,ere 
asso( iated with the work of th, 'l i h hat Ml more lc1m1b11·ly 
Chc11)ter ';' l pos mo: eru chorl'ographers discuss.,,i· ,-,, . , . ~- :n 
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'\,'lt'n don't dance.' This, according tu \\'alter Terry, w,1c, the messc1gc that 

01
w ,,t 'led Sh,1wn's fellow divinitv students had for Shawn. after the 

l,itkr' s first public dance performance in Denver in 191 I. When Shawn 
citi·d ,b examples the men of the Russian ballet. and the dances of men in 
,1In,u,-t e,·t•ry culture. the reply came 'that's all right fur Russians and 
f'<l;.;,rn:o but not for Americans' (Terry ! 976: J" I). This is" witty d1wcdotv 
bi,:, also a telling one, in that it brings tugetlwr key issues facing white men 
if\ thv lJnitl'd States who go into serious theatre dance. 
hr:,t 'Mon don't dance' is not far from "'rc,,l" men don't dance'. i.o, 

there must be something vvrong with those who do. \.\/ith lhir- go ,111 the 
\wmophobic pressures on white men to conform to prevalent and cultur­ 
c1,1y '.,pcciiil' heterosexual norms oi masculine behaviour. '~ecund, what is 
nt i,, not all right for Americans is a question of American cultural identity. 
llv 1 he end of the twentieth century, while Russian men have continued 
,,,, IM\T a high profile on the international ballet scene, American men arc 
nu1,· dancing on c,tagc and have played c1 l<Hge part in the development of 
.vmvrican modern dance. It must to some extent be ,,s a result of Cold \Var 
dwtoric (Cilbaut 1990b) that there has been and still is among some critics 
.md commentators c1 deep-rooted belief that the United Stc1h.'b leads the 
,Yorld in the modern arts. Tu adapt ,1 good line from the tdevision series 
':>t,tr 1 rt{, modern dance is seen ,1::- " new frontier where American men 
have been abl« to boldly go where no man has go1w before. 
Third. there is tho comment about pzigatb. One should he,van· of 

underestimating the impact ol Christian ickd" on dc1nu' d uring the first 
half uf the twentieth century, particularly when luoking back from ! 990s 
p,iinls of view. Shawn and his follow student were studying for the 
\01dhodist ministry. Chri-ti.m bdi,·fs were sufficiently important for him 
and for the other three main chorcogrt11•lwr" whnsl' work is discussed in 
this chapter .. \lc1rtha Cr,,hc1m, Jost'.· Limon and Alvin Ailey \() o·c1c1ll' c1 

number of dance pieces on biblical themes (sVL' :V1,rnor 19/,;[l and [992). 
V\ih,1t is arguc>d in this chapter is th<tl representations of mc1sculinitv in 
modern d,,JKL' in the United Stc1h·s have been infornwd largely by White 
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Anglo--S<1,()n Protestant (W1\SJ') values. Shawn and Cruham, each in thrir 
own way, developed in dance the image of c1 heroic rnasculinitv which is 
valorizcd with reference to nature. hetcroscxualitv and rcl(~ion, and 
presented in a style and vocabulary that looks muscular and hard. Tho 
masculine ideal, which their work evokes. is entirely ,1 product of white, 
western social forces and depends upon an idcologirallv distorted view 
of non-wr-st.-rn masculinitv Aik-y v.·,1s black and Limon was, in his words. 
1nf !Vlc>.ic,1n ,,r~gir: rp,._n·cd in the L}nitcd St-1tc::i' (Limon J()67: 23). One aim 
of thi-. chapter b to explore the wavs in which the dominance of 
hegemonic, white gender ideologies in modern dance c1ffech.2d or limited 
the ,vay Limon and Ailey were able to v,prl'SS through their work their 
identity as black (1r immigrant American men. 

Thie, chapter duce, not therefore, set out tu recount the historv of 
American modern dance, nor the development uf roles for men in modern 
dance in the Lnited Stah.'s. Instead the main body of tho chapter presents 
readings of a few well-known piL'Ces by lhec-,c chorcogr.rphors. vVhc1t 
emerges from these readings is a recurring image of 'natural', essential 
m.isculinitv c1::-, expressed through dance. 

ll is argued that this image, and the masculine ideal to which it 
corresponds. ic-, ct conservative and derc'Tbive response to challenges to 
male hegemony. The imaze has persisted on tho dance st,,"L' for ,1 lcn<>e 

\.., V \ J t \..., t) 

part of thi-, century, and h,\½ developed ,m autonomv of its own. Chor- 
engr,1phers have not been able lo ignorv it: they have had to t,,kc it on 
board, ddc1pt it, rejt'cl it or react c1gc1inst it. ll i;, ,m imc1ge with which 
choreographers have tried to m,1p out difft-ront positions in relation to the 
problems surrounding masculine idcntitic-, as tlwv have experienced them 
themselves. vVhat therefore ,ire these problems and what arc the threads 
that bind modern dance in the Lriitod Stale" to essentialist ideals of 
American manhood? 

AMERICAN MEN 

The American association of masculinity with toughness renders male 
dance problematic, dancing still being, in many people's minds, c1 feminine 
realm. Marcia Sicgd sums this up thus: 

Dancing is an equivocal activity in c1ny socictv that plr1ec" c1 low value 
on the arts in general, but it becomes even more dubious where men 
have been cclcbrc1ted as kings of the frontier; masters of the gun, the 
,1x, and the plow. 

(Siegel J98l: 303) 

This may be how American men have been celebrated, but the rcalitv has 
of course been somewhat different. Throughout the period whic!~ this 
chapter covers, there have been continual conflicts and sources of in- 
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,;ccuriti· about the nature uf masculine identity ,1:, various sometimes 
.-,mtrc1dictorv factors have c-,l'L'rned to threaten tu weaken or undermine it. _, 0 

,\ heavv-handcd return to ideals of 'natural', cs::,enti,11, instinctive and 
·tr,Hiitil;n,1!' masculinitv is ot course only one ot many diftering response'-> 
lz> ½UCh insecurities: but it is theso sorts of ideals that underpin the 
reprcsenl,1tion::, of masculinitv one finds in the choreography of Shawn 
and Crc,ham. \tVhy then has this idl'd of American man a•; a gnn<,linging, 
,D.L'- and pluuhh--.,-iddi111; frontiersman dn dl)Pl'i..l: 

Bv the beginning of the twentieth onturv, the prairie was incrca-inglv 
bcir;g ploughed up and tho l':,pansiun west\\ ards into llll:>l'ttkc! land was 
enckd. vVhilc American men might still dream of the frontier life as ,1 
viable avenue through which to establish their idontitv ,b men, the frontier 
h,1d cffrctivdy ceas~'d to exist. In genc1'c1l, modern l"i~·ili;red litcslylec- and 
values were widely perceived to be hc1ving d sottening and dcgc1w1"r1ling 
influence on the effete, cd ucalod, Li stern male elite. There was widespread 
concern about the feminization of American culture (sec Duugl,1s l 977) 
which had a sofkning and degenerating influence un trc1ditionc1l male 
likstvlvs and ich>1ls. \Vhen Shc1wn first became inkn .. 0,--.kd in d,u1eing 
c1rn11;1d ]910, dance in llw l:nited Stall''.:-> w,1s almo'->l exc!Hsi>.-clv c1 frm,1ll' 
p1Tservc. Other f,Ktors also were ,1ffrci.ing men, and whitc-culbr malt.' 
workers in pc1rticular. The rise of \Vomcn's suffr,1ge and ch,1nge" in tlw 
world of \•vurk, ,\·ith women incre,1singly entering the job market, meant 
that job" ,vhich until tlwn had been the preserve of while-collar male 
,\·orkers were now being done by women. 
One response lo these pressures t1nd sources of insecurity about the 

chomcri1w natun' of masculine idcnlitv was the deYclonrnenl uf an essential- b o , r 
jc;t reassertion uf 'natur,11' mc1.lv energy that could be read as a rcc1ssuring 
rebuttal of the charge that men Ml' growing soft. Mich<1cl S. Kimmel (1987) 
has called this sort of conservative rcactic,n to changing nuscnhnc norms 
of identity c1 'pro-male' 1-c:-,ponse. 

In the last chc1ptc1~ Lord Baden-Powell's ideas on the 1wed to stc1y in touch 
with 'vsSL'ntial' ma:--.culinitv v\·ere considered. l fis CMt'cr ,md jingoistic 
outlook bq2,s comparison ~vith that of Theodore Roosevelt 0858- l 9FJ), 
Prcsidenl of the linited States (1901--9). Both shared ,-vhat might be called 
a pro-male attitudl' towards masculinity. The \\Titer Edgar Rice Burroughs 
(1875-1930) ,..,-,,s do:oer in age to Shc11\'J1 (!89!-[975), and the image uf 
'natural' masculinitv cmbudicd in Burroughs's great fictionc1l chc1rc1dcr 
T,n-zc1n is a useful r~fcrencc point for Shc1wn's l'arl_v nldic solos. Shawn's 
first perforrn,rnce "" a dancer \,:as lhe yc'M befon, tlw publication of the first 
Tauan nuvel. In the lattc1~ masculinity is concci,--ed uf as 'natur<ll' c1nd 
innate, while, civili;rcd bch,n-io,ir is a thin ,-enevr which is learned because 
uf women. This is in line ,..,·ith the pro-male, misogynistic view that, while 
it i" women's function to uphold and mc1intain the values of civilization, the 
consequent feminization uf culture kads to the wpakening of manhood. 
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This is tlw opposite of Ow view (considered in Chapter l) that women 
are clost.·r to nature .ind their emotions, while men arc more rational <1nu 
mun· cultured. [n the first novel Tarzan uni! Ille Apes (1912) it is onlv thn)ugh 
contact with lane Porter that the eponymous il}W man decides to ·enter i1~to 
civilized society. As Joseph Bristow points out. 

Tarzan obviously lw<1rs the traces of earlier varieties of man ~ the 
gentleman of Victorian fiction; the imperial soldier on the battlr-Iront: 
the Scout making himself at home out of doors - but he is, for all to 
sec [when he first kisses [ane], c1 bvlatcdlv Darwinian being whose 
sexual passion knows no reason. The political imperative to survive 
has lu-ro been transformed into a sexual imperative lo bl' c1 man. 

(Bristow [99!: 217) 

This poiltical and c;cxuai imperative is c1 homophobic one. The idva of <1 

'natural' and instinctive masru linity evoked bv Tarvan, and asserted bv 
figures like Roosevelt and Badcu-Powcll. was ;, reassuring myth to hol~l 
on to during ,7. period in which traditional gcndL'r norms were perceived 
to be under threat. This rnvth is, of course, lc1rgvlv c1 product of while ;\no lo- .. } l ' h 
Saxon social forces, but one which draws on an idcologicallv distorted 
view of non-western masculinity. Tarzan is nol unlike the Liter film heroes 
that Martin Pumphrey has commented on. Like· Stallone's Rambo and 
Schw,1rzencggL'r1s Terminator; Tarzan can be seen as a hero who direct" 
his violence c1gc1inst an externalization of contemporarv crisL·s rather than 
acknowledging the internal contradictions his identity cncompdsses (sec 
Chapter ]). 

By the l 94\ls and 19:i(ls there were similar pressures on lraditiona l tough 
norms of masculine identity and behaviour. lIu- Second 1;\lorld \;Var had 
a decisive impact on thv devolopmcnt of gc1y and lesbian communities in 
the United States. ll brought large numbers of people together and thus 
created situations in which individuals came to recogni/e their sexual 
orientations, and in which homosexual behaviour \~ecc1nw far more 
commonplace for lc1rge numbers of people. The plus side of this \\'c\S that. 
by tho 'l 9::;0s, there was increasing tolerance of gc1ys and gay cornrnunitios, 
but there was also substantial harassment which was in part stimulated 
by McCarthy's witch-hunts (D'Emilio 1983: 4!-"i3). Th~·re Wl'H' other 
factors, in the l950s, that undermined 'traditional' notions of masculinitv 
in the world of managerial work and suburban farnilv lifr in the [jnitt<,1 
Stales. Barbara Ehrcnreirh hc1s dbcusscd the pressures on thcs« sorts of 
office-working, family men. The ris». in the lLJ:'iOs, of the c1fflncnt con­ 
sumer economv in the Lnited St1tl's, she su12,e;esh, graduclllv eroded llw 
opportunities {;_Jr men to Iiv« up to the traditi~md! /\rnerican✓malv values 
to which Siegel refers above. David Riesm.m proposed that the require­ 
monts of business dktc,kd that the male role should move awav from the 
goc1l-oril'nll'd, cnrruprcneurral man (who might have drec1n;ed about 

i,cinlier-bn't1ldng) tu the easy-going, likeable male colleague. [n this new 
1;1dustric1l society, it is not things that matter or are c1 problem, but other 
p,'oplc. 'Today it is the "softness" of men/ he wrote. 'rather than the 
:,IHrdness" of material that calls on talent and opens channels of social 
mubility' (Riesman J9S0: "!27). lf there were pressmL'S in !WI">' styles of 
,,1anagenwnt for men to move avvay from traditional masculine norms of 
!,1:hc1viour, it W,15 also necessary for the US cconomv for these men to 
"~)<1ndon the Prote::)t(1n~ work ethi,: t111d spvnd, consumerism beitlh the 
motor for post-war industrial gro\\·th. Motivational researcher Dr Ernest 
1 )ichtcr told American businessmen: 

We are confronted with the problem of permitting the a\·er,,gc 
American to fed moral ... even when ho is spending, oven when he 
is not saving. even when he is tc1king two vacations a vear and buying 
c1 second or third car. 01w of the basic problems of prosperity then, 
is to domonstrate that the hedonistic approach lo life is c1 moral. not 
an immoral one. 

(quoted in Ehrcnrcich 1983: 4~5) 

ll is these i:-,sucs and concerns which affected thinking about t11<1:,culinc 
klentity (or identitic:,) during the period con·rcd by this chaptl>r. Mc1ny u! 
the ideas which Ted ShaH·n developed about d,uwe c1nd mc1sculinity cc1n 
be seen c1s ,, product of the debates about the nature of mascnlinc idcntitv 
,mitmd the turn of tlw century. ft is largely through Ted Shavvn that the 
>Ort ot masculine identity tlrnl can be dl·scribed ,b wc,tcrn, Christian, 
Darwinian, pro-mak and mythical bccanw a norm of American modern 
,i,rncl'. It is this irnage of the male dancer vvhich was inherited by Craham1 

'\ilcy ,md to c1 lessvr extent l ,im(rn, and mediated the w,1ys in which they 
n's ponded lo the gender ideologies of tlw I 9-Hls c1nd I 950s. 

l 04 

Ideologies of American modernism 

For l\nwricans until the 19..J:Os, modernism in the arts was associated 
lcirgcly with Eurupc in general c1nd Paris in pc1rticulc1r. Modernism ,v,1s 
inlernc1tion,1l - lhc modern movement in architecture wc1s called the 
International Style - while the L'nitcd Stc1tes was, in terms of political 
nutlook, isolc1tionisl for most of the two1licth century up until 1943. 
American entry into the Sc'l'Ond Wurlcl \Var was ,1ecumpanied by ,1 chdnge 
uf politic,11 direction - the idea that the American pcuplc should tcike on 
the mantle of world leadership and make tlw twentieth century the 
American century (Sl'C Cilb,mt I 985; Wilkie l 943). Ev,1 Cockcrnft (] 985) 
and Serge Cilbc1u t ( 1985 ,rnd l 99(lb) have descriLwd thL, transitional process 
through which Americc1n abstract expressionist pd in ting w,15 t,,ken np and 
promoted abro,,d through Stc1te-Departnwnt-sponsorcd exhibitions ,b 

part of the internationali/,1tion of l\nwrican culture. American modern 
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d,,ncc cornp.mics were also sent on forL'ign tours b\- the Stc1lc Dep,uti11L·lit 
c1s part ot this proce::os. C .ilbaut orgucs that the anti-capit.ilis! critici;,m :·,f 
some ol the Ioromo-t American painters bor.uno hidden and :-dctKL'd .,,: 
thov were cc1c,l in the l\>k pf the 'free', progrvssiH' and above all rrnid(•;-'.~ 
Mtisb of the 'fr"-'l' ,Yorld', in contrast to socialist realism, the p,iliticilh,: 
rostrainod and old-fashioned representational cirt advocated bv the Coni­ 
munist Partv in Furope. \·Vh,,t 1xds strcc,sed in new iibcrcii' l\mcric.,n 
politics \\'dS tlw::,,e artists_' _individualbm. As Cilbaut pub it/ 'In the rnuclc;:; 
world which brnL,lly stifles the individual. the artist [became! a r,,mpa,-t, 
an oxamplc or "will c1gttmst the unitormity l)f tot.ilitarian '.->(lCidy' (1 w::, 
lh2). 11w sp,·ctre of bland uniformitv .il-,o ,h Lhronrcich '->u<'"'",tc. r·-,- ; ' • • I ~ ~ ' rt ... '-. ,., \. r L l ( ( J 

l\t~wncrn businessmen in the United Stc1t\'s. At .inv l'clll' the [94(1s and 
l 9;:,0c, were cl time when American modern dancers were hichlv ind;. 
vidu.ilistir. As Marcia Siegel pub it: 'In this period before edc('.;ic,- ball.-t 
b<1:ocd training redu<:cd most modern d.inciuj; to slykk»;snec.,c,, greac 
d~rno~g,rl'r~;~~~.d~I l1~:s could lx- ,Kcvpkd ,1S intvrprcter:- ,i,f particular point:, 
ol \ Il \\ ( 1 ),,/. 23, ). ln pamung. thi- American individualism bad ,1 
specifically masculine quality: 'Onlv the virility ()f an Ml like [Iacksonl 
Pollock's ik l-ru: s\ih- -, ~ J · J· .·7 ]' - t, ~ L ~'/ l.•-·' ... , thl ~,..,, 1Ur1~""C(d'\f''--;c.;/ lf)!I 1n.un111 11 l 1•.::.rrl could rcvitali .,....., 
modern culture, traditionaJI, repr~·se;,t~:d b, - [~;nioi, :1:1,i e,ff~,:~,~~1i7~:c~ l;~' ;:,~> 
much praise' (CiH1<1ut llJ8">: 161). As \\'(' shall :C,Cl'1 representations oi 
masculinity in American modern danu· have also been characterized as 
ruggvdly virile in comparison with the supposed dfdt>Hl":iS of the Euro 
pcan ballet tradition, This is the modernist, artistic context within whi. h 
Crah.im, Limon and Ailev rro.itod tlw male roles disrusscd below, 

TED SHAWN, AMERICAN-NESS AND NATURAL 
MASCULI:\JlTY 

Marciel Siegel :oees Ted Shawn's choreography for the male dancer ,1s an 
cx.pression ('.f American cultural values which could not be rPpre:-ented 
within the European dance tradition. She argues that Shawn's principal 
contnbutiun to chorcogr.rphlc development Wc1S his focusing of attention 
on heroic male body 1rnc1ges. 

l -fc must have decided early on that there w,1:-, no reason the arms 
and upper body had to be round, light, and delicate, as dictated b\· 
the decorative European ballet. They could be strong and 1-c,,dy fc;r 
work JUSl as well. As a corrective. his thinking was quite logical. 
The thmgs men do when dancing Ml' strung and do demand ,,1-cc1l 
physical endurance, precision, and daring. The whole ballet co1~·en­ 
tion consisted in more or less hiding the~e attributes, with elaborate 
costuming, pass\vc role-play and that soft, aggn·ssion-dl'nying 
upper body. ... Shawn wanted to restore or complete tlw l'l1lT"'/ /:), 

,,;..,tern thc1l has been emasculated by tradition. The clumsiness of hie, 
l'ti1Jrts at choreography doe,,n't invalidate hie, vision. 

(Siegel l 979: 307) 

f,'h,'iCc1S Siegel suggest" he completed an nwrgy system that had been 
._,;11,1,,ntlated by tradition. her description suggec,h that his chorec1g1'<1phy 
,_,,.,pi.•:-:,cd only the 'positive' male attributes of strength .ind expansive­ 
n< ~> .. lhli rowinh th,• r._1ngc of llw rnal« d 1ncvr'c: cxpn";:-ivenv-;c; to tlw more 
n;,Kho side of male behaviour. She ,1rgucs this by cqut1ting on the one hand 
\,ncric,, with the ffllllicrn and on the uthcr h,111ci Furope \-Vilh balkt. \Nlwn 

~;!iJ1sn ,U'gucd wirh hb fdlow di\-inity slmknt in 19 l l he cited the men 
, ,1 !Jw Russicin ballet as p()siti\-e examples of mcllc dann·rs. l lc rncw well 
hwe been thinking of Mikhail \1ordkin, who toured the uSr\ with Pc1Ylova 
w )909 and then with his own comp,my in 1911-12. :'~t, one surely would 
;1 we sdid of Murdkin thc1l hv indulged in p,1ssive rok-play, or pn·sl·nted 
,i ,,,itt

1 
i1ggrl·ssion--dcnving uppl'r Lmdy. lt w,1::,, tlw ;\mcri,'cm exponent:- of 

hillct that were problcmc1tic. Writing in Fl-lb, Sh,1wn recalled: 

,\t the beginnin1~ of my own c,neL'r, the danCl' pc1rls performed by 
men lMd beconh' k:~s ,1nd ks·, ncdilablc - nw11 b,il h·t lfanc('rs were 
being largely used c1s props for a d,mseli::,,e during ,m arabesque 
while lhe tr,1ining of 11\L'n w,.s such thc1t men and women ,H'rc 
t1\1ined togctlwr and then' ,,/as little differentiation of the rnovP­ 
ment, ,\-ith the result th,,t d,111cing hir men VhlS under i1 chrnd; bul 
in these l,1tcr years, my group of men d,mccrs, focusing on mc1scu­ 
line problems of lhe d,rnce, have also enriched tlw field until today 
no one who h,b seen mv nwn dance <:an tulcrate cffeminacv in the , ,, 

nv1le dance. 
(19,16: 98-lJ) 
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>hawn developed his own style through graduc1llv rejecting tlw comn1- 
tions of European ballet movement, and rcpl,.cing balletic mime with 
nKabularics nf gesture dcrin'd from the ,\-ork of Francuis Dcls,ute 
ll 8 I J-71), ,1s did many c,1rly American modern dancers. 1 The aggressive 
masculine stance uf his \vork should not therefore be seen solely as c1 

rnnsvquctKL' of rejecting ballet. It needs c1lso to bv lornll'd within "pecific­ 
ally modern American :oocic1l and religious idculogies. 

Shawn's earliest solos such as Snu11ge Dimcc and Dagga D,111ce, both of 
1912, and Dunce Slilu ( l 9 l3) were concerned with primitive ur non-western 
w,1rrior cultures, ,,s were subsequent pieces like l!m1rntioil tt1 Ilic T!wndcr· 
bird (1918), Spear Dance }11pu1wf:;e (1919) a.nd Pyrrhic Warriors (1918). ln 
these Shawn seems, like Edgar Rice Burruughs1 to have bl:en borrowing 
the outl'r appc,uancvc, of primitive and non-western cultures in order to 
t.'\-oke a 'natural' ma.sculinitv \\-ith vvhich these 'Others' wvrc believed to 
be in touch. This notion of 111c1sculinity b,HT little rel,,lion to the n·,llitivs 
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of non-western social structure, and only rvallv meant anything in lt,L, 
C()nte,t of contemporary wostcrn socictv · 

The assl'rlion of 'positive' male attributos of strength and exparn,ivcn,:sc: 
can be related tu what has been called Muscular Christbnity bcl' Kimn,ni 
1987)_ Shawn initially trained to become ,1 (Vfcthodist minist~r, and :-,t,,rt~:_j 
going to dance cb,-,se:-, for vxercise after recoverinz from dinht]1.,1-i t, t ' _,,_ 
l\otions of manliness in the late nineteenth century were c1:-,socic1ted with 
the r:-..1cticc of ,..,port~•,, .md :1thlvbc'-'.1 \\ ithin tht? ~phcrc'..'1 of t.'Liurc1liun and tht? 
church. One American preacher at that time pronounced that Jesus wa,, 
no dough-faced lick-spittle proposition. but the biggest scr,1ppcr that e\"P,· 
lived (Kimmel 1987: 140)_ Shawn choreographed ,1 church service, and 
1:1ciny pieces based on biblical .ind religiou» themes. Fur his companv Ted 
Shawn and bis Male Dancers in the l9J()s he choreographed m.mv 
l'VOCcltlOn':, ,)i the male world of work such clS C11ttinx tfze Sugar Cuuc ( l 9_1JL 
Dance of the Thrcslii11g Floor (1934), Labour Svmp!wn11 093-D .ind WL1rkcr.,' 
Song" iron. Middll' F:uropc (1931). It is probably coi;Kidrntal that Shawn 
settled on this theme at around the sarno lime that the Workers D,mu, 
League were beginning to explore it (Prickett 199Da and I 990b). But rnak­ 
work as a subject offered d safe. uncquivocallv masculine r,mgc' of 
movements. ln 1946 he wrote about this in an c<:,say on the male dancer: 

in watching movements of men in manual labour all over the world, 
continuouslv and carefully, ! have come to the conclusion that most 
of them are hig movements of the whole bodv and the arm movement 
b a continuation of the body movement. a~ for example the move­ 
rnont oJ a man using a scythe, 

(Shawn 1946: I 04) 

Shawn thus argues that men's work is totallv different from women's work 
and that it is neither right nor natural for women to do m.ilo work. 'We 
folt that it was best when woman was working in the home. taking care 
of the needs of her husband and children, and so most religious and 1110ml 

cducatior, has come from mother to children' (Shawn [91\(,: 105). Thus his 
assertion of the supposedly essential difference between male and female 
movement ,,s a basis for dance is in line with the conventions of con­ 
servative Christian proprictv 

lf it is all right in the late twentieth centurv for American men to dance. 
this is largely due to Shawn." but, in bringing, this about, he and his dancers 
portrayed men in almost every culture but that of modern America. (Even 
his worker pivcos refcrrod to f,bll'rn Europe, sugar cane plantations or to 
modern m,ichinvs rather than to modern American men.) \Vh,1t is signific­ 
ant 1s the position of power th.it Shawn as a member of the dominant 
Anglo-Sa,on American social group cnjovod in relation to the subject 
societies whose cultural forms he and St Denis chose to borrow. The 
cultural and racial stereotypes which their work retailed arc part of the 
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F~'f', >Lf s nativist .md racia list ideologies ( SCP Kendall lll79: J05-C,)_ That 
tl« ,, ,, \\"Cl\' no black dancers in the Denisha \'1'11 CPmpany (Shawn and 
fJ:ni>'"' dance company) is hardly surprising in a period when a colour 
1Jc1r Jorb,1dc black performers appearing on st0gc with white ones. But 
~,l>nvn :-,,1w the influence of black dance on American social dance ,,s a 
dc,:l'T1l'r,1lt' one, saving so in his 1926 book Tlu: /uncricuu Ballet. Looking 
1,,,, Lat this period in l l),,16, Shawn c1gc1in deplored the wav white pl'()plc 
:,,,,, ,,c:luplcd black :,oci,1l dunces: 

l was sick at heart that we, this whole vast country of millions of 
-vhito people, still kept on dancing dances of negro derivation. f lave 
:.,·c lust completely the qualities that made us a great nation? We were 
lt1pable in the past of creating our own dances. Why is it in this last 
pr-riod that we have let this negroid influence so completely ob­ 
literate everything else? 

(1946: 84) 

l )oris I Iumphn-v suggests in her unfinished autobiography that Shawn 
.md Denis might have been anti-semitic (Cohen 1972: 62). In relation to the 
;',itive American and non-western dance traditions from which his work 
hirrmn'd, Shawn's ethnocentric point of view ensured that he found only 
what he wanted to see - a confirmation of conservative, western gender 
«lcologics. If the only wc1y western male norms could be represented in 
d,11icc was by referring to non-western men, this is a curious example of 
1 he discontinuities and double-binds inherent in the construction of 
.vcstern masculinity at that time. 
While Shown succeeded in raising tho status of male dance in the U nited 

',tatcs, he achieved this bv remaining wi thin hegemonic norms rather than 
confronting them. The strong, positive qualities of his choreography fur 
men are in line with the continuum between conservative Muscular 
Christian ideologies and the contemporary appml of 'natur,11' masculinity 
identifoc>d above; but they c1re also open to appreciation from c1 manly, 
cl,1s<:,irnl homosexual point of view. There WilS a chapter on nudity in 
Shawn's Thl' A111crirni1 Bullet that l'Xtollcd the Creek idml of nudity, 'of 
youths ,,l the ,mcicnt Olympic½, enlcring races and wrestling matches vvith 
gleaming, oiled, nude bodies' (Terrv 1976: 39). In his solo Deatli of Aih1uis: 
/ilnstique (1923), made up as a d,1ssicc1l mMble statue and wearing only,, 
fig leaf, Sha,xn mm-ed through a series of thirty-two choreographed poses 
un ,, sculptural plinth. ln the conlcxt of a lMger d01Kc <:,pcctaclc of tlw 
ancient world for which the solo w,1s dl'\-iSl'd, the piL'Ce scvm to have been 
,1cceptc1ble.' It clearly e\·okcs ,m acccptc1ble, classical male irnagL>; but it can 
also be 1·elc1tcd tu hom(1:-,cxuc1I then,atics. As wc1<:, stc1tcd in Chapter 4, ;,omc 
nineteenth- and twenticlh-Cl'ntury hoinO'-L'Xuals havv lookcd to Ancient 
Creek <:,ucicty els an idc,,l manly culture ,\·ithin which homusvxu,llity wa<:, 
con,. idcn·d normal (scl' Dyer l l)ll(): 22- -:'i). 
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THE MALE DANCER 

Shawn became engaged to his first dance teacher and dancing partner 
Hazel Wallack, and in 1914 married Ruth St Denis (later separating), but 
his subsequent relationships were all with men. Terry says that Shawn's 
homosexual side was latent 'during all but the last days of Denishawn, 
and his acceptance of his homosexuality was known only to a few' 0976: 
140; see also Sherman and Mumaw 1986). In his society at that time Shawn 
would have had many reasons for keeping his sexual orientation a secret, 
not least the fear that any suspicions about his sexuality and that of his 
male dancers would, at the least, have seriously affected the financial 
viability of his company, let alone the possibilities of blackmail, persecu­ 
tion or even prosecution (D'Emilio 1983: 40 and passim). Nude and semi­ 
nude photographs of Shawn and his male dancers clearly relate to an 
American genre of male erotica (see Cooper 1986: 233 and passim), but 
could also double as acceptable images of athletic, classical males. It was 
these sorts of acceptable values that Shawn stressed in his polemical 
writings in support of male dance (Shawn 1916, 1933, 1936, 1946 and 1966) 
and in the 1930s with his all-male company. A review, in the Berkshire 
Evening Eagle, of a 1937 performance by the company is typical of notices 
the company received. 

Men, brought the first time by their wives, returned of their own 
accord, and found that the dance, as an exhibition of art, muscular 
poise and coordination, was as exciting as a track meet and a wrestling 
match. They agreed with Shawn, that 'dancing is not a sissy art'. 

(Schlundt 1967: 47) 

This last quote appears in variations in many of the reviews quoted by 
Schlundt (1967), and must have been said often by Shawn. By arguing that 
dance was not 'pansy' or 'sissy', Shawn seems to have attempted to fit in 
with dominant heterosexual male norms, rather than challenging them. 
Shawn's work thus tried, within the social restrictions of the period, to 
occupy common ground, albeit of a problematic kind, between a gay and 
straight point of view. But such value-free common ground never exists. 
The restrictions may allow a limited expression but at the same time they 
block and deform it. Shawn undoubtedly did a lot for male dance, but, by 
keeping carefully within the bounds of propriety, he unfortunately limited 
the range of male dancing to tough, aggressive expression. 

MARTHA GRAHAM AND SHAWN'S LEGACY 

Though Terry may have claimed for Shawn the accolade of father of 
modern dance, the field in the United States was, of course, until the 1950s, 
dom.inated by women dancers and choreographers. If one is concerned 
with questions of genealogy or status then Martha Graham was one of the 
most important figures in this development. Where images of the male 
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d.mccr arc concerned. Cr.iham can be '>Ccn tu have continuo.] <'Jld 
extended the w,,y of prL'scnling the male dancer which Shawn initidkd 
When, in [922, Shawn tempor.irilv split from Ruth St Denis and loi:rixi 
with his own company, it W,b Martha Crah.im who was his principal 
partner. Crc1ham started choreographing gruup pieces in [926 but it v:•as 
not until 'I LJ38 that :;h,, included male dancers in her cornpc1nv. V\'hen (nie 
examines the sorts of qualities Graham choreographed fur her tnci[p 

d.mccr-, tht':ot· :;ccm to owe mu1c to he: .u.soci.uion with Ted ~hawn th,1,~ 
is sometimes acknowledged. 

Erick l Iawkins joined Graham's company to be its first m.ilc dancer in 
l 938 and was subsequeritlv, for ,1 while, her husband. Mcree Cunningha:n 
joined her comp,rnv in l 939, Hawkins came to her from Lincoln Kirstr-in: ~ 
Bullet Caravan, and she ;,uggestcd to Cunningham that he should lc1k(' 
ballet cla:osec, at Balanchine's School of American Ballet According L) 
Bertram Ross (who joined Crahams cornp,my in [954 after her split wit:) 
Hawkins), when Cr,1hc1m choreographed parts for men she didn't lilv:: 
demonstrating movements 'because she did not have ,1 man's bodv': sh« 
would give movement din-ctions verbally instead (Mazo l 99!: 44). :fhis ic: 
confirmed by Tim Wengerd, who danced with the Graham company j,, 
the 1970s: 'This being the case, Hawkins and Cunningham probably hc1d 
major shares in the creation of their roles from the start, and vlartha shc1pcc· 
the material to suit her purposes' (WL'ngL'rd l 991: 52). Between 1938 and 
1944 Graham made a number of works that present c1 central female 
character (performed bv herself) and two male roles initiallv danced bv 
Cunningham and 1 Iawkins. These pieces arc gc11erc1lly acknowledged t~) 
present her most rounded and interesting male roles, but it could be 
argued that this was sometimes achieved ,,t the cost of subordinatinc the " ,-, 
roles she created for herself-· for example the bride in Appal11c!zi1111 Spring 
(1944). ln these two-man pieces, Deborah [owitt suggests, Graham pn'· 
sonted herself poised bet ween two antithotir.il males. 

l Iawkins was called 'The Dark Beloved' in the sombre, ::,ccthing Death: 
and E11fr1111c"es, and he played this role sexually alluring, masterful. 
potentially ct,ngcrous in more than one dance. Cunningham was 
'The Poetic Beloved/ a slightly mystical, even androgynous figure: he 
IYctS the blithe acrobat to 1 lawkinss whip-wielding ringmaster (L1en; 
Sou! ls a Circus), the winzcd J'cgasw, to his swazucrinz husband tJ \.f 00 CJ ' 

(P1111c!z awl t!te Judy), the gentle Christ figurv in fl Pcttitcnic, the fanatic 
Revivalist in Appalw/iiau SJ!ri11g. Aftor Moree Cunningham left the 
companv, Graham made nu more dances th.it expressed this double 
imdge of man. Perhaps the malo roles also embodied c1 dualitv within 
hersolf: sonsualitv and idvalivm; or the taskmaster / perfectionist and 
the undisciplined, irrational visionarv 

(Jowitt 1988: 22B 9l 
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_1,11,,tf_;, fii,uz Sp'i11g is a particularly inlcrec,.ling exnmplc of how she w,b 
, ~: • ,. vith the mole imazc al that time. 1 he l•ll'Cl' shows an American l ~,iin\'l \, l t t, 
ot - ·.;n, , ,11 1 , 111,1 ll frontier farmhouse in the first half of the- nineteenth \.''. c:Jl..)t11f:., 1 c ,1 • , l 
;,pli.' I\'.' The Cc\:-,[ consists of the f3ridL', J Iusbandrn.m. Rl'\'lV,1hst prmc,w1~ 
c_- .1 i,,r l'ioneer \Von1an and four voune women who are followers ot the 
tl1t'U t,, 1 

.• _ h . ~ 
R,.'' ;·, alist ·1 hey .n ,'Oi11l' on st,1gc :n c1 formal process1.un, and t~1 m1ghout 
I . , "" " well as a duct tor Bride .md ! lusb.indmau. the princ ipal t 1p , /;l >.."-i n, .... , 

~-1 •tn1·.., e ich have a solo durinz which cvervone else is frozen stil]. r 1di{l\. ,,_\.._ - c t1 ., 
'· ).,,]lmving [owitt'« suggcstionc; above. the two male roles can be seen ,,s 
110i<''-tions of different sides of Craham's own desires and aspiratams/ 
~:thnugh it doesn't 111<,kc much sense to sec thorn cb tho_Sl' ul the Bride "" 
the h)lc Graham herself danced in lhL' piece. As Marcia Siegel points out, 
;,,i1.1/odzi1m Spring reworks themes originally c'-.plored m her_ earlier solo 
fnJil/ ier ( l 935). In thi'> earlit'r pil'ce, a woman dc1ncing by c1 tence on the 
nr,,irit' Sl'l'tn" torn between rcpressin· religious tcl'lings .:ind the spc1l1c1l 
f 1, cdrnn °'vmboli;,ed by the nevv Lmd ()f the (opL'n) frontier of unsdtkd 
n;,intrv. 5!.e was llms evoking imagery that, as we h,1n' :occn, v\·as ck,nly 
a·•'.•,Ki,~ted 1vith American rnasntlinc v,,lues. fn ltppaloc/1io11 Sf'rillg, the two 
,,~l'l: nmld be s,1id lo rq,n'c,l'l1l these two sets of opposing \"c1lucs: the 
1 l,1sb,rndrn,m expresc,es ,1 straightfo·n,vard love of freedom, space ,11Ki the 
;;,,tmal cvrk', while th,' RcviYalist vents the tortured and convuluted 
!,,clirn;s o·f his (and Crah,,m's) puritanical fcrnrnr. 
rh,'. mon'rncnt materic1l which tlw 11nsbc1ndnun performs is \Trv 

.,[raightfon,·ard in contr,,st to the mercuric distortions of the Revivc1lisf s 
suk,s or the nervous temperc1rncnlal quc11iiy ot the Bnch0's rok. Maroa 
•;icgcl conjures up the fla\·our of the 1 fu:ob,1mlman':o role: 

The husband's mm·vrncnts arc lc1rgc and expansive. The c1ctu,1l 
,;tl'ps he docs vvhen lw firc,t takes centre stage Ml' a conglomeration 
uf knee-slapping, rein-pulling mime mottts; balletic turns 1n the ell:; 
,nd lcc,ov trc1vL•llino 1·umps, rc,.chinc•::,, and stampings. You reel hes 

<- t::Jh~' H H .. 
showing off, but not in c1 narcissistic way; rather, he's g1vmg \'cnt lo 
his happy fcelinos c1nd pride, his natural assertivene:o:o and chi\·e. 

• 
17 

(Siq;d l 979: l 47) 

I le c1lso SlU\TV'.:> the hori;,on:o and makes some ge::,lurcs \Yhich suggest 
-1,Iouo hinu or "workincr the land. Edv,in DL'nby in 1945 wrote th,,t the 

h (...., (.') - . l' 
f fm.,bandman's role 'suggests farnwr \·iguur c1nd clumsy tarrncr m1rt, 
(Dcnbv [98b: 3l4). The :0L1mping gestures lw makes ,1re p,irl oi the 
traditi;mal imc1gc oi the farmer: in llw folk song 'Oats and beans and bc1rlev 
grow' 

Fir~l tlw farmer sows his seed 
Then he stands ,rnd takes his case 
Stamps his foot and claps his hand 
And turns around lo vie,,v the land. 

l l 7, 
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This recalls c1tc1Yic;tk notions of fertility The l lusb.mdm.m is suppo:,1.•d 
to bv virile and fertile. The qu,1lil1 and nature of hi., movements fit in 
remarkably with Shawn's description of the w,,y male d.m«- mu,cenwnt" 
relcik to the movement- of male work activities referred to earlior.! Li~,,·, 
Shawn's manlv Christian male dancer, the l Iusbandrn.m looks hard ,ind 
muscular in a role that is expansive and touuh if not cxactlv ,wvr0--,;·,·,·· 

(.' / .) ()0 \..Jc J '-~ 

.md he definitely does not have ,, soft, aggn::-,sion-denving bodv, 
rm all that. Hw i lusbarulrnan j:-, hardiy c1 dt>l'P!) ub:-,en·vd CflMcKler. l .iL2 

most of the men in Craham'< piecv:-, he i:-, flat and onc-d inu-nsional. Th,• 
rule of the Revivalist is the c,ception tu this; ac., both Jowitt and Siq.;d 
suggest/ lw is more rounded. This is surelv becaus« this rule articulai..« 
one of Crah.uns central themes, the contradictorv pull of reprcssivo, old­ 
Iashioned evangelical Protestantism. There is ,1 quality of torture and intkr 
contradiction at the heart of some of Crahc1m's best work that comes fron, 
her Presbyterian upbringing and her consequent lovr--hato relationship 
with Christianity 

The Revivali:Xs main solo represents ,1 sermon that is all hellfire and 
damnation, I k starts it bv starnpins; one fool rerx-atcdlv on the uround 

✓ t I.. I t .I \/ '\..-◄

and then hitting himself with a clenched fist on the sick of the trunk There 
are stamping movements in the l lusbandman' s solos, tha t, it has bL'Cn 
suggested, connote virilitv and fortilitv. Bv stamuinc and then hittinc • • J r t, t, 
himself, the Revivalist is starting off his sermon bv condemning cverv- 
thing the Bride and Husbandman arc lookine forward to cnjoving the { h - 1 h' l~ 

pleasure both of being dose lo the land, and uf being dose to l'a~h other. 
The solo continues with wild, angular movements and asvrnmctrical 

gestures/ bewildering leaps and risky falls. Two films of llppalucfti1111 
Spring show differing interpretations of the Rcviv,1list':-, role. David Hatch 
Wc1 Iker in the I 976 film' projects the hellfire strc1ight at the bride and 
groom. Bertram Ross, however, in the l 959 film" is less fierce; his 
Revivalist is surely aware that he himself is not immune to the perils and 
weaknesses, of the flesh. Tho Revivalist is surelv meant to enjoy 11Iavincr 

~' ✓ ,, tJ 
up tu, and exerting his power over, the four excitable girls - at one 
moment rolling from the floor up into their laps. The virtuosity demanded 
by the Revivalist's role makes the straightforward manliness of the 
Husbandman's movement material look boring in comparison. It is 
noticeable that the express in' rilngc of movement in the Rcviv,1list's solo 
is far grc,,tL'r than that of the I Iusbandrnan or of Shawn's Muscular 
Christian dancers. Paradoxically then, Ross's (Christian) Rcvi\'alist seems 
less restricted than them by the need to maintain ,, decorous. Christian 
propriety. 

Mule roles in later Craham pieces also recall Shawn's work. v\'cngL'rd 
sayc; that jason's big solo in Cure ul file Hear! (]946) includes a large 
number of movements that drl' to be found in Shawn's Spear Dann' 
J11pu1111ise. 

'•/\ hdlwr :-,he ,,ugge:-,led them lo ! lawkins or whether ho h.id seen 
th\'ll1 bdorL' and fvlt their ,1pprnpri,1tv11L'S:-. for this dance W\' c,,mhll 
kr1uw, but this figure i½ ufll'n pointed out as bl'ing 'typicdl' Cr.iham 
d,,JtTography fur men. In nalitv, then• is nuthing like him up to this 
pninl, .md while similar treatments of men ,m' found in later 'Crc'c'k' 
~1iece,,1 this is the first and most l''-.trcme. 

(199 l: :'i2) 
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-: he \\-,1 v most of Crc1h,1rn1 s male dancers move mc1y hc1 n' much in common 
,s•th Sltdwn':-o Musculilr Christians, but Crahams view of woman is 
r,tdi,-,,llv diikrent. For Shc11n11 a wom.ms plan· is in tlw home. The Bride 
111 , \pp11,lud1illi1 ~pri11,,;:, il 94-lc) i::, the nearest Craham geb tu this. ln other 

1,icn·s from around this time, sur h ac; Ld tcr ft) Ilic \V()r/d (l lJ4()) and nrnth, 
' Lntntncc: ( l 9.J.:\), the home j,, the scene uf tensions. l Ier lcitL·r heroines 
c1ic pcnverful and dangl'rous, and c1 thrc,1t to the fomil\· hunw. ln thl' 
'( ;rc•ck' pieces in particular, wumcn arc inn'c,tuuuc, -- Joc,1½[,1 in f"i(\/i/ 
hiiW'i/ (!947) - or murder their childn'n -- '.V1z-dec1 in Ca,'i' or /Iii' l lc11r/ or 
r,1urder tlwir husband Clu!cm11c::ctm (!958). Thi:- i:-, the cunteAt within 
1'il1ich Crahc1rn':-, heroinL'S simult,1m•l)L\slv foar and dc'.,irc tlwir lcaclin~~ 
men, ,,nd it is from tlwir point uf \·icw thcit tlwsc mc1k d,mccrs Ml' ::,CU1. 

nwn, starting with Diucrsio11 [lf Angcb ( 1910) in which :-olw hcrs('lf did not 
d,mce, Cr,1h,1m Geatccl pieces which arc gl·nerally lighll'r and have much 
k•c;:, n,1rrc1tin• in them, but which prL•scnl the d,1!Kl'l'S ac; idCt1lizL·cl 'rclestial 
ell rob,, ts'. 

Wengerd suggests thilt the :-,anw bc1:-.ic male t\·pes rcrnrrcd throughout 
lwr carc•er: adored nwn, men fL•,1red1 n,an the un,1ttc1inabk, L'ven man 
dehumilnizcd. 'Fnv men in dance are allcm·cd tu be c1s thoroughly tortured 
,1s Orestes, c1s adurcd els Oedipus, ilS loathsome as lasun, ,md as simplv 
jovuus c1S ,111 tlw men in A1itiml ion ()r A11gcb1 (i/liil.: 32). The f,Kt that Crc1h,1rn 
h:1s producing work from ,1 1\·om,1n's point uf view for il preduminantlv 
fcmc1lc audience constitutes the context within which the maJc roles in her 
vnwk were proclt1ced. VVithin Crc1h,1m's fcrnc1le-ccntrcd stories, men ,ue 
c,ccn c1s desirable ,,·hilc they act out ,m erotic display. fn doing this, Crc1hc1m 
ic. :-.ub,Trtino- the norms uf ocndcr renrcsL·ntc1tion bv H'clf1nronric1ti1w, - , ,:, ~ tJ t"" ~ r t ( 
imc1oes of men for her (ll\'11 pleasure and ll1c1t nf other women, ,!lmosi lhirl\ t, . 
Vl'ars before feminist 1·isual artists slc1rlcd contron'rsially dcc1ling ,\·ith 
~imilar eroticiz~•d representations of the m,1lc body (see Walters l 979; Kent 
,md :Vforrcau (eds) 19/i°i). 

Jn retrnspcd, although mw can infer that the male budy was desir<1bll' 
for Shawn, this was rwn·r ,\dmitted either in the subject:, and thenws of 
his pieces or in his polemical \Hi tings in support of mde di1!1Cl'. lf within 
Cr,,hilm's piece:-, male clcmcers Ml' subversively seen"" desirable, al lcdsl 
the framewurk within which female dL•sin° operates is clearly mMh'd ,,s 
hcternsexnal. As Lynn CMafola h,,s suggested 
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THE MALE DANCER 

Although Graham's works of these decades take the heroine's point 
of view, it is maleness that fuels the drama; it is what stokes the 
passion of her heroines and destroys it, what drives them again and 
again to seek what they cannot have, to desire what they should 
not want. 

(Garafola 1993: 172) 

Graham's men and women seem in Graham's own eyes to have repre­ 
sented differing but positive ideals - men and women in abstracted images 
of heterosexual relations, not fixed in any historical period." Graham's 
readings from Jung no doubt led her to see the actors in her 'Greek' pieces 
as perennial, archetypal beings alive in the collective unconscious. Pieces 
like Diversion of Angels suggest, by their modernity, the type of ideal, 
mythical beings discussed in Chapter 3: their movement suggests beings 
who are more intense, more energetic and more physically aware, more 
masculine and more feminine than ordinary people. One could say of these 
modernist male roles that they represent 'belatedly Darwinian beings' for 
whom the imperative to survive has been 'transformed into a sexual 
imperative to be a man'. This, it will be recalled, is Joseph Bristow's 
description of Tarzan when first kissing Jane. 
The most flat and caricatural male role Graham choreographed seems 

to have been Jason in Cave of the Heart. This is the role whose movements, 
Wengerd suggests, resemble Shawn's Spear Dance Japonaise. Wengerd 
describes Jason as 'a sort of cardboard-cutout Greek Hell's Angel' who is 
allowed only 'to show his humanness after he has been utterly undone, 
but prior to that he is one hundred percent male chauvinist pig' (1991: 52). 
There is nothing, however, to suggest that Graham here was criticizing 
men in roles like this. Medea may have hated Jason (who in the myth 
leaves her for another woman) but only because she still desired him. 
Nevertheless, compared with the roles in Appalachian Spring, male roles in 
the dark, brooding 'Greek' dances, and in pieces like Diversion of Angels, 
are reduced to caricatures of posturing machismo. Deborah Jowitt sug­ 
gests that these men are all prick and no personality. 

The movements [Graham] devised for them - stiff-legged walks and 
jumps, bows bending like a Vat the hips, assertive gestures - imbued 
them with phallic significance. ('We're usually stiff foils, or some­ 
thing large and naked for women to climb on' is how Paul Taylor 
put it.) 

(Jowitt 1988: 230 quoting Taylor 1975: 85) 

What is it, then, that stops Graham's 'Greek' men from being so grotesque 
as to appear inhuman, and thus a challenge and critique of dominant 
masculine norms? Because they are seen by the central female character - 
through Graham's eyes-it becomes possible to discount what is disturbing 
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about thc,,e representations of masculinitv .ind c.ec it a::, just an aberration, 
c1 personal quirk of Crah.im's. Of cottr'-c '1yl/ don't c,1,•e thorn tho way ::,he 
does. As Martha Siegl'l puts it, 'Crc1ham had been making displav dancr-, 
tor men since she had first had men in her company' and she 'didn't gloss 
over the idea that the woman \V,b phvsicallv turned on b\' what [the m.ilo 
dancer! was doing. All through the l 940s ,,.nd l 9:iOs mer~ were Graham's 
villains, and though lo Uc, they mc1y look pompous and groksque1 to hor 
lwr,1i1n.',, thc'y \\Cle' fot,1lly erotic' ('.,iq.;l'l 197'9: 31b). 
. ! jke Sh;1wn1 :o male dancers, Craham: s 'Greek' nwn'" movement ,'trnge 
1-., limited to represent only the more macho side of male behaviour. Thcv 
arc tough - so much so ,1s to be tight and insecure about their boundaril;S 
(Thl'\\_e_leit), defending themselves against repressed den,Jopnwnt,11 con­ 
Ilicts ((. hodorow). I'he tight qualities of the movements should not be' 
attributed l'ntirely to Grah,1111. She didn't demonstrate thorn but ga\'C 
verbal instructions: the male dancers she was working with found these 
tensions within their own bodies. In curnpcnsilting for the embarrassment 
or being the object of Craharn' s erotic g,17c (when Bertram Ross first staru-d 
learning male solos ho rehearsed in private with Graham without tcllinc 

1, 
anyone (Mazo 199 l: 44)), thev turned themselves into tho onc-dimonston.il 
macho 'Creek' l Jell's Angels of modern dance. 

This was c1 male image which had particular social resonance in the 
United St,1tes in the late ] Ll-!-Os and early 1950s. This was, as Ehrcnrcich 
points out, c1 time when social and economic forcc:o We're eroding tradi­ 
tional male values. This v\·,b also the cold war and ?vkCarthy period, and 
"_ time of repression of homosexuals (discussed in the next chapter). 
Craharn's mall' dancers, in their excessively physical, excessively mascu­ 
line form were surely an example of c1 pro-male reassertion of tr~ditional 
1:1asculine qualibes ·- strength, hardness. aggressiveness, expansiveness. 
l he male dancer m her work may be subject to a female erotic gc1zc, but it 
1s ,7 heterosexual one in which the power of the male body is acknowledged 
as an unproblematic norm. 
Crah.un jolted in a notebook: 

The aching muscles 
the remembered glories 
the agonies of the future 

(Craham J 973: 30-1) 

But, ,1s Robert Cohan put it, 'She loved you lo want lo kill her'.' 

DANCE, MODERNISM A.'\!D THE 10THER1 

What Cohan and Crah.im are talking about here has far-reaching implica­ 
uons tor the ,v,,y masculinity is represented in modern dance. [t means 

l l8 

that c1 particularlv strong tradition that corncs from Shawn and is de­ 
\'l•lupcd by Craham has become associated with il. heroic m.isculinit y 
which is valorizcd with reference to nature, heterosexuality and religion, 
.ind presented in c1 style and vocabulary that looks muscular and hard. 1t 
h,1,, been argtwd that this tradition is determined by tlw need to repress 
the internal contradictions of dominant, white, masculine identities. 
One diffcrl'ltcl' between Lknishc1,vn (in which Graham and Humphrev 

hoth c.tdrkd to 1x>rfor111) and thl· <ubsequcu! \, 01 k uf Z.;rci!Mm ,Hld Dot ;::, 
l Iurnphrev is the modernism of the latu-r. [ n contrast tu the blue-eyed. 
blond whiteness of Donishawn. ! lumphrcvs .md Crc1hc1m's companies in 
the l 93lls and l 940s were ethnically diverse, rdlecting the social make-up 
of urban America. 'vlctropulitc1n experience was among the factors which 
Ravmond \Villi,m1s ,1::,socic1ted with the development of the formal innova­ 
tions of carlv modernism (discussed in Chapter ·D. The abstrarted works 
that Crc1hc11{1 and Humphrev crl',1tvd in the late 192()::, and earlv ] 93lls - 
such ,1s l Iumphrcys Colour flrm1w11t/ (]928) or Crc1hc1m's L1111r'11t11!io11s 
( 1930) - must in part be seen as a reaction c1gainst the exotic and period 
costume clcrnccs that they h,,d pl'rformcd in while nwrnbers of the 
Pvnishawn comp,my Writing ab011t her tc,-.ching 1\·ith Charks \A/Pidrn,m 
in f'-iL'W York in 1928, Doris J lurnphrey slc1ted: 

The students ,verc stimulc1tcd by our enthusiasm for sonw dis·· 
co\-eries ,1bout movement, which hc1d to do with oursel\·es as 
Americans - not Eurupe,ms or Amerk,,n lndian:o or E<1sl lndic1ns1 
whid1 most of the Denishawn work consisted of, but as young people 
of the twentieth century living in tlw Lnited Stc1tes. 

(Cohen 1972: bl) 

Gnhindercd bv the need to create an identific1ble setting or social 
reference, Gral~c1m and Humphrey were able to look at the e\.pressive 
potential of moVl'ment itself. Thi~; kind of concern with the medium of 
d,nKe itself is ,111 attribute of modernisn,. ll is this concern with expressive 
movement, togelher with emergent ideologies of American rugged imh­ 
\·iduc1lisrn, ,vhich, from the I 94Ds onwards, informed the work of Jose 
Lim6n and Alvin Ailey. ln turning now to look ,,t them there is c1 shift to 
t,\·o modern d,mce choreographers who WL're dciinitcly not-white Anglo­ 
Saxon Anwric,rns. 

A major probh,m focing black and immigr,mt or 'hyphen,,tt,d' Amer­ 
iec111 dancers is how to deal v,ith or ,woid the effects of stereotypes. 
Sten'otypes iln' not n,1tural or i1wvitc1bk but socit11ly constructed ,md 
reprnducvd in culturc1l forms including dance. !31,ick male dancers may 
in some c,,scs be able to appcc1r less soft and effete, ks" cuntarninated by 
civilizc1tion and thus more 'essentially' and 'naturally' m,,sculine th,1n 
,,:hite dancers of European origin; but black dancers can oft,'n be 
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stereotyped. J. Aschenbrenner has pointed out that reviews by American 
dance critics of black dance pcrform.mcr-, have tended to reinforce 
gentcral stereotypes of black people. Aschenbrenner notes that rcviewor-, 
often comment on the supposedly innate ability of black dancers rather 
than acknowledging the work that goes into preparing for perforrnanro 
or in attaining c1 degree of technical proficiency. Reviewers also attribute 
mysterious qualities to black perforrners, and Aschenbrenner notes that 
there i:i an overemphasis ;n1 the physicality of ... L.inc._)r~ (./\:-,rht.:nbrenrtt:f 
! 980a, b). Black dancers, as Christy Adair observes, have to fight these 
stereotypes in order to establish thcmsol ves as serious creative artists 
using their rich African American heritage (Adair 1992: l80). 

Stereotypes do not work just by putting down groups deemed inferior, 
but also carry with them ,, degree of ambivalence. As the photographer 
David A. Bailey has pointed out, 

The process of stereotyping it; not i1S simple as one group dis­ 
criminating against another. There is a complex amoivulcnce in 
operation. This is ,1 concept in psychoanalysis based on othrrucs« and 
difference. Here the stereotype derives from an underlying fear of the 
subject which is combined with desire and fascination. For instance, 
blacks pose a threat to white society yet within this fear there is c1 

desire and fascination with the physical. textual and sexual physique 
of the black subject's body. 

(Bailey 1988: 36, emphasis in the original) 

Some of the pleasures derived by white spectators from the spectacle of 
black dancing bodies must surd y be determined by the conjunction of fear, 
desire and fascination which Bailey describes. This may also bl' c1 factor 
for black spectators, to the extent that black people internalize 1wgative 
images of themselves developed within white societies." Limon and 
Ailey's ethnic or racial backgrounds are relevant to ,1 consideration of 
representations of masculinity in their choreography. Where postmodern 
choreographers, including some considered in Chapter 7, have chosen to 
deal with issues of race and ethnicity, their work constitutes cl political 
intervention within the dominant modes of representations. Such an 
intervention was inconceivable for choreographers such as Limon and 
Ailey beca use of the underlying ideolugy of modernism wi thin which their 
work was situated. 
lt has been argued that, where representations of masculinity arc 

concerned, non-white masculinities appear from a dominant. white point 
of view to be in touch with 'essential', 'natural' masculinity. These ,m2 
of c1 kind with which modern whites of European origin believe them­ 
selves lo be out of touch. Representations of non-white masculinity 
therefore pose• a threat lo white masculine identity in so for as they 
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highlight the inadequacies of the latter; bu l, as Bailey points out'. tlwy 
,UT also c1 source of desire and tascination. In the following discussion ot 
.\ikv's work it is argw:d that modernism in dance had the effect of 
limiting the threat while maximizing the desirable and Iascinating :opec­ 
ticlv of the non-white body. 

UMON, MODERNISM AND fTHNlClTY 

Limon reecilb in his autobiography that when he first showed Duris 
l Iurnphrcy his piece Ci111t cnne ( J 9,12) she commented: 'This is one of the 
most magnificent dances T have ever seen. lt b th.it Ior a number oi reasons, 
but chioflv because it is a man dancing' (quoted in Siegel !9tF: :21ll). A~ 
one of the· principal dancers of the l Iumphrcv-Vvcidman ,.:omp,rnv during 
the J 9'.lOs and then with his own company from I 947 onwards, Limon was 
ci powerful and handsome dancer. One of his grcc1tcst c1~scts as ,1 dancer 
was his ability to look manly and virile on ½tilgc.H' For this, Limons 
\1exican origin must have worked to his ad vantage: a personal sense of 
pride derived from his cultural inheritance c1s a Mexican and ,b someone 
of Sp,mish origin (Pn1J,1ek Fl91: 2). . . 

It is difficult in the absence of more biographical information, lo JudgL' 
exactly what being American meant to Limon.!' Barbara Pollack has 
described the wav \hat Limon's father (who was of Spanish and French 
origin, his mullw~ being part Spanish and p21rt Indian) bro11ght him up 
spcc1king pure Castilian Spanish which accorded the family some status 
in Mexico U/Jid.: ..J.). The family moved to the United States in l 915 when 
Limon was 7 Vl'MS old. As c1 ?vkxican immigrant living in poorer districts 
of Arizona ,;nd California (ibid.: 4-?t he must personally have VA­ 

pcricnced some racism, and have subsequently been aware of racist 
attitudes towards others of Mexican origin. f le grc,v up in California and 
returned there fur ,l few VCM:o after he left the l Iumphrev-Vvcidrnan 
company in 1940. Whik" on the Wec,t Coast, he da1~ced .. with _M,;y 
O'Donnell before returning to New York 111 the summer ot l J-12. Limon 
was thus in San Francisco during the period immediatelv preceding the so­ 
called Zoot Suit riots <if l 941 in Lo- Angeles between street gangs of 
Mexican imrnigr.mt« and white American servicemen. Stuart Cosgrovv 
points out that the zoot-suited paciiuc« youths were second-generation 
working-class immigrants who were 'stripped of their customs, beliefs 
and languagL'r (Cost>,rovc J9R9: 7>; they thus constituted ,1 disinherited 
gc1wration within disadvantaged sectors ()f North American societv, and 
were alienated both from the aspirations of their parents and trorn the 
dominant assumptions of the society in which they lived. Drawing on 
[o.m Moore's studv of Los Angelvs street g,rngs, Cosgrove distinguishes 
between machismo and pachuquismo: 
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The concept of pachuquismo is too readily and unprnblcmatic1Jh 
cqu,1lcd with the h_'ltcr known concept of machismo. L:ndoubtedh-, 
thev share certain ideological traits, not least a sw,wgcring and ,;1 
tim~s aggrcssi\'C' '->cn,-,c of pmn'r and bravado: but th~~ t1\'() ~onccpl~ 
derive from different sets of social definitions. \Vlwnw-; rndchistn(> 
can be defined in terms of male povvcr and sexualitv. pc1chuqui,-,n10 
predominantly derives from ethnic, gc1wrational .md dass-hascd 
<1spir,1lio11::-,, .ind is k,:,,, c,-i~icntly d l[l.ll',:,liun of gcndc1. 

(ihid.: 11--14) 

lt would be ridiculous to try to make some direct connection betwec;, 
Limon and the pachuco gang,-,. ! re was not disadvantaged, nor was he cv('r 
particularly out of touch with his Mexican roots. :c f)V all acnmnts, far frum 
bl'ing S\•:aggering, Limons dancing was highly lyri~,11 f Iumphrcv, as,\,: 
shall see, attributed to Linton's performance of hi" Chnronn« (1942) an 
appeMance of authority without boastfulness, of power tempered 1\·ith 
intelligence. The roles he created for himself, such as Othello in The A1ocir'", 
P1wa11c ( l LJ49) or Emperor Jones in the darue of that name which he mad.. 
in 1956, conveyed a sense of tragic nobili ty. In fact, compared with th« 
pactu« o gangs, Limon I\ as an example uf ,1 SlllCessfu! Mexican American 
who had kept in touch with his routs. This was doubtless <1 factor behind 
tours of the Jose Limon Dance Company sponsored by the American Stc1k 
Department to Mexico. South America and Europc.f According to Pollack,-­ 
Limon told South American audiences (,-,peaking in Spanish): 

In North America, with all our crudities, we arc Americans, V\/c are 
not afraid to declare ourselves, and have done so in our dance. The 
academic dance from Europe is not adequate to expn'ss what \VC 

have to suy. l lomingwav and Faulkner write' in English, but they 
write as Americans. In the same ,vay, we arc trying to find a new 
langu,1ge for American dance. 

(Polbck l 99J: 37) 

The difference between Spanish- and English-speaking Americans seems 
therefore, for Limon, to have been less than the difference between 
Americans (Northern and Southern) and Europeans, Where there are signs 
of c1 certain male superiority and aggressiveness in Lirnons roles. these 
should nevertheless be seen as deriving from Latino cultural traditions, 
and would have been recognized as such by audiences in the United States 
and abroad. The 'new language for American dance' which Limon used 
to create these roles was a modernist 01w. 

One aspect of the modernism of American modern dance was 0 move 
away from imagery informed by a particular reference or content that 
might cc1rry specific social and political meanings, towards the general­ 
ized, the universal and tho humanistic A movement towards the ex- 
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, · 11 of more individualistic non-srxcific material would also have r,\):,ti..ll) I - - I C .l 

[,\,n ,l n':-,ronse to the rise of \ilcCu:·thyic;rn it: the I 94llc;, \Ve h,:v~ dll'l'c1l1Y 
1 , "' e_~1-1Jnm moved from her American nll'ce,-, of the lute l :UOs and 'e 111 Ih),,,. ' ' (. r 

:, 1:,j:, l t);J.()s tu her abstracted 'CrcL'k' pieces and even more abstracted 
"'", ,1· ,] icrobat' T'icccs like [)iucr,io11 t11' 1l1w1'b. Limon choreographed ' .- C',L (.l l. '-.., ( T - ' I t.) 

,:i,'.,!l'.acll'd musical visualizations (which recall f Iumphrevs work) like his 
,, 1111ili' ,rnd r,111t11,,11 w1tl Fuoi« i11 C minor ( 1952) ,,,., well as narrative works 

t11,,~~~t\l hout his cart~l1L The latter exhibit a pro;;rc:-c;ion that is <imilar A to 
;t,r.ib,~~n's. Limon seems to have had left-wing svrnpathies in the l 9J()~, tor 
e\clrnple dancing c1S cl revolutionary in his Da11:11::; l'vfrXIC/1//11;;': (I 939), horn 
\ :C'\ 1,-c1n .md American themes in this and works like D,111:a de la lv1ucrtc 
;"n8) Wes/cm Juli, Suite (l94J) and La M11!il1d1e (1947), Limon moves 
:,\,,i~iu:1lh· tmv,irds more universal and humanistic themes."! and sub­ 
~--l•uentl\' to ,1b,-,t1'c1cled ones in late works such c1s The \i\'inxed 0%6) and 
' ' , 
; !:(' Uns1111x (1970/ I). 

i\ number of Limon's piece" centre on c1 conflict between two men. Om· 
o1 Limon» carlv pieces for the Jose, Limon Dance Company was La 
'.•:iliw/Jc (]947) ·in which he danced the role of c1 Mexican Indian in a 
,-<1J1flicl with a European conquistador playL'l1 by Lucas I loving. In The 
\-1,Jor's f!11m11c, made bier the same year, l loving played Iago, another 
hiropcun courtier, while Lim(m danced the role of Othello, the :Vloor. In 
~,oth roles T.im6n vvas non-European, but whereas lw wus cast to type as 
i, Vfexican in l.11 Malincile, he was more universally 'Other' ,vhile pbying 
Uthello in T/w /vloor's Pcmmc. Later in ·1 lw frail or ( l 954), where Lim{m ,b 
r udds comes into conflict with Ho\·ing ,,s Jesus, Lim6n is not even 
;1oliccc1blv blc1ck, but even more despised and 'Other'. The move from the 
--:pecifica(Jy 0.frxic,m tmvards a more generalized and unive~sa~ role is a 
modernist one. Beatrice Cuttlicb, ,vriting in 195 l, criticized Limon for l11s 
'limited sense of tragic c1ction !which! reduces drama to a struggle 
between two pcopk' and which ran tlw risk of sentinwntality (Sicgd 
] 9ts7: 26:2). The narrative situations that his works c\.plored were not over­ 
nmiplcx, v\'ith the nmscqucnt danger of stereotyping. The d,rnger for 
Lim(m of being looked down upon c1s a Mexican could to some extent be 
cl\-ertcd through the ideology of rnodl'rnism: un c1bstracted, highly 
expressive modernist dunce vocabulary which evoked gencrahzcd, urn­ 
ver:,,,] values. 
One aspect, at least, of vd10t Humphrey admired in Lim(m'~ d,mcing 

wd,-, that she felt it expressed universal, modern mule values. 1 lw, 1s one 
implication that can be drawn from a passage' she v,;rote ,1bout Lim(m's 
performuncc in his Chaconne. It co111es in her reply tu a review by John 
:Vlartin in the New York Times: 

J sec in the Chc1cmuw implications of whc1t one of the Creek 
philosuphcrs meant ,,vhen he sc1i_cl, 'l'very good citizen should dance 
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in order to understand tlw State and bo c1 gmld citizen.' J lere arc 
cuuragL\ balance in everv sense, authority without bo.rstfulnoss, 
power tempered with intelligence, the possibilities of the whole 
mature 111<,n brought tu ,1 high dcgre,' of perfection_;, 

l lumphroy's own work often stressed shared. communitarian values, and, 
when· it h.id ,my narrative content the characters or rnh·s wore of a 
gl'1wrc1li/'.t'd, humanistic view of somewhat impersonal 'man' .md 'worn.in' 
in society. 1 ler vision was not c1 particularly optimistic one. One motto sh» 
adopted from the American Shaker sect (whose' rituals she used c1s a sourer­ 
for her piece Tile Shilkers ( 193 I)) was 'Ye' shall be saved when vo MC shaken 
fre,· from sin'. One might surmise that, for her, dance was tl1e expression 
of the individual's best contribution to human societv, and modern dunce 
a modern expression of this. " 

Limon later quoted f Iuruphrey when oecHching for a definition of the 
unique power of dance: 1" 

The human body is the most powerful expressive medium there is. 
It is quite possible to hide behind words, or lo mask facial expression. 
It b conceivable that one can dissimulate and deceive with paints, 
clay, stone, prints, sounds. But the body reveals. Movement and 
gesture arc the oldest lcrnguagc known to man. They MC still the most 
revealing. When you move you stand revealed for what you arc. 

(Limon 1979: 100) 

Limon himself argues in his essay 'The virile dance' ( written in [ CJ-18)17 that 
a man dancing reveals himself for what he is, and thus expresses the 'truth' 
about masculinity: 'Since dance and gesture were his long before the 
spoken word, he still has the power to reveal himself more truly in this 
atavistic language [dance! not only as an individual but also "en ·masse'" 
(Limon l 966: 82). What Limon is arguing is not Graham' s view that the 
body cannot lie but the idea that man c'15 a dancer can choose between the 
~~uod of revealing himself truly and the evil of dissembling through dance. 
l hose are the alternatives facing the three Kings that Limon writes about 
in 'The virile dance'. The biblical King David danced 'a ritual of surpassing 
purity and pov,er and showed the man ,1s dancer at his most sublime' 
(i/iid.: 83). Louis XfV of France danrcd too, but for Limon this was an 
arrogant, mincing expression of the cynical, licentiousness of his regime. 
An (unidentified) twentieth-century European king/~ who has been 
deposed and lives out c1 secdv exile dancins in nizht clubs in Paris • tJ (J '" ~ / 

represents 'the fearful spectacle of a sick world in ex/ re mis' (il1id.: 85). Limon 
expressed the hope that 'it will be a saner world when the President of the 
United States, as chief magistrate, will lead the nation in solemn dance on 
great occasions before the Dome of the Capitol' (ii1itl.: 86). All of this is 
clearly in line with Humphrey's idea that, as man dances, ho expresses his 
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.t,1tus and maturitv as ,1 member of society. Sinec· man, for Limon, has the 
-,nW\'r to reveal li1rn,df truly through dancing. Limon feels affronted hy 
~\°h,it he perceives as dancing that lies, dissembles .ind betrays other signs 
l't degcncr,1ey. J Iis conclusion is therefore that there is hope tor, saneness 
.,nd propriety only in a modern American odling -- before the Capitol. ;n 
,i dance that presumably cxpresc,CS the 'truth' about masculinity. Ln;.;on 
hi msclf cxpre,.,sed this 'virile dance' in his most Iamous role, Othello · · m 
I ii,' iviour'c- Puc1111/C. 

The Moor's Pavane 

rite J\1/our''-' /'11,,a11e (I 949) is based on the play Othello, Shakespeare' s plot 
being reduced to c1 simple narrative involving Uw handkcrchid which 
Othello e ivcs to Desdemona. In one duet [ago makes his wire Emilia 
.iware that he wants her tu get it for him, and Emilia achieves this 
when Desdemona drops it during a group seqiwnce. Emilia then teases 
Jago with it. playing hard to get, and then in turn Ic1go taunts Othello 
with it provoking him into killing Desdemona. This last lakes place on 
6tage hidden behind Ic1go':, .ind Emilia's backs. and i:-, followed by a 
denouement. 
The piece starts with a 'pc1\cc1nc'2tl - c1 formal, centrallv focused, syrn-. 

metrical group section for the four dancers -- which evokes an m1c1ge c~t 
flowing, balanced. ::-.lc1kly, idc,1! social relations. The dancer::, return lo this 
in variations and developments throughout the piece, which, as the 
narrative tensions increase, gradu,1lly degenerates into a tense, anguished 
ritual. The tempo varies and the initial squme floor patterns become 
increasingly unbalanced, finally veering into a skewed diamond on" steep 
diazoual out of which Othello and Desdemona break to run wildly around 
tlw:tc1ge. Thus the unfolding narrative of increasing tension between the 
community of characters is oxprossed as much within this group dance ,b 
within the ducts and mimed sections. Only Othello himself remains 
statelv, ideal and noble throughout the piece, expressing the 'truth' about 
rnc1sc~linilv, although it leads him to c1 tragic end. 

Shakespeare's Iago is European and. in contrast with Othello's black­ 
ncss, is probably a blond, blue-eyed white. Limon g~n's his role a 
gr,1ecfulncss of carriage and gesture that hints at the European ballet 
tradition. [ loving, who created the role, was born and brought up m the 
"-:dlwrLmds and had worked with Jooss and Laban before corning to the 
united States. From Limon's point of view, the wk of l,1go must h.ivc 
represented the sort of European courtic'r c1.bout whom Lim(m had c,­ 
prc'sscd such dislike in his ess,1y 'The virile dance'. lc1g(1 lS hghl on his 
fed, and usv,, his hunds and arms precisely extended to make nbscquiouc.. 
g,,6tures. I fp taunts Othello, then steps bc1ck, ',miling, to watch the rl'::,ult. 
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By contrast. Othello is much more grounded .md weighty in his 
movements, and his increasing emotional turmoil is conveved throuah d 
repertoire of expressive mannerisms. l-k grasps a taut fist, tlwn push~s it 
c1w,1y from him, turning his fingers outwards into a tortuouslv twisted 
shape; he bends over forwards or arches backwards, almost as if. he h,15 ,1 
tcniblv pain in tho stomach, Othello confronts people eve to l')'l', pulling 
their heads. towards_ his own to search their souls. It is through this 
~'c'pcrt,om.' ur md1'.l1l'fhl1b thc1t Limon :-,llrdy believed he \\ cb l'\'Uking the 
truth about masculinity 1 he contrast between [,,go's i11Kl Othello's gMe 
thus conveys both gender (active male looking) and notions of honestv 
and guile. 

. I~.ucc1s Hoving, commenting on the role of lc1go, mentioned the pos­ 
sibilitv ~hat there 1s a homoerotic motivation behind Ic1gu's hatred of 
Othello."! Tl11s suggests the possibility of reading the violence and aggres­ 
sion between this pair of men (and other similar pairs in Limon s oe11c'rc) 
as .in expression of the tensions in male-male relations that result from 
homophobic conditioning. ft was argued in Chapter 1 that homophobia is 
'.' med:,m1sm tor rcgulc1ting tho behaviour of all men rather than just sclf­ 
identified homosexuals. Men arc in a double bind in that. while thev an.' 
encouraged to work closely together in the interests of men. there is no 
clear dividing line _between approved forms of male hornosocial bonding 
and expressions of male homosexuality. Iago's relationship with Othello 
could be seen ,,s ,,n example of this doublo-bind. As Othello's second-in­ 
command on Cyprus he is in a position in which he has to work as closelv 
as possibk with Othello in the interests of maintaining Venetian (patri­ 
archal, Christian) hcgern.ony. But c1s a white spectator, following David A. 
Bc11ky, Iago simultaneously fears and is fascinated bv Othello's (black) 
body This concl1~sion can be derived not only from the relationships c1S 

mapped out m Shakcspe,tre's play but from key elements 'Within the 
c!10rcogr,1phed encounters Limon devised between Othello and [ago. 
1 hese can be interpreted as sexual and homoerotic. 

Several times Iago comes up behind Othello to whisper in his ear, 
eh.>gilntly placing his hands on Othello's shoulders, and crookinz his rizht 
leg forwards to partially encircle Othello's body It is as if he i~ about to 
press his body up tightly against Othello from behind. ln his combative 
ducts with ?thello, [ago is more than once dragged across the stage, lying 
on O_thello s ba_ck. On one level Othello's expressed disgust and his 
rqectwn ot fagu 1s because of what the latter is telling him (that Desdemona 
1s unfaithful to Othello), but it also surely has to do with the manner in 
which f,1go makes his approach. In the seq~1encc where lago taunts Othello 
with Desdemona's handkerchief, Iago gets down on his knees and arches 
his back as he twice rubs the handkerchief agc1inst his own bodv from his 
crotch up to his face Jago is implying that he has had sex with D~'sdcmona 
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.ind thus that Othello is c1 cuckold (in Shakespeare's plc,y, he suggests 
l)csdcmona has slept with Cassio): but the manner in which Iago convcvs 
this draws Othello's attention tu the sexual attractions of Iago's own body. 
! le is thus n·,·caling himself c1s a (male) erotic object lo Othcllu'c, (male) 

1~,1!'.l', thus evoking the forbidden realm uf homosexual sc'<uditv. 
What is argued hen' is not that the suppressed homocroticism in 

Lim<in's The i\l!oor's Parnnc i" an cxprc-siou of Limons sexual orientation 
~iut tlut it i,, conditioned by !"!w rwHPrns umkrlyin:~ rnale,--rn,1lc bonding 
in ,1 hnmophobic society. Othello represents ,m attractive, ideal masculine 
type, a man's man. But because he is so attractive, this brings up the 
problem of homophobic constraints on male bonding. What Bristow calls 
TarL,m's imperative to be c1 man is an imperative to be heterosexual. \ikn 
must violently reject anv approach that might be interpreted as homo­ 
:,,exuaL Thus the two men's relationship in Lirnon's choreography turns 
from dignified, ideal bonding into an aggressive, combative and ulti­ 
mately destructive tic. Othello's problems are further cnrnplic,,tl'd and 
exacerbated through the sexual connotations of a male dancer's body 
when he is identified as 'Other'. These sorts of issues would undoubtedly 
have been unacceptable one" for explicit exploration in cultural products 
such as dance during the cold \\·,,r period. !t w,is tht: universal, humanistic 
idcclogics of modernism that restrained Limons work from recognizing 
and dealing with these issues directly, while the aggressiun in pieces like 
The Moor's Parone unite Limon's and Graham's male dancers. 

ALVIN AILEY AND BLACK MASCULINITY 

Alvin Ailey is recognized as a key choreographer in the development of 
black dance in the United States. At the time of writing, although it is c1 

few vcars now since Ailey's death, the Alvin Ailey American Dance 
Thca.tre is still one of the largest and most successful American dance 
companies, attracting both black and white audicnces.22 It is generally 
recognized that Ailey, along with Talley Beatty and Donald McKdyle, was 
responsible for making black modern dance respectable. As Lynne Faulev 
Emery observed, 'It is [Ailey's] blending of the black heritage with modern 
dance that results in his greatness' (Emery l 972: 275). White modern dance 
artists had used black music (for ex,unple both I Iclen Tarniris and, 
surprisingly, Ted Shawn used negro spirituals), but Ailey integrated 
modern dance forms with a black thematic. 

[oscph MMo likened Ailey's popular manner of prosontation to that of 
Ted Shawn: 

In some wavs Ailey is a throwback to Denishawn with its direct chor­ 
eographic stvle, its emphasis on theatrical presentation, and its amal­ 
gam of dances drawn from the various traditions uf the world. The 
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naive muscularitv of tho dances Shawn mack for his all male company 
is sometimes echoed in the exuberant athleticism of Ailcv'< work. 

(.\1,uo 1978: 8) 

Mazo» use oi the word 'various' is, however, ,1 pointer to some key 
differences bctwoen Shawn and Ailey. Shawn, ,,s we have seen, drew on 
,, varictv of dance styles and traditions, mostly from Eastern A sin .ind from 
Europe, none of which had anv direct connection with his identity ,is .1 
white. Anglo-Saxon American. Ailey, however. drew on a range of 
traditions all of which rdated to his black idcntitv styles ranging from 
Africa and the Caribbean to the black American vernacular. lt is those, as 
Emery observed, that he combined with modern American dance. 
Ailey, like Graham and Limon, can be seen to havo moved from the 

culturally specific towards a more generalized, modernist stance. I Iis first 
piece, Blues Suite ( l 958), for his newlv founded Alvin Ailev American 
Danco Company, took ,1s its starting point his memories of l~l,Kk people 
in the Br,1705 Valley in California where Ailey had lived until the nge 
of 11. Two years later with Rcoeiation« (!%0) Ailey explored the more 
gencrali:,cd subject of religious faith and communal spirit found in black 
Baptist rituals. Ailev's later pieces to music by Duke Ellington - -uch ,1s 
Night Crcnt ure (] 9N) - arc more generc1li;:cd ,,gain, evoking celestial jav:y 
acrobats. Underlying the direction /\ilcy's work took was a belief in an 
intcgrationist politics, In the 1970s he told Joseph Mazo: 

I wanted my dancers to feel that they were not just 'black dancers', 
that they \\·vrc part of society There was one white girl with us on 
the tour in I 962 ! of sou th-cast Asia L but J discovered as Wt' travelled 
through Asia that there were blues in all cultures, and that there were 
spirituals in all cultures, and that the people of ,my culture c,111 
express them. l got a lot of flack about it during the 1 %Os, but [ think 
that an integrated compc1ny enlarges the statemont I've been trying 
lo make. 

(1978: 13) 

Whctlwr or not he actually hold this position throughout his career, what 
concerns us here is not Ailey's politics but the ideologies of modernism 
within which his work was situated. Tho modernist emphasis on the 
generalized and universal ('there arc blues in ,111 cultures') precluded any 
exploration of t!w critical potential of oppositional black cultural ex­ 
periences. It has alrcadv been argm'd that whore representations of 
masculinity c1rc concerned, non-white rnascu linities c1 ppcc1r from c1 domin­ 
ant, white point of view to be in touch with \,sscntial', 'natural' mascu­ 
linity, Thes» are of c1 kind with which modern whites of European origin 
gl'nerc1lly believe themselves tu be out of touch. Representations oi black 
masculinity, therefore, pose ,1 threat to white male identitv, in so for as 
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l,,,,,, h1'ahli,,ht Ih« inadequacies of the latter: but, as Bailcv points out, thcv ! {CV t, h ~ - 
.ir/,,Lm a source of dcsin' and fo'>cinc1tion. 
· Vlost of the choreography Ailey rrcated for male dancers fits into the 
,;,)rts of representations of masculinity that have already been di:,llbSl'd 
in this chapter. The male dancers' bodies are shown off in the trio 'Sinner 
;11,111, in J<n,e/lliio11 in c1 similar vvny lo the male display dances which 
Craham made in her Creek pieces. Some of the more celebratory Sl'clions 
. ' \ 1·1,,,,',, "'(w\-, •'()"t,in p,1%-l"C'; fnr 1,i<1PCel"~ tl1.,[ co11kl be COl:lPZHl'd h1 J.tJ~\..,\.~',\, .. 1--.,,1.... ~l-~tLI.I ~""h'"' ~,~ ,,,__ 1 

Craha1;1's passages for what slw called 'celestial acrobats', though Ailey's 
.-)10n:ogr,,phy is more balletic (with high extensions and pirouettes) and 
i,vzv (with fluid and rhythmic movements of the pelvis). Ailey worked 
;-in l~i,, carlv Blues Suite 

0

( I 958) after working with Anna Sokolow, from 
\\ horn he said hv had loarncd 'how to go inside one's self for themes' 
( quoted in M,1zo l t)78: l J ). In key roles in this piece. it could be said that 
Ailey, like Limon. seems tu be trving to express the 'truth' about mascu­ 
linit~ in d.incc. But the main diff~rl'nce between Ailey's dit)rcugraphy for 
rnal~? dancers and that of these other choreographers is the meanings his 
work derives from the fact that his dancers arc (predominantly) black 

\Yhcrc Ailev's work deals with themes or imagery that arc specifically 
to do with bl;Kk experience (and least reducible tu c1 notional universal 
experience) it is potentially at its most threatening to the dominant white 
point of view, The function of stereotype is to defuse the threat posed by 
the threatening 'Other', Because of Ailey's adherence to popular modes of 
theatrical and chmeographic discourse, the representations ot black pet!plv 
that he made are in danger of tending towards the stereotypical. l he 
popular is a source of pleasure because it is familiar. ~tcrcotypcs arc also 
familiar and may be pleasurable tor some spectators. I'hey may not even 
necessarily be recognized as stereotypes by members of the oppre.sscd 
group in question. ln what areas, then, arc representations of masculinity 
in Ailey's work in danger of being read in relation to stereotypes?, , 

Most of Ailey's choreography falls into two broad catl'goncs: either his 
dancers present a jany spectacle of their joy in dancing, or they make a 
sincere expression of emotions that often refer to religious cxpcnenccs. 
Representations of masculinity in the former type of dance piece arc in 
particular danger of being read as stereotypes. As Aschenbrenner pmnts 
out, ,vhite n.'viewc'rs (and by in1plication the dominant white male pomt 
of \'iew) have come to expect black male dancers to be highly energetic in 
pl:rform,mcc and displa.y ,1 supposedly innc1tc sense of rhythm. The high 
kicks and balletic pirouettes of Ailcv's jazzy celestial acrobats can thus be 
::,een to conform tu popula1~ conscn-c1livc notions of a high-quality dance 
product, v\'ithout the dancers gaining rL'cognition for their achievement in 
,lttaining desired qualities. This sort of dancing ,:cm,, how:Ycr, bv ,,pprc­ 
ciatcd in a different 1N,1y from a blcick point ot view. hrst, the Jc1UY 
spcclc1elc i~, a pt1pulm, positive and to c1 certain extent L'xemplary black 
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image. Second, modern dance, like ,,thletics and boxing, has been one r. 
the .icknowlcdgcd avenues through which young black men of 1,·urkint:­ 
clc1s~ origin c,m g,1in recognition and develop a carccr.2 l And even if tht::~,. 
don t, dancmg m black venues to the latest in black music has, for most of 
this century, been an outlet for the expression of black identitv, equally for 
Malcolm X and his contemporaries in Harlen, during the> earlv 1940s a, 
tor young black men 'vcigue' dancing in Britain in tho J99lls.7-l This is lhP 
tiii:.~, ;'u seine for :'f''.'L)C!l of ,q_iley\:- pi~t~V> includ~nb H!iit'/, Stiilt', 7}a, 1V1uucn 
(l\J7-ll, and For 'Hird' - 'vVith Ltl,'L' (1984). 

VVherc work i~, rooted in specifically black experience, ilb consequent 
authentiritv rrnght give it cl power and directness that overrides or displ'I,. 
the skrcotype. But even where Ailey can be seen tu be trying to express.; 
black experience and create representations of masculinitv thc1t arc mean­ 
ingful lo black audiences, white definitions of dc1ncc aesthetic, of ucnder 
and of 'Otherness' intervene. The stereotype condemns the black male 
dancer to be Sl'\.'11 c1s c1 body and ,\S the objectification of black 111c1le sexualitv 
and virility the source of thrill-, and fears to which David A Bailev refers 
Two of the male mks in R/11cs Suite offer a useful example of the ~vc1v the 
dominant white point of view affects the way representations in this clann• 
c.m be read. 

Blues Suite 

In hie, first piece, Hlues Suite, Alvin Ailey drew on his childhood memories 
of night life in the l funky Tonk saloons of Brazos Valley in California. 
joscph Mazo describe" the suite's central theme as 'the drc1ugitw routine 
of c1 small town. with no work and no place to go' (1978: 39). 'B~ckw,,ter 
blues', the central duct20 of Blues Suite, explores a tense, tt'asing relationship 
between ,1 stud/ whose bare torso gleams behind his open black leather 
waistcuat/" and his l.idv in high heels and wearing c1 feather boa, who, as 
the piece opens, is posed half \vay up c1 ladder. When she comes down, the 
spectator might expect an irnperct•ptible transition into partnered dancing; 
but instead the sung comes to an end, and in the ensuing awkward silence 
the woman glares at the man and gives him the cold shoulder. 'Backwater 
blues' plays with the expectation that the couple will execute a culminating 
scqucnn' ot ever higher and more technically demanding lifts. This is what 
the stud dearly wants to happen. Because his dcsin: coincides with that of 
the spectator, the structure of the piece invites, if not compels. the audience 
lo ga,T trorn i1 male point of view. One might almost sav thov become 
accomplices in rc1pe, when he more or less forces her to dance ,,,vjth him in 
a duct full of showy and precarious lifts. 

Steve Neale's observation (in Chapter 3) that women are c1 problem and 
c1 mystery certainly applies to 'Backwater blues'. The stud, as bearer of the 
audience's gc1.!'.e, clearlv cannot understand what she wants, or at least why 

v!L'\., \J()j)f,[Z'\.[½\;! \'\.D \!OPrR'\. ,\'vlHUl/\'\. l),:\'\.(l· 

,;b: t.h)esn't want him. As a mun there is no mvstorv about him, U1Pugh. 

1 ir•· rncwcnwnt½ and the gestures through which he l''\.prL'c;c,cs his self­ 
,-d''iiident manner - his sv,aggering walk and the dismissive shrugs with 
·,,., I,idi he responds to cc1d1 rejection - are open, lc1rgc, un.imhiguous. But 

,,,.11 (]w audience look at him, ksting him and challenging him to proYc ,,. (, ~ 
,_,,."cit· they arc also objectifying the 'Otherness' of his race and colour, u) ,J l / / ~ "- L_') 

·;'hi', is i1 kev to understanding tlw stud's macho behaviour. All lw has 
oi \ .ilu« i,.-.) his l,udy ..1n,J hi~) ~;cxuzdity. l{ol!ert c:taplr•s ( 1 ()8?) dc:~cTil1r>¼ l~L1ck 
:.•.icho behaviour c1s the destructive passing on by c1 poor black ot the 
*'\;alive image uf himself which society succeeds in making him internal­ 
;/\'._ rhe only w,1y he has of establishing his value is through projecting his 
,',i')~atiYl' imagl' of himself onlo others more ,1bject than himself, in this ca.c;,, 
:~:,._,' black woman on the ladder, and by behaving in ,,n oppros-.ivc way 
u-ward- her. By 'putting her down', he further reinforces the abject, 
,,pprcsscd status they both share as blacks. _ _ . . 
'B,,ckwatcr blues' contain-, wonderful rolr-, that .irc ,l gilt tor the nghl 

.x-rformcrs. But however well or badlv these arc performed, the rules 
j C' ,; 

dwrnsdves arc trapped within stereotypical convcntious which reinforce 
:_iw terms of their own oppression. The stud is responding, ,1s Bristow puts 
1t, to the c;exuc1l imperative to be c1 man, by ,,sscrting that he is c1 belcitcdlv 
i),1rwinian being whose sexual passion knows no reason. V\'hcrc a white 
.ianccr asserts that his sexual passion knows no reason, he is implying that 
white men have not entirely lost touch with their essential, 'primitive' 
biological nature. But where a black dancer evokes the :,c\rne imagcrv, thei e 
i•; a clanger that he will merclv reinforce the racist stereotype ot blacks els 
m .rrchaic link in the evolulio~1arv chain, and over-sexed lo boot. 
' Another aspect of lhis negative imc1ge is represented in the misfit or loser 
in the final section o{ Blue,; Suite. When he is first introduced, this ch,nactcr 
is a chnvn-likc figure. While everyone else is 'getting down' with a partner 
in a dance that sccrns to be degenerating into a sexual romp, the misfit is 
un his mvn, and his attempts to join in arc rcpu lsed ,,vith increasing finality. 
Bv the end, sitting cul off from the rest of the dancers, he is an abject vvrcck: 
his shoulders twitch up and down like someone who is suffering c1 nervous 
breakdown. VVhen one of the women notices this and lays a friendly arm 
on his shoulder, he reacts as if she h,1s given him an electric shock, recoiling 
,nv,1y from her in a paranoid manner. Tlw misfit and the studcHt' oppoc,ite 
faces of the same coin. Both characters arl' driven/ in lhl?ir dittercnt ways, 
bv the same sexual imperative lo prove themselves as men. Ailey, 
h~nvc,·er

1 
shm,:s us that, largely becausv of their blacknc:-,s, the imperative 

is so c1bsolutl? and extreme that they cannot possibly ,1ehie\·e anything 
through responding to it . . . 
Although Ailey's ,vork docs not avoid or question stereotypes, _it ism 

moments like t1wsc tht1t the terms of the underlying racist oppressmn arc 
revealed. But such morn.ents are r,Hl'. More often i\ilcy presented dancing 
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roles thc1t \Vl're cclebr.itory, presenting the s cctaclo of d1 .. ' . 
sab,. In the kiter For 'Bird' vvith l (1·,, A'! ~ . J , nu fm d,1nc,:'s 

· v 1 - ( ', • 1 ev uep1cleo 111 ltl • · ·· - 
role or Charlie Parker. The movement stvl; of t! 'd·' .( w1 misht in lhe 
tl 'i · H ,mccrpl,vmo p - 
', L mes verges on the twitchy, abject qualirv of the n . sf . '" o cir!,;,;, 
hut the overall impression of the 1,·,.' . . . . 1L it m Blue~ c;l/i.'c 
:i 
.. 

1
,. . · iece 1c, one of cdL'brc1tion 1. :\ ., 

c azz cs us with sequined show o irls :l , l ' ' s r lll'\ , 
1 

. • o s anc srnoot 1 malt, cl 111.,. • • 
c xccute 11gh stepping, j,v ;;v routines Ti - ·l ·L . l . , ' lll s \',/:o 
wi.·1! t<.1;-;ctlwr. " . . ' Ll c na e anu to harrow don'r }.',,) 

.Aile.y, like Shawn, attempted to find common "r l . . 
mmonty position as a black m l th . 1· l . ,, l und betw ocn In~; ov::1 

I 
· ' ' l oso O l ormnant whit« int ·r, t c 

va uc-trec common zround never exists Ill ' . . c est-, ,ud, 
l · '' · :o, '' touch the idcol · 

lllOC errusm must have seemed to Ailev to offc: l O .. · . . ogtl''. (if 
to work within the com·cnfa,ns 11~ ·l t :etr·t 1,1t possibility Ailov trk•d 
l tit . l · · ' l rnu1 ions ot modernist 1 

su ,s I utmg 1is own point of view for tl ' l . . . l .ui, ,c, 
t 

• •t l · l 1l c onunanr one Hee, , , rus ec mt w supposed univcr: ,1·1 t· tl . . 'use /,,, 
l 

. . . r •"" I Y o 1ese convent 1011" 1 
, ~ • i ' b · t w poxsibiiitv th t l · . . · . .,, nl UH n t lw, . r , c1 11s representations ol black e, • ,·, . , , . ''' 

ma negative, stereotypical v\·ay. xpl l iencc could be VH'\H'< ! 

MODERNISM AND TIJr UNIV[RS Al M \ ., 1 ' l"l. ., 1 I LE 
The simple conclusion to b, 1 • , · . . . . · C. l J. , c l rawn trorn this discussion is that A'I ,. 
,1c11c1m,J1monc1ndShawnr1l1 ·:l .,,.. . ,- ' lc,1,. 
that conformed to prevaien\ ~1 oc :~l,Cl. !Pp1 cscntations of masculinij , 
Shawn's case it has been SUI"" ;'.:.t~~~nscn all, e n~)tlons of masrulinir« ln 
inteutiona l Th. tf •.. l ',n th,1t this may to some extent havo been 
any grouncis fr~;. ~u~\~:~111;;~::~1~~;~<~~~ig~,t .\\:ell have denied the c'<iskncv or 
about tho nature of art ·\·l1:·l . _1 he:!.: slub'.:.c11bed to modernist vicw-, 

' , ' le 1 posrtoc l 1e univ •1 .. 1·t 1- ~ 
expression. c sa 1 Y o moucrni"t 

m:~~c~r~~;:;,~t~1~~·:::~: :~aps~i1\~~\~:tlll·ltt in C~iaplcr 2, the widely held view of 
1 

· · 'C Ov\·c1rus ll1lTe·1s1no ,b'itr·, .1· l 
c1 »out nothinc other th 111 ·! . · . '_- o' · ul ton - L <1ncc 

0 ' c cll1le movement 1tsclt · • · J All the works bv Ail • , C' . , ' -- is an m,1ucquate one. 
. . " l }, .raharn and Limon discussc ! . ti .. ~1 

modernist in their concern with '. I ,· ·l .. ' m. us L taptor arc exp 01mg t 1e cxprcssrvo l 1· l , 
movement as a medium Yet ll i , 1 . '. • • l po en 1c1 m · e cl un ° \•e a llL'0rce of char t · 1· 
narrative. ;\ ll three chorcozra nhcrs 1·11 tl .. :l "1·f . ' ,K cnza ion and . n ' r •, 1e11 c 1 eren t wc1 vs w >r · J J 
ma modernist rejection of tl , . . . _ , . . ' , , , c c mvo vco 
ballet and thcatro d me' ·r11c l~clrratikH_ and n1mwt1C conventions of earlier 

· ' e. 1eu wor constitute i c1 • , "l ,: · throue h which to e, . . . .i . • c ' suu, 1 ior 1ww forms 
0 xpress rnodcrrulv throuuh whi -I t 

experience of modern lif« ..,11 -1 t· _ 1, '1 n uc 1 o express the , " u par tcu arrv a supposed] . 1 po Ii tan experience. Thus rep.'.' t 1· . ' .c •• ': l.c y unrvcrsa metro- 
. • ILSL n cl ions ol masculinitv in :! '. A 
ican dance came to stan J t· tl . . -' moc un mer- . " u or 1e UlU\Tr'->11 '\ . 
modern dancer as a bel 1t' H , I)· . ,· : ' m ~ men can men. The male 
· ' lL \ c1n\1n1,111 bcinc exnr, • i 1· • imperative to be 

1 111111 
ai, . , . ,, , lSSL'l a po itical 

' ' ' ' imperative that was so 'i ill l 1· . 
<pecific but nevertl1c·ll"'" t111\·' . I l ', . ( ' y an, pu 1t1Cc11lv :o.. ·orvrn,~ y 1e\ero,. J 'fl · · ' t,, SlXua · us male, humanist 
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n•1. ,,.km ism had particular meanings in relation to American expansionism 
.. )

1
",·,.,,,rciallv and noliticallv on the intr-ruational scene. 

ll , 1 , l ...__ J r .1 

·1 iw w,1ys in which this modern masculinity was expressed are different 
in Cr.1h,11n1

'.:. and Limon's work. In the Humphrey / Li1T1(m tradition, the 
(l\·,,rdll pattern of the choreography was used to expre'.:.s the communal 
,i:i..l the sor ial. The pav,u,e movement material in Tile lv1oor's Parone is 
:h 

1
,·cd bv both m,,le and female dancers and gr'nder differences are not 

::,pn·i1ic,1l1 y ,,it;niiicd thru,11;h pc1rticulcll' o,ters ,rnd p,1llcrns ;1 t 1 his level. 
e,.,

11
der is signified instead through lhe way the indivich1al interpreted the 

11
,
3
terial in tlw cfancc as ,1 whole, through use of weight c1nd cxpansivenc,,s 

,1, d jn det,1ils of the choreography like lc1go ,rnd Othello's masculine, 
,1<. ll\T gaze and the gestures that signify their mc1sculine aggression. In 
( ;

1
,iham's wllrk, these levels and vocabularies are more intcgrnted into the 

n•(Wl'menl material itself. Her male ,md kmcile roles differ radically at the 
)cn·l of steps and movement patterns, ,1s well c1s looks and gestures. Vv'hat 
1.mile:, male roles in the work of Ailey, Gr,1hi1m and Lim(m is the use of 
J,,;..:;hly expressive movement and gesture and their ,,ggression through 
\, hich these choreographers each, in their different ,\·ay'.:., believed 'truths' 
\-'.,nld be cornnrnnicated. ln the l950s all three produced highly indi­ 
'- i,J1.1,11istic perforrn,mces so that their male roles were in line with 
wnternpura.ry notions uf ruggedly virile American culture. 

This 'modern dance' of course now looks outmoded. Some of the highly 
,,:.pressivc movrnwnt n1ateriaL through which it is suggested Lim6n tried 
lo express the 'truth' c1bout masculinity, probably now looks rather 
,,,;crdone. Jill Johnston's verdict in 1%ll on Lim6n's T!tc Traitor (]954) is 
,,pposite here. She complains that some of the more tortured passages arc 
like bagsful of hot c1ir': 'This is modern d,mcL· at its rhetorical vvorst. A fcvv 
\,·ell-known mcffemcnts from a personal style are contrived lo "express" 
c1 profound emotion' (Johnston l 992: 34). As Marcia Siegel suggests, 
( ;rahc1m's male cfoncer:o of the late l 9-1c0s and 1950s may mw: look pompous 
c1nd grotesque. Tf these dancers' ornure,; now look to some people rather 
chrhed, it is not just bec,rnsc of changes in style and taste, but bcc,1use both 
·truth' and m,,sculinity now seem probkmatic concepts. The idc,, of being 
,1ble to define absolute truths appears inconceivable when we nm-\', as Jand 
Wulff poinh out, see all knowkdgP as socially <1nd historically sitltc1led 
and therefore partial (Wolff J 990: 89). A:o has ,1lrv,,dy been discussed in 
Ch,1ptcr l, cl crucial consequence of seeing identity as socially constructed 
is that we h,ffe become ,1wc1n' of the partial and problematic nature of 
concepts such as gender and race. The monolithic masculinity, which ilw 
male /\merican modern dancer signified, was in effect a denial of the 
pu'.:.sibility of c1 plethora of possible masculine identities, differing in 
rdatilln to cla::;s, race, SL'xualily ,,nd so on. To be fair, Ailey, Graham and 
Lim<m did not ,1llc1gether set uut to spe,1k the trnth ,,bout this tmi\·ersal 
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mt1:oculinitv but to give expression tu the truth of their individual ex 
pcricnccs of gender and gcnclvred rolatiouships. It was the idl'olouv .,r I . t,, , ' 
rnoc errnsm that cncmuc1gt•d them to scl this in universal terms. It was thci1 
thl' d1Hcrl·nces b,•twccn thi-, putative univcrsalitv and the reality oi tlwi•· 
individual l',pericnccs that gave ri:«. tu some· of tlw moro i;itriguin'., 
pas:-,ahvs m their work. 

6 
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:•,lcrcc Cunningham, and in the next generation Steve l'axton. Trisha 
Hnnvn, Yvonne Rainer and other dancers in the Judson Croup, bdwcen 
tiwrn brought about influential cross-overs between the practices of 
-\uwri,·an choreographers and ,\\',rnt-g,irde traditions and :-,i.rr1ll-gic·s cur­ 
rent in the New York art world community during the l 9Slh and l %Os. 
Tlw ,n-,mt-garde wavs in which thcsl' choreographers have attacked and 
,,,1hvcrlcd conventional c'>--pcct,1tion5 of d.mce structure and aesthetics ,·cin 
i'l' dc::--crilwd ,,s 'practices ot negatton'. This i::-, a term which Jim l lark has 
; , -incd to describe such avant-garde strategics in the visual Mh. In avant­ 
c::,-1rde painting, Clark c1rgm's1 these arc forms of docisivo innovation, in 
method or material or imagery, 

whereby c1 previously cstc1blishcd :-,cl of skills or frame of reference .... 
skills and references which up until then had been taken as essential 
to art-making of atw seriousness - are deliberately avoided or 
tr.ivcsticd. in such a vvay as to imply that only In; such incompetence 
or obscurity will genuine picturing be done. 

(Clark in Frascina 1933: S'i note, emphasis in the original) 

i'\y using such strategics to disrupt or destabilize the conventions and 
traditions of mainstream modern dance and ballet, Brown, Cunningham 
.ind Paxton opened up the idea of what constitutes choreography in ways 
-hat have made possible the development of the eclectic, pluralist and 
;,nstmockrn work of the l %ms and l 99lls. 
The example of the work of Cunningham and the development of 

. ontact improvisation by Paxton were two of the most significant influ­ 
·,•nces on the ,vc1y masculinitv has been represented by postmodern 
--\nwrican choreographers in the late l970s and 198lls. To look at Brown's, 
Cunninghc1rn's and Paxton's work in terms of the use ()f avant-garde 
·,lrdtl'gie" is a useful way of considering representations of gender in 
thoir work. 1 

Cunningham was closely associated with the compuser john Cc1ge, and 
the' painters Jasper Johns and Robert Rauschenberg. C1ge first met the 
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3 See Mar ks and de Courtivron ( l 981) and American writers associated with 
Octo/1er magaz ine published from 1\'!IT such as Rosalind Krauss, lan« C,,llop, 
Hollis Frampton, Annette Michelson. There are problems over the the of llw 
word 'feminism' in France, and Kristcva. Cixous. lrigarnv and other French 
writers working <1long similar lines do not nccossarilv us« it tu describe 
thcrnsclvos. '.\evcrthcless they have been called Ieminists in most English- 
1'mgu,1ge writing about them: for example Marks and de Courtivrorr-, 
anthology is titled New French Feminism». 

4 Claid mentioned this in unpublished parts of ,m interview with rnvsolf for an 
article in /srtecruc, l-cbruary l 992. I ht' article was about her choroographv but 
she was also at the lime writing about Cixous and other French feminist 
theorists a,, part of her master's degree. 

4 NIJINSKY: MODERNISM ANO HETERODOX 
REPRESENTATIONS OF MASCULINITY 

It was not of course the supported adagio on its own that was new to western 
European audiences at the time but the Iar greater formal and technical 
complexity which Pctipa had developed in St Petersburg. 

For this performance, the 'Blue Bird' pa,; de dcux was renamed 'L'Oise.n: d(' 
feu', and w,is variously retitled in later programme,,. In l 92 l Diaghilev nearlv 
bankrupted himself when he presented his Iull-Icngth version of Slce;>in:1: 
Bc,ility in London. The 'Blu« Bird' /1/b lie dcux w,». not the only classical extract 
on the programme: sec Garafola (l 989), appendix C. · 

2 For example, SC(' :\ijinska''> account of Fokinc choreographing tho role of 
Papillon in Le Cunuioat (191()): Nijinska (1981): 284-9. t\ijinskv himself hoard 
Stravinsky plav the music for Petrouchkn some time before Fokine did, which 
;.uggests that he ,\·as very largclv responsible for the creation of that role: 
Buckle (! 975): 180. 

3 \Vhilc· the Ballets Russes appeared in opera houses they also when in need of 
money appeared in music halls, and in the American tours in vaudeville 
theatres. ,'\iijinsky performed in a music hall in London when he formed his 
own company in 191...1. 

'± Lady [uliet, in Richard Buckle's words, established d kind of record in having 
seen Nijinsky dance Le Sped re de la ro;;c in three cities in the first nine months 
of its existence. Buckle (I 975): 259. 

:, Quoted in Chadd and Cage (l97CJ): 22. They ascribe the passage to Vogue in 
l 9 l l or l 912 but give no reference. Vogue was not published in the CK until 
1916. The quotation may therefore refer to the interest of New Yorkers not 
Londoners. 

f> Of course Rambert was writing over half a century later and might well 
havr- been thinking of Cocteau's drawing when she wrote this. Rich.ird 
Buckle suggestc, that the drawing depicts an occasion when '.\."ijinks\· and 
Karsavina repeated the whole of F,1u11c a second time. Rambert (1972): 57; 
Buckle (l 975): 259. 

7 SL'e Dvor (1990): 17-20 for further information on late-ninetcenth-rcnturv and 
c<1rlv-twcnticlh-ccnturv ideas about the third sex. ' 

8 Nevertheless, when Ni;rci:'se was performed in Ne,\· York in l 9 l n, the reviews 
specifically mention Nijinsky's 'effeminacy', though this may have been a 
reflection of the extraordinary impression left bv Mordkin. Buckle (1975): 434. 

9 In l 912 it was planned for the Bc11lets Russes to ,1ppc«r at the );aroclrw Dum 
Theatre in St Petersburg. Diaghilev had ,'n'n signed contracts but the 'season 

:\:cnr,s 
h.id to b,, cnnccllcd when the theatre untortun.itclv burnt down. See Buckle 
(1975): 2h2. For dct.iil« of Diaghik•v':, dismissal fru1;, the Imperial "I hoatres in 
[901 and ",ijinc;ky's dismissal in 19! l scl' Buckle, (1979): (1()--3 and (1975): 191-3. 

Ill The most interesting example of this point of view is Buchloh 1981, but it can 
also be round in Lyotard (198.t) and Jameson (JLJ85). 

l l Though during most of his life Stra\·insky drnicd liking Nijinsky'« chorco­ 
gr,1phy fur Sacre, he reaffirmed his original opinion in 1967 when ,1 piano score 
he had marked for '.\;ijin,,b· during rehearsals was rediscovered. lor Stra­ 
vinsky's retraction ½Cl' Str,winsky ( I %9), appendix 3. I le had given the score 
tu Mb1a Sen a.rcr the lll'½l night or the b.iilct. ;:,hp had subsequcntlv gL\ en it 
lo Diaghile\· who h.ul gin'n it to Anton Dolin. Robert Craft points out that, 
while the first performance ot the ballet must have been c1 painful experience 
for Stravinsky, when Sacre was performed in a concert in Paris in 1914 the 
result was a triumph. ll is understandable therctoro for Stravinskv lo have 
suppressed the rncrnury of the ballet. At tho end of his life, however, he said 
that ;\ijinsky':-. was the best ballet version he had seen. Craft (! tJ7b): 37 and 
Dolin (! lJ85): 133-4. 

12 '.\:ijinska mentions that he had a book of Gauguin's paintings «l the time ( l 981: 
-H2) .md told Richard Buckle' that ho actuallv h.id il upcn during rehearsals 
(Chadd and Cage 1979: 2[). 

13 For more on connections between the poetcs m.iudits and homosexual identitv 
,cc Slamboulian and 0-farb ( l 979). , 

1...1 But extremely difficult to perform because of the way the body is always 
presented in protile, and, ,,s l ydia Sokolova put 1t, because of the ingenious 
1,·ay it fitted with the music: Sokolova ( l %0): 40. 

15 Recently reconstructed at San Francisco for the Oakland Ballet bv Frank Ric:o. 
1b '.\'ijinskil \,·as half-deaf, haYing being caught in the slwlling of K(,,,.. during the 

ci\·il war, and spoke little French: Baer sums it up be<,t (1987: 42-A). 

5 MEN, MODERNISM AND MODERN AMERICAN 
DANCE 

Sec Kendall (1979), Jowilt (1988): 7ts--8L Sil'gel (1987), and Shawn (1%8), his 
own book on Dds<1rte. 

2 :\ot just through the example of his d,mcing and that of his company of male 
cbnccrs but also thrnugh his writing cmd lecturing on men and dance: sec 
Shawn (1916, 1933, 193b, 1946, 1%6). 

3 See Terry (1976): 109. r\nirnating a classicJl sculpture in thls 1,\·c1y v,.:as dlso 0 
recogniz,ed Dclsarte e>-.ercisc. 

,t Civen this chronology, Shawn might ,Yell haw actually thought of the 
Husb,rndman when he was writing, but it is also likely th,,t Crnham and/or 
Hawkin,, nMy have had Shawn ,md his 'N,irk at the back of her mind when "'lw 
w,,s choreographing the piece. 

5 Dance in America TV film tviiirih,1 Cmham Dance Cump111111 directed by \.1errill 
Brockwav ( 1976) with Yuriko Kim um as the Bride and David f latch\ Valker as 
the Rcvi\'alist. 

6 l\ppalochi1111 Spring, a film by f'l'ter Clushanok for WQFD-TV (1959). 
7 Of cour',(' not all Crah,1rn's pieces arc situ<1tcd outside history in this wav. 

Epicocb: Part 1 (! 959) about '.vlary Queen of Srnts ]ooh in photogrc1phs like a 
historical co;,lume drama. Usualh~ where d historical rderence b indicated it 
is less c,pPcific: the design uf fi111;, of Snt>H' (1 %8) c1bout l leloi:se and 1\belard 
,,eern:o a slrangl' mixture uf Japane1,e decor and medieval Eurnpe,rn costume. 
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8 Cohan intervu-vvcd by Sdma Jc\1ntW Cohen (197'3), lc,pc in .irchiv« of Dance 
Perspective- l-ound.uion. 

lJ S('l' Fanou ( l %8) .uid r lumi Bh.ibh.i ( l 983). 
10 \,,Lucic1 Siegel wrote: 'Whcit had alwc1ys been Jos,_/°' grl'atl'c,t a:-,sl'l, his \·irik0 

<tvle' ( l YS7: 263). ::>l'l' ,ibo John \1L1rtin1s cornmcnt-, on Limon in 1 'J3b (l %K: 
2~!--,1) and Dd,01\,h jowitt'» tribute tu Limon written in 1972 <1l the time he 
'""" dying (1977: 9ll--4). 

l I Apart from Barbara Pollack's short biographical <ketch ( 1993) and sections in 
:VL1r'l·ia Dm1, ,m Lartlt (1087) and ['aulinc Koucrs Sulit11n; 5011:,; (1989), 
thL:rt! i2:i iutorm.uion on l.im .... )n. ::Viu1e rc-carch could u-efullv b,· '-h>iH. 
through examination of Limon's autobiography in manuscript in '\;cw York 
Public Library Dance Collection. 

12 f .imun chorcogr.ipho.i s,,vcral piece.., on Mexican themes throughout his career. 
of which one of the earliest was 0111i:11s i\llexitmw,; ( 1939). 

13 In J 95() and 195 J The Juse LiITt6n Dance Companv visited vlcxico by invitation 
from Miguel Covarrubias of the the Palacio de Bella::, Artes. Mexico Citv. [n 
l LJ54 the L;S SL,tc Department in collaboration with A'.\TA sent them on ,1 'tour 
of South America and dgain in l %0. In 19r;7 they went on a European lour, 
c1g<1in arr.ingcd by the State Department. Sec Konn ( l 989): 191-236, e'.opt'Cially 
the section where Koner and Limon decide to visit Spain after consultation 
with 'embassy officials' (198lJ: 227). 

14 Limons T!« Iruitor (!954), however, came at tlw height of the :-VkCirthy era. 
l'i Humphrey wrot» c1 long letter to john vlartin in rl';,pon;,c lo his grudging 

review of a programme ol pieces by l lumphrey and Limon that were 
choreographed tu music by Bach. Martin didn't think 'modem' dance should 
use 'classical' music. Part of the lotter \\·,,s printed in the Xc,u Yori:'! inics, the 
full text in Cohen ( l 972): 2r;5_ 

16 Limon doesn't ;,ay where this quotation from Humphrcv comes from. 
l7 l.imons vssav 'f'he virile dance' was iniliallv written for Dunce Ma\a:i11c in 

December l c/rn, around the time that Limon ~va;, planning The Moor'~ Parone, 
and subsequently printed in Sorrell (1%6): 82-b. 

JS Could Limon have been alluding to the Duke of vvindsor? 
l 9 Originally the dancers' roles wore called 'The Moor', 'The 'vloor·s \'Vifc', 'The 

Moor's Friend' and 'His Friend's Wik'; this w.is pn-sumablv to distance it from 
the revered original, but for convenience and clarity the roles here arc referred 
to as Othello, Desdemona. lagu and Emilia. 

20 I'avancs were stately court dances during the sixteenth and seventeenth 
centuries, The compo~cr and dance writer Louis Horst taught a series of 
composition classes on 'pre-classical forms' for modern dance artists, and the 
pava1w \\·a:-, one of the forms examined. There is no evidence that Limon ever 
went to these, although f .ucas Hoving did. Hoving savs that Limon picked and 
chose from the various pre-classical Iorrns what lw wanted to make the 
'emotional textun-' for particular scenes (Mindlin l 992: 17). 

21 J loving actuallv floated this idea while referring to the film bv Laurence Olivier 
of Othello (Mindlin 1992: 15). 

22 ! Iilary Carty has written an intriguing oxamiuation of the make up of AAADT',, 
audience in London in [992: s,'l' Carty (]992). 

23 This is not lo imply that all black dancers in the United Stc1tcs are from working­ 
class backgrounds. In the GK, al least, ballet as opposed to modern d,rncc i" 
nol really a viable option for most voung black people from lower-income 
familic-; Then' is still a much smaller black middle class in Britain than in 
the United States. 

:\ln f·S 

2,1 A, l.iin Chambers ha,-. put it: 'horn plantation to ghl'tto, black culture, .md 
c~,pcci,1lly black music, has provided one of the c,tronge:,t me.ms of survival - 
a secret Lmguagt' of solid.iritv, a w.iv ot .irticulatiru; oppression, a means of 
cultural resistance, a cry ot hope' (( 'hambcr-, l 97/J: l 61), 

25 [ntroducing a British television :ocrecning llf a video of Blues Suite, Robert 
Cohan said that thi-. dud preceded tho rc,-,t of tht' piece. 

26 This wc1,-, the costume worn on the video n'icrrcd lo, ,rnd in pcrtorrnancc al tlw 
r\lhambrc1 Tlwatrc, Bradford, in October I 99 [ and worn in a phot(igrc1ph in the 
progrc1mnw there, but not in tlw phutu~ in Yfa!'.o ( 1972'). 
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Sally B,mcs ( l 98()) ha'.:> ,ipplied the tvrrn 'po..,tnwdcrn' tu llw 1\·ork of da11ecP, 
like Paxton in llw l %Os. l shall bl' applying this term in Chapter 7 onlv lo d,mce 
,\·ork '.iincc the late l 97lb. Cunningham'::, wurk ,;ih umw,,ilv in definitions of 
either modern ur postmodern dance. ' 

2 Cunningh,,m i,-, actuc11ly recc1lling an cinccdotc from an introductorv talk before 
pvrform,mcc:c: by thl' Ci.1~min~ham C('l11Fany which John Cage ga( c to college 
audwnccs m the irnd-[9'.)(),,_ Cage (196l): 94--5. 

3 One would l'Xpcct Cunningham to come out well from tlw lcsl Rubid,,c 
prnposcd, ,b slw is a Cunningham fan, and wa'.i working for Bc1llet Ramlwrt~t 
the lime thc1l S,plt'I wa~ in their rq1erloire. 

~t C(~rolyn Dnnvn ~uggcst~ thc1t :,orne varlicr defender:-, ot l unn1nghc1n1 \vho t.1tcr 
said he had sold out probc1bly wncn'l inlcrc,-,tcd in the wurk ihdf, only in thl' 
revolution. But llwn can the unc be surgic,,llv detad1cd from the other" ,(Klost\· 
l97'i: 3l). " ' 

:1 One could almost make a c-Ub\·cr;,i\·c, homoerotic reading of the piece ,b one 
male energy rubbing againt.t anullwr. Although De Kouning'" c1rthtk philo­ 
sophy was antilhctical to that of Krnschenbt'rg, Willem and Elc1inc De Kooning 
wue on the faculty at 13lcick tv1ountain College where Rauschenberg ,\·a;, ,1 
stmknt and when C1gc ,rnd Cunningham wen· in residence tlwrc. The Du 
Kolining,, dc"igncd tlw ,,cl for ,1 pnform,mce there in 19-18 of Erik Satic's £<11,c 
()f the Mn/11:;a organL--:cd by Cagt' \Vilh Cunningham, Buckminstcr Fuller and 
other;-, taking part. fncidcnlallv Edwin ]Jcnby, in hb Mtidl' on photographs of 
~ijin~ky, mcnlitm'o dic:Cthsing llwm \,·ith Willem De Kooning. 

b Ne\-crthdc'.:>s the Tru:otccc, of the i'vluseum of Mockrn Art in '.\c\\' York did nol 
pmchc1c.c it in 19::;8, fcc1ring 'il would offend patriotic scn;-,ibililie;-,': :-,c'l' Orton 
( ! 988): l3 noll' 22. 

7 The:-,c MC nol the titks Satic g,n-e to the piano pieces, which arc ':Vlanii'Tl' de 
comnw11eemt'nl', 'Prolongation du rn0nw', T, 'I!', '!U', 'En plus', 'Rcdik' St'l' 
Or ledge l 9lJ(): 55-6 for discuc,;-,ion of tlw music. 

8 The pages in Ciw;i.1;,':; arc unnumbered. 
9 '\fore pull i" di,,cerniblc in the lc:·c;i.' /t'r 'fdcci:-ion \Trsiun than in !hat of 

R,,mbcrt D,lnCL' Company. This image could be ,1 reference lo Apollo riding a 
chanot w1lh muse;, for hor-,c~ in 13c1lanchi1w':, Apo/Ion ;\111:,n,{1'11'. 

to This ."l'dion of An lit' f lof1 i'-, performed "" p<1rt of ( 'trnnfnghc1m'c, Fn111! fin· 
fc/cu;,ii,;1. 

t l Cunningham's Second l foi!d \\''1" to han' been scl to Satic'" Suuulc in" pi,rno 
dul'l addplalion which Cage hc1d 1\-ritlcn. The publislwrs Pl Salic',-, music 
Wliuldn'l allciw thic, lo be pcrforrnl'd ;,o Cage dt'H'lopcd hie, own solo piano 
piect' which usc'd Satil'';, ciculrnp,1nirncnl but had a 1w11· mdudy dc,·hcd u<:,ing 
chance procedure;, hence its title Clit't1/' /111itation. Cunninµ;hc1rn tlwrcturc 
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