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Preface

Postgraduate research is a vital activity at the University of SalfbrlSalford Pagraduate

Annual Research ConferenceRARC) is a unique event that creates the opportunity for our
Salford researchers and other delegates to gain confidence in their research, and to enhance
their research skillSSPARC 2011lwas a greasuccess. It brought together researchers from
multidisciplinary subject areas, to be united in sharing their research aspirations and outputs
within a safe and vibrant communitgnd professional research community from at last 18
other UK universities ad some international presenc&he conference covered broad
themes under the umiiee of Arts & Social Scienced{ealth & Social Care and Science &
Technology. The conference programme was enriched with high profile keynote speakers,
training sessions andiorkshop and interactive sessions chaired by senior academics and
researchers. In recognition of research excellence and innovation, SPARC offered a number
of awards for best papers and poster presentations.

We hope you will enjoy readintheseproceedngs which sharesome of the outputs of
research facilitated by SPARC.

Prof. Vian Ahmed
SPARC 2011 Conference Chair
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Allegory and Enlightenment in the Eighteenth Century: the frontispiece to
William Blake's fAThere is no Nat

Mark Yates
School of Humanities, Languages & Social Sciences, The University of Salford

Email: m.t.yates@edu.salford.ac.uk

Abstract

I n a reading of William Bl ake's f ratodnavs spi ec
largely on the history of the allegorical mode, | offer a narrative that explores the creative
ways in which Blake illuminated his ideas about the value of Enlightenment thought.

Keywords
Allegory, Blake, Education, Enlightenment, lllustration.

Fig. 1. William Bl ake, frontispiece from i

Il n his first il luminated book, AThere i s nc
personifying practises of the allegorical mode not as a reaction to but as tta¢ oaticome

of his desire to expound Enlightenment educational ideals. This work was originally
produced in c. 1788 and continued to be printed by the engraver for many years: in fact,

Bl ake cel ebrated the work oveotyheotyl@edadr sy
Bl ake's clear recognition of ANo Natur al Re
oeuvre has not, however, generated an appropriate response from Blake scholars, the majority

of whom have hastily described the engravedeptat f r om @A No Nat ur al Re
more than what S. Foster Damon referred to
Bl ake's il |l uminat e da fleeting mssessmgri whicli @atld )ater fbe 36)
repeated in the highly influentialanographs of Northrop Frye (1947) and David V. Erdman
(1954) . This paper aims to offer a reasses
contribute to the long oveatue repositioning of this work as a defining text in Blake's
catalogue by investigatingwh Bl ake beli eved that @ANo Natur a
upon which his subsequent prophecies were built.


mailto:a.author@university.ac.uk

| will initiate this investigation by analysing the specifically allegorical nature of the figures
which appear in theatr ®etligpioeoce | &f giiNdA] Nat v
presented his readers with the image of an elderly couple who were seated in the shade of an
overhanging tree. To the right of this couple stood two men, both of whom were unclothed.

In order to analysehe allegorical contents of this illumination, we must first learn how an
eighteentkcentury artist would have understood and consequently adopted allegory. We can

do so by looking at contemporaneous pieces of literary criticism that investigated the
practical functions of the allegorical mode. This study will reveal the dominant conventions

of allegory during this period, allowing us to produce a relevant methodology that will help

us to decode the allegorical contents of Blake's frontispiece.

1. Allegory in the Eighteenth Century: the literal and the mythical

The eighteenth century is often identified as a period that was antithetical to allegory.
However, throughout this period writers made effective, innovative use of allegavgris
as diverse as Jamdhomson'sThe Castle of Indolencf748) and Tobias SmollettBhe
Expedition of Humphrey Clinke(1771) demonstrate. Accordingly, eighteendntury
literary criticism frequently investigated the recurrent methods of this popular tradition. John

Hughesj n hi s fAEssay on Al l egorical Poetryo (17
An Allegory is a fable . . . in which, under imaginary persons or things, is shadowed
some real action or instructive moral . . . it is that 'in which one thing is related, and

another thing is undersid.' It is a kind of hieroglyphick, which, by its apt
resemblance, conveys instruction to the mind by an analogy to the senses, the literal
and the mythical: the literal sense is a dream or vision, of which the mythical sense is
the true meaning or intergation. (p. xxi)

Hughes argued that an allegorical work must necessarily contain two levels of signification.

The first | evel of signification, whi ch Hug
reading of a work that was purely deduced frommiaterial surface of the page. The second,
Amythical o | evel of signification, on the ot

that had been informed by external factors. A reader of allegory was therefore expected to
unravel the symbolic coents of an allegorical work by discovering the resemblances
between its superficial literal signifiers and its suggested mythical signifieds.

The discovery of each level of signification in Blake's frontispiece may prove difficult for a
twentyfirstcentuy r eader . This is because, as Rol and
Messageo (1977), each historical era harbou
constituted of a Astock of stereotypes (sch
[or ] arrangements of el ements)o that exi st b
These elements prompt contemporaneous readers of a work to immediately recognize the
familiar, literal significations of the text, after which they are expédastedubsequent

reflection and contextual compari$ada identify the underlying mythical significations of the

allegory. In order to apply Hughes's interpretive methodology to Blake's frontispiece, then

we must first fabricatéhe contextual conditions of anglteenthcentury reading by looking

at other contemporaneous works that contained similar signifiers. This comparative study will

help us to accurately interpret the literal and mythical significations of the frontispiece
according to the cultural rhetoraf the eighteenth century. | will begin this investigation by
addressing the immediate, literal significations of the frontispiece, uncovering how an



eighteenthcentury reader would have originally interpreted the print prior to their later
allegorical aalysis.

2. Angelic I nstruction: the Iliteral signific

Fig. 2. William Blake after Raphaé\braham and the Three Angélem The Protestants
Family Bible(1781),detail.

Several illustrations in contemporaneous texts coaththe same literal signifiers as those

seen in Blake's frontispiece. For instanceTire Protestants Family Biblgl781) [Fig. 2],
eighteentkcentury readers were exposed to the image of an elderly man who was seated on
the ground, to the left of whicétood a group of men. This print, engraved by Blake, was a
reproduction of Raphaelsbraham and the Three Angdlis17). The signifiers contained in
Raphael's popular pieicéne elderly man seated on a low level and the group of men stood on
ahighlevelwe r e al | reproduced in ANo Natur al Rel i

It is therefore likely that the literal level of signification in Blake's frontispiece depicted a

similar scene of angelic visitation. This is because its primary signifiers, as Barthes notes,
Arefer ami Icilaerar si gRi3f)i.edBe s(eppsi gnad ficati on:
therefore literal due to their inception in the Bible and their subsequent reproduction in both
religious scripture and art from the beginnings of antiquity to contemporary timesdind

the signifiers used by Blake in the frontis
employed by artists throughout the seventeenth and eighteenth centuries to depict scenes of
angelic visitation. Investigating the Biblical contexts of theseicoally replicated literal

signifiers can help us to formulate an accurate idea of how Blake would have expected
eighteentc ent ury readers to react to and initial
Rel i gion. 0 Mor eover , utidnyfrdigioasandmplglosophicl trgatisasd u a |
that examined the same subject between the seventeenth and eighteenth centuries, we can
uncover the allegory's hidden tier of enlightened, mythical signification that readers would

have only identified upon gequent reflection.

The literal signifiers in Blake's frontispiece originated in the Bible. Due to the similar
signifiers used in both Blake's and Raphael's works, we can assume that the opening plate
from ANo Natur al Rel i gi stony@f Airaham in thet n@na dféhd t o i
reader. Il n this story, as related in Genesi s



the plains of Mamr e 0 wi t h hi s wif e, Sar ah. ALI ft[ing
At hree men st oodhe $awthemmi nhe arnadn whoe nB)elpon t he mo
reaching the group, Abraham Abowed himself t
Arest your sel ve s3). Uhedrsangentett ef the liteeaksignifierd i@ Blake's
frontispiece has nowbeen achieved: the angelic men are standing beneath the tree and
Abraham and his wife are seated fAtoward the

This pictorial structure was representative of the hierarchical relationship between the angels
and humanityDionysius, inThe CelestiaHierarchies( c . fifth century),
Word of God has given our [ human] hierarchy
Therefore, because God had attributed the governance of humanity to the angels, the former
were lower on the cestial chain than the latter. This hierarchy was usually depicted in visual

art via the implementation of Jacob's Ladder. Accordingly, in an early sevenrtesttiny

engravingbyTheodor e Gall e [ Fig. 3], audi enctes wer
up on the earth, and the top of it reached to heaven; and behold, the angels of God were
ascending and descending on ito (Genesis 2¢

bearded Jacob. The angels were therefore pictured on a high level whilarthedogrophet
was positioned on a low level. This pictorial arrangement assumed the same visual structure
as the frontispiece to fANo Natur al Rel i gion.

o

.

____ & -___-. ..'. gl
Fig. 3. Theodor e Gal | RancarfiuhaViaramunil®E8))detaih e Sp e i

The practical dinction of this visual hierarchy was revealed in Abraham's story. Once the
above structural arrangement had been achieliedsisitors began to relay a divine message

to their hosts, saying: i -2Q). Wadt is of mtgredieiefse s h a l
not the contents of the message; rather, it is how a standing group of individuals have
imparted a previously unknown piece of informative knowledge to a seated aud@gance.

E. Col |l ess, i n ADivine Educat binose descrbedgnu e s t
Genesis and Enoch are instances of what he calls divine educatitess writesiii n t h e
Bible . . . God is represented as giving instruction on the basis of a set programme of
education . . . which was implemented with the helppoésc i al | 'y sel ected t ea

(1970, p. 140). These teaching assistants are the angels.

This perspective of angelic tuition was dominant until the latter half of the seventeenth
century. Indeed, throughout this period we see angels describedtastive figures in
religious treatises and pictured as such in illustrations. For example, John Salkald, in
Treatise of Angel§ 1 6 1 3) , argued that the function of
and stirreo humani ty i (p.p319t &urtharmdre, ig dlwochas a n d
Heywood'sThe Hierarchie of the Blessed Ang€ll$35), readers learned of how angels

10



.. . were from Heav'n downe sent

With full Commision to have government

Or'e all Mankinde; not onely to conduct them,

In their affaires, but tutor and instruct them:

With these [lessons], never to incline

Either tokill, Judge rashlyor Drinke Wine (p. 289)

The instructional function of angels was also used for a practical purpose in seventeenth
century emblem books. The writers anesigners of these illustrated workgich were

often used as tools of instruction throughout the péfieguently employed the services of
angels in order to inherit the tested, instructive significations of these creatures. For instance,
in Otto van Veers Amoris Divini Emblemat§1615), readers followed the growth of a young
angel who was being educated by an adult tutor of the same species. Similarly, in Francis
Quarles'sEmblemg1635), readers saw images of a winged individual assisting unfortunate
youths in a variety of instructive scenarios [Fig. 4]. As a result of these written and pictorial
depictions of angelic tutors, there is no doubt that a seventeentiry reader would have

been familiar with the literal significations of Blake's frontiggieCan the same be said of an
eighteenthcentury reader?

T

Fig. 4. Francis Quar | eBmblemiga685). Treach' r o

In short, yes. While the production of new angelic works did decrease during the first half of
the eighteenth century, certatheological seventeenttentury works continued to be
reprinted and remained popular throughout the period. Examples of these persistent works
include the following:Quarles's angelic book d&dmblems(1635), which was republished
regularly during the eighenth centuryjsaac Ambrose'$Var with Devils: Ministration of,

and Communion with Ange(8674), which similarlycontinued to be printed well into and
throughout the following century; and, of course, John MiltBasadise Los(1667), whose
popularity remained unquestioned. The illustrated contents of Bibles also remained
unchanged [Fig. 5]. They continued to be adorned with angelic prints that contained the same
literal signifiers as those found in Blake's frontispiece. Therefore, because numerous
cot emporaneous wor ks contained t he s ame S

11



Religion, o it IS h i g h lcenturyp neamldr avbuicds a tesulh of an e
contextual comparison and of associatizave initially interpreted the content of Blake's
print as a typical instance of an angelic visitation.

Fi g. 5. i St . TheMbadred Kleomiole ofr, a €ompendious History of the Holy
Bible (1731).

This early reception of ANo Natur al Rel i gi
immediate, lieral level of signification because of the superficial nature of its interpretation.
However, as we learned from Hughes's allegorical methodology earlier, the literal level of
signification in an allegory is fdldewdofgned cC
signification, Anot tcentulyiredders weredheréfgre expected o) . E
derobe the literal significations of Blake's work by reflecting upon the potential moral of the
pictorial allegory. Hughes argued that this acthieeed through an internal process of
Aresembl anced and fAanal ogy, 6 would reveal t
wor k (p. X Xi) . I n order to uncover t he myt
Religion, 0 then, w eternal uexts that contaned thecsanwetaegeli@a n y
signifiers as those seen in Blake's frontispiece. We can do so by comparing the contents of
ANo Natur al Religiond with the instructional
children’'s literature.

33Enl i ghtened Education: the mythical signi fi

The dominant aim of eighteententury children's literature was to instruct the young.
Juvenile fiction was accordingly adorned with illustrations that sought to render the often
difficult process of education as a delightful experience. Tinusporks such as Lady Ellenor
Fenn'sCobwebs to Catch Fligd783) andlohn Marshall'ssoody Goosecafil788) [Fig. 6],
readers observed scenes of instruction that were carried out by loatrentparents. The
figurative arrangement of these imaig@gh the parent stood above the childimicked the
fundamental hierarchical arrangement of an angelic visitation regardless of no angels actually
being present. The pictorial arrangement of ang&faoifiers had therefore, at some point
over the last century or so, began to produce a standalone system of signification that had

12



shed its religious context while maintaining its educative function. In other words, the
pictorial arrangement of the indduals in a scene of angelic visitatiavith the messengers

on a high level and the prophets on a low leBwels now being used in an alternative but
equally instructive context by the writers of secular works.

Fig. 6. John Marshalzoody Goosecafl788)

Upon noticing this parallel, a c dradlissgitpeor aneo
hastiness of their previous literal interpretatimould have subsequently categorized the
frontispiece according to its mythical level of signification, idigirig the pictured scene as

an instance of secular rather than angelic instruction. Investigating how this secular form of
instructional illustration manifested in children's literature can help us to understand why
Blake inserted this second tier of myti signification into his angelic allegory. We can do

so by tracing the gradual evolution of instructional works between the seventeenth and
eighteenth centuries, identifying when and why human tutors began to be substituted for
angelic messengers.

Mankind's corporeal ascent up Jacob's Ladder was the result of a slow but steady
development in works of private pedagogy, the seeds of which can be seen in the sixteenth
and early seventeentientury works of Michel de Montaigne and Obadiah Walker. However,
these advancements in education would fail to infiltrate instructive illustrations until the latter
years of the seventeenth century, when secular in contrast to religious treatises on education
started to become common rather than sporadic. These pioneerikg focussed primarily

on how a tutor should guide a pupil to enlightenment. This aim consequently caused the
subjects that a tutor should teach such as scripture and conduct in church to become
secondary. An example of a writer who supported this tfpguided instruction is John
Locke. This influential philosopher successfully assimilated the underlying secular feelings
of the seventeenth century by incorporating and then advancing the ideas of prior
educationalists, doing so in numerous treatiseseandys on the subject of instruction.

The result of this pedagogical advancement is best seen in Ldoke'Sreatises of Civil
Governmen{1690). In this work, Locke presented a secular argument which undermined the
divine attributes that had often beassociated with tutors. He did so by arguing against the
outdated but popular notion of paternal authority, which advocated the supposed divinity of

two types of tutor s: namel vy, fathers and ki
over the lives . : and estates of [their] children o
9) . These divine tutors were thought to be i

they assumed a similar but certainly more tyrannical role to angelic messénge). Locke

13



refuted these paternal claims to divinity by examining the nature of the first appointed King,
Adam, whose direct correspondence with God had supposedly established the divine right of
humanity's paternal bloodline:

The [divine] law that w&s to govern Adam was the same that was to govern all his
posterity . . . But his offspring having another way of entrance into the world,
different from his, by a natural birth, . . . were not presently under that law. For
nobody can be under a law thamiot promulgated to him. (p. 143)

This supposition had two implications: first of all, that Adam's bloodline, composed of
children who were born by natural means, did not consist of any divine attributes, thus
rendering paternal authority void; and setothat humansll of whom were born equal

were therefore subject to natural in contrast to divine laws. These implications prompted an
increasing number of individuals to question the truth behind any claims of divinity, paternal
or otherwise. The knoekn effect of this uneasiness was an open refutation of angels, who
were quickly becoming classified as an object of superstition during the early years of the
eighteenth century. Their pedagogical position as the governors of humanity consequently
requireda sublunary replacement.

This role was fulfilled by distinctly human tutors. The necessary attributes of these tutors,
detailed by Locke irsome Thoughts Concerning Educat{@693), included the following:

fla good +principted, tempered to vireuand usefulness, and adorned with civility

and good breedingo ( p. Twhidh ¢duld beTfduredsnea fagpharrae nt a |
mother, or an appointed goveriaere by no means divine. The primary aim of these
unbiased tutors amas. to fAteacmmakées. schol a tr
included the ability to identify the fAmany,
di stinguish betweenodo religious fAsupeithet i ti on
latter of whichpainted God as a natural force rather than as a tyrannical ruler (p. 123).
Locke's brand of education was therefore founded on secular principles and not on oppressive
conceptions of divine obedience.

Fig. 7.JohnGayj | nt r o d u d-ablesf1738). f r o m

14



This supposition prompted a large reaction in the new educational works of the eighteenth
century. Further, when combined with Locke's later recommendations of instruction via
delightful pictures, secular illustrations in children's books soon becamerality. Images

in children's literature now began to depict scenes of instruction that did not include the
presence of an angel or the invocation of a paternal divinity; rather, secular prints now
portrayed a form of education that was administrated ibiindtly human parents or by
enlightened tutors. These illustrations did, however, maintain the typical hierarchical
arrangement of an angelic visitation in order to inherit the instructional significations of this
publicly recognisable structure. Examplef these secular scenes occurred in John Gay's
Fables(1733) [Fig. 7] and John NewberysPretty Little PockeBook(1744), each of which
placed the tutor on a high level and the pupil on a low level. A further example of an
eighteenthcentury work thatadopted this pictorial arrangement was none other than the
frontispiece to Blake's fAiNo Natur al Rel i gion

4. Angelic Instruction or Enlightened Education?: combining the literal and mythical
significations of f@ANo Natur al Rel i gionbo

In short, then,acontggmor aneous reader of ANo Natur al Re
levels of sequential signification in Blake's frontispiece. This reader would have initially
distinguished the work's literal level of significatiavhich identified the scene as an ingt@n

of angelic visitatiohbecause of the image's contemporaneous resonance in Biblical prints

and religious documents. The reader would then have reflected upon the specific attributes of
this immediate interpretation by searching for further pictorial eshin contemporaneous

works. This contextual interrogation would have subsequently resulted in the reader noting a
visual comparison between Blake's frontispiece and the illustrations that adorned
contemporaneous children's literature, prompting them -ioteepret Blake's illumination
according to its previously unidentified level of mythical signification. It is this recognition

that would have resulted in the reader wunco
me a n i m xxip of Blake's allegdcal frontispiece: specifically, that the designer of this
i mage, AThe Author & Printer W Blakeo (178

endowed with the same peculiar attributes which had resulted in the religious adoration of
angelic instructors lmause these corporeal teachezgardless of their sublunary in contrast
to divine heritagepossessed an exclusive abilityo  r ahersmenntd a perception of the

infinitedo (1790, p . 39) . 't i s this abméthodsyf t hat
the allegorical mode to literally simulate the pictured act of instruction, transforming himself
into an enlightened tutor and fANo Natur al R €

of art that illuminated his ideas about the valua gtiided, secular education.
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ANot Supposerd itfo ycu HruedeaogidakShitt dn@ r o
the British Post-War School Novel

Joseph Darlington
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Abstract

Taking as a starting point Spol tonéMar 1963
Fictiond, this paper seeks -waohoamipsahodbasqguot ent i
novels by focusing on two novels in particular, B® Jos oAtbértsAngeloand Anthony

Bur g dlsesWorm and The Ring Identifying key political and economic factors
surrounding education such as the 1944 Education Act and increased state funding, it is
possible to outline the historical situation from whtbese novels arise. This background can
then be traced through the authorsd own bi
policies, into the works themselves.

By utilising an Althussarian approach, it can be seen how the changes occurring within the
historical situation result in corresponding ideological tensions that, in turn, inform the
narrative tensions existent within these novels. As writers, Johnson and Burgess were
expressing the concerns that they felt as teachers. Whether it be the fuiudeeoimno cr ac y o

and dAcivilisationo, the fAinhumano teachers
Asavageo chil dren needihesg noves provele abmutiitudg loft i nt
perspectives on the nature of schooling relevant both histgraoad contemporarily.

Keywords

Education, Pos¥War Novel, Burgess, Johnson, Ideology

I n the 1963 article fWare Fiecctoinadnma yL.ScShpollt an
t hat nfwadre persitod i s notewort hy flemgthbooksini t s pr
which the school i s not merely an interlud
Substantiating this claim, Spolton outlines a significantly large number of books published in

this era from both famous writers and relative unknowns.r&hsons for this sudden boom

in school novels are left reasonably ambiguous; with only a passing allusion to the 1944
Education Act, for example. By situating the content of these novels within their historical
moment it may be possible to further teasétbese reasons and increase our understanding

of this trend.

In order to unpack the contents of the schamlel it is of necessity that | concentrate on far

fewer texts than Spolton. T h e ThewormcaerdnTher a | t
RingandB S J o h AlberoAngek This first of theseThe Worm and The Ringppears in

Spoltonés article as, notabl vy, AThe school i
are to be the first part of a | sompetsouteasy Cc 0 mp

Aprobably the first to be the topic of ficti
both incredibly useful and problematic in terms of tracking the development of the school and

its representation in the novel. Ostensigdy in the 1950sThe Worm and The Ringas not

published until 1961. The threat of a libel case saw the novel recalled by Heinemann and only
revised and reissued by Roland Gant in 1970C¢C
manages to touch three cdeles of educational development, the story itself apparently
undergoing numerous changes throughout this time.
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The second of these textslpert Angelop publ i shed in 1964, was th
exhaustive article. With formal innovations sushafia r ect angul ar hol e c
recto pageséso that the reader can see thro
fourthwallkbust i ng conclusion in which we are tol
(Johnson, 2004: 167),thisndve can be consi dered far more nfne
is these very innovations that leAtbert Angeloso well to cultural analysis. The use of dual
columned writing and clippings from student
multiplicity of voices. Published and seemingly set in 198fhert Angeloprovides a

contextual counterpoint ohe Worm and The Rirand yet, where it differs in terms of form,

the situations described are uncannily similar.

Before approaching these texts dingctiowever, it is worth taking a brief moment to map

the changes taking place within education during the historical moment with which these
novels are concerned. MHundred Years diducation A. D. C. Peterson des«
growth of numbers in fu | ti me educationo that took pl ac
that brought with it a | arge increase i n fe:
nati onal profito (8). As a percentage of GDF
cent in 1954 to 5.1 per cent in 19640 (261)
it is predicted to be fiprobably more than 6
prosperity and devel opment widementalfaceomiretdis i n P e
growth can nevertheless be found in the 1944 Education Act.

The 1944 Education Act significantly restructured the British education system and, vitally,
introduced free secondary education for all. Prior to this act, secondaitiedugas funded

by the pupil and, as a result, many left education early. With the removal of fees came the
compulsory school leaving age of 15, to be brought up to 16 when practical. The vast number

of new pupils that the 1944 Act would thus create blezalled for a rapid expansion of the

education sector. The large comprehensive school that makes its first fictional appearance in
The Worm and The Ring an indicatorof this chain of developments. Alongside the
increased fiscal responsibility that thate took in the promotion of education, as witnessed

in the percentage of GDP, there was similarly an increased responsibility taken in terms of
directing the content of education. The Central Advisory Councils initiated by the Education
Actaredescrbd by Peterson as Athe first time an
initiative in O6supervisingd [sic] the conter
national syllabus. Increased participation and centralisation, the hallmarkseapanding

welfare state, provide the situation from which this explosion of sahmatls is seen to

springi yet it is not entirely positive. Kogan, writing in 1975, evokes the moment in 1960
Awhen the Opportunity Stat e atalsm foraseeing thes noo
mo me n t when fW@Asoci al and economic relationst
di ssolutiono (26). ltds a tone of systemic f
of the texts wedre conallelyoretie expandihg. edutatioas e s
system for their tension; characters attempting with varying shades of enthusiasm to solidify

their place within a system that has not yet solidified itself.

Both writers being known for their use of autobiographicglesgiences as material for their

works, it is worth taking a moment to situate Johnson and Burgess biographically in relation

to this historical cont ext . Likera FidrpHilepharsthen Co e ¢
descri bes how Jouhanrsyo nl 9a6pOpéltioe dwofirikn aJsana suppl
system and within a matter of days found hin
Coe categori ses t h-tosnouthsxistencg [fohnsan] hadotd cope with h a n
for the next three¢¢ar so (92). These descriptions clear
t han actual ent husiasm on both Johnsonds si
an implication, whilst highly suited to the character of Alberf\ibert Angelo would see
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to contradict Johnsonos reputed concerns a
classroom provided, 06 writes Coe, Awas al way
wha't he should be telling his pugprdcteeof ( 175)
teaching within the comprehensive system are
during this period. FovoedamepHemadohnkenoée:
features a teacher railing against his students for deny@ngriim realities of death through

their inability to take life seriously. A bleak message, but one delivered with the strong anti
establishment undertone concerned about the systemised regulation of children.

Ant hony Burgesso6 per g,ayroaing o af iie wartime role in thd t e a
Educati onal Cor ps, i's marked by many of the
post of English master on 21 June 19500 at
bi ography poi nttlge eo uyte atrhsa to |l adté tihtihsi rwtays [ Bur ge
(123). In an interview conducted with the school magazine in 1952 Burgess was asked if he
would advise any of his students to become
(Biswell: 126). A typical Burgess witticism, this seems to point less to the kind of
disillusionment suffered by Howarth ifhe Worm and The Ringnd more towards the

forever decreasing wages being paid to teachers within the expanding education system. In a
time of general economiprosperity and growth, such a devaluation represented for Burgess
Apart of a wider government conspiracy agai |l
with Johnson, an uncomfortable relationship is drawn between the centralising operations of

the state and the role of the individual teacher, something of keen interest to the competing
educational theories being explored at the time.

In Educational Policy MakingMaurice Kogan categorises the broad shift in educational
theorising as a movement awagm a psychologydominated approach toward a theory of

soci al environment . AFrom the 1920s to the
psychol ogi sts were in powero (1975, 40) . Th
and Tapper, makes it seefina s i f the patterns of success
individual hi msel féappears to choose to fail

liberal lines; as a free individual whose personal autonomy guarantees them a measure of
successimbal ance with their expended efforts and
the end of the 1960s0, Kogan writes, this th
period when the environment al iisnalperiadthative over 0
see Burgess settifghe Worm and The Ringnd it is the collapse of these liberal values that

is mirrored in the character of Woolton.

Within the novel Woolton, the headmaster of the school, is effectively forced to step down
from his office through a campaign of public pressure instigated by Gardner, his-power

hungry rival. The overwhel ming tenor with wt
a lament for the dehumanising process that the increasing systemisation of educat®n see

to embody. AA human being iIs out of place ir
which Athe first task of the governor is not
candidate is Athe man bor newfoon ofgoveraod mustde 2 ) . |
Aineither the good man nor the bad, but the
sheer personification of ordero (272). On

hierarchical structures within the educationddyem i s decried as a fist.
rul erés personality of those very attribute
achieveo (252). I ndeed, the fall of Wool ton

Wagnerian title would sugpst, represents the end of the cultivated and cultured educator
whose high ideals are to be sacrificed on the altar of educational efficiency.

The ideol ogical i mplications of Wooltonds |
categorisation of the mwel as the first to feature a comprehensive school. The series of new
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Acomprehensive school o6 buildings that threat
in which the novel is set have more than just architectural implications. With the ever
expandhg education system comes the demand for an increase in regulation and

organi sati on. The Apersonalityo of Athe ciwv
tot al odds with the maintenance of Aforder o
theory and practice demands. This fAenvironment

the notion that Awe do not have andclasducat.
system, and thatoés very different the\WVotns) . Th
and The Ring s bringing with it the new cul tural
homeéare regarded as cut off from certain es
[ are put] at an educat i on algedch stuaehivegually,ahg e 0 (|
laissez faireliberalism of Woolton makes no recognition of the inequality present in his
studentso6 backgrounds.

Similar tensions regarding theory and practice appeAtheart Angelo Set later in time than

Bur ges s 6 nmacstugdling mmedty school rather thamfhe Worm and The Ridgs

somewhat idyllic countryside Grammar School, the teacher8llwdrt Angelostill often

appear higmi nded to a farcical l evel. il buy ©pop
Af oci sloogi cal reasonso (105). Yet itbés the r
t he Aenvironmentalisto theory. The note i s
seemingly by Al bertodés <cl ass. AfWe shoul d be
smash the school up because the teachers ar
autonomous individual, this student welcomes the rigid functionalityTihatWorm and The

Ring portrays as potentially dehumanising. Rather than dehumanisimgver, the student

in Albert Angelorecognises that it is through this socially levelling operational model that
education can inculcate a stronger sense of order that, theoretically, results in a better
education for all. T hre derdoastnates this $tudent réceghisingc ht 0
their right to education; a right only formally recognised by the government in the 1944
Education Act.

S
0

The widespread recognition of a universal right to education at this historical moment is
evinced by Raymond Wil i a ms 6 The lboig Revoloatiriiere he writes confidently

t hat Britain has now accepted the notion #ftfF
to be educated and that any good society depends on governments accepting this principle as
duu yo (165). Steeped in the | anguage of de mo
historical moment is that the welfare state has crystallised within the national ideology to the

point of universal acceptance. We see a similar position taken irdetor in The Worm

and The Ringhen he decl ares that dwe are truly ju
the field of educatiorii t s al most compl ete democratisatic
even further in preseamdti mrg eag avliistiarni anfi sfindn
Acease to | aud the bookworméabove the good s
acceptance of democratised education, but an enthusiasm for its future that could only
possibly be built on an unshakable adefice in present developments.

Scattered amongst these utopian proclamations, however, we can find intimations of the

actual root from which the democratic soci al
future wil|l be At hoe, baeisme dt haatt rreoinseiyn gc acnh ibludyr
of practical endeavouro (83). The forecast

consciousness, but rather predicts endless economic growth in which government expenditure

is provided for by the forear increasing and expanding stthse of its citizens. Education

here appears as a nodal point around which new economic potentials can gather into an
ideol ogy,; as Salter and Tapper write, Ai deol
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educationa changeo (54). By the 1970s, with the
this glassyeyed humanism collapses under the weight of its own presumptions.

Such a faith in the system cannot i n any way
section ofAlbert Angelg where an authorial voice breaks through the narrative and appears

to speak directly to the reader, It descri
character points out t hat Ai f t Obeppadedkr n men
easily enougho and their perceived reluctan
specifically want the majority of children 1

powerstructure as it appears Albert Angelois centredn the state and upheld through the
economic dependence of the schools. This perspective is present even within the descriptions

of teachingds The Wgmand iThe sRindesafibes rthe German teacher
Howarth ruminat i ng naeplicatitns before a fagst clasiberoAngelgi ¢ a | |

describes the fisheer Dbloody repetition of t
percent of teaching is naggingo (74). But i
learnt somethinglwanto go on, |l want to build on it, n

capture some of the true essence of teaching as a job, a role, and not as an idea. Knowledge,
and the ambition towards attaining it, is conspicuously missing from the world of exfucati
as presented by Johnson.

I n presenting education as a routine perpet
shares many of the positions held by the pt
school ét ealtdhwe®, Olkuwto wi ensuré subjeuntion tavthe ralilg ideology or

the mastery of its O6practiceb6o (2008: 7). A

For Marx, revolves around how #dApolitical practi
relations, into a determinager oduct (new soci al relations)o
t his takes the form of At he reproducti on |
reproduction of its skills, but also, at the same time, a reproduction of its submission to the

ruesofte establi shed ordero (2008: 6) . Il n main
t hat Aknowl edgeo is formulated into the id
definition of these Askillso i s ekmbwdedgged t h

becomes inseparable from its economic utility and is thus formulated as a means of
production.

If we consider ideology from this perspective, we can now return to the theoretical debates
presented inThe Worm and The Ringnd consider them acating to this economic

princiople. The democratic socialist stance,
t heories previously described, i's envisione
finest flower of the awelvfiarn®nstsaetekd @tDhe0)math
skyscraper school with |lifts to all floors,
ful-t i me staff, a couple of ci nemas, a daily
functioning of which requires h a t Athe children become <ciphe
centreo (268). The democratic principle is

bureaucratic system appear as a social and moral good. This ideological drive towards
equality, however,si rendered in such a way that it provides an intellectual justification for
what appears to be the deeper imperative; economic gain.

Against this democratic principle Burgess contrasts the ideologically conservative notion of

Athe eliteo. i BhaemaadacttehratEmMmmnyoudve got t o
specially giftedd as Athe world advances th
pl aced on the Anatural o superiority of the
onyameas of safeguarding the rights of the in
Gardner i's reduced to nothing but Aselling
| anguage in which the argument i's framed fo
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being presented as the highest moral and social good in order to ideologically justify the
entrenched economic disparities that benef
qgui do, grubby and materialistic,puesirofontr a
aristocratic privilege. Yet, the tension within this very argument appears to disprove the
inherent superiority of the ruling class; at least in terms of the mystic innate qualities of

Asoul 0. Their cemented ecom@nmitltatheeenmangr atpip
would challenge materially; suggesting that
Athe specially giftedo existing, not some in

In terms of the practical functioning of schools on a daily bdass/ever, these ideological

debates are absent; the principal economic necessity being the integration of the pupils into
the functioning of capitalist society. In one usage of his decbliemned graphic device,

Johnson portrays the physical proceedimgthe classroom on the leftand column whilst
simultaneously showing Al b e r-nardscolumm tAs ran a | t
typographical representation of internal and external experience, this device also
demonstrates how disconnected the lessoasisa material situation from the individual
perspectives within it. The externalbert exists materially as an infallible authority figure

saying Ayouol | have a chance-Aldeask aguwess t ifian
| shall be pleasedionvent answerso (75). AYou dondét hay
Al bert thinks, yet teach it he does. A si mil
the autobiographesqueTrawl,b when Johnson descri besnddart eache
and cheat o, whi c h, despite being factually
had the power, ah, the power!o (67). Both t
the teacherods centr al f u n c of mamainingsthe daminant h at
hierarchyYou 6r e fAnot supposed to be human 1 f yol
Albert Angelo

The implementation of such a power structure upon the students acts in such a way as to
force their integration throughstiolution of identity and imposition of preferable personality
traits. Ward H Goodenoughos ar tAntlrdpa@ogyiaBdd uc at i
Educaton descri bes how education fAmay be seen &

exchanged at ur es of their present identities fo
Ahel pedodo is perhaps a I|ittle misleading her ¢
identitieso. As Goodenough insistscdivb@t nt hce
themselves as actually having new identitie
constitute traits perceived as socially wuna

back to liberal notions of the individual as a s#dterminig and seHsufficient being. The
means by which identitfransformation is depicted in both the novels focused on here is
through the denial of students having identities in the first place.

In The Worm and The Ring Lodge descri bes rpatst ifinlgi ke Ipay

bicycleodo as fAchildren were so unrealo (47).
as less than human, their characteristics presented bestially rather than as personal character
traits. Howarthés ssomh ancepromaounnaicecgnwor ds

of his particular tribe at the present ti meo
not t o be victimisedo (16) assumes a bar b
simultaneously excusedlue t o their undevel oped dAidentiti
the students ifhe Wormand The Rmgnd t he fi gure of the fAsava
at one point Howart hds s ondisa clear eterencesto ani ed i

anmistic practice described iThe Golden Bough n whi ¢ h, through fAth
homoeopathic or i mitative magic, the physic
create a corresponding obstacle or i mpedi me

qguitehumans, the power structures of the classroom therefore appear necessary in order to
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maintain social stability through the propagation of a set of shared norms. It is these norms
that constitute the noti on odlbeing tdeadedlogitcaly O ; t !
gloss coating the principle aim of social stability.

|t i's against this background of a fsoci al
Johnsonés novels. To return to Spolasamthds art
hero in terms of fisome measure of the | ack

post1944 Act education system. Having seen the economic tensions arising from this Act,
and the ideological instability that the new economic model creatddnweducational
theory, It i s perhaps fair to suggest that
teachers into the new model of schooling, but of the superstructure itself struggling to

Ai ntegrateo with the c hhe keg engineifondissemisating the n o mi
dominant ideology, the hierarchy of the school must itself be solid. Yet, once the ideological
structure is thrown into question by new material developments then the period of instability
before the eventual reintegia of ideology is reflected within the social hierarchy of the
school. The tensions within these novels are symptoms of an ideological, systemic
reconfiguration.

To conclude | will return to Spoltondd artic
postwar trend in the large amount of schomlvels entering circulation. | would argue that

the growing economic prosperity of Britain, combined with the egalitarian 1944 Education
Act, led to a point whereby the dominant ideological structure incathin proved
insufficient and was forced into a period of reorganization arotimed new material
conditions. Holding a central role in the ideological state apparatus, the school represents a
space where the resulting anxiety inherent in this processseduapsetting their novels in
schools, both Burgess and Johnson are taking part in the cultural manifestation of these
tensions. A rise in educatidrased literature fulfils a cultural demand created by a sudden
ideological vacuum at the time, and sinmygprovides a window into this historical moment

for the modern reader.
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Abstract

This paper explores notions of dance knowledge and its place within the process of archiving
dance. It negotiates the nauof the knowledge that is inherent in the different sources of
dance that remain post performance. The dancing body itself will be situated as an archival
site and its potential for contributing knowledge regarding the practice of dance will be
explored.Employing theories of embodiment (Fraleigh 1987; 2004, Metf&znty 1969)

and archival theory this paper will illuminate new ways of thinking about the archive of
perfomance (Taylor 2003, Whatley 2008 relation to the following research questions:

e What are the available documents of dance?
¢ What is embodied knowledge and its function as an archival source?
e How is embodied knowledge transmitted or accessed?

From a philosophical viewpoint, this paper will explore the potential benefits and problems of
employing the dancing body as a source of knowledge in dance archival practice. It considers
the nature of tacit knowledge embodied within the dance practitioner and the
availability/reliability of such knowledge as an archival source. The purpose ofnihisfl
guestioning is to understand how we can better engage with dance heritage in order to move
forward and inform future danaeaking processes.

Keywords: Dance; Archives; Document; Knowledge; Embodiment

Performance practices are not traditionallj-se®cumenting as they are fundamentally of the
present . Characterising the visual arts as
Phelan determines that performance practices are defined by their ephemerality, i.e. if they
were not transient theyould not qualify as performance practices (Phelan 1993: 146). As
lived experiences, in the sense of both the practitioner delivering the performance and the
audience member, the enduring records of a performance are limited to the material remnants
of performance. The archival documents stemming from performance disciplines typically
represent the outcome of a performance such as visual recordings, press reviews/photography
and other artistic ephemera such as costume design and its realisation. Untikeso#iert

forms, performance practices are not typically-delfumenting and contemporary dance as

an ephemeral art form sits within this category.

In terms of archiving dance as a performance practice, organisations such as the Dance
Heritage Coalibn (www.danceheritage.org) exist in order to promote proper archival
practice in relation to the genre of modern dance forms. The Dance Heritage Coalition insist
that the documents selected for archival preservation should

Reflect all aspects of danceetltreative process; the funding
and management; the performance or execution; the audience
reaction and reviews.

Dance Heritage Coalitionyww.danceheritagerg
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Il n suggesting that tbe adbc amertcs sstodulddan&re
ambiguous. The transitory nature of dance performance/practice directly impacts upon our
ability to trace dance heritage because it happens within the body itself as the vehicle for
dance. This paper considers thedy a document of dance experience due to the fact that
movement occurs through the body and the body does not cease to extrfoystance

unlike the ephemerality of actual dance movement.

This paper is above all concerned with the ephemeralitarodeland its purpose is to explore

how archival materials can be engaged with in order to reflect upon the past and inform
current and future dance making processes. As a transient art form, dance is notoriously
difficult to capture, and this research caoless how we might be more sympathetic to this

fact in the dance archive. The absence of the actual dance and therefore the body from the
archive is stimulus for reconsidering the value inherent within multiple archival sources
available to the dance reseher and practitioner. This paper is particularly concerned with
the body as an archival source in order to explore the knowledge that is inherent in the body
as a living record of experience. It also considers that the body itself is ephemeral and
therdore the reliability of the body as a source of knowledge is explored through the
application of philosophical ideas about the body (Fraleigh 1987; MelAeaty 1969).

Because of the temporality of dance as a performance practice, information as tiegards
actual practice of dance is limited. With the advancement of digital technologies it is
becoming more common for practitioners and/or dance companies to engage with technology
as a way of expressing the dance experience i.e. blogging/digital stogyseltatch
tapes/video diaries. These innovations offe
dialogue with dancers and exclusive footage of rehearsal periods which are traditionally
extremely private processes (Whatley 2008: 25%uch practiceof documentation are
significant in relation to the problem of ephemerality and the archive as discussed in this
paper as they are examples of alternative archival practice, designed to capture information
that is traditionally overlooked in favour of thmore tangible records of performance
practice. Increasing numbers of contemporary dance companies and practitioners are
becoming conscious of taking their audiences on a journey from the rehearsal process to
performance, to educate audiences about theldewent of dance choreography. This
demonstrates the fact that there is information supplementary to that available through the
final product of dance choreography (i.e. the performance) as dance choreography unfolds.

This paper will introduce the idea tdcit knowledge as a source of archival knowledge. It
will address the issues associated with documenting performance raising questions about the
type of knowledge that is available through the archive and explore the potential for the body
as an archivasource to transmit knowledge of an embodied nature. It will do so through
firstly outlining key archival principles and contemporary interpretations of the performance
archive from the discipline of performance studies. It will consider the nature ofldagav
available through the archive as it is traditionally understood as the material records of events
(Millar, 200924-25, Forde 200732). Secondly, the paper will explore the notion of
embodied knowledge through the application of philosophical idegsdiag embodiment

and lived experience (Fraleigh, 1987 Merldzanty 1969). The purpose of which is to
investigate the knowledge value of the body as an archival source.

1.1 Archives and Performance Practice

Principally, this paper negotiates the caligband value of different archival documents in
contributing knowledge of dance practice through time. Archival theory specifies that the
function of the archival document is to provide a link between past and present (Forde 2007
33). Archival materiad are considered to constitute evidence and have been characterised as
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the O6documentary evidence of events pasto (

worthy of archival preservationsgoti mg amrdthhiewv:
tebms d t heir ability to remind us of 6f act s
(Millar 2009: 51). The term O6archived al so

and materials which philosopher Jacques Derrida determines to be fundaméntalrage r e i
no archive without a place of consignati on
with ideologies in terms of records appraisal (a process undertaken in order to determine the
archival value of an item), hierarchy and provenanced@o02007). These terms refer to
methods undertaken by the archivist/record keeper in order to determine and being to respect
and the original context within which the record came into being to ensure accuracy in terms
of interpreting the record/documene@ceMoses 200%vailable onling

Accommodating for the body as the vehicle for performance, Diana Tayar
communicateda new understanding of the archive of performance specifically through the

notion of theArchive and the Repertoir€003) From the perspective of performance

studies she presents the archive of performance as a dual entity so as to accommodate the
complexity of documenting lived art forms. Taechiveis considered to constitute the actual
materi al (or Oarerhfivrarhdreded gdualteads odt eax tps, (
b ones 619) Re060dddy, theepertoirerefers to the embodied practice or knowledge that
shares the temporality of performance (O6nor
spoken, d)a nroise ganadigf ireboignises that in terms of its ability to transmit
knowledge the embodied memory, the performance and movement of the individual are equal

to that of the document or material/ extant traces of the performance. Although others have
sine asked O6how can the document ever compe
2008410 through also adopting the notion of
Rowley, 20086-7) , Tayl or is suggesting that embodi e
knowedgedé (2003: 15) . With its potential to
repertoire goes beyond the boundaries of the archival items that are considered to be more
tangible (i.e. textual records).

S
0

1.2 Knowledge and the Archive

With regad to the nature of the knowledge that is available through the archival document,
the research discipline of knowledge management offers a useful distinction between
knowledge types. Knowledge sources are categorised into either explicit or implicjt (tacit
Explicit knowledge constitutes that which is manifest within recorded information that is

externally available whereas i1 mphowdti knowt
human mind or tacit knowledge. Hartley and Rowley recognise that suchrtawitkige can
only be made explicit through O6public expre

who has it to another through instruction (Hartley & Rowley, 2@)8This is an interesting

di vision and the Rnldwd nc a idadbisepesedtedbay beiagkan o w
straightforward concept. Il n relation -to the
howé is acquired through multiple processes
professional training and each individual will haeacountered different methods and

varying levels of dance training and performance experience. The dancer typically (but not
exclusively) acquires knowledge through the actual execution of movement and as a result
learns to dance in a particular mannarrelation to dance, anthropologists have recognised

t hat 6knowing by doing is diff erRoycd 2002r om ik
XV) . I n relation to the concept of knowl edg
06bodi |l y i nedenlDesmgne,n@d@36256).cShe implies that through repetitive

training and instruction the dancing body is made up of metaphors equating to bodily habits

(i bid). I n anal ysing movement others have re
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knowing in oneb6s bones6 (Moore & Yamamot o:
experiences are said to o6build [ s] a fund
implications when situating the body as a document for obtaining historical knowRdge

& Chaplin 1988:16).

Tayl or ds (2003) empower ment of the body as
embodied memories and experiences of the practitioner may expose new knowledge and
therefore we might look to the body in order to supplemenktioeviedge available in the
materi al archi val records. T(B0®3) \woukdsshow toen t h at
embodied knowledge of the practitioner is obtained, or in knowledge management terms
captured/recorded and made permanent (Hartley &I&0o2008 6 ). How does the archive

and the repertoire work in tandem with already existing archival materials to trace dance
artistic heritage and development?

Dance movement is created both on, and through the body, it exists through multiple genres
andthe performance of movement is a result of creative and rehearsal processes/ decision
making. Dance choreographers recognise that the decision to omit certain movement material
is equally as important as those that are selected for the final produdtéB@005 20). In

archival terms therefore, it is clear that choreographic process is of historical value as it is
evidence of decision making in dance practice yet this is rarely recorded in a tangible/explicit
form.

More recent thinking with regard srchival principles and methodologies goes some way to
accounting for the body as a place where knowledge is manifest and transmitted. The
archivist and philosopher Hugh A. Taylor recognises that archives should relate to and
reinforce the social contextithin which they find themselves. H. Taylor calls for increased
sensitivity towards the body and environment
|l iterate modedé (Cited in Cook & Dodds 2003:
exchangeof information between the body and its environment which H. Taylor suggests is
6anal ogous t o or al exchanged (i bid). Thi s
investigation as it implies that different modes of communicating knowledge can still be
considered in an archival sense.

This approach transcends archival fundamentalism (i.e. appraisal; provenance; hierarchy) in
favour of new methodologies which reflect societal changes. In the sense of moving away
from written cultures to accommodate foeth e mb o di e d , H. Taylords pr
the notion of the archive and the repertoire in recognising that there is value in the embodied
experiences of the practitioner and prompts us to question what is the nature of knowledge
available to us in #archive(2003).

H. Tayl orés concepts <clearly bring the body
knowledge of the body as discussed here reinforce the fact that a significant portion of dance
archival knowledge is of an embodied nat@003) However, these ideas do not
communi cate what mi ght be d6darchivabled in t
6funds of tacit knowledged (Bl om & Chaplin:
how can we access such internalised information?
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2.1 The Body as Archive

In identifying that the body contains tacit knowledge which must be transmitted in order to be
made permanent and therefore constitute an archival record, Taylor illustrates that in the case
of performance, the knowledge of a perfono@ remains with the practitioner after it is
embodied through the very act of performa(@@03). This is a complex idea that in specific

relation to contemporary dance pndetiode dAamac

(2010 39). Taylor recoghn ses this to be 6énonarchival 6 i

knowledge can be transmitted and made archival (2083 The tension between these two
ideas is important especially if we relate it to the dancing body and wider debelition to
concepts of embodiment.

The temporality of dance is the overall problem underpinning this paper and broad research
problem in terms of capturing dance as an embodied practice. Dance itself is not a tangible,
extant document and therefore this paper lookbe dancing body as the place where action
takes place as a document. The body itself is also ephemeral as it too moves through space
and time and is not fixed to a single point. Phenomenological theory is centred on this debate
as it exists to negotiatie lived experience of the body, privileging the internal life of the
body as opposed to more historic philosophical theories which presented a hierarchy of body
over mind (Descartes (see Sorrell 1999); Foucault 1977). Rather than seeing the body from
the perspective of being controlled by the mind (i.e. as a docile-s@mely-oucault 1977)

n

phenomenol ogy enables us to explore the con.

experience. Existential phenomenologist Maurice MerRRamty suggests that eomdiment
is relational and that the body is what connects us with the world within which we inhabit
(1969: 91) . From tirhteewp e t 8 p eRdietyr coneeate the bédy ®i n g

time and space, reinforcing its temporality through the notientth t he &épr esent

cancel its past, nor wi | | the future cancel

body is in a constant state of flux which is a problematic concept when applied to this
investigation in terms of tracing the knowledgfehe body, reinforcing the fact that the body
is not a fixed entity.

The lived body, with its embodied intellect, feelings and

experiences, has come to occupy the heart of contemporary
performance practiceé recognising the
subjet, thereby acknowledging its historicity and all its contextual

relations as embodied within it.

Mitra, cited in Counsell & Mock 2009: 41

For dance practitioner Royona Mitra, the body belongs to a subject echoing the fact that the
body is a vessel of itswn history and context. The lived body is recognised as a collective
construct, in the sense of its history, experience and social/cultural circumstance. This
reinforces the notion of the body as a text and exemplifies its relevancy as an archival
document

The sense of instability communicated through the notion of a lived body poses a problem for
its function as a document, in particular an archival document if we are to adhere to the
notion of the archive as existing through a place of consignationid®er996 11). When

placing the body into an archival context (i.e. as a tangible record linking the past with the
present) this idea raises the issue of the transfer of tacit knowledge, in order for it to reside in
a permanent place. The notion of plaaises further questions about the role of the body as a
document. The body is recognised as the place where movement takes place, making the
body and dnce inseparable (Fraleigh, 2004:5@ore specifically, the performing body has
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been regarded asacant ner f or knowl edge or more specif
the performer. Performance Scholar Susan Melrose claims that the dancer/choreographer can
be considered as an Oexpert practitionerd wi
performing body connotes Oexpert or -ggrofess
6soul 6, O6minddé, psyche, pavailgble snding Trevwearofad d a n c e
signature practice is significant as it gives a sense of excluswithat performing body
echoing the idebowd a&amdbdplgc&kanowgency upon
knowledge within. This idea does however emphasise the fact that performing bodies contain

tacit knowledge that is unique to their body and the dampertoire that it performs.
Especially interesting is Melroseds idea of
information is not explicit (in the archival sense) but still exists regardless of its invisibility.

2.2 Memory and Embodied Knowlgd

In line with phenomenological thinking, Fraleigh states that dance as a lived experience
leaves implicit traces upon the body (1987) but such traces might take the shape of memory/
muscle memory and choreographic memory. In specific reference to the dnaod its
memory, Jaana Parviainen (1994) r ecogni ses the body as a 6
this echoes Melroseds notion of the body a
emphasises the internal experience of the body as she suggestodiatnemory is
recoll ected through o6fel't gualitydé and as a
themselves easily to verbalisationd (1998: 5
in actionsd®d which s ug g etlsat nsemdryhsacteatadtanditis alsoh r o u
through movement that such memories are triggered. For Henri Bergson, in the temporal (or

=]

ephemer al) body the Opast registers itself
divides the notion of memory intawto di st i nct categories, t he:
60l maged6 memory. The former is what i s most r
6memory of the bodydéd which is o6produced thr
in a habitualsene as opposed to i mage memory which r
the mark of the unigqgue moment in which they

said to perform the past in the present when a habitual action is repeated (ibid) im@ying t

the movement of the body might itself serve as a trigger to memory. Relating this idea to the
archive of performance specifically sheds light upon the archive as an active entity in the
sense that o6the archive daes not store: it a

These ideas reinforce the idea of tacit knowledge as an archival source and whilst recognising
that memory forms an integral role in terms of capturing experiential knowledge it raises
guestions with regard to reliability and authenticity. Through pienomenological

approaches to the body as outlined within t
(Fraleigh,19879) r at her than a mind in control of a
experience varies from one body to another accordirtgeir individual bodily experiences.

Additionally as MerleatPont y points out, the body is al s

space, time and movement calls into question its reliability as an archival source. The field of
knowledge management reposes that information must be made explicit in order to
provide a tangible knowledge source. Howe vV
available onling of the body, although still recognised to constitute knowledge are not
always made explicit @hif they are, this must always be done in retrospect. This raises issue
with the reliability of memory as the body continues to build its fund of tacit knowledge as it
moves through time and space, connected with the changing contexts of the world within
which it is placed, and indeed the dance context within which it is placed. Questions can be
raised regardingthe heritage of the body and indeed bodies. | have referred throughout to a
body or the body of dance performance and practice, yet are tleatergimplications if a
collective of bodies are concerned? What does each body remember and how consistent are
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each of their experiences. Al t hough each dar

be widely varied there is also potential for colleetbodies to reveal a congruent indication

of heritage which would be of significant value to the understanding of dance as an embodied
practice. Through adding multiple bodies to the equation it might be possible to measure the
reliabil it yemory (inthh sense af duyomatic/ muscle/ embodied etc.) through
establishing consensus and therefore gauging how definite the imprints of experience are.

This paper has considered the archive of dance through the lenses of traditional archive
theory andnotions of embodiment and lived experience. Firstly it has considered archival
tradition and common practice and how this relates to the archives of performance practice.
Secondly it has recognised the tacit knowledge of the dancing body in particular as a
archival source. Through so doing, this paper has raised significant questions with regards to
the fact that the archive of performance is not all encompassing as it does not allow for the
knowledge generated through the embodied practice of dancedisthigsion has negotiated

the idea of the body as an archival document and through doing so has exposed the body to
be problematic through notions of liveaperience and the complexities of memory.
Although it is clear that there is knowledge inherenthia lived body this paper has raised
issue with the value of this knowledge especially if it takes the shape of memory. Through
considering the memory of the practitioner as the place where knowledge is manifest and the
body as a temporal entity, questoare raisedegardingthe authenticity of this knowledge:

how accurate can the body be if this knowledge is to be recalled in retrospect? These ideas
also stimulate debate if they are to be placed within the context of the physicality of the body:
how acarate can movement and memory be in an ageing body?

Supplementary to this, the discussion has highlighted the fact that the process of acquiring the
embodied knowledge of the dance practitioner is not without difficulty. It has raised issue
with the abilty to access and engage with tacit knowledge types and revealed that further
investigation is required into how such knowledge can be transferred and made permanent in
order to warrant it worthy of archival preservation. To an extent, the example of gitaV di
technologies are being engaged with to exposeer®rmance material demonstrates how

the creative process is being made accessible, yet further investigation into the actual archival
value of such practise is required. More positively, througlapipdication of ideas relating to

the body and its connection with time and space, this paper has revealed that the body is
capable of revealing knowledge different to that of the archive as the external record of
dance and therefore should be considecagable of contributing new archival dance
knowledge.

The question generated from this exploration is what methods we can use to engage with the
dancer in order to extract the funds of knowledge from the body and its memory? | intend to
pursue this linef questioning through practical methods which engage with the dancer on an
individual level. Through interview, log books and video/audio diaries and observation of
studiopracticed intend to explore the body as an archival document, gaining as mugiht ins

into the lived experience of dance as possible through these means.
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Abstract
The eyeds cornea absorbs 1|ight, i n order t
communicate to the brain | n a broader sense, Ci nema ab

concerns and then projects them back, via the cultural retina of the cinema screen.

The culture and counterculture of a particular time will, therefore, inevitably inform its
cinema. This researchill argue that the biggest countercultural movement of the last 25
years was the Araveo revolution (now gener al
resulting paper will address how that scene can be read through the medium of its cinematic
representation.

In this piece, | will address these issues by focusing on one particulai fdm asyet-

unreleased North American movig&cstasy Using this source material, the paper will
incorporate aspects of film theory, exploring the use of diegetiescadthin this text, with

particular reference to the views EDMC academic Stan Beeler outlined in hiDanak,

Drugs and EscapeThe paper will also incorporate primary research, utilising interviews
conducted with the c¢ommed iesprinophl adirdsges.f i | més mu

The paper will explore the peculiar issues that arise when attempting to translate the sensually
explosive club experience for an essentially passive, mainstream cinema audience. As such,
EDMC may ultimately be itserved bythe films that chronicle its tropes and modes and will
ultimately form its cultural archive.

It is anticipated that such research will be of interest to participants in the scene and
consumers of such secondary texts, as well as contributing to tgeingn academic
conversation around EDMC.

Keywords
EDMC, Ecstasy, club culture, rave

1. Perchance To Dr eamé

We switch off our conscious as we switch off the light and go to sleep, allowing in its place

our unconscious to direct its own interpretations of thedles event s, in the f
As a medi um, cinema can be viewed as soci et
and project contemporary preoccupations, and thereby similarly influence its collective
unconscious. In this sense, the cinemalfitsa darkened roomis an architectural construct

that forms a safe cocoon in which the communal unconscious can evolve. Fully aware of this
process of cultural met amor phosi s, the film
du jour, transfoming them into discursive vehicles to play back to a willing, indesdng
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audience. As such, in its relation to society, cinema can be considered much more potent than
mere entertainment.

To take three examples: in 1950s American cinema, the use ofialiasion narratives

played on the very real fears within mainstream American society of communist invasion

(Red Planet Mars 1952 It Came From Outer Spacel953. Then, as fears became
internalised, cinema followed suit, with films suchRss/cho(dir. Alfred Hitchcock, 1960)

playing on anxietiesaround mental fragility and the apparently easy disseveration of an
individual and their sanity. In the 1980s fear of new diseases such as AIDS led to a glut of
films around i ssues of Abody 8camergdd8D) andf or i |
TheFly (1986).

As well as these more generic anxieties, cinema also taps into the cultural and indeed
countercultural preoccupations of the day. In purely business terms this is in order for the
film industry to produce, distribute and project what it imagiaepredominantly youthful
audience might find interesting and therefore pay to watch, negotiating what Stan Beeler
refers to as At he di alectical relationshi
representationo (Beeler, 2007: 182).

My broader researchwill argue that rave culture, or Electronic Dance Music Culture
(henceforth EDMC), was the last great countercultural movement of theezury, what

Matthew Collin calls fAthe most extraordinary
vii). In line with the academic theory outlined in this introduction, many films have tried to
make sense of this phenomenon, wultimately fo
To roughly outline this topos, films such Hsiman Traffic(1999),24 Hour PartyPeople

(2002),1 t 6 s Al | G ¢2004), aRdectea thel ammeglic vehidkevin & Perry Go

Large (2000), have all centred on club culture as context for their discourse, detailing the
scene for a possibly nearticipatory audience keen to be entertaiaad, in some cases,
educated. My research will more broadly aim to address what Sean Nye ident@iadde

Cutas fha current | a c un ai nanmrely, the schrce crilidaksthati®e s c h o
engagement with filmic representations of EDM cudtar .

The approach of this particular paper will be firstly to signpost what is meant by Electronic
Dance Music Culture as a subcultural domain, and then consider what might form a club
culture narrative. In terms of methodology, the paper will refer topsmoary texts- the as

yet unreleased films, both titldecstasy(for the purposes of clarity they will be identified by
reference to their director: the one based on the Irvine Welsh story will therefore be
referenced as fAHeydoghauld betpbirded out thae the Hayslon fillh u x 0 )
remains unreleased and, although | have read the Irvine Welsh story on which it is based and
sourced a substantial quantity of marketing material around the film, | have not seen it.
Therefore, it will be consided more for its conditions of production and marketing, rather
than the minutiae of its content. | have, however, seen the Lux film, which has had a limited
release in North America, via DVD and streaming methods. | need also point out that,
although the apy | have is marked as a final cut and will be the one | refer to, it appears the
film has subsequently beenedited.

Taken together, the films will also act as a very pliable springboard into a broader
examination of the themes within club culture atives, and will prove useful in identifying

the very particular issues that arise when representing club culture in the film medium. These
might include practical issues around, for instance, the use of diegetic adéegetic music

(a definition of digitic codes will follow); and representations of recreational drug use. More
broadly, issues might concern notions of morality and the very nature of both replicating, and
conveying, the energy of a dance club to a passive cinema audience. The research will
incorporate primary interviews with an actress from the Lux film, as well as the
composer/ producer of mu c-ddliegetit musit Einallyjthernegts di e
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will be held up against the opinions of film theorist Mark Cousins, and EDMCasshalich

as Stan Beeler. The paper will argue that such EDMC narratives can be read through this
process of viewing cinema in its relation to wider society and conclude that such close
examination will ultimately leave the majority of EDMC films wantingdahe club scene

itself deprived of an ogoing cultural legacy.

2. Everything Begins With An E

Firstly then, in order to define the countercultural domain that concerns this paper, | will start
with a very brief outline of what is meant by EDMC. Thecatled Second Summer of Love

in 1988 was the perfect storm of cultural, political and pharmaceutical effects. A nascent
house music sound, defined by a strippesn, electronic beat, combined with a new drug,
MDMA - popularly named ecstasyand lit a bluetouch paper for a generation of young
people disenfranchised by the hadiged politics of Thatcherism. Margaret Thatcher
famously said there was no such thing as a society. Whilst possibly true within the quotidian
world, in the warehouses, fields andgjmiclubs of the UK, people found their society on the
dancefloor.

As the sociepolitical impact of the rave scene became clear, then EDMC came onto the radar
of writers, journalists and filmmakersall keen, as outlined in my introduction, to use
contempaoary club preoccupations as source material for their narratives. In her introduction
to the 1997 collection of rave fictioBisco Biscuits Sarah Champion writes:

It was perhaps inevitable that this culture would finally influence literature

too. In thefifties and sixties, jazz and psychedelia inspired writing from Jack

Ker ou@ncThes Roadd o Al l en Ginsbergds dHowl 0 al
Electric Kool Aid Acid Test | n t he nineties, we have
Trainspotting the book, the film and the attituden&@npion, 1997: xiv)

Indeed, Champion goes on to argue that EDMC is actually better served by fiction than by its
journalism or, indeed, music. Such EDMC films and literature soon formed secondary
phenomena, of interest to both participators and outsi@&tas Beeler writes about this
notion this in his boolbance, Drugs and Escaand, although | will take issue with aspects

of his standpoint, | agree with his assertion that such texts serve two different functions:

the first is to describe the subcultuto the mainstream and the second is to
allow the members of the subculture to celebrate their participation in ways
other than clubbing (2007: 25)

To consider, for a moment, the two texts together. The fact that both films are Canadian
financed productios and either in part (Heydon) or entirely (Lux), filmed in Canada,
highlights the very strange <éncidence of their concurrent appearance. This is only
accentuated when you note the websites for the two films: www.ecstasymovie.com (Heydon)
and www.ecstagilm.com (Lux). However on reflection, although the timing of their release
may be considered coincidental, their title and choice of subject matter actually says a great
deal about the egoing penetration of EDMC within mainstream culture.

It might al© be assumed there is an agenda turns both provocative and promotioral
behind the choice of the word fAecstasyo as
powered the rave revolution. First patented as Methylenedioxymethamphetamine in 1912 in
Geamany, then further synthesised by chemist Alexander Shulgin in America, in its very
early years MDMA was given the street name
affect on serotonin levels and the resulting openness experienced by users (Q9LI2530

However street level marketers realised they needed something more immediate and
power f ul and settled on, i n the wordsheof Mat
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word ecstasyo (20009: 28) whi ch | etdxicdatian a fcl
without precedenceo (Jay, 2010: 46) . Such
audience for these two filmisthesec al | ed @A Ch e mi-wald be®@ellrawareat i o n o
the connotations of the word beyond its dictionary definition @wad as such, the title is

codified shorthandbr that audience, a signifier of its countercultural, chemical content.

However if we now return to the two films, the use of the word is rendered somewhat
problematic. In the case of the Lux text, theredipl s t hat form the focu
use are pharmaceuticals stolen from a mental hospital and are therefore patently not MDMA.

In the case of the Heydon film, the issue is less to do with pharmaceutical verisimilitude and
more broadly to do withthie marketing of the film itself. The film is based on an Irvine Welsh

short story titled, in factThe Undefeatednd subtitiedAn Acid House Romancé&he film

therefore appropriates the title of the actual collection rather than the novella itselfuéd arg

above, one might assume that this is for the greater marketing impact of the final product.

Both films subscribe to what film critic Mark Cousins, in his watie Story Of Filmrefers

to as fAClosed Romantic Real isgemanuchinplaceandh er w
the drama is contained entirely within the construct of the film, which we observe, | would
suggest, as floating voyeurs. Cousins refere
tend to be height en epgedin sach thovieseae Irecogmsably dwmaru s e |
and the societies depicted have probl ems si
are, of course, humans within these texts, and love stories at the heart of both films. However,

it could be argued that thmost intriguing character in both narratives is the drug itself; the

most interesting relationship that between the charaatetthe drug. In Teaser Traile!' &

voi ce over recounts the various street, names
the club drug, a love drug, X, NobtheHeyddn00 % p L
film features pills falling through the air, in slow motion, like chemical confetti. The
marketing poster for the Lux film features a mountain of white pills, protavhich stands a

girl in her school uniform:

Fig. 1. Marketing poster for the Lux filngcstasy

1l rvine Wel shds Ecst a hty:/wive.gostebe.com/waach?v=2I82Te@I6PAcYessad SEptemigetn27
2011]

2l rvine Wel shds Ec st aship://Wenaysutilbe.comwatéchPveBkgezY Fu4f¥coessedTSefdieenber
27 2011]
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Both vehicles seem to be suggesting oversupply and overconsumption, that the underlying
driver of the filmsé narrative i s excess.

3. From Club Sceneto Movie Screen

I will now look at structural issues within the Lux film by a close examination of one scene,
before moving onto a broader consideration of the morality of such films in reference to the
Heydon vehicle. Firstly, let us consider the use of diegebides within the Lux film.
Diegetic and noliegetic music can broadly be defined as follows: diegetic music is that
which occurswithin the environment of the filri for instance a car stereo, a radio or, in this
case, the music a DJ is playing in a naljib. This is set against naliegetic music, likely to

be the soundtrack or incidental music to the piece, designed to be detected by the audience in
the cinema but not the actors within the narrative.

In one of the early foundation scenes of the filhg four principal female leads are in the
nightclub where one of them works as a DJ. All consume the red pills that one girl, Dianna
Meyer, has stolen from her mother Alison, a nurse at the aforementioned mental facility. To
convey the impression of theuwdy taking hold, the director makes sharp cuts in the edit to
denote excitement and heightened sensation: eyes are dazed, sweat drips, heads are thrown
back in a sexualised display of ecstatic rapture, a lesbian kiss suggests something more exotic
thanthawhi ch has gone before. However, per haps
schema is how the transformative effect of the drug is conveyed acoustically. In diegetic
terms the music seems to bulk up and throb, sounds melt, voice are distorted amnsl aher
ringing in the ear$ shared subjectively by the viewers as well as the characters. Therefore
the ringing sound might be said to cross the diegetic divide, in that in this case it is heard by
both the character and the audience.

This is the key saee for the drama that follows; however it also reflects an essential and
peculiar issue in EDM films: how to convey the transformative effects of a powerful drug for

a passive film audience. It is not simply a matter of misecene as geometrics: in the

process of rotating a horizontal dancefloor onto a vertical cinema screen, it seems the
intensity of the experience dissipates. This particular issue in club culture narratives is
accepted by two of the people involved in the film project. In an interVienducted with

Elisa King? who plays Dianna Meyer, she explains that the venue used to replicate the club

was actually a room beneath a bank, far removed from a nightclub environment. She
explains: Alt was kind of féunannyd bweec ahuasde awec |d
to film. o Crew, friends and actors were call
the party, having to adopt the demeanour of the blissédaver in the far more sober, sterile
environment of a bank vault. The momeanhseems, is hard to capture cinematically, and then

only further loses resolution inthe.gnoi ng process of its passi Ve
audience is likely to be rested, in a quiet cinema, far removed from the club experience.

In addition,theo mposer of the filmés diegetic musi c,
his music to the movements in the scene; for instance, to the tempo of the dancing and the
actions of the DJ. Hussey was given tiomgled scenes in isolation and without any post
production sound, to then write the music that might have been played in the club. Different
takes of the same shot would use different dummy tracks and therefore Hussey had to write to
the rhythm of the movement he saw, which results in music ranging X&&140 beats per

minute. In a later interview | conducted with hirhe explains:

3King, Elisa, actressterviewed by the author, Mulligans Irish Pub, Manchestest 20iy11
4 Hussey, Nick, film score composer, interviewed by the author, All Bar None,
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You have to make it fit you have to find the certain tempo of the scene and

wor k it out so thereds no singing wher
When younbgr ea wsramngi tt heart &8ss etawwoy ver ses, t
outro, al/l in a set order. But when you
cram it in when you canget the best bits from the scene, not necessarily the

best bits fromghghe song. I'tés chall e

o= o

e
r

In a subsequent interview, Hussey remarked that the process was further complicated by
these subsequent-eglits of the film. Such edits have-cat certain scenes and therefore
further thrown out the synergy between the rasascene and diegetic sndtrack.

Aside from these very practical issues in conveying the club culture experience to a movie
viewer, there are also more broader, moral issues to consider. Beeler argues that in the source
story for the Heydon filmThe Undefeated) c | u b ¢ suberefuof amyépolitical motives

or overt soci al projecto (2007: 62) and, i n
the book that EDMC films and literature can be considered via their dialectical relationship
with, for instance, race, gendand politics. While it is entirely viable to take such a position,

| would argue that EMDC resists such simple categorisation; rather, the dancefloor functions

as a kind of Etcla-sketch in which such rigid definitions can be depicted then shaken off,
creding a much more abstract design for life.

4. Imposing Order on Chaos

Perhaps it is therefore for society at large to impose the moral framework onto the club scene;
for directors and writers to impose order via a coherent narrative within this secondary
phenomena; for academics to make sense of it, in terms of -goig countercultural
chronol ogy. l ndeed, Beel erds fidialectical r e
going project, and one that becomes more ordered, the further it is refrmweitie chaos of

the dancefloor. Irvine Welsh had to impose order on the dancefloor in order to turn it into the
story The UndefeatedDirector Rob Heydon then imposed further ordefor instance in

making the principal male character Lloyd an inteoral drug dealef to create a more
dynamic narrative, in keeping with other tropes of the-geuagster genre. As such, texts
evolve and become more coherent narratives, rather than existing as impressionist renderings
of a chaotic countercultural scene.

The Lux text is even more rigorous in imposing a moral framework on the narrative. One
storyline involves the priest of the local church, who sources the same red pills via Alison
Meyer as her own daughter, in an attempt to drug his congregation. Thetsuggeparity

between the institutions of church and nightclub (both serviced by the same drug) chimes

with an ongoing neetribal dialetic within EDMC that portrays the club as church and the DJ

as priest. For instance, Collin writes of the Warehousb clu n Chi cago, Afor
people that went there it was a church for t
the priest says:

Different people, different cultures, pray to all kinds of different Gods. Some
people pray to cows. Some peoptay to rock stars

Interestingly, a scene from Teaser Trailer 2 of the Heydon film features a character Woodsy,
also talking to a priest. AFaith, t hat s not
adding: At hi s i s readiglofdthe Lui filn rhightuagsbmeat subviertsthé i a |
usual narrative arc of EDMC texts (the drugs originate not within a nightclub but a medical
facility and not via a dealer but a charact.
as a narrativegsition, instead adopting a rather more reactionary standpoint in establishing a

Manchester, Marcht22011

39



nightclub (Saturday night) in counterpoint to a church (Sunday morhititgg one dark, the
other light- rather than as analogous institutions.

5.And The Beat Goes On

It must be assumed that these two films, in their use of drugs, diegetic ardiegetic

music, references to clubs, and especially in their provocative use of title, are placing
themselves centrally within EDMC and setting themselves up as EDMC films. Taken
together, aside from the @ocidence of their title, the release of the two films demonstrates

the ongoing cultural penetration of EDMC and its relevance as a subject matter for a
contemporary cinema audience. In terms of the longevity of this scene imitueyaudience

for either film, even with an 18 certificate, will not have been born during the flowering of
that Second Summer of Love and yet will still be congnoscent of the tropes and modes of
EDMC referenced within the discourse. EDMC has arguatjlyyed a deepér and certainly
longericul t ur al penetration of any subcul tur al
As Simon Reynolds points out in his bo@eneration Ecstasywriting in the late 1990s:

ot hi s T callitrave, oréechno alectronicdancemusicst i | | feel s i ncred
only just hitting its primed6d (Reynolds, 1999
Perhaps EDMC is subject to the popular myth of they&dr rule, when cultural movements

come back into focus. Indeed, the Heydon film, tarddeased in 2011, is based on a story
published in 1996. If so, in the case of EDMC it will have managed to come back without

ever having gone away. Furthermore it might be argued that the North American aspect to the
films demonstrates a new reach of EDMf{o both Canada and the USA. It is commonly
understood that, despite the importance of cities like Detroit, Chicago and New York in the
evolution of house music and club culture, it remained a fringe subculture on that side of the
Atlantic compared to # UK, where it took a very deep hold. This is backed up by Elisa
King, who remarks in the same i nt ei thingsw: il
are changing, especially in electronic music

What remains a constant is that for North Amerasfor Europe, the cinema screen is the
mirror society holds up to itself. Moving forward, these reflections will collate to form a
visuathistoric archive, footage by which any particular scene is remembered and judged,
fading and degrading not because tbé film stock, but because of changing cultural
preconceptions. EDMC films sit, collectively, within the film theory outlined in this paper

that such texts can be seen as much more than mere entertainment. However because of the
issues of misensceneoutlined on a micro level, and the moral strictures on a macro level, a
film called - very deliberately Ecstasyremains largely unsuccessful in translating the spirit

of the club scene to the movie screen. While there are some notable exceptiomd réselée

of such collective failings is that as a consequence, the perception of EDMC will suffer as the
decades progress and people consider such secondary phenomena its evolving cultural
archive. To return to the dream analogy that began this papemnaiisti Stephen Kingston
remarked the birth of the club scene itself was a dream, a fantastical dream until it became of
primary interest to those who might seek to profit from it:

clubbers had become a little more than consumers to be exploited by t®rpora
concerns, following the wekstablished youth culture trajectory: revolt into
style, rebellion into money. The dream was finally over. (Collin: 2009, 334)

| f these films are designed to stand as <ci
unreliade narratives. As such, the integrity of the EDMC mythos may deteriorate, like the

vinyl on which the scene was built. Instead it will be for the participators to look inwards; for

their unconscious to replay their own memories, their own dreams ofribeflber.
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Folk Music and Social Dance in ©ntemporary Britain: an Ethnographic
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Abstract

Sociable folk dancing is a popular pastime for many people in Britain forming a social hub
for many of the people whparticipate. The events and activities organised around this can
be viewed as negouth music scenes that most of the participants adopt at a later time in
their life. This papepresentsome early reflectionsn my doctoral research, which takes a
cross-disciplinary ethnographic approach through fieldwork, to focus on the practice of Cajun
and Zydeco, and Scandinavian folk music and dance in Brifs paper aims to explore
issues such as intergenerational engagement with music, identity prodinctierms of
aging, and how participation in folk social dance fits within the 'life course' of participants.

Keywords

Folk, Life Course, Narrative, Social Dance.

A restless sea that rises and falls, changing shape with the music in waves
and peaks and dughs, steady, repeating, evolving in a complexity of
rhythms and dynamics. Capricious and playful, changing mood through the
night it sighs, then ripples and swirls, a gentle whirlpool that flows and
eddies around the room, spinning and turning througtiai small hall, a
dulcet wash of colour and light, or whipped up rising and dipping into a
lively storm of motiorr

The word O6folkd evokes al most a century of
images; traditional costume, superstition and eastisgom, an old man with a hand cupped

to an ear, crooning a ballad of rural life, or more recently beer and beards, and summer
festivals. Folk music mostly sits apart from pop and jazz lacking the verve and razzmatazz
that makes these other types of HapMusic so alluring. Folk social dance conjures up a
number of impressions stimulated by mediated images of Maypoles and Morris Men, which
conflict with the vibrant picture of joie de vivre, of a contemporary folk social dance, painted
above. In spiteof fashions for Country Line Dancing, Swing, Jazz, Salsa, Tango, and
Zumba, to name but a few, and the recent rise in interest in ball room style social dance
stimulated by popular television programmes, there appears to have been no noticeable rise in
interest in folk social dance. Again there appears to be an intriguing and noticeable distance
between it and other similar, ndolk cultural pursuits, but there is a lot more going on in

folk social dance than meets the eye.

This paper is based on finding®m a study of how certain types of folk music and social
dance are practised in Britain, and aims to contribute to an understanding of how people use

5 Dancer3 unpublished prose by the author.
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music in their daily lives by looking at the music and dance cultures of people interested in
two partcular types of imported musics. This is a cross disciplinary, ethnographic study and
although related work has been done, there have beendepthn studies in this area and
discussion of which has highlighted many questions, preconceptions, and natamtiags

about this music based activity. This research is undertaken from the perspective of one who
has been involved with these types of music and dance events for over ten years as both
musician and dancer, as well as that of an academic, and peis grasents some reflections
based its early stages of fieldwork.

1. The Story So Fari existing literature

Under the radar of commercial and media attention, many people in Britain regularly gather
to take part in pastimes that form the social hub of thais, one such activity is folk social
dancing. Exactly how many is Omanydé is har
pastimes and popular hobbies, from wine making to train spotting, and Dungeons and
Dragons to Live Action Role Play (LARP); the activities can be highly organised and have
huge national appeal, but are generally based on an informal network of loose relationships
and casual organisation. The exact number of folk music and social dance festivals and
events is likewise hard to @emine, in some places there are weekly classes, in others
monthly gettogethers and annual festivals and events. However, it may be estimated through
participation and anecdotal evidence that thousands of individuals, and possibly hundreds of
small groys scattered about the country, come together on a regular basis to take part in a
great variety of types of folk social dance.

Interest in what people do with music has increased in recent years as shown by the number

of recent studies whose focus hasrbea music in social life, however, few of these studies

have taken folk social dance as their context. These studies have been based on a range of
methodological approaches within the social sciences which have addressed a number of
important questionsBull 2000; Cohen 1997; De Nora 2000; Frith 2003). The few studies

that have taken folk social dance as their context reflect this range of methodologies. For
example, a small number of politically orientated studies have been based on the Argentinean
Targo; Savigliano (1995) focuses on the sociological and political meaning of the Tango
dance, and Wartluft (2009) takes an ethnographic perspective on issues of gender in Tango
clubs and Salons in Buenos Aires.nBritRrasi | | 6s
the context for assessing the usefulness of
rather than social theory in human and cultural Geography (Revill 2004). Wilkinson
conducted a comprehensi ve st evens hdldnnBrittamy 1990
known as Fest Noz and Fest Deiz and on the practices surrounding them. He was concerned
with their organisational structure and its relation to professionalism, and with their cultural

and socioeconomic significance (Wilkinson 2Dp03Ruth Finnegan studied and wrote about
amateurmusi ¢ making in Milton KeyneThe Hiddent he |
Musicians (Finnegan 1989), however, other than this little has been written about non
professional music making, an aspect of soldialthat is important to very many people,
including the majority of those who play at folk social dance events.

A very significant characteristic of the activities that are the subject of this research is that the
majority of participants are within anga range of 30 and 60 years of age, with
approximately equal numbers of participants younger and older than this. The events and
activities organised around these forms of folk social dance could therefore be viewed as non
youth music scenes that mosttieé participants adopt at a later time in their lives. Very little
attention has been paid to 6égroups of peopl e
with the production and consumption of part
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p239) where the participants are ngauth. The study of popular music has been
overwhelmingly concerned with youth culture and the academic definition of scene itself has
generally been based on works to do with youth scenes, rather than participation by non
youth (Cohen 1997; Harris 2000; Peterson and Bennett 2004; Shanks 1994; Thornton 1995;
Tsitsos 1999). While some studies have commented on older scene participants (Andes
1998; Calcutt 1998; MacDonaM/alker 1998; Ross 1994; Wienstein 2000), it is only
recently that a small number of studies have focused on aspects-ydutbrparticipation in
musical activities (Bennett 2006; Hodkinson 2010; Vroomen 2004). The age of the
participants in folk music and social dance therefore raises questions reghedpuiitics of
participation in these events; this study aims, therefore, to contribute to a small but
developing field of study which considers how age has an impact on types and modes of
participation.

2. More than the Dance

2.1Scene from afaii a pictureof the field of study

Folk dancing is often seen as a means by which people connect with an imagined past (cf.
Hobsbawm and Ranger 198oyes 1993; et aland is practised in a variety of forms. The

type of folk dancing that is the subject of this stislyot the presentational type of dance

that one generally associates with folk, for example Morris dancing or Clog dancing in
English folk culture, but is social dance where people go along to an event to participate in
dancing and not just to be speotat A few examples would include Breton dance, Irish and
Scottish set dance, Contra dance, Salsa, Argentinean Tango, and Klezmer. No one wears
costume at these events and, in this country at least, no one goes only to sit and watch, it is
not aimed to etertain an audience and for most participants it is an easy sociable activity on
par with going to a friendly local pub or a party, but which involves dancing rather than
standing holding a drink.

An ethnographic approach has been adopted for this sthothwirom the very wide range

of origins and dance styles within folk social dance, focuses on the events and activities to do
with two folk music and social dance styles practised in Britain; Scandinavian Folk Dance,
and the dances associated with Cand Zydeco music of Louisiana. Both of these styles

are practised regularly at national and regional events around Britain and they serve as
interesting, contrasting examples, as each is quite distinctive in the style of dance and also in
the way in whichevents and activities are organised around them. Significantly however,
they share distinct similarities in their practice and it is these similarities that are of value in
the understanding of these music based activities.

Many of the preconceptions @misunderstandings referred to earlier could be accounted for

by the low profile of these events and activities, which largely operatesramercially and

attract little or no media attention. For example, events are largely organised on a not for
profit , Obreak even6 basis by enthusiasts, and
between 70 and 120 people. These folk social dance events have no merchandising and very
little publicity or advertising and there are no specialist publicationsnyM# the events

which are the focus of this study are also often run on a communal basis, which may involve
a level of participation in the event beyond taking part in only the music and dance. Often
participants take an active role, through helping whih setting up of the event, volunteer
stewarding, tidying and general housekeeping, and at some events by helping in the
preparation of communal meals. This often encourages a spirit of equality and cooperation
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