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Abstract

In How Do | Look? wish to construct new frameworks for understanding the
relationship between the viewer and viewed that allow for movement, reflection ar
ambiguity. In so doing positions becoméixad, and the practice of trying out critical
positions, acknowledgirgstories of debate and experimenting with new positions
becomes performative. | will demonstrate that the body can be used as a tool f
thinking and that taking up the position of the objectified figure may be a criticall

engaged act.

My own subjecte visual pleasures will be a constant throughout the text as | use th
trope of the showgirl to investigate theories and practices. Thus, | shall develop my o

OShowgirlian® approach.

Background to the Research

Feminist art practice and theoretia@ing in the Seventies onwards brought a number
of serious issues to the fore, namely:

- Women are constructed as idealised objects to be looked at in the canon of West
painting’

- Women have been excluded from the role of ipragecers;

- Cinema onstructs the viewer as male, and thus cinematic visual pleasure is directec

men?

! John Berger (197®Jays of Segimmdon: British Broadcasting Corporato Penguin Books, pp.
4564.

2 See Craig Owens (19828yond Recognition: Representation, PoweBerkdlSyltLze Angeles and
London: University of California Press ppl®8 and also Germaine GreerOs effort to reclaim the
female historical paintersTihe Obstacle Ralee Fortunes of Women Painters and TGe8: \Secker

& Warburg(1979.

® Laura Mulvey (1978)sual Pleasure and Narrative (Scesea, vol. 16, no. 3, Autumn 1975,p. 6
18.



During my areducation | have encountered critical approaches emerging from thes
discourses. Pushing against the limitations of these theoretical cornerstames | h:
attempted to embody elements of the discourse and in spite of my intentions, | ha
been confronted with critical reads that return the work to the very problem | have
sought to negotiate. Therefore this research emerges from a desire to create
substative investigation to underpin my practice that will enable me to demonstrate
level of scholarship required to progress discourses around the representation of won
and feminist art practice with integrity.

Looking beyond art practice the contingogularity of new burlesque and even the
pop phenomena Lady Gaga, | see evidence of the need for a more accessible, gene
way of considering sedpresentation. This-adfirms my conviction that there is a
place for artworks that attempt to tackke abmplications of representing women and

the visual tropes such as embodiment, glamour and the abject.

Research Methods

Moving through a range of theoretical positions, | shall explore feminist, critical an
theatre theories and use critical tools fratfeBand Ranciere. Interwoven in the text
will be the voice of the showgirl, collected through a variety of sources; oral histol
interviews conducted with former and present showgirl and burlesque dancers, a
personal memoirs, archive interviews, pldgatter updates, and other online

presences.

| will also include personal analyses of viewing various performances, decoding artwc
and artistOs oeuvres. In my practice | am photographing and videoing empty auditc
working out how | may represettie showgirl and thinking about how | might

simultaneously embody the role of the theorist and the showgirl.



Literature Review:
The Five Modes
of
Viewing (The Showgirl)+4

Go on, laugh, get your moneyQOs worth. No oneOs going to hurt you. | know you
want me to tear my clothes off so you can look your fifty centsO worth. Fifty
cents for the privilege of staring at a girl the way your wives wonOt let you.
What do you suppose we think of you up here with your silly smirks your
mothers would be ashame@ We know itOd the thing of the moment for the
dress suits to come and laugh at us too. WeOd laugh right back at the lot of you,
only weOre paid to let you sit there and roll your eyes and make your
screamingly clever remarks. WhatOs it for? So you teamegwhen the
showOs over, strut before your wives and sweethearts and play at being the
stronger sex for a minute? IOm sure they see through you. IOm sure they see
through you just like we do!

* My conception of the showgirl figure is rather broad, | think of her as the heavily adorned woman,
with a professional skill, who willingly perfammnmsusic in front of an audience.

5 Judy OOBrierfRaureen OOHara) direct address to the audience in Dorothy ArzneBdsi£940)

Girl, Dandéilm], RKO Radio Pictures.
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Introduction

The filmDance, Girl, Damiiected by Dorothy Arznegllows the collapse of a dance
troupe and the dispersal of the darfcaBabbles (Lucille Ball) finds a job hula dancing

in a burlesque theatnhilst Judy(Maureen OOHar#)es to audition for a ballet
company, without saess. We see the friendship of Bubbles and Judy develop and the
two contrasting approaches to their dance careers: that of the burlesque dancer se
make money using her ObrainsO by giving the audience what they want and the hi
minded, ballet daer with artistic ambitions, who practices her exercises every nigh
before going to bed. Eventually, Bubbles finds Judy work at the burlesque theatre wh
she is performirigjas the warrp to her act. JudyOs ballet is hilarious to the burlesque
audiencebut she takes the job, as she has no other options. Judy ignores their taul
and finally confronts their jeedglivering a speech that challenges their $iade sees

the audience and recognises multiple motives amongst them. She admitsdigr compli

within their gaze because Oshe is paidO.

® Dorothy Arzner (194@ance, Girl, Daffiden], RKO Radio Pictures.



A shift occurs when Judy stops dancing and starts talking. Judy chooses to pause
own display as object; she articulates her own viewpoint thus demonstrating h
subjectivity. Her speech causes OMigsCH&w stand up and applaud her. Earlier,

unknown to Judy, Elinor Harris has already defended her decision to dance in ti
burlesque house, telling her boss Mr Adams, a ballet company director; OThatOs
condemn a girl because she has to earn hdivow®.

When Judy speaks, which audience is being spoken to? The cameraOs reverse
isolate some of the audience members so the viewer can see the different types of g
they have. There are also key characters sitting in the audiencen tduaso
unwittingly proves her talent to: she does not know that Mr. Adams is visiting thi
burlesquénouse to audition her. The orchestra complies by remaining silent whilst sh
speaks, and they are amongst the first to join in with applause. But pedtaps m
importantly, we, the cinema audience, are being addressed, and we can choose: '
type of spectator are we? | ask myself, Ohow do | look?0

| have appropriated images from this scene as part of a framing device throughout tl
chapter on the existifgerature on viewing the showgirl that my research draws on.
The images are accompanied with textual tableaus of viewing practices that | am usin
define what | see as a number of different approaches used by theorists that relate to
research. | dve divided up the material into what | have called OThe Five Modes
ViewingO, representing tpeeods within the twentietentury that | see as having a

way of theorising looking intrinsic to thfehihave explored the texts in a chronological

order. By adhering to this framing | am iterating theoretical writing as a textual respor

" Ibid.

® | have chosen concentrate my focus on theories and representations of the showgirl in the twenti
century. This line is somewhat arbitrary, however, | felt that the aesthetic vocabulary of the show
and tropes of glamour progress throughout thepfrstof the century, particularly propelled by the
new permissive jazz era. Professor Rachel Cowgill has written extensively about strategies of vie'
the musical spectacle in the sixteenth to nineteenth centuries, | Qalmendgeon de gracedarierfo
Femininity and Spectatorship at the Italian Opera in EaGentlingtdemtian Femininities
Conference at the University of York April 20¥hat struck me about her research was the way in
she had to abandon any preconception oble®d viewing in order to consider the interactions of
the precinema audiences.

7



to lookingdN at spectacle, at film, at bodies, at cultural practices. The use of images frc
film also foregrounds nopvn particular viewing strategies and returns the theory to the

practice of reading imageBus, | am exploring holiMook as a way of mapping out
how, why and whateise theorists are looking at.



Mode One

The audience sits in an auditorium andwatches a spectacle

on stage, activated by the showgirl. This takes place as
part of a revue, cabaret, burlesque, or music hall, in Europe
and America, directed through styling and costuming to
various audiences from the masses to high society. The
male theorist sits amongst the crowd, observes the

audienceOs encounter with the constructions on stage and
theorises them. His authorial voice decodes the vernacular
amusements, careful to never infer that he might feel the
pleasure of the masses in these conexts. He can theorise

in the face of spectacle. Does his theoretical position give

him immunity from the charms of what he sees?

Many twentietftentury critical theorists fit within Mode One as they consider the
meanings and constructions of cultpratuction that began to circulate over the last

° It may be worth noting that MarxOs influenazitical theorgan be used to explain wingters
might want to be associated with the masses, even if they do not idemitiérwi



century? However, | shall focus on two theorists who directly address the spectacle «
the showgirl in their writings: Siegfried Kracauer and Roland Barthes. Both obser
scenes of popular entertainmard their pleasurgiving devices by sitting amongst the

crowd.

Written in 1927, Siegfried Kracaugi®sMass Ornanfentises on the British dance
troupe the Tiller Girts to critique what he observes as a trend towards meaningles:
spectacle that refks and mimics the factories in which the masses?wBdk. him,

their formation lines functiomsthe factory production lines; Othe hands of the factory
correspond to the legs of the Tiller Gtflsthe mass of bodies broken up into body
parts througtiheir synchronised isolated movements create a shallow spectacle: a mi
ornament that is Othe aesthetic reflex of the rationality to which the prevailing econoi
system aspirdéOFor Kracauer, the Tiller Girls are intrinsically linked to the social
mahise brought about by capitalism, in a particular time period. He reads the body
emblematic of something that the viewer is invested in outside of the theatre that mig

enable them to relate to the construction on stage:

No matter how low one gaughse value of the mass ornament, its degree of
reality is still higher than that of artistic productions which cultivate outdated
noble sentiments in obsolete faxheven if it means nothing more than
that™

The use value of the darspectacle is thatig real and contemporary, and therefore it
disassociates itself from the past yet Kracauer does not investigate the sociolog
aspect of the dancersO experience: dancing in a troupe enabled young girls to trave
explore the world in an era when magional travel was not available to the masses.

19 Notablyfrom the Frankfurt School

1 Whom he mistakes for Americans.

12 Siegfried Kraucet 963 The Mass Ornament: Weimardgssagstrans. Thomas Y. Levin,
Cambridge, MA: Harvard University Press, 1995 486. 75

2 1bid p.79

“1bid p.79.

*1bid p.79.
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The experience of the dancer on the stage is not addressed through KracauétOs writ
Instead, the dancers are merely objects in a theatrical presentation, neither sexual be
with appeal nor subject®rth exploring. The essay suggests a tacit presumption of &
male spectator/reader of the spectacle.

Roland BarthesOs short essay OStripiszasat@rprets the dancing body: the lone
female performer as she disrdbe&s in his other writing, Barthes decodes the
contemporary low culture to reveal the constructions we are unaccustomed 1
guestioning. Barthes considers the meaning and motivation of stripping; its eroticism
well as the profession, thus his style legxtdies the woman stripping and allows
access to how she has come to stand for the erotic object. For Barthes, the stripte
acts as a social control: an inoculation against greater voyeurism, the little bit of evil t
produces the Oimmune Moral 8%

The Oclassic propsO of striptease, he continues, locate the female body in the dom
the object: Othe whole spectrum of adornment constantly makes the living body returr
the category of luxurious objectsO. Their effect lingers on evkeiafeanoval. The

final item of clothing, the sequinnestring, hard and shiny, Odrives the woman back
into a mineral world, the (precious) stone being here the irrefutable symbol of absolt
object, that which serves no purp&séateur performefail to turn themselves into
objects through their lack of technique and inability to correctly handle their props
Thus, mastery of technique, dance ability, and adept execution of costume and props
professional skills. The performer must investt €ftition, practice, time, purchase of
costumes and props) into turning themselves into objects; the striptease and
preparations are actssalbbjectificatipnior to any gaze. This contrary idea will be a
key tool throughout my research.

'8 Thisomissiorhas beemell addressed Bate Elswit (2009ccessing Unison in the Age of Its
Mechanical Reproduchailigournal, Vol. 68, no. 2./59-61.

" Roland Barthes (19Mythologieans. Annette Lavers, Londdmtage, 1993 pp. 8.

'®|bid p.84

*|bid p85
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Both Kracauer and Barthes establish critical decoding methods, revealing what
signified in the messages that surround Hiswever,Kracauerdoes not see that
spectacle could ever be a galvanising force, something utilized to subvert itse
BarthesOs observation that the levels of technique and professionalism requirec
objectify oneself is of great interest to my work, because it recognises the showgirl
more thammerely complvdibin the gaze, but also a director of the gahp@gyto use

her own labour in the service of the viewet Kracauer and Barthes remain outside of
that which they observe, maintaining a critical distance. They write from a privilegt
position of spectatorship and do not draw on a personal expetigecgaze. They do

not speak from a position of experiencing objectification (and furthermore, this
oversight is of no interest to them). What is their stake, we may ask. Is their distar
from their subject of inquiry inviting a critical perspective meested with the

problems of viewing the object?



Mode Two

The audience sits in the dark cinema and watches
Hollywood films that rely on the erotically stylised woman to
generate pleasure. The female theorist sees this scenario
constructed for the (male) viewer and deconstructs it with
psychoanalytical, semiotic and Marxist theoretical tools.
Under scrutiny are the viewing apparatus, constructs of
Hollywood, the multiple gazes in operation, all apparently
more complex through the apparatuses of r@resentation:

the camera and the cutting room.

The following films are recommended either for their insights into womenOs
problems or into the society that creates the problems) E

An American Tragedy.
AdamOs Rib.
Gaslight.

Johnny Belinda.
Masculideeminine.
The NunOs Story.
The Queen.

Red Desert.
LOAvventura.



Salt of the Earth.
Tow Women.

La Chinoise.
Weekend.

Most early Rosalind Russell flms. Most early Katharine He&iyuiimé
(especiallh Woman Rebelny Doris Day film, etetc et¢?

Sandwiched between bibliographies of new feminist writing and abortion counsellir
services, the above list appears in Robin MorganOs early radical feminist antho
Sisterhood is Powéifal was acknowledged not only as a problem, buasalao
potential solution. Accessed correctly, films may help you feel better about being
woman, or so this list seems to suggest. Early feminist discourse around fil
representations in the U.S. attempted to understand the sociological implications
Hollywood; questioning representations of women whilst acknowledging their owi
filmic-pleasures. This Olmages of WomenO critical strand exempbfiedtdgnus
(Rosen, 197From Reverence to Rape: The Treatment of Womdhiaskied, NIOVi)s

and Women and Their Sexuality in the NéWeHRdm 1974) used sociological and
historical methods to decode the stereofypes.

Wellobserved and honest in their own position as seducees of film, these write
tantalise the reader with observationstathe actressesO physicality and sensuality, as il
RosenOs discussion of Rita Hayworth as Oa frank and open beauty; with a dazzling

a fluid lithe body, and a Oplayful abandon that the screen had not s&&n before

Other accounts praised the platsl evidenced pleasure in the narrative devices of the

films:

20 Robin Morgan (197@isterhood is Powerful: An Anthology of Writings Fron® Tlieetationen
Movemenhtew York: Vintage Books.

21 Molly Haskell ¥973)From Reverence to Rape: The Treatmerih thaWdmed987second edn.
Chicago Universitifress;MajorieRosen (1973 opcorn Venus: Women, Movies and the American Dr
1974 hird edn.New York:Avon; Joan Mellen (197%Yomen and Their Sexuality in the Né&ewilm
York: Horizon PressFor a full account the history of feminist film theory see ShHohaidhuri
(2006)Feminist Film Theorists: Laura Mulvey, Kaja Silverman, Teresa de LauretisynBarbara Cre:
Routledge.

2 RoserPopcorn Vema24.
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In the screwball comedies where love is consummated in gags, in the Rogers
Astaire musicals, where it is consummated in dance (or in other musicals, in
song), there is an equalization of oletanid a matching of temperam@&nts.

Their praise of female Hollywood performers is accompanied by an obvious respect {
the women who flourished as professional women within the given restraints of th
period, making their impact on the world. As Rasmunts,

By 1920, 14,354 women listed their profession as Oactress,O according to the
U.S. Labor Department. That number, seemingly small, looms more
significant when one considers that it is almost equal to the number of women
earning undergraduatdlege degrees that y&ar.

Working with an entirely different set of critical tools, Laura Mulvey lit the feminist film
theorytouch papewith her texVisual Pleasure and Narrative CiZBJa Her essay

utilises Freud and Lacamunderstand how film structures the gaze of the viewer and
creates a masculine mode of viewing through its representation of the male gaze, wt
is both scopophilic and voyeuristic. She critiques the construct of women as objectifi

image in contrash the substantiated male character found in Hollywood films:

In a world ordered by sexual imbalance, pleasure in looking has been split
between active/male and passive/female. The determining male gaze projects
its fantasy onto the female figure, whihstyled accordingly. In their
traditional exhibitionist role women are simultaneously looked at and
displayed, with their appearance coded for strong visual impact so that they
can be said to conndtebeookedtnesd

For Mulvey, the female chetex is given the visual imagdieuof narrative power,
mirroring the social status of women at the time of creation.

» HaskelFrom Reverence tqR26e

4 RoserPopcorn Vemqmu$00.

%% Laura Mulvey1975) OVisual Pleasure and Narrative Cinafisa@l iand Other Pleas@esnd edn.
Basingstoke: Palgrave Macmillan. 2004-pp.

?% |bid p.19.
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In this context psychoanalysis proved to be a forceful tool to show how a patriarch
organisation of the gaze dislocates a female spectator. However, MulveyOs text conti
to presume and construct the viewer as male.

This essay represents only a wengall part of the feminist film theory dialogue which
has grown in terms of complexity and the range of tools used: semiotics, Karl Mar
Louis Alhusser, and Julia Kristeva have all been applied to the analysis of film. Wh
my research must take in muwd this dialogue, | am choosing to avoid using their
critical tools because resulting conclusions tend to close down meanings and where
wish to operup possibilities.

Although thepsychoanalytiglode Two authors describe the image in favourablg term
they avoid ownership of the pleasure of watching films and do not articulate any des
for the filmic image; a conscious shift made in order to lend weight to their argumer
As a reader, this style seems disingenuous, and without sensing hogrghaigirit

feel visual pleasure, the text is clinical. It is worth noting the similarity with the Mod
One writers; in reducing the subjects of their texts to a set of signs that point to th
construction of the gaze they render the woman on screeneintigpldo not see
anything beyond her representation.

Mode Two methods also need to be questioned with regards our contemporary conte
what aspects of their theories effectively stand the test of ien@&rk, public space of

the cinema was the orplace to view classic films in the Seventies but since then,
developments in viewing technologies mean we can watch films in any type of space

enjoy the benefits of the pause and rewind buttons on our remote control. We catch |
with televisioron-dermand, or watch on YouTube, with its facility to leave and read

comments In other words, ideas must be read in terms of the contemporaneous mode

of viewing’

" Some othese issudsaura Mulvey has addressed hersBiéath 24 x a Second: Stillness and the Movi
Imagé005 London: Reaktion Books.
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As Olmages of WomenO writers voiced their feminist concerns, they also highlightec
possibities for female agency within the patriarchal film industry. For them, the hope
lay not only in feminist critique but in increasing our awareness of the women who ha
infiltrated the industry and wishing that their ranks might swell. The final words o
Rosen and HaskellOs books voice this desire for change, noting how women h
breathed Olife and form and style into motion pictures when they were
impressionable young art formO and holding onekien the big moneymen moved
inO; acting as Opimi#e

They conclude:

For every stereotype thereOs a cesiatentype and the story of women can
no longer be reduced to a recitation of evils [E] We want nothing less, on or
off the screen than the wide variety and dazzling diversity of male’bptions.

These calls for an expansion of the female archetypes in film may be slow to come
fruition but maybe, we can acknowledge progression in performance and fine &
practice that seeks to appropriate, challenge and critique Hollywood conventior

8 RoserPopcorn Vemué04
29 HaskelFrom Reverence tqpR&2e



Mode Three

A lone viewer sits at home watching, pausing and rewinding
her VCR. As she views, she can take in the television screen
and anything else in her peripheral vision. She has read
MulveyOsVisual Pleasure and Narrative Cinemaand feels

frustrated that her gaze and desire has thus far been

overlooked.

MulveyOs text undisputedly made an impact on the writing of theorists that followe
Mode Three is a reaction to Mode Two, criticising its focus on heteronormative viewir
assumptions; incorporating ei#fnce of desire and emerging queer theory. It is driven
by the subjectivity of the author, her own identity and desires providing the motivatio
for her argument and destabilising the presumptions of Mode Two. Mode Three |
characterised by its combioatiof aggressive contestation on the theories that have
gone before and its sophistication in its use of methods and sources.

1€



Frustration withVisual Pleasure and Narrative @meénta exclusive focus on male
visual pleasure is evidently the impetusdoie Arbuthnot and Gail Seneca in their
essayPreext and Text in Gentlemen Prefei’Bldwgemake their agenda clear in their
first footnote: OWe are using the term OpleasureO here to refer to enjoyment and de
We are not using the word ¢donnote a psychoanalytic framework for our anélysisO.

Indeed their first few sentences read like a manifesto:

As feminists, we experience a constant and wearying alienation from the
dominant culture. The misogyny of popular art, music, theatricatl ditt® a
interferes with our pleasure in them. [E] Howard Hav@e@lemen Prefer
Blondes 1953 film starring Marilyn Monroe and Jane Russell as showgirls, is
clearly a product of the dominant culture. Yet, we enjoy the film immensely.
In this paper, we chronicle our search to understand our pleasure in this film.
We argue thadentlem®nefer Blondar be read as a feminist text. We believe
that it is important to recoup from male culture some of the pleasure which it
has always denied us; we hope that our anal@ssttdmen Prefer Bloitides
suggest ways to discover feminisaspiees within films of the dominant
culture and indicate the kinds of films which might be most conducive to a
feminist readint.

Arbuthnot and Seneca proceed to scrutinise the film, interpresigginsd more
conventional and perhaps superficialimgad order to locate their own visual pleasure
and personal sense of enjoyment. As they explain, Othe destruction of opportunities
male objectification in this film gave us less pleasure than the construction

opportunities for our own positiveerttification with women in this filfi.O

For the authors, the appeal of this film is the genuine affection that the Monroe an
Russell characters have for each atbéing Othe absence of competitiveness, envy and
pettiness*© Continuing on, theglsopoint to the significance of the musical number:

OThe men they supposedly love are never given a musical role, and therefore n

convincingly share in the emotional energy between Monroe and*Rudgel.O

%0 LLucie Arbuthnot and Gail Senet@82 ®retext and Text in Gentlemen Prefer BloGiieSeven
CohanHollywood Musicals, The Film Readtan; Routlegle, 2002 pp. 785.
31 \|h;
Ibid p.84.
%2 |bid p.77.
% bid p.84.
* 1bid p.82
% |bid p.83



showgirl in musical movement displaying henggnskill and ability is an important site

here; a sign with meaning and substance.

If Arbuthnot / Seneca and Monroes / Russell duet, then theorist Judith Butler employ:
a choir in her attack on the presumptions of Second Wave Feminism in (Germsok
Troubl® She provides an extensive philosophical context; drawing on a broad spectrt
of theoristsincluding RenZDescartes, Michel Foucault, Jeanl Sartre, Friedrich
Nietzsche, Franz Kafka, Sigmund Freud, Jacques Lacan, Julia Kristeva, Simone
Beauvoir, Mary Douglas, Esther Newton, Luce Irigaray and Monique Wittig. The
multitude of theoretical positions that she weaves together resists a singular approe
She does not construct a singular voice, but creates a chorus by drawing on suc
multiplcity of sources.

ButlerOs notion of gender as performance, an act, that is scripted, rehearsed,
repeated, can be used to think through overt displays of gender. For Butlendhere is
original gender identity; gendealigaya performance. The exple of drag queens is
used to illustrate the layers of assumed gender:

The performance of drag plays upon the distinction between the anatomy of
the performer and the gender that is being performed. But we are actually in
the presence of three contingehimensions of significant corporeality:
anatomical sex, gender identity, and gender perfoffhance.

In other words, how can there be an original gender identity that is being parodie
when they are all performances?

Gender ought not to be construed asahle identity or locus of agency from
which various acts follow; rather, gender is an identity tenuously constituted in
time, instituted in an exterior space through a stylized repetition of acts. The
effect of gender is produced through the stylizafidghe body, and hence,

% Judith Butler(99Q Gender Trouble: Feminism and the Subversisacoindemutity Nevork;
Abingdon: Routledge. 2006 pp.
37 |bid p.187.
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must be understood as the mundane way in which bodily gestures, movements,
and styles of various kinds constitute the illusion of an abiding gend&red self.

Reading Butler, | am reminded of the new burlesque performer, OTHeamuk
*BOB*Owho considers herself a femtmale impersonator and thus referencing the
world of drag queens as a woman. By separating out the layers of anatomical ¢
performed gender we can think about the knowing, winking burlesque star as playi
with this multlayering. The showgirl is perhaps another outward demonstration of ¢
performed gendedentity that does not necessarily point to anatomical gender
underneath the costume.

Rita HayworthOs dancing, observes Adrienne L McLeditddh al® resists a
Mulveyian fat&.McLean perceives the skill with which Hayworth dances; Oit is not whe
Gilda lacks that makes her fascinating but what sBé¢heaability to sing and dance, to
perform professionall}Cshe is Onot merely a leg, a gowrceada hair: she is a
dancing human being whose thiimeensionality is presented to us kineti¢allyO.
McLean, writing from her position as a dancer observes nuances in HayworthOs dan
that were not visible or notable to other wrffefglcLeanOs sutijeity enabled her to

%8 |bid p.191.

¥ Charles Vidor, Rita Hayworth and Glenn Ford (1648%[film] U.K.: Columbia Tristar Home
Video, 1999.

%0 Adrienne L. McLean (1998 Only That | Do What | Love and Love What | Do: fihd their
Musical Woma&inema Journal, vol. 33, no. 1, g}6.3

“bid p.7.

2 bid p.7.

*1n a personal email (2Blovember 2010) McLean related to me that Ol never really wanted to danc
professionally but loved all of it,dawas a Meadows Fellow in Daasea result of doing well
especi@f in the teaching and reseaaobas.] admired ballet the mostas more suited physically to
modern, but adored tHg taugh that for several years at thwversity levell also choregraphed
and danced for a liturgiaznce group for about five years after | got married, not because |
particularly religious but because it paid well@mdyied working with the students too.

Personally, it was clear te mhat | took up dance, agstobjections ofamily (they didnOt
OforbidO me to dance or anytlikeythat, they just thought it wouddt get me anywhere), precisely
because of its connection to the baayg joy in trained movement agh. My family is quite
repressedbout bog issues, and | didw@int to be, and dance helped me understand huge amounts
about myself.

It certainly was niceahit DID get me somewhere tdany interesin film is directly tied to
dance (I saw dance for the first timenovies, not on a theatdiciage), and since my university days
(I got my M.F.A. in 1981, and wentk#or my Ph.D. in 1994) | hamever not thought about dance
and film together, to somewhat productive énds.

21



seemorelearly. She picks up the ambiguity of address in the visually pleasing defi
number OPut the Blame on MameO that Odoes not in the end, play to and signify only
desire. Although the stripteasé&itdais obviouslyprovocative in some sense, exactly

for whom it is most erotic may not be so easy to pinffoint.O

Mode Three also begins to offer access to the agency of the viewer, and their ability
read against the graiArbuthnot and Senecafidst sentence quotedarier also
structures their endeavour as a model to be replicated by the reader, an invitation to

this at home.

The agency of the performer is also being opened up by these Mode Three viewers
we can read something in their bodies, their mowenuamicing, and singing, then

perhaps we can thinktbie performers anablingpssibilities of alternative readings.

% |bid p.7.



Mode Four

This audience sits in front of a computer screen and
observes footage of recent new burlesque performances
shot anywherein the world. She is a techsavvy viewer able
to navigate online archives, access other viewerOs
responses to video clips, search for online commentary and

tap into current debate, and then blog her own ideas.

This mode of looking is characterised byaty it draws on previous modes of viewing
to challenge and expand what has been estafflisiede Four embraces the
developments in technology that have changed the way we receive information. F
Mode Four theorists these changes represent oppestiaitthallenge the dialectic of
viewer / viewed. Mode FourOs reflexivity encompasses a close examination of curi
trends, innovations on the horizamda reevaluation of the past.

> please note, this Mode will remain incomplete unitih MalberstamOs forthcoming book is in
print. | heard @&ectionof the book at Femininities Confereat¢he University of ork April 2010,
which relates directly what | am thinking about hereeo, | wish to wait until the book is in print
beforel try to represent harews
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Jacques Ranciere fits Mode Four as a thinker who draws on lukaniEsophy. Of
particular interest is his es§hg Emancipated Spgeictatbich he seizes the opportunity

to Oradically distance oneOs thoughts from the theoretical and political presupposi
that still shore up, even in postmodern guise, nidbie adiscussion about theater,
performance, and spectatorship.O Whilst the showgirl is not of specific interest
Ranciere, his text is a particularly useful tool fassessing the power dynamics of the

viewer and viewed, as such, we can considarftiend to the showgifl.

He describes the received idea of the passivity of spectatorship; OHe who looks
spectacle remains motionless in his seat, lacking any power of intéfvamtionO

proceeds to invert the positions:

The spectator is usualiisparaged because he does nothing, while the
performers on the sta@eor the workers outsid® do something with their
bodies. But it is easy to turn matters around by stating that those who act,
those work with their bodies, are obviously inferidrogetwho looBthat is,

those who are able to loBkhat is, those who can contemplate ideas, foresee
the future, or take a global view of our world. The positions can be switched,

but the structure remains the sifne.

Rancieresets the viewerOs brain in motion and privileges the action of the performe
This revision activates the participants of spectacle and their coming together as

community.

The community of new burlesque would agree with RanciereOs assessment. J
WillsonO3F he Happy Stripper, Pleasures and Politics of the Niw fistldsmpleto
theorise the scene, decodes the performance, context and historical precedents
burlesque to access its efficacy and demonstrate the ways it can be congidkiféd fem

** He defines theatre and spect#uls: Ol use those terms in a very general seriSachereude

dance, perofmance, and all the kinds of spectacle performed by acting bodies in front of a collect
audiencéJaqueRancierg2007)The Emancipated Speatiboum, March 2003. 271- pp.271281.

“"bid. p.272
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9 Jacki Willsoif2008)The Happy Stripteasurasd Politics of the New Bufilessagen L ondon and

New York:l.B. Tauris
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Willson asks: Odoes new burlesqueOs glamorous, lavish, optically edible spectacle
voice?®

Locating the friction between feminism and-fematnism with regards femininity, the
book does not try to create a false resolution of thebhssseggests that:

In this heaebn collision between two systems, burlesque allows the female
viewer to question the point where solidarity breaks down. Young women
need to be fully aware of the consequences of their display, yet they must not
be cutoff from their own bodies and the knowledge and personal strength that
comes from experiencing and imaging their erotic pleasure. Feminism
therefore needs to be equivocally poised between pleasure and politics, and
female display must be complimented witlirect address to acknowledge

this perceived contradiction. Burlesque performers offer up a powerful
position for young wome but in order for there to be pizzazz there must

also be a wink, a nudge and a Oknowing® smile.

Here, contemporary examptE#show women might enjoy visual pleasure, how they

identify themselves within a scene and how they may choose to actively take part wit
the scene are all explored.

This is a very brief synopsis of a still expanding mode of viewing. Theoretioas advan
continue to be made that deal with the increasing significance of online social netwoil
and our evechanging relationship to technology.

% |bid p.157
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Mode Five

The showgirl looks at an audience; she knows what they
would like to see, but she defies them andperforms what

she would like to perform.

The object / subject speaks! Mode Five is thaeslelftive practice of positioning
oneself in front of an audience. It demonstrates an understanding of the other modes
viewing via its sophisticated address to the viewer. Mode Five challenges t
relationship between the viewer and viewed by disrupting attempts of viewer passivi
Here, the performer mobilises the audienceOs active participation in spectatorship w
performing her own active subjectivity. On the surface, the gestures pdrijormed
Mode Five artists can appear simplistic, but the demarcation of power is beir
subverted, and the insistence on presence results in a demonstration of individ
agency. Critique from within the site of the viewed is difficult; there is a datiger that

critique does not register. It is an unstable, but exciting position to be in.
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Strip No.6 Crit{@999) Jemima Stehli

Jemima Stehli adopted the position of the stripper in her photographiSteprias
which she questioned the designation @fepan the art world within a voyeuristic
framework. She stands with her back to the camera in front of a seated male who
identified only by his job title, OCriticO, OWriterO, OCuratorO Arl@ipecidi®.
release is visible in his hand. I gdmtograph Stehli is in a different state of undress
caught in the act of strippindhe precise moment the photograph was taken during
this private strip is controlled by the seated male, his power doubled through the stat
of his job in the art worldAnd yet, he is the pawn within StehliOs @reehas created

the scenario; it is her concept, her intellect, her skill, and her body that she chooses
display.She is activeThe seated male is unable to not look; he must play the stooge.
The phaograph registers his level of satisfaction or discomfort: is that us, the viewe
looking at ourselves? Talking about the work, Stehli explains:

The only way to understand your place as an artist in art history is to
acknowledge subjectivity and theuoirstances of the work. You can only try
to talk directly about your experiences and sometimes for me that means



relating them without taking any position. ThatOs what | was doing with the
Strip works?

Enacting her subjectivity and allowing herself the room to not take a position enable tl

work to address her themes in a very generous, fearless and even humorous way.

Official Welcof@@01) Andrea Fraser

Similarly the artist Andrea Fraser alse tagehe position of the stripping woman. In

her performanc®©fficial Welcprshe addresses an assembled art audience giving ai
introduction to Othe artist Andrea FraserO. The scripted dialogue, in which she perfc
OartistO and OsupporterO quatderafcollectorsO and artistsO real introductions anc

acceptance speeches, all delivered whilst Frasers strips naked and then clothes he
again by the end of the performance:

Artist

Yeah, the art world likes Obad girls.O But if you tell thentiyteople donOt
want to hear the truth. If youOre honest about how stupid and fucked over life

is, you end up in the tabloids. | donOt go looking for it. It just comes in a big
stinking tidal wave.

Removing bra, then shoes, then thong.
IOm used to ittOs boring.
[E]

*2Sharon Kivland, Lesley Sanderson and Emma Cocker (2004) Transmission: Speaking & Listening
volume 3, Sheffield: Sheffield Hallam University / Site Gallery.
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Supporter

Well, thank you. Thank you for your dedication, for your vision, for your life.

I think we all must dare, as artists do, to break free of the past and to create a
better future, rooted in the values that never changeOsTihat great lesson

our artists teach 6.

FraserOs work can be understood within the context Olnstitutional CritiqueO, as pion
by the artists Hans Haacke and Michael Asher. Within this positioning her work taki
on an intellectually engaged exammaf what we expect a contemporary artist to give

us; she subverts what we think art is by conflating the site of the artwork, the museu
the collector, the critic and the performer. Can we be sure where they all begin and e
On one level it appeaas though existing positions are recapitulated, but actually the

piece serves to destabilise them.

Still fromViva (2009) Anna Biller

In feature filmVivaartist/flmmaker Anna Biller constructed a recreation of a Seventies
sexploitation movi@. The film is an uncomfortable mix of camp pastiche and truthful
reatemotions storyline, which sees Barbie/Viva going on a journey of sexua
emancipation. The final scene, celebratory and sad, sees Barbie and her friend |
downmarket recreation of Mign Monroe and Jane RussellOs nufaet.ittle Girls

3 Andrea Fraser and ed. Alexander Alberro (2005¢um Highlights: The Wadfingsdrea Fraser
Cambridge, Mass: MIT Press.
>* Anna Biller (2009)iva [film] Los Angeles, CA: Cult Epics.
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from Little Rofilom the filmGentlemen Prefer Blorfé@sBiller, the aim is to negotiate
how female desire might be represented and provoked. Most interesting to Biller are 1
responses she edeges from female viewers in support of the film; women can read the

resistance in the film, but she finds male viewers only see Pastiche.

Stehli, Fraser and BillerOs work all demonstrate bravery, a willingness to provc
experiment, offend, and chaflen By using their practice to address theoretical issues
these artists have been misread as recapitulating what they intend to criticise and
concern drives my research: that embodying critique can still acknowledge tl
contentions that feminism hast forward about women in representation.

The theoretical analyses of viewing (the showgirl) evolve across time as change:
society influence who may take up the position of the theorist/academic, as fields
enquiry open up and take seriously teaspkes and pursuits of the masses and as
technological advances shape the ways in which the spectator looks and the show
circulates. Although my formulation of the OModes of ViewingO is broadly chronologi
| would suggest that Mode Four remaiesctivrent mode for theoretical approaches. |
have conceived Mode Five as achronolgical, the mode that progresses beyond look
to the position of the viewed who sees and thinks. Taking up this research challenge
fine art practicéed researcher faminist, a showgirl enthusiast, amateur dancer and an
I-pod touch owner might just be the right combination to make an original contributior
to the discourse that crosses Mode Four and Mode Five.

> Howard Hawks, Marilyn Monroe, Jane Russell, Charles Coburn, Sol C. Siegel, Charles Lede
Joseph A. Fields, and Anita Loos (1@)tlemen Prefer Bldhdg®Beverly Hills, CA: Twentieth
Century Fox Home Entertainment, 2001.

*%| talked toAnnaBiller about the film in September 2010, LA.
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Chapter Plan

Introduction: Background to research
Chapter 1: The Five Modes of Viewing (The Showgirl)
Interlude 1

(A break from the flow of building my argument, | wish to insert OinterludesO b
printed recto with a blank page verso) They will be short descriptions &nd ana
have viewed in relation to my research. Articulating my response as a viewe
arguments developed elsewhere in the text.)

Watching a burlesque show; description of performance, audience, the perform
performancewdy | found out about it. Some reflection and analysis of how | fel
whole thing.

Chapter 2: If I Can't Dance, I Don't Want To Be Part Of Your

Revolution®’

In this chapter wikxploreperformativity as | look at the precedents for dancing
as a thinking strategy deployed by feminists. | will answer questions like: ¢
feminists dance? amdhat does the body in motion symbolise? | will look at
how the showgirl figure can generate ypleaand why this might be useful in
terms of performance and thinking of feminist forms of resistance. | will also
address feminist art practice, which also uses the body in motion.

SueEllen Case (200%eminist and Queer PerformanceStitigalalgrave
Macmillan

Jill Dolan (2010heatre and Sexuditgrave Macmillan

SueEllen Case (208minism and Theatlgrave Macmillan

Jill Dolan (1994presence and Desire: Essays on Gender, Sexuality, Performar
Perspective¥vmmen and Genbee)University of Michigan Press

Susan Leigh Foster (Authdgggy Phelauthor),Andre LepeckjAuthor),
Stephanie Rosenthal (Edit@01Q) Move: Choreographingayaard Gallery
Publishing

Peggy Phelan (19%purning SexrfBeaming Public MemBoededge

Peggy Phelan (1998marked: The Politics of PerfGtmatenye

57 Taken fromof the Amsterdarbased curatorial projeathich use a quote from the feminist
anarchist Emma Goldman for their name.
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Philip Brett, Su&llen Case, and Susan Leigh Foster (1995) Cruising the

Performative: Interventions into the Representation of Ethnicity, Nati@mality,

Sexuality (Unnatural Acts) Indiana University Press

Judith Halberstaforthcoming Book

Amelia Jones (1998ody Art: Performing The Stbjewapolis: Minnesota
University Press.

Wendy Parkins (200Bjotesting like a Girl: Embodiment, DissamtrastdAgency
Feminist Theory; Sage Publishing.

Helen Thomas ed. (199ance in the CBasingstoke and London: Macmillan
Press Ltdludith Butle(2006)Gender Trouble: Feminism and the Subversic

Identitgnd edn. New York; Abingdon: Routleglg

Adrienne L. McLean (2008eingRita Hayworth: Labor, Identity and Hollywoo
Stardord.edn New Brunswick, New Jersey and London: Rutgers University
Press.

Adrienne L. McLean (2008ying Swans and Madmen: Ballet, The Body and Nar
Cinemblew Bunswick, New Jersey and London: Rutgers University Press.

Nina Power (2009Dne Dimensional WowWarchester, UK and Washington
USA: O Books.

Susan A Glenn (2006emale Spectacle: The Theatrical Roots of Modern Fe
Cambridge, MA and London: Harvahdiversity Press.

Jenelle Porter (200@ance With Camétailadelphia: Institute of Contemporary
Art, University of Pennsylvania.

Artists: Andrea Fraser, Eleanor An¥imonne Rainer

Interlude 2
Moulin Rouge, Lido of JBhikeea largealshowgirl production; content as before
description and analysis of my experience.

Chapter 3: Rehearsal and Performance

In this chapter | will use Ranciere t@valuate the performer/audience binaries.

| shall look at the ways in which idensit@iehearsed® and Operformedd. How ¢
we consider identity creation and-iegfesentation through appropriation and
repetition. | will be looking at the impulse to look backwards to find alternative
styles/ideas etc as a way of contending the present.

Jacques Ranciere (2008 Emancipated Speaatton and BrooklyiVerso.

Judith Butler (200€ender Trouble: Feminism and the Subversi@ndEethentity
New York; Abingdon: Routledge.

Craig Owens (199Beyond Recognition: RepresengatiamdFowtuierkeley,
Los Angeles and London: University of California Press.

David Evans ed. (2008ppropriation (Documents of ContempboargoArgnd
Cambridge MA: Whitechapel Gallery and MIT Press.

Erving Goffman (1959)he Presentatiodbetifin Everyday, lFarden City, N.Y:
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Doubleday.

Bertolt Brecht (1964Brecht on Theatre: The Development of, @l Asesdhtedios.
John Willett London: Methuen, 1995.

Paulo Freire (197@edagogy of the Op@Bedsekhniversary ed. New ¥Xand
London: Continuum, 2006.

Antonin Artaud (1938)he Theatre and Its Ddrislemond: Oneworld Classics,
2009.

Maria Elena Buszek (2008RUp Grrrls: Feminism, Sexuality and Popular Cultu
Durham and London: Duke University Press.

Artists: AnnaBiller, Cindy Sherman, Yvonne Rainer

Interlude 3
Watching the Crazy Horse revue in Paris, which appears to straddle a number o

Chapter 4: Glamour: The Theorist and The Showgirl

This chapter will explore the appeal of glamour, annexiemiof the aesthetics

and the production of desire through those tropes. A development of my
Transmission: Hospitaldgference paper, this chapter will consider the
applications of glamour, our need to have aspirational figures and why th
showgirland theorist utilise it. This will also be explored by looking at glamourC
relationship to the abject. Does a fear of the abject inform our need for the
glamorous? | will draw on Freud and Lacan to inform our understanding of
glamour, as well as receexts that look at the histories of glamour in the
twentieth century. Interwoven with the theory | will also cite personal interviews
with a variety of performers who use and construct their own glamour.

Stephen Gundle (2008lamour, A Histor@xford and New York: Oxford
University Press.

Stephen Gundle and Clino T Castelli (2086)Glamour Sysiasingstoke and
New York: Palgrave Macmillan.

Carol Dyhouse (201Gjamour: Women, History, Fenhiomgilon and New York:

Zed Books.

Julia Kristev#&1982)Powers of Horror: An Essay on A@atiéark: Columbia
University Press.

Jacques Lacan (193Bgs complexes familiaux dans la formation de l'individu’,
IOEncyclopZdie Fravehise Paris: Larousse, 1938ublished translation
by Peter Wollen, 1993.

Sigmund Freud (192®etishism@he Standard Edition of the Complete Psychol
Works of Sigmund Fredd and tr. by James Strachey et al., 24 vols.,
London: The Hogarth Press Pressl the Institute of Psycldmalysis,
15374 vol. 21, pp. 121 57.

Jackie Stacey (1983argazing: Hollywood Cinema and Female Symextatorship,
Routledge.
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Alison Grist dir. (2010inmodesty Blaize Presents: Burlesqufilondrédsagd
Falls).

Mathieu Amalric (201TpurnZ©n Touffilm].

Artists: Rose English, Forced Entertainidatisa Carnesky

Interlude 4
Watching a mainstream strip show aimed at men e.g. Spearmint Rhino.

Chapter 5: The Extra-diegetic Voice

Appropriating the terms diegetic and ediegetidrom film studies, which itself
appropriated from literary theory, | shall develop a number of ideas around th
possibilities for considering the voice of the showgirl. | define the diegetic voic
as the performerOs individuality/subjectivity comingugthravithin the
performance. | see the exdiagetic voice as the vemeer to the performance

in the form of the performerOs online persona i.e. a personal webpage, Twitt
Facebook, Myspace. All ways that a performer might represent themselves tf
becomes supplementary information to their performance. | will draw on the
rapidly expanding literature that explores new technology and performativity.

Laura Mulvey (1973)isual Pleasure and Narrative ,Cuoeesn, vol. 16, no. 3,
Autumn 1975, pp.Ea8.

Alice Marwick (201®tatus Update: Celebrity, PublicityBraddd®df in Web 2.0
PhD dissertation, New York University, Department of Media, Culture,
and Communication.

E.J. Westlake (2008yiend Me If You Facebook: Generation Y andePerforn
Surveillancehe Drama Review, Volume 52, Number 4 (T 200) Winter
2008, pp. 240.

Amelia Jones (2006¢If/image: Technology, Representation and the Contempore
Abingdon, Oxon and New York: Routledge.

Feona Attwood (2011) OThrough the ingokGlass? Sexual Agency and
Subjectification Online® Nlew Femininities: Postfeminism, Neoliberalism
Subjectivitgd by R. Gill and C. Scharff, Basingstoke and New York:
Palgrave Macmillan.

Susanna Paasorferrthcoming book

Jacques Ranciere (2pU8e Emancipated Speaatton and BrooklyiVerso.

Jacki Willson (2008he Happy Stripper, Pleasures and Politics of the fistv Burles
edn. London and New York: |.B. Tauris.

Debra Ferreday (2008)owing the Gtéminist Theory; Sage Pultigh

Interlude 5
Watching a performance that appropriates from styles of performance mentione
Entertainment, Rose English or Ursala Martinez.
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Chapter 6: Conclusion! The Showgitl Speaks

Interlude 6
Watching a performancadadamic context.



Conclusion

This research represents a timegxanination of visual pleaswsing the body as a

tool for thnking and performing subjectivityat seeks to draw arew practicesf
femininityfor exampleourlesque dancing (both watching shows and attending classes
and glamorous, constructed personatditg Gaga and the newssibilitiesor online

social networking such as Twitter that enable immediate commentary from bot
performer and spectator.

My research satbnsciously crossesual and performing art, media studies, feminist
theoretical discoursesd| hopeit can bridge thesalifferent areas of study.In
developing new frameworks for understanding the relationship between the viewer a

the viewed this research is able to offer something across this range of disciplines.

Thereis an increasingly broad baoofypracticded and academic reseatiht are
emergingto address the performativity of social networkimg politics of new
buresque, the histories and pleasures of glafWwillson'sThe Pleasures and Politics of
the New Burlesgonaccessible book emerging from a Ri\perhaps, the closest to my
researciowever, Willson does not draw on interviews to builduaepafthe voice of

the viewed, unlike in my researchelieve the methods | ataveloping to claim new
OShowgirliap@sition givemy research a unique position, and one that dovetails with
existing discoursedlamely, bgiving voice to the odxgtified fgure of the showgirl and
asserting my own pleasures in the constructed, performative and gkamdon@as/ing

*8For example; on social networkiiige Marwick (2010) Status Update: Celebrity, Publicity and Self
Branding in Web 2.0PhD dissertation, New York UniversiBgpartment of Media, Culture, and
Communicationk.J. Westlake (2008) Friend Me If You Facelfeekeration Y and Performative
Surveillance, The Drama Review, Mel®2, Number 4 (T 200) Wing808, pp. 240.0n the pin

up; Maria Elena Buszek (2006)-Bm Grrrls: Feminism, Sexuality and Popular @ulurham and
London: Duke University Pre€s glamourStephen Gundle (2008) Glamour, A History, Oxfadd an
New York: Oxford University PresStephen Gundle and Clino T Castelli (2006) The Glamour
SystemBasingstoke and New York: Palgrave Macmilla@aaoddDyhouse (2010) Glamour: Women,
History, FeminisitmLondon and New York: Zdgboks. On new burlesquéacki Willson (2008) The
Happy Stripper, Pleasures and Politics of the New Burfestjgdn. Lodon and New York: I.B.
TaurisDebra Ferreday (@8) Showing the Girl, Feminist Theory; Sage Publishing.
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them together with theoreticatholarship (and demonstrating the glamour of the
theorist).

Whilst it is too early to fully envisdlge range fowho thiswork might benefit, | feel
confident that there is potential for an audience to be developed both within fine ar
and beyond into, potentially, the arena of accessible femfosenprecisely,amthe
mainbeneficiaryf this work this scholarship will enable me to growonfidence aa
practitionerand develop riskier, more challenging artworks with a fully developed
criticallyengaged contexthis research will directly lead to a new body of work.

Furthermore, my researtth date has already been put toimgay teaching practice
and thisresearch can easily be translated into pedagogical tools.
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