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Abstract 

There is a large body of interdisciplinary research on the disabled dancer’s experience. 

However, there is no research that explores how dance featuring disabled artists enables 

different ways of understanding disability to be manifested. This applied phenomenographic 

research contributes to the area of developing approaches to the understanding of the 

impact of such performances on how disability is understood in society. The analysis 

encourages funding bodies and arts venues to reflect on their current practices. Are their 

existing commissioning, selection and evaluation processes surrounding integrated and 

inclusive dance works truly all-encompassing and fair? 

Audience members who attended the 2018 performances of Candoco Dance Company’s 

Face In1 (2017) across five different venues in the United Kingdom were interviewed as part 

of this research.  The question was: ‘What are the different ways of understanding disability 

in your experience of Face In?’ Phenomenographic analysis was applied to accounts of their 

experience of watching. This was then contextualised with a thematic analysis of performers’ 

accounts of their experience. The research documents the different ways of understanding 

disability that exist in this space between watching contemporary integrated dance and 

audience engagement. It also uncovers the points of connection between performer and 

audience research.  

Six ways of understanding emerged from the analysis. These were rooted in core 

understandings about disability. They ranged from ideas of limitation, lack, or restriction, to 

ideas of neutrality, opening up, or innovation.  

Thirty-six categories of description, revealing ‘further degrees of meaning’2 were developed 

by placing the ways of understanding in relation to nine aspects of the performance on which 

audience members focused. These were used to create a series of descriptors which further 

break down the ways of understanding.  

The challenges and constraints of audience engagement research in live integrated dance 

performances often mean that value-laden constructs such as disability cannot receive the 

depth of interrogation that they need. Working with these limitations, this approach to 

audience and performer experience analysis provides a way into this elusive space. Apart 

from providing the company, its dancers, and choreographers with insights into what their 

work ‘does’ in expanding society’s thinking around disability, it shows how performance 

becomes creative work that is performative beyond the stage. 

 
1 Face In is choreographed by Yasmeen Godder. It premiered 2017. The research was conducted in 2018. 
2 Marton and Booth 1997: 87. 
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Additionally, it is proof of the need to consider the democratic nature of disability when 

evaluating impact. Understanding disability is a continuous, collective endeavour, with the 

power of its definition belonging to many spaces – aesthetic and otherwise – and everyone 

who experiences it in different contexts. Beyond these spaces, the utterances of experts and 

non-specialists live on in the everyday. It is this capacity of a performance to generously 

offer plurality to an audience that needs to be acknowledged in impact evaluation. 

Ultimately, given contemporary dance’s unique nature as exploration of the body as 

aesthetic communication through movement, it is also proof that dance is the only mode of 

communication with this capacity for social enquiry into disability. 
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Chapter 1 Introduction 

 

There is a position of precarity that runs throughout my research. The position is in how 

movement or presence on the edge of words can bring about an expansion in my (and 

possibly the reader’s) relationship to those words. As I bring to the page the signifier 

disability, I do not know what meanings readers have brought to it, just as I am aware of the 

many layers of meanings that I bring to it now. For this reason, a discussion on the signifier 

disability (amongst other signifiers) in relation to my own experience of movement seems an 

appropriate starting point for this thesis. After an introduction on phenomenography – the 

research approach I have decided to use – a brief reflection on my positionality as a non-

disabled researcher conducting research into perceptions of dance, theatre, and disability 

follows. This then leads into a consideration of how my research process can be a form of 

disidentifcation. With these intentions laid out, I put forward an illustration of the broader 

culture industry context. I also provide a discussion on how I use the term ‘integration’ in my 

thesis. The chapter ends with an overview of each of the seven chapters in the thesis. 

 

1.1. The shifting chains of the signifier disability 

 

I became acutely aware of the grip that binary opposites such as ‘male’ or ‘female’ had on 

structures of power and knowledge in our physicality-centric cultural spaces when I learned 

to dance. Yet it was also through dance that I found a place for those signifiers (‘male’ and 

‘female’) and what they signified to be interrogated and moved around. You never quite see 

them the same way again, regardless of the sign with which you are working. 

At some point in experiencing movement through dance, how the signified and significations 

of signs developed, evolved, or maintained a certain rigidity became more interesting than 

the presence of the signifiers or signified themselves. What adds to the complexity of the 

evolution of signs, such as disability, is that signs find their meaning ‘because of the 

relationship between two or more signifiers (words or symbols)’ (Eagleton 1983: 127). The 

meaning of disability is derived from its relationship to ability. Additionally, words such as 

disability have a host of other signifiers attached to it, such as ‘impaired’, ‘disadvantaged’, or 

‘wheelchair-bound’. In the lives of many, these terms become trappings. They are 

performative words that are damaging because they are widely used and have harmful 

connotations to them. 

However, ‘…signifiers are constantly shifting, in moving chains’ (Goodley et al. 2012: 183). 

Further, ‘...meaning is never present in a signifier because the meaning (signified) of a 
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signifier is a matter of what it is not (disabled is not abled) and each signifier is underscored 

by a host of other signifiers (disabled has to fend off 'handicap', 'educational subnormal' 

(Ibid.). The question then is, how can we use the tools of creative communication at our 

disposal to continually shift signs (and their component signifiers and signified) that have 

damaged histories, such as disability and all the words associated with it in a direction that 

does not trap us all in our shared significations? This is the broad question that guides my 

research into ways of understanding disability in audiences of dance that is performed by 

disabled and non-disabled artists. In this one sentence, we enter the conundrum of having to 

use the words that do the trapping to begin with. Whatley (2019: para 17) has noted  

…that disability tends to mark the space before the dance begins. It marks the 
audience’s expectations as well as the performer’s history. It also marks the 
marketing and preperformance statements that together establish the general 
milieu in which the performance takes place.  

It brings into the space its history and the audience’s experience with the phenomenon that 

they know as disability. This ‘marking’ is a difficult one to remove, for removal could also 

signify avoidance. Yet its presence also creates the opportunity to shift signifiers, signifieds, 

and significations.  

The shift – in any set of signifiers and significations – does not only take place in the funders 

and makers of creative work, it takes place in those who consume the creative work. 

Consequently, performers and audience members are my subject of interest, and the 

variation in their ways of understanding disability my object of interest. Following this, I also 

needed to identify the most appropriate research approach to design my methodology and 

analysis process, and I arrived at phenomenography. Phenomenography is a research 

approach that finds its origins in educational research, and ‘focuses on unpacking the 

different ways in which a concept may be understood’ (Åkerlind 2015: 6). In the next sub-

section, I briefly introduce this increasingly utilised qualitative research approach. 

 

1.1.1. Seeking a research approach for bringing about variation in ways of understanding 

the phenomenon we know as disability 

Phenomenography presented itself as I read into phenomenological research methods. 

Phenomenography aims to explore the collective ways in which a phenomenon is 

understood and can help to identify the parts of the ways of understanding disability in the 

context of an integrated dance performance and explain the relationship between all the 

parts that interact to form the whole. 
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Phenomenography is a form of qualitative empirical research, where primary data is 

collected from participants and analysed in a specific way. Applied to the context of my 

research, I conducted short and long interviews with audience members and performers of 

Candoco’s double bill, Face In and Let’s Talk About Dis. The audience members were 

distributed across five different venues in the United Kingdom.  

Self-reflexivity is a key aspect of ethical qualitative research, especially with current 

discussions about the nature of the outcomes of analysis. I raise two questions from the 

discussion. Firstly, how does the researcher’s background and purpose influence the 

research question, design, methodology, data collection and analysis? The second question 

is regarding points of analysis ‘emerging’ from the data versus analysis points being created 

by the researcher from the data. If it is not possible for ‘findings’ from the data to ‘emerge’ in 

a vacuum, i.e. without researcher influence, what role does the researcher play in analysis 

data creation? The first question is addressed in this chapter as a way for the reader to 

familiarise themselves with from where I am coming. The second question is addressed in 

Chapters 4 and 5, on research design and the analysis process, respectively. As an initial 

response to the second question, Hammersley and Traianou aptly point out ‘…that careful 

attention to…ethics codes [that] constitute part of the “technologies of the self”… through an 

exercise in reflexivity can highlight the “value-rich” rather than “value-neutral” character of 

social research’ (Hammersley and Traianou 2012: 33 quoting Pels 2005: 78-79). Upon 

writing Chapter 6, I felt that there was much more application that could be done with the 

value-richness of the analysis; such application would be done in follow-up research. For the 

next sub-section, however, I will be addressing the first question regarding my own 

background and entryway into the subjects and objects of interest – of which there are many 

– in my research. My focal point is that as a non-disabled individual I need to address my 

positionality and the nature of my sensitivity to this research.  

 

1.2. Finding a way into positionality as a non-disabled researcher conducting 

research into perceptions of dance and disability 

My PhD research started off exploring moments of translation between performer and 

audience within the context of the Lesbian, Gay, Bisexual, and Transgender (LGBT) 

community and dance. The context changed to disability and dance, but there has been a 

stability in my purpose and motivation for doing the research. This sustainability of meaning 

is reflective of the deeper relationship – an alignment – between the LGBT and disability 

contexts. What is the significance of this alignment? Why does it matter? 
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In undertaking research, there is a social, relational, and political3 need to position the 

researcher in relation to their topic, regardless of whether this is discussed in the research 

itself. To a broader extent, there is need to understand the positioning of others in relation to 

ourselves in order to know how to relate to, and what to expect from, each other. 

O’Toole (2013) writes about public disclosure of one’s relationship to disability: 

Not to locate oneself is considered impolite—as if one's relationship to disability 
is unimportant. Within disability communities, acknowledging one's relationship 
provides valuable information to others in similar situations. It also shapes how 
people receive the presenter's information. The expectations for a disabled 
presenter talking about their own experiences are very different than what the 
audience expects from a nondisabled professional ally. Each location offers 
useful information and adds to the pool of disability community knowledge. 

 
Many years ago, I saw the LGBT context as a natural context in which to work because as a 

lesbian, reading and writing about the community, contacting LGBT organisations, and 

talking to individuals who shared an identity and sense of belonging to the same community 

felt suitable and unlimited. I also learned to begin to see differently and explore movement 

through dance. It became a process of freeing myself from the trappings of a range of 

socially constructed binaries, gender being one of them. 

Letting go of the gravitational pull of the oppositional thinking as a result of the gender binary 

was difficult. I insisted on manifesting my gender identity in my dance classes. The Spanish 

dance classes in Singapore were, in the contexts in which I moved at least, very gender 

binary oriented4. If you are a man, you dance the men’s style; if you are a woman, you 

dance the ladies’ style. I decided this was unacceptable, insisting on only learning the men’s 

style. I insisted on wearing men’s boots and that the instructor respected my learning 

pathway. It was an act of resistance in response to what I perceived to be the conformist-

Confucianist nature of the society in which I was living, a struggle against a creatively 

restrictive work environment, and a genuine belief that the only way I would dance well was 

by moving in this limited way, because that was with what I most closely identified.  

It took me seven years of learning dance before I became secure enough in myself to let go 

of the need to let the oppressive cushion of the gender binary motivate my learning. It was 

when I eventually got into a teaching role and was forced to learn all styles that I realised I 

could do both. Maybe one was slightly better than the other because of the years of practice, 

but there was an internal strength and dare I say, wisdom, in being able to do and 

 
3 Which helps to understand the social relational politics of disability- by the non-disabled person positioning 
themselves as non-disabled, they are inadvertently positioning the disabled person as disabled.  
4 It can be noted that Spanish dance, traditionally, is gender binary oriented itself. 
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understand both. Yet interestingly, I wouldn’t have been able to arrive at that point without 

that entire process from the binary-obsession as a justification for my oppression to being 

forced to perform the exact thing that I had used as the object of my oppression. To the 

reader who has many years of dance training and has never been limited by the trappings of 

binaries, please know that I am deeply embarrassed by my then-limited way of 

understanding gender, but also relieved and grateful that dance enabled me to move away 

from some of the limitations in my mind. It is continuing to do so in this research.  

 

1.2.1 Questions of positionality 

Writing this preface was about attending to the sense of connection and belonging to the 

research I am doing. I hope that through attempting to understand my positionality, I may 

arrive at one completely unexpected. Two key questions guide this process: 

• As a non-disabled researcher, how am I in a position to conduct qualitative research 

into the notion of disability?  

• What is my claim to a position for conducting research into disability-related issues? 

Why do I feel the need to claim a position?  

These are questions that have been raised by myself, peers, friends, and family, throughout 

my research process, which explores performer and audience perceptions of dance, theatre, 

and disability. Chapter 2 discusses the existing approaches to answering these questions 

and is an invitation for further debate regarding advocacy for disability rights. I explore the 

shared, overlapping, and socially constructed spaces of the layers of my identity and the 

sites of identification that may share core foundations with disability. Through this reflective 

process, the statuses based on social constructs that place individuals into presumed 

positions of privilege (non-disabled, heteronormative, for example) disperse, and no longer 

exclude us from the option to claim responsibility for another human being, regardless of 

their differences. Additionally, I include autobiographical narratives from my research 

interaction with disabled individuals and discourses surrounding the performing arts and 

disability. 

 

1.2.2. Three theoretical angles of self-representation 

Starting with Kuppers’ (2014) trigger question, ‘Can you see connections to your own self-

representation, the way you see yourself as a gendered, sexed, raced, classed, [and/]or 

disabled subject?’, I look at this complexity of self-representation from three theoretical 
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angles within the context of dance. It is important to keep the notion of intersectionality in 

mind when considering these three angles. The concept of intersectionality (Crenshaw 1989) 

asks us to look at how different types of discrimination such as gender, sexuality, race, and 

disability interact.  

The three angles are: 

• Identities as a site of both struggle and purpose in claiming socio-cultural rights  

• Identities as having a range of orientations 

• ‘Doing things’ with, or the performativity of, identities through the rhetorical practices 

of identification, counteridentification, and disidentification 

Disidentification in Munoz’s (1999) sense can be understood as the negotiation of dominant 

cultures by those who are othered by the cultures. Those disidentifying neither align 

themselves to the dominant culture (identifying), nor do they reject it completely 

(counteridentifying), rather they transform the works and texts of the dominant culture for 

their own social and cultural purposes. Note that the relationship revealed between the 

processes of disidentification and intersectionality are significant in the play of togetherness 

(how discrimination interacts) and apart-ness (discriminatory practices create separateness), 

within-ness (in group practices) and against-ness (exclusionary practices), existence (of rigid 

groups and categories) and innovation (from the fluidity and expansion of categories). I 

relate it to my own experience of being a non-disabled researcher working in the context of 

dance and disability. It is the discovery of a completely new place of commonality that does 

not deny the difference created by the presence or lack of a disability. Rather, difference is 

acknowledged from a place of shared experience. The experience is that of embodying a 

quality that makes us different from someone else. This experience may sometimes be 

contentiously described as ‘minoritarian’ or ‘marginalised’.  

These theoretical angles serve as tools that can help us develop ways of being, 

conversations, and actions that either resist dominant or oppressive categories. They can 

also facilitate our movement in and between the spectrum of gendered, sexed, raced, 

classed, or disabled groups with which we may seem to have very little in common. 

The first angle places socially constructed identity based on dominant ideology as a site of 

both struggle and purpose in claiming socio-cultural rights. The argument that cuts across 

the existence of and participation in historical and contemporary civil rights movements is 

that without these socially-constructed identities that are either used for self-categorisation or 

for oppression on to others, there would be no struggle for claiming rights and inclusivity in 

the first place.  
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The question that arose in the BBC3 series Queer Britain and the Channel 4 series 50 

Shades of Gay was ‘Has being queer/gay become boring?’ The argument being that the 

legalisation of same-sex marriage seems to have signified an establishment of the LGBT 

community as part of the mainstream. The counter argument, of course, is that it is not, and 

that there continues to be daily discriminatory treatment of LGBT individuals across all 

geographical, social, political, and cultural aspects of society. Thus, the ‘struggle’, and 

consequently, purpose, continues. I remember many conversations in talks and conferences 

where disabled peers and colleagues were asked whether they wanted a situation where the 

term disabled and non-disabled were not used at all, and the response was in the negative, 

because doing away with the terms would sweep the struggle under the carpet. There needs 

to be continuous discussions using all terminologies, without people being scared to ask 

difficult questions about their own beliefs and those of others.  

The second angle takes up the concept of individuals’ traits having specific orientations, that 

is, approaches to socially engaging the identity, such as medical, social, and affirmative5 

disability orientations. The historical flow of society’s approach to LGBT individuals and the 

disabled community has generally been from medical to social to affirmative models of 

sexuality/gender and disability. I make this statement acknowledging that the actual paths 

taken by both movements have been very different in terms of significant events, prominent 

activists, the role of governments, civil society, and the arts. In this country at least, society is 

more closely approaching – alongside scattered minutia steps backward – an affirmative 

model of queerness. 

The third consists of the rhetorical practices of identification, counteridentification, and 

disidentification (Butler 1993; Kuppers 2014; Munoz 1999). These practices will be 

discussed after a brief discussion on how other authors have written about the shared 

spaces of marginalised groups. 

 
1.3. Reflections by other researchers 

McRuer’s Crip Theory (2006) draws comparisons between the use of the term ‘crip’ and 

‘queer’, where both terms were formerly derogatory and negative when used by someone 

 
5 Medical, social, and affirmative disability identity orientations are based on the medical, social, and 
affirmative models of disability.  The following descriptions of the models are compiled from Section 2.2 in this 
thesis, which discusses these models in detail. The medical model focuses on the impairment and 'views 
impairment as a problem located in an individual' (Berghs 2016: Chapter 3, para 2).The social model has 
developed in disability discourse in the United Kingdom in the form of the use of the term ‘disabled person’, 
signifying the recognition of disability being an experience imposed upon by the social and physical 
environment. The affirmative model sees disability as a positive individual and collective social identity and 
recognises ‘the benefits of lifestyle and life experience of being impaired and disabled’ (Swain and French 
2000). 
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who is not ‘crip’ or ‘queer’ on someone who ‘is’. McRuer recognises that over time, the ‘crip’ 

and ‘queer’ communities have reclaimed these terms as their own, and as terms affirming 

their identities. These two identities share the basis of their existence being the ‘normal’ and 

not normal’ dialectic (Löfgren-Mårtenson 2013), which is contextualised in the broader level 

of socially constructed frames of mind of that which is normative. Crip came to be used to 

radically critique the idea that there is a ‘normal’ body and ‘queer’ came to critique 

heteronormativity. In this way, the sentiment behind the intention for reclamation of the terms 

are shared, and it is in this shared justice-based sentiment that I find the basis for my 

relationship with the disabled community. 

In her paper titled ‘Coming to Claim Crip: Disidentification with/in Disability Studies’, Sami 

Schalk (2013) uses the phrase ‘coming to claim crip…’ to suggest a process where she 

eventually arrives at a place where she ‘claims crip’, a term she references to Sandahl 

(2005), McRuer (2006), and Kafer (2013). Other aspects of her identity that she claims 

include ‘nondisabled, fat, black, queer, female’ and ‘academic’. My personal entryway into 

claiming positionality as a researcher in the area of dance and disability echoes Schalk’s 

main theoretical explanation, with the main difference being that she incorporates coalitional 

and political theory. She too suggests that ‘disidentification among/across/between 

minoritarian subjects’ creates a space of shared direction between disability studies, 

queer/sexuality studies, and in her specific case, race and ethnicity. Schalk describes 

disidentification through Munoz’s theoretical lens as ‘a way to locate one's self within, take 

up and (re)use representations and theories in ways that were not originally intended 

(2013).  

In hindsight, the gendered performance in my dance practice many years ago which started 

off from being purely about finding a way for me to learn to dance more effectively became a 

sort of necessary activism, within the cultural context of Singapore. The more dance classes 

with which I engaged the expression of my disidentified self, the more I realised how my 

presence in them made my instructors and my classmates ask questions about their existing 

frame of thinking towards the possibilities of gender in dance. I located myself as a woman 

who was better able to learn and perform syllabus-based dance through what was 

considered the men’s style of dancing. I also found inspiration and connection with Carmen 

Amaya, the Romani flamenco legend who was the first woman to dance the men’s flamenco 

style. What made her dancing so powerful was the fact that she was a woman who danced 

what was traditionally considered men’s style dancing better than the men themselves. At 

the same time, the existence of that very distinct gender binary was a necessary condition 

for her success, and possibly inspiration. She took up – subconsciously or consciously I do 
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not know – and used all the gender representations of her craft to create something new and 

beyond, yet at the same time in between. The presence of her work did not only live in and 

all along the spectrum of the gender binary, but its life burst beyond that limited range. 

 

1.4. Identification, counteridentification, and disidentification 

To end, I discuss two processes in addition to disidentification that have been necessary in 

the discovery of my positionality – identification and counteridentification. 

Before entering a life space that triggered identification and the subsequent facilitation of 

counteridentification, and disidentification, I went through a self-categorisation and social 

identity formation process (Tajfel 1978; Turner 1982; Turner, Hogg, Oakes, Reicher & 

Wetherell 1987). While social and cultural context plays an important role in thought 

frameworks regarding how self-categorisation and identity formation take place, there is also 

a social and psychological theoretical explanation to it. 

Judith Butler’s notion of ‘identification’ is described ‘as a kind of affiliation and expression of 

an emotional tie with an idealized fantasized object (person, body part) or normative idea’ 

(Barker 2004: 93). The ‘idealised and fantasised’ normative idea here is not about being gay 

or disabled, but it is about being an oppressed minority in a society with a normative 

majority. There was almost a fixation of the idea of being oppressed, and in allowing the 

fixation – almost romanticisation – of oppression to take place, I placed myself in the position 

of the angry victim. I took pride and found power in perceiving myself as being oppressed. 

That arrival at understanding my relationship with oppression in a different way took place 

over time. 

Within the physical manifestation of gender roles in my dancing, I could only be a woman, 

because that is what my classes dictated. Initially, I counteridentified with the woman’s role 

and struggled against the obligation for me to fit that role because of being female. 

Eventually, I disidentified entirely with the gender binary within the dance culture I was in by 

doing both and moving between the two binaries, using my role as a learner as a tool for 

activism and getting across my point about the existing constraints within the dance form. At 

a point when the gender binary no longer held power and the rigidity of gendered clothing, 

footwear, accessories, movements, choreographies, styles, and roles, continued to exist but 

I no longer struggled against or between them, I realised I had gone into a new space 

altogether.  It is an empty yet full space at the same time. It acknowledges the constructs, 

the structures, the labels, the negotiation within, between, and without them. It is a space 

where I am aware of the tension between all the different categories and group that is there 
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all the time and where they overlap and share similarities, but it is not limited by them. 

Langer (1957) calls it an opening of the subject into the object(s). Maxine Greene’s response 

to the question ‘Who are you?’ encompasses it completely: ‘I am what I am not yet’ 

(Teacher’s College 2001). I had entered a sort of aporia. An aporia is a passage that can 

only be exited through its entrance. A change in our understanding of a category can only be 

experienced through engaging the category as it is. ‘To exit an aporia one must enter it 

looking backwards while taking an uncharted route…its entrance is also a mode of exiting, a 

way out’ (Baldachinno 2014: 1). It can be experienced through an aesthetic experience, be it 

through participation or as an audience.  

Art, in all its forms, offers the rare aesthetic experience of entering and exiting the aporetic 

categories within our conditioned minds. It is an experience that we do not often consciously 

or intentionally experience. Baldachinno (2014: 1-2) describes art as a ‘way out’ of the limits 

set by human ability to reason, by engaging those existing categories and ways of seeing, 

and facilitated by the freedom in the space created by art. In other words, art’s way out is a 

subconscious experience of disidentification. Disidentification and the possibility of becoming 

aware of entering and exiting aporetic categories such as those of gender and disability is 

but one of the performative natures of art, including dance. 

In discussing Cooper-Albright’s (2001: 60) notion of the supercrip in relation to disabled 

dancers who have a level of virtuosity and skill that outperforms their non-disabled 

counterparts, Ames (2012) notes that ‘the desire to be the same rather than other clearly 

positions the technically trained and nondisabled dancer's body as the ideal of aesthetic 

beauty’ and that images of these aesthetic ideals need to be changed. The phenomenon 

that we know of as disability can offer us an alternative aesthetic sensibility (Ibid.). This 

movement of awareness and performance towards a new aesthetic sensibility by resisting 

through the creative utility of existing forms of dance is an act of disidentification.  

At this point I would like to address the social and categorical space that I share with 

everyone else, that of ‘minoritarian’. I am using this term not only to establish my own 

exclusionary experiences, but to acknowledge that at some point in each of our lives we all 

become aware of a sense of ‘being a minority’, no matter how briefly, and no matter how 

many categories perceived as ‘privileged’ we are. I do not identify as disabled, but I identify 

with the disabled community. This is not through disability, but through being a group that 

has a history of oppression. My acknowledgement of being ‘minoritarian’ comes from an 

awareness of the dominant system that creates the experience of oppression.  

The term that has been used as a label on me by others is that I am an ‘ally’ to the disabled 

community. For some authors, the term ally brings along with it the acknowledgement on 
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both sides of the privilege of the absence of a condition (Schalk 2013), which in this case is 

my absence of a disability. The term ‘ally’ suggests that while I have no right to claim 

disabled as part of my identity, we share the same cause, especially in our work, which 

inevitably has become part of my personal life as well. I do not feel I have a right to self-

identify as an ally – I can only be understood as an ally by the community to which I relate 

through the purpose of the work that I do.  

Having discussed my positionality and view of disability in relation to dance, I will briefly 

describe the broader culture industry context within which my research exists.  

 

1.5. The broader culture industry context 

Studying audiences of live performances has generally taken a more subject-object route 

with audiences being a source of quantitative or qualitative data that can provide evidence of 

attendance, engagement, and impact. However, this project sees audience research as a 

form of performance documentation. Performance documentation is discussed in Chapter 2 

Section 6 (2.6). Such a view of audience research provides the option of understanding the 

entire event holistically, lowering the barrier of experience and existence between ‘the show’, 

the performer(s), and the audience. The documentation of performer and audience 

experience is as significant as the performance offered, and its recording. Consequently, the 

study of performer-audience relationships in this research is a form of performance 

documentation.  

Consider the following illustration of the composition of a live performance event in its 

entirety. 

Figure 1 Composition of groups in a live performance event 
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The creators of the performance present a public offering in the form of a performance. This 

offering is then considered and accepted by interested members of the public who take up 

the offer to experience the work. It should be noted that the members of the future-audience 

are also offering a promise of their financial, emotional, and cognitive resources, and their 

own time. They were committed to the offering as soon as they made the decision to buy 

one or more tickets. This decision was made after they spent some time reading about the 

offering, and possibly watching any media (trailers, features) related to the performance. 

They ready themselves to enter the venue and be part of one half of that performance.  

Viewed this way, the performativity of documenting performer-audience relationships and 

experiences offers a way into understanding what the event (the performance) is doing to 

the collective understanding of disability in relation to the performance.  

The term ‘integrated dance’ is one of the ways in which I describe the performance Face In. 

My usage of the term initially refers to the fact that there are non-disabled and disabled 

artists performing together. In chapters 5, 6, and 7, two additional ways of using the term 

based on different modes of the definition of the term come to light. This multiplicity of 

meanings and usages only highlights one of the problematic aspects of terms such as 

‘integrated dance’ and ‘inclusive dance’. In the following section, I briefly discuss these three 

modes of definition of the term ‘integration’, as well as points of critique and questioning of 

the term. 

 

1.6. Modes of definition of the term integration 

There are three modes of definition with which I use the term ‘integration’ in my thesis. The 

first mode uses the term in its active verb form, where integration suggests a movement into 

another group because it involves ‘the action or process of successfully joining or mixing 

with a different group of people’ (‘integration’, n.d.). It should be noted that in this usage of 

the term, the group into which other groups mix does not necessarily have to be the socially 

‘dominant’ or mainstream group. This is the case in the context of dance that ‘integrates’ 

disabled and non-disabled artists.  

The second mode refers to the approach with which disabled artists are engaged in the 

practice or performance. In this sense of the term, integration welcomes disabled dancers 

into the dance with no or few modifications made. Inclusion describes a working or learning 

environment that is made accessible for all participants with modifications from the start. 

This distinguishable usage of the term arises in Section 5.2 where the terms ‘integration’ and 
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‘inclusion’ are used to encapsulate two of the ways of understanding disability that are 

developed through the audience phenomenographic analysis. 

The third mode – which can intersect with both first and second modes – is based on 

whether disability or non-disability is at the centre of the usage of the terms. Dominant 

disability discourse suggests that non-disability is at the centre of the term integration, with 

disabled individuals integrating into a non-disabled context. With this usage, would ‘reverse 

integration’ explore the transformative potential of non-disabled individuals integrating into a 

context where disability is at the centre?  The third mode raises two points of discussion. 

The first rhetorically asks whether any use of the terms – regardless of who is at the centre – 

reinforces the disabled and non-disabled binary, ultimately highlighting and maintaining the 

difference. The second explores the possibilities along the path taken in highlighting the 

difference of disability and non-disability, and in doing so facilitates the gradual evolution of 

the binary, which suggests a process of disidentification.  

Questioning the focus on the disability and non-disability binary, Marsh (2016: 156) calls 

attention to the limiting impact of the industry’s use of the term ‘integrated dance’ which can 

create a situation where ‘disabled dance artists find they are positioned within this 

“imagined” genre rather than within the broader contemporary dance field, thus limiting their 

potential for development and for being treated equitably.’ Cheesman (2019; referring to a 

private communication with Kuppers from 2011) suggests a more open usage of the term in 

the context of dance, where ‘integrated dance can be defined as people with different forms 

of embodiment, including disability’ (116). Cheesman’s and Kuppers’ preferred use of the 

term suggests a stretching-in-progress in the life of the term, illustrating a point made by 

Benjamin (2011) that while there is a resistance to the use of the term, its etymology refers 

to ‘“being in touch” and of not only playing an integral part in a larger picture, but of changing 

that picture’ (115). My usage of the term integration in all modes is in the spirit of 

disidentification – engaging the term in different ways to highlight its fluidity and continual 

switches and shifts. Akin to the surface tension at the top of a glass, as time progresses, the 

uses of the term may stretch and expand to a point where it must spill into an alternative 

space. This research locates itself at the top of that almost-overflowing glass. 

 

1.7.  Overview of the chapters in this thesis 

Chapter 2 lays out the key areas engaged by the research. After discussing the unique 

context that dance provides for disability to be experienced, the development of ways and 



 
 

30 
 
 

models of understanding and engaging the phenomenon we know as disability are 

interrogated.  

 

Finding contextualisation in the easing of the conceptual boundaries of disability in Chapter 

2, Chapter 3 begins by questioning the notion of value and its documentation through 

mechanisms of evaluation in the arts. The chapter concludes with a consideration of the 

ways in which a performance has social agency. This social agency is not in the form of 

measurable data, but rather experiential processes that can open a space for the expansion 

of disability discourse. 

 

A review of works from the systematic literature review I conducted is embedded throughout 

Chapters 2 and 3, and there are three broad categories of works: the first is a combination of 

disability, live performance, and audience research; the second looks at how audiences 

engage aesthetic experiences; and the third is on Matthew Reason's body of work on dance 

audiences. A narrative approach to the literature review is included in the landscape of 

works that address dance, disability, and performer-audience exploration. A description of 

the process of the systematic literature review can be found in Appendix 1. 

 

Chapter 4 is dedicated to discussing multiple perspective phenomenography as a suitable 

research design for adaptation to researching performers and audience members’ 

kinaesthetic and embodied experiences in the context of integrated and inclusive dance 

performances. After establishing the epistemological basis for the phenomenographic 

analysis method, I discuss reasons for and critiques of choosing multi-perspective 

phenomenography for this study. The different frameworks and terminologies used in the 

phenomenography as well their corresponding descriptions are presented. The last section 

of the chapter is dedicated to the data collection process, covering sampling, the 

transcription process, and interview questions. 

 

Chapter 5 goes into the details of the analysis process for audience and performer 

interviews, long and short. The process is adapted for this phenomenographic design that is 

applied to audience engagement research. The reader is taken through the analysis process 

for the short and long interviews with the audience, and subsequently presented with the 

ways of understanding disability and the categories of description that are revealed through 

the analysis. The same goes for the long interviews with the performers. It should be noted 

that the aim of Chapter 5 is to present the outcome space from the analysis and not to 

interpret what is revealed, as that is meant for Chapter 6. Then comes the performer-



 
 

31 
 
 

audience bridging section where dancers’ understanding and experience of Face In is used 

as a context for audiences’ understanding of disability, effectively linking their reference 

points in each set of ways of understanding. Reference points in the dancers’ ways of 

understanding the performance correspond to aspects of audiences’ ways of understanding 

disability. The data collected from the audience was also transposed into a creative resource 

that was used by the dancers on their Studio Day in February 2019. The last section of 

Chapter 5 provides a description of how the creative resource was developed from the initial 

stages of phenomenographic analysis with the intention of cultivating more exploratory ways 

in which the data could be harnessed by makers (the company and its dancers, in this case). 

Apart from summarising the utility of phenomenographic design in understanding audience 

experience, Chapter 6 discusses the outcome spaces, conceptions, and categories of 

description of disability (ways of understanding disability) and Face In. It eventually places 

the findings within the context of integrated dance audiencing and what the latter can ‘do’ for 

phenomena such as disability. The second half of the chapter looks at specific insights into 

the creative makers’ environment and the audience reception environment of Face In. 

Bringing the applicability of the analysis to a broader level, the categories of description are 

developed into a resource document for practitioner reflection and discussion. The reflective 

resource offers a set of questions that makers, dancers, and venues can ask about their 

work and programming with regards to their role in engaging dance and disability discourse.  

Chapter 7 brings together the threads of discussion and analysis from the thesis. Further 

areas of research are identified. These areas are grounded in the social performativity of 

integrated dance and the recognition that more work needs to be done to investigate the 

nature of the complexity of phenomena such as disability when located in dance rather than 

seek a clear and definitive way to pin down what exactly happens to the phenomena.  

 

1.8 Summary 

The term disability is a signifier whose context-dependent, loaded, and shifting meanings 

provide the basis for using phenomenography as the research design for this project. 

Phenomenography enables an exploration into the variation in ways of understanding the 

phenomenon known as disability. I establish my positionality as a non-disabled researcher 

conducting research into perceptions of dance and disability by pointing out the sites of 

identification that I share – but also maintain a clear distinction – with disabled individuals 

through experiences of being a minority. I lay out three theoretical angles from which to 

understand disability as identity, namely: identities as a site of both struggle and purpose in 

claiming socio-cultural rights; identities as having a range of orientations; and identities as 
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performative categories that can create changes in categories. Through the process of 

disidentification, disability as a limiting identity category can be transformed through 

negotiation using that identity category. My research is a form of disidentification because it 

neither aligns with nor denies dominant notions of the identity category ‘disability’, but by 

going through all notions, the category is transformed. This aligns with the spirit of 

phenomenography. I use phenomenography to explore the ways of understanding disability 

that are present in audience experiences of the integrated dance performance Face In. 

Phenomenography is also used to explore performers’ ways of understanding the 

performance Face In. The relationship between audiences and performers of Face In can 

then be analysed. Additionally, this phenomenographic approach serves as a form of 

performance documentation that offers makers, performers, and venues a way to 

understand the performativity of a performance in relation to the collective understanding of 

disability. 
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Chapter 2 Dance and its relation to the social construction of disability 

Chapter 2 begins with an extended discussion of disability, briefly contextualising it in dance 

as a form of artistic expression, communication, and aesthetic experience. This includes 

historical and contemporary models and approaches to disability. The purpose of doing this 

is to prepare the ground for raising a conversation on the nature of audience engagement 

research, when the latter is intended to be focused on audience members’ relationships with 

the phenomenon we know as disability.  

 

2.1 Disability as done through dance 

On the 31st of March 2018, Stopgap Dance Company’s film adaptation of Artificial Things 

was launched on BBC iPlayer. The piece, set in a derelict shopping mall, addresses issues 

of ‘interdependence, strength, and vulnerability’ (Stopgap 2019). It features dancers who 

created the original stage work, namely, Amy Butler, Christ Pavia, Dave Toole, David 

Willdridge, and Laura Jones. The group are a combination of learning ‘disabled’, ‘physically 

disabled’, and ‘non-disabled artists’. It should be noted that ideally, I would place these terms 

in inverted commas throughout the thesis to resist their normalisation and to let the reader 

know that I am continuously interrogating their use6. The words are used to acknowledge 

their current place in society, but with the intention of troubling their existence and use 

through the very act of using them. 

On the transition from staged work to a dance on film, the work’s director Sophie Fiennes, 

says that camera work and editing can articulate ‘new sensations and feelings’, especially 

with ‘inclusive choreography’ (Ibid.). Fiona Morris, the Creative Director for The Space 

commission for BBC Arts, says that the film ‘helps to challenge traditional perceptions 

around ability and dance’. Of the original stage work, reviewer Sara Veale says of the theme 

of cohesion, ‘By the time the dancers form their final tableau, their coexistence is manifest, 

their unity fully realised’ (Ibid.). This corresponds with the explanation that Hermans (2016) 

provides about how dance on screen ‘offers possibilities for the opening up of new registers 

of meaning-making that force the spectator to look and engage differently with disabled 

people’ (162).  

 
6 I have chosen not to place the terms in inverted commas to avoid any confusion. 
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The performance, its availability on a streaming platform, its viewers7, how it is described on 

iPlayer8, the subsequent online and offline discussions, and reviews generate conversation 

between all those involved, creating a conversational reality9 (Shotter 2008). Because it is 

grounded in the shared experience of the performance, those involved in the conversation 

are trying to understand the performance in its own terms, rather than in terms of the 

individual participants’ own constructing. The conversational reality is not so much in the 

content of speaking, but in ‘the unfolding dynamics of coming to say something’ (2016: 38). 

Taking part in ‘participative thinking’ (Levy-Bruhl 1926; Bakhtin 1993) or what Shotter (2016) 

calls ‘withness-thinking’ or ‘relationally-responsive thinking’, ‘can arouse in us those 

particular “movements of feeling” that can orient us towards…the precise ways needed to 

“bring home”’ the understanding of [that which is] shared in an embodied fashion by all within 

our language social group…[-] our language-structured or discursive consciousness’(39). 

In the vein of relationally responsive participation, it should also be noted that scene 3 of the 

original production has been an educational resource for the GCSE Dance specification 

since July 2016 (Stopgap 2017). It is through occurrences such as this scene from Artificial 

Things becoming part of the experience of students pursuing a GCSE in dance where ‘our 

cultures are constantly produced, reproduced, and revised in dialogs [sic] among their 

members’ (Mannheim and Tedlock 1995: 2). At the same time, the actions and cultural 

events that are produced also influence the ‘how’ and ‘what’ of these dialogues. Of interest 

in this research is the ‘what-through-the-how’ reality created about disability and ability, 

through dance performances featuring disabled artists. This reality is determined by how 

these social constructs are talked about by audiences and viewers, and how the cultural 

offerings (performances) to the public influence the dialogues and consequently the 

configuration of the social constructs themselves. 

 
7 Viewer, spectator, or audience member? All three terms will be used in this manuscript, especially when a 
cited author chooses to use a specific term in their work. It should, however, be noted that I loosely take the 
following parameters with regards to the three terms. Viewer is a term used when referring to works of visual 
art or performances on screen. Following Kristy Edmunds’ discussion on the term ‘spectator’, ‘Spectator 
implies bearing witness to an occurring action or event, where passive engagement is the rule’ (Edmunds 
2016). Audience (collective) or audience member refers to those in attendance of a live performance. There is 
a discussion on the similarity between viewer and audience member when referring to screendance (dance 
performances on screen).  
8 ‘Stopgap Dance Company bring their celebrated stage work Artificial Things to the screen. Filmed on location 
in a derelict suburban shopping mall and featuring an ensemble of disabled and non-disabled dancers, this 
mesmerizing film directed by Sophie Fiennes explores human interdependence, strength, and vulnerability.’ 
(Artificial Things 2019) 
9 Shotter’s work ‘contests the traditional scientific view that naturally occurring psychological and sociological 
realities of a systematic and structured kind are to be discovered underlying appearances. Instead, [he] claims 
that such orderly 'realities' are both socially constructed and sustained in existence only within the context of 
people's disorderly, everyday conversational activities’ (2008) 
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2.1.1. The mimetic and performative nature of dance 

In critically considering the conversational reality of the dance performance described at the 

beginning, one question arises about the coexistence of disabled and non-disabled artists in 

the performance. While they can all be identified as dancers, there is also a significance of 

the company’s identification of their dancers as disabled and non-disabled to create the 

reality of disabled and non-disabled artists sharing a dancer identity. The disabled or non-

disabled identity becomes one aspect of their shared identity as a dancer or movement artist 

identity. 

At this point, it should be noted that in my research, I choose to use phenomenographic 

analysis to cut through social constructivism to look purely at the relationship between 

subject and ‘object’. it involves an identification of incremental shifts in ways of 

understanding the ‘object’ (not disability, but the phenomenon known as disability, in relation 

to movement in dance) by the subject (collective audience members). For example, part of 

the analysis suggests that audience members did not focus on the concept of disability but 

on their experience of physicality in relation to movement. This is how phenomenographic 

analysis provides a blank slate from which to explore the relationship between the 

phenomenon and how it is understood, with social constructs such as disability being 

present, but not the focal point. 

Despite not focusing on disability, the disabled/non-disabled binary that becomes part of the 

dancer or movement artist identity spans the relationscape10 (Manning 2009) in which my 

research takes place. The work of movement artists facilitates the interrogation of existing 

notions of the binary and creates a layered and ‘complexed’11 understanding of the concept 

of disability. In this sub-section, I ask whether this layered view of socially constructed 

notions of disability is confined to the stage or can that which is performed be considered a 

part of the social reality on and off stage? This question is significant because apart from the 

presence of the artists, the presence of individual members of the audience plays a key role 

in its answer. The artists and audience are the subject of my research. 

This question is based on Hewitt’s (2005) mimetic model of totality12. In this aesthetic model, 

‘dancers function…as the symbol of a utopian social order… and the artistic representation 

of a better life serves to blind the audience to the social realities in which they live’ (21). Do 

the dancers – who are of a range of physicalities and abilities, and performing in a 

 
10 A landscape that is created through relationships between people 
11 This term is used as a verb. 
12 Where totality is ‘the production of the bodily movements of those participating and does not demand a 
reflective awareness of the totality produced’ (21) 
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professional capacity as part of a company of disabled and non-disabled dancers – provide 

a momentary reprieve for some audience members’ social realities where disabled 

individuals have less access to such opportunities? Or is this not a reprieve, but simply a 

part of social reality? Should the answer to this question be ‘no, it is a not a momentary 

reprieve, and what happens on stage is not separate from social reality’, then the interaction 

can be described by Hewitt’s (2005) alternate model to the mimetic social order- the 

performative:  

What I am calling the performative or integrative aesthetic ideology, meanwhile, 
is one in which art does not simply misrepresent, in a palliative manner, an 
existing social order. Instead, the aesthetic now becomes the realm in which 
new social orders are produced (rather than represented) and in which the 
integration of all social members is possible. (22) 
 

This performative or integrative aesthetic ideology echoes part of Judith Butler’s notion of 

performativity, which broadly put, is ‘the process of subject formation, which creates that 

which it purports to describe and occurs through linguistic means, as well as via other social 

practices’ (Cavanaugh 2015). In an interview with Julie Phelps on July 18, 2013 at 

Counterpulse’s 16th Dance Discourse Project, Butler responds to a question on the 

relationship between performativity and performance making: 

Something like a stage extends way beyond the proscenium stage. So, what’s 
performed on a stage can be extremely important and can give us a way to 
grasp and be riveted by what people are doing with heavily laden norms of 
gender or race or disability or any number of social issues... So, for a while, as 
an audience, we approach those issues differently. (Phelps, 2017) 
 

While the ‘differently approached’ encounter with a social construct, such as disability, is brief, 

the encounter goes beyond that of the stage or screen: 

Where are we spatially when we talk about performance? Performance gets 
inflected differently depending on what space we’re in, but we have to see it as 
something that crosses those spatial divides. It’s not just on a stage, it’s part of 
our daily practices that traverse and transform space. (Ibid.) 
 

Ideally, a performance could be categorised as both performative and mimetic, because not 

only do aspects of the performance and company represent what a ‘better’ social condition 

could be like, but also that they are that lived ‘better’ social reality. One argument is that it 

depends on the audience member, and it depends on the participants of the conversations 

that take place. The lived actuality is also not as clear cut. There will always be disabled 

individuals whose circumstances simply do not facilitate such opportunities of being; be it in 

their interactions with others, or in other aspects of their lives, yet at the same time, the 

performance has taken place because of the actuality of that reality. One of the aims of my 

research is to apply phenomenography to explore the incremental shifts in ways of 
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understanding disability that are present in that space that combines the stage, the collective 

of individuals that are called the audience, and the space ‘beyond-stage’. 

Langer (1953) would argue that despite the performance being real in the sense that 

dancers are human beings who move their bodies, the nature of dance as an art makes it a 

'virtual presentation’ of reality. Whether the content of the performance is performative, or 

mimetic is dependent on the interpretation of the choreographer, performers, and audience. 

It may also be that there are multiple ways of talking about disability taking place at the same 

time. Perhaps the significance is in the fact that the performative, the mimetic, and the 

various ways of talking about disability can all simultaneously exist. My research is also 

about exploring the range of ways of understanding disability that manifest in discussions 

with audience members about their experience of watching performances featuring disabled 

artists.  

The purpose of introducing Hewitt’s (2005) mimetic and performative/integrative models of 

social order to categorise dance performances into the discussion is to not place them in 

either category. The models provide multiple perspectives from which to understand such 

performances’ influence on how disability is understood in society. It also allows the 

identification of artist/performer and audience experience as key to drawing out those ways 

of understanding disability because one is dependent on the other. This is the essence of 

the performer-audience relationship, the elements of which will be analysed through an 

application of phenomenographic analysis in Chapter 5. 

In view of using the mimetic and performative social order ways of thinking to understand 

what a performance can ‘do’, this is a suitable point to transition to discuss the development 

of models of disability. This includes what they aim to do and what they have achieved, 

especially in the context of the performing arts. In this research, it is important to bear in 

mind the overlapping and coexistence of models. This applies to models of ways of thinking 

about dance as well as to the models of disability. The models of disability will be discussed 

in the next section. In the context of the research, their coexistence is evidenced in analyses 

of collective performer and audience experiences of such performances.  

  

2.2. Context: Interrogating the ‘models’ of disability 

Sociological ‘models’ provide an accessible way to explain social phenomena and socially-

constructed concepts, such as gender, time, and disability. At the collective level, social 

models provide a scaffolding for public discourse. This approach of developing models to 

understand phenomena, such as dance, can also be seen in understandings of disability. 
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The development of disability models parallel shifts in the lived experience of disabled 

people and the broad public understanding of disability as a social construct. Note the 

interchangeable use of the ‘social constructionist model of disability’ and the ‘social model of 

disability’, both expanded forms of the acronym SMD (Shildrick 2012: 5). 

Four broad categories of models of disability have been developed and used internationally 

through conversations at the societal level to help explain, understand, and improve 

experiences of disability and impairment. These categories are the medical, human rights, 

social, and CDS (Critical Disability Studies) models (Berghs et al. 2016). The affirmative 

model sees disability as a positive individual and collective social identity and recognises 

‘the benefits of lifestyle and life experience of being impaired and disabled’ (Swain and 

French 2000). For the purposes of this research the affirmative model is loosely positioned 

under the CDS umbrella in acknowledgement of its inherent criticality of other approaches to 

disability. 

The adjective ‘socio-cultural’ is used to describe these models because the way they operate 

in and are used by members of society are affected by cultural factors as well and vice 

versa. For example, the social model has developed in disability discourse in the United 

Kingdom in the form of the use of the term ‘disabled person’, signifying the recognition of 

disability being an experience imposed upon by the social and physical environment. In 

other countries, such as the United States, the phrase ‘person with disabilities’ is preferred. 

The terms used in this research corresponds with the country in which the project is based.  

Owens (2015) outlines the different forms of the social model of disability that have 

developed since the Disability Alliance and the Union of the Physically Impaired Against 

Segregation (UPIAS) proposed the basis of the social model in 1975. These different forms 

include the social relational model (Thomas 1999, 2001, 2007), the Nordic social relational 

model, the World Health Organisation International Classification of Functioning, Disability 

and Health (ICF) model, the North American social model of disability, and the United 

Kingdom (UK) social model. Owens does not consider the UK social model a model because 

it has two broad components – disability and oppression – and that it lacks a definition. The 

British social model could be described as both the outcome of a social critique and an in-

process social critique in itself- more of a continual process. A critique of the social model 

theory is that it is challenging to reduce experiences of oppression if the model used to ‘do’ 

that work ‘itself, produces and embodies distinctions of value and power’ (Corker and French 

1999). 

Additionally, it is more appropriate to call the Nordic social relational model an approach- as 

Tøssebro (2004) does. The term ‘model’ suggests a more rigid set of characteristics 
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assigned to a way of understanding disability, whereas the Nordic relational approach has 

three broad guidelines: that the phenomenon of disability is the result of a mismatch 

between person and environment; that disability is situational or contextual; and that 

disability is relative (to the individual, to the circumstances, to the time in society). The third 

guideline suggests a correlation to an intertextual understanding of life experiences. 

Consequently, the Nordic approach to disability can be best described as having a firm belief 

that no single theory, approach, or model can provide all the solutions. This is the view that I 

transitioned to during the second year of this research, after I interviewed many performers 

and audiences. 

While there are theoretical variations within each of the categories13, there is a tendency for 

models of disability to be taken up in their basic structural form by public discourse as a 

model that explains, supports, or questions phenomena as a comprehensive and accessible 

way to explain social behaviour and phenomena. Critics of this approach to using models of 

disability note that ‘models may help to generate an explanation in some way, but they do 

not themselves constitute an explanation’ (Llewellyn and Hogan 2000), suggesting that 

experiences of disability and impairment are more complex than any model or theory can 

describe. Other critiques of these models are based on how the medical model focuses 

solely on individuals’ impairments, or how the social model is overly materialistic by 

emphasising the oppression experienced by individuals as a result of the capitalist-oriented 

social and environmental surroundings (Owens 2015), or does not acknowledge the lived 

experience or reality of disabled individuals at all (a critique by Critical Disability Studies).  

Samaha (2007) notes that the social model provides ‘insight regarding causes of 

disadvantage without committing to a particular response, even if one believes that disability 

is simply or importantly the result of people’s attitudes’ (3), which becomes an enabling 

factor in avoiding the real issue. Contrarily, Shildrick (2012) sees the social model as 

‘unwittingly perpetuating a historically situated pattern of disavowal’ of the ‘uncertainty of 

disability’ (57). The evidence of this is in state policies that have been developed based on 

the social model to create an environment where everyone can be a productive worker- 

regardless all differences in embodiment14 – under the control of the state and institutions 

and in the way that the state defines productivity. When the definition of a model starts to 

 
13 For example, in the UK social model of disability, there is a social relational model of disability (Thomas, 
1997). 
14 According to Cromby (2014) in the Springer Link Encyclopedia of Critical Psychology, and in line with my 
usage of the term, embodiment refers to ‘the location and the character of the body in the world, and the 
ways in which this body structures and enables experience; the bodily aspects of human subjectivity. ’ 
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erode the agency-giving identities of individuals, a response is provoked, for example in the 

form of the affirmative model or a moving away from the model altogether.   

Mike Oliver, who published the terms ‘individual model’ and ‘social model’ in his 1983 work 

Social Work with Disabled People, explains that he developed the terms as a means of 

translating the idea that ‘we [are] not disabled by our impairments but by the disabling 

barriers we [face] in our society’15 (Oliver 2013: 1024) into a form that could be used by his 

students in their work with their disabled clients and families16. His 2013 reflection on how 

the social model of disability took on a life of its own in that it ‘became a vehicle for 

developing a collective disability consciousness and helped to develop and strengthen the 

disabled peoples’ movement’ (Oliver 2013: 1024), suggests that the source of the hold with 

which the social model has on society may be semantic in nature. Sociologically, the term 

‘model’ points to ‘a partial representation of a given social phenomenon and a modality for 

the partial rediscovery of that phenomenon’ (Manzo 2007: 3; emphasis mine), developed to 

better understand a larger process – a process that is undoubtedly in a continual process of 

change in itself. Socially, however, propelled by the forces of binary thinking, the social 

model of disability as Oliver (2013) suggests, became a point of debate between proponents 

and critics of the model, and the focus of the conversation came to be more on the model 

than on the lived experiences of the people the model was intended to improve.  An 

appropriate example of the futility of othering in the context of the use of models is 

demonstrated by Pfeiffer’s explanation of the difference between the ‘UK Social Model’ and 

the ‘US Social Model’. ‘Researchers using the UK Social Model will analyse social structures 

and their impact on people with disabilities. Researchers using the US Social Model will 

analyse social roles and attitudes toward failure to fulfill them’ (2002: 234). Both approaches 

to the social model are of equal significance, and engagement with one should not be a 

denial of or restriction to engage the other. 

As the social model of disability was developed in response to the emphasis on the 

individual in medical models, the CDS approach challenges the materialism in the social 

model by deconstructing ‘ideas about disability… exploring how they have come to dominate 

our approaches to the subject[,] and how the ideologies that surround disability have been 

constructed’ (Vehmas and Watson 2014). The concept of disability within this research is 

 
15 The main idea put forth by Union of the Physically Impaired Against Segregation (UPIAS) in the Fundamental 
Principles of Disability document (1976). 
16 He further goes on to clarify that ‘[at] no point did I suggest that the individual model should be abandoned, 

and neither did I claim that the social model was an all-encompassing framework within which everything that 

happens to disabled people could be understood or explained’ (1024).  
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positioned within a social context that is oriented towards a social relative approach while 

maintaining the expansiveness and exploratory nature of the CDS and Nordic approaches. It 

also takes the position of not being confined by the labels of models but rather drawing upon 

the values and strategies within the social, CDS, and affirmative approaches to inform it. 

Moreover, confining contemporary dance to any model or models would be against the 

nature of the ‘contemporary’ (as in contemporary dance), and possibly even the ‘post-

contemporary’17.  

 

2.2.1. A side discussion on the post-contemporary 

Discussing the post-contemporary paradigm is useful for understanding the thinking around 

my research, as it effectively illustrates my experience of the social and cultural 

circumstances at the time of the research being conducted. Avanessian and Malik (2016) 

describe the experience of living in the post-contemporary as having the sense that time is 

disjointed, because, for example, the technology that we have developed can tell us what we 

want or need before we do. This sense is brought about by the complexity of our social 

organisation, and has implications in every aspect of society, including the arts. It is 

reflective of my relationship to disability that has developed over time, where the phrase 

‘everything and nothing at once’ is appropriate. ‘Progression’ towards a guiding model or set 

of circumstances for being – such as the social model or affirmative model – seems limiting. 

They do not adequately recognise elements of the other models, vastly different yet 

intertwining socioeconomic and cultural contexts, as well as approaches that are significant 

to the quality of an individual’s life. While the UK has made progress in terms of the disability 

movement, disability arts, and disability rights (Equality and Human Rights Commission 

2018), the mediated post-contemporary condition obliges researchers to take the 

circumstances of (and functioning of models in) other countries into account. This co-

existence of models and circumstances provides the clarity of knowing that our 

understanding of disability needs to be open and all-encompassing. 

The contemporary in art refers to art that is produced today, in and of our lifetime, concerned 

with the issues of the present. Of the post-contemporary in art, painter and writer Richard T. 

Scott suggests that it ‘is concerned with re-constructing meaningful traditions that were 

deconstructed in the post-modern paradigm... not necessarily in the same form as before but 

drawing upon an unprecedented access to knowledge of every era in history. Though it 

 
17 An exploration of what post-contemporary dance would feel or look like may be fertile ground for future 
research. 
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draws upon the traditions of the past, it is forward-looking’ (cited in Kralik 2014). A post-

contemporary approach to exploring how we understand disability could manifest itself in 

several ways, based on the concept of multiple coexistences. The first would allow for the 

coexistence of all ways and models of understanding disability, as well as the possibility of 

its absence. This would suggest that the construct of disability does not exist in one’s world 

view. Alternatively, it could cease to exist, which suggests that previously you would have 

thought about disability but now it is no longer in your world view.  

This can extend to a condition where disability exists in some contexts and not in others. 

Instead of self-negation of disability through simultaneous presence and absence, what is 

developed is a greater meaningfulness – a state of ‘fuller meaning’, or ‘meanings’. The 

second way can describe a modality or way of being, such as dance, that is non-exclusive, 

that encompasses different bodies, where bodies are different but at the same time not 

different in their essence of being of a human being who is multimodal (Finnegan 2002) in 

their ability to embody.   

 

2.2.2. Disability since the 1980s 

To highlight the relevant elements of the social model and CDS approach that inform the 

positioning of this research’s post-contemporary discussion and treatment of disability, the 

following section will discuss the development of the ways of understanding disability as a 

social construct since the early 1980s. This was when Oliver (1983) officially introduced the 

social model of disability into Western, English-speaking disability discourse in his first book 

Social Work with Disabled People. It will also explain how this research is informed by the 

theoretical and epistemological bases of two approaches explaining social differences and 

their consequences, namely intersectionality and crip theory, both categorised as CDS 

approaches. Both are significant developments in understanding disability, albeit with North 

American origins and operationality. The discussion serves as groundwork for the 

subsequent section on the purpose of the research. 

 

2.2.3. Accounting for different types of disability 

Shildrick (2012: 18) points out that while there are ‘multiple differences and variations’ in the 

category disability itself, these differences are pushed to the side by that which is considered 

the main identifier – conformity or non-conformity to ‘normative parameters’. Our universal 

usage of the term may also come down to the anxiety of having to come face to face with 



 
 

43 
 
 

embodiment that does not conform to the perceived normative parameters. Introducing 

additional categories creates an additional layer of anxiety.  

To illustrate the complexity of embodiments and experiences placed under the umbrella term 

of disability, the World Health Organisation’s biopsychosocial model18 (ICF 2001) determines 

the extent of disability based on three categories of functional limitation because of a health 

condition. These categories are function and structure (‘impairment’), activity limitations, and 

participation restrictions19 (Cobley 2018: 18). It can be noted that dependent on the physical 

and social environment that they are in, an individual who has an ‘impairment’ may not 

experience limitations or restrictions20. While the ICF is not intended to present as anxious, 

the fact that the organisation chooses to define disability as ‘a complex phenomenon, 

reflecting the interaction between features of a person’s body and features of the society in 

which he or she lives’ (ICF 2001) conveys a consideration borne of an anxiety of a similar 

vein to that discussed by Shildrick. 

In view of the models of and ways of understanding disability, it should be emphasised that I 

am not trying to understand the phenomenon of disability, but rather attempting to 

understand the perceptions and experiences of the phenomenon of disability through 

collective experiences of dance performances featuring disabled performers. The overview 

of the ways of understanding disability that have developed are significant in providing a 

context for the research aims. 

 

2.3. Development of ways of understanding disability 

Up until the last decade of the 20th century when the social model of disability became part 

of mainstream discourse (starting with Oliver 1983, 1990), raising issues of social equality 

and non-discrimination, race/ethnicity and gender tended to be part of the same different-

but-same category, while disability remained a separate issue altogether. disability was 

treated as an isolated issue, disabled individuals as a separate ‘group’ of people, with issues 

seemingly incongruous to the other identity groups. This was primarily because disability 

was perceived to be a health or medical issue, an issue that belonged to the individual as 

opposed to a social issue, even though there are disabled individuals of all genders and 

ethnicities. This perception manifested itself politically and in theoretical discourse. 

 
18 World Health Organisation’s International Classification of Functioning, Disability and Health (ICF) 
19 For a more detailed explanation of the World Health Organisation’s approach to disability, refer to 
https://www.who.int/topics/disabilities/en/ . 
20 At the same time, outside of the discussion on disability, an individual who experiences limitations and 
restrictions does not necessarily have an impairment. Consider social exclusion as a result of linguistic or 
cultural differences. 

https://www.who.int/topics/disabilities/en/
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Silvers’ (1999) socio-political explanation of disability existing in isolation puts ‘the politics of 

recognition, which elevates goods and goals over individual human potential’ (75) as its 

basis. Such a politics makes it clear that if one can perform mainstream operational and 

social roles, one has a right to demand recognition and discuss equality on the same playing 

field as ‘everyone else’, regardless of one’s gender or ethnicity. This in turn implies that 

disabled people, who, when viewed with an impairment mindset, perform those roles in a 

different way must stay in their own playing field because it is perceived that they cannot 

perform these roles in the same way as the ‘able-bodied’. Such an operational, ‘goods and 

goals’-oriented mindset and privileging of the able body (Cooper Albright 1999: 56) has 

dominated dance. The ‘goods’ are the able body that has undergone intensive training and 

the ‘goal’ is a clear movement towards transcendence of that material body based on the 

culturally-informed desire of the viewer. From a feminist viewpoint, Cooper Albright identifies 

this ‘goods and goals’ oriented mindset as one generated from a male gaze – ‘yet if even the 

most powerful, visibly muscular body of a woman dancer can be easily commodified and 

incorporated into the economy of the male gaze, then what kind of body would it take to 

fracture this visual contract – a disabled one?’ (Cooper Albright 1997: 57) 

By recontextualising power within a feminist context, Cooper Albright’s question flips our 

thinking about the notion of power, where the predominant male gaze-based view of visual 

displays of physical strength in a non-anomalous body becomes weak in its agency to break 

through the existing structures. Instead, it is the disabled yet whole, anomalous body that 

inherently has the power to ‘fracture’ them. Such is the thinking behind the affirmative 

approach towards disability. 

Swain and French’s (2000) call for a non-tragic and affirmative model of disability found its 

origins in the UK’s disability arts movement and emphasised strength and pride in disability 

being at the core of an individual’s identity. Directly challenging the dominant tragic view of 

mainstream models and theories of disability, affirmation has also become a disability 

orientation, choosing to view disability as desirable, counter to other disability orientations. 

Ultimately, this is based on the individual’s ‘interpretation of his or her disability experience 

and his or her perceptions of the meaning of being disabled’ (McCormack and Collins 2012). 

At the collective level, it acknowledges the positive experiences that being disabled and 

living in a socially layered and complex society can bring. It is also a way of understanding 

disability that engages individual impairments and changes its popular, normative tragedy-

oriented meaning.  The affirmative model encompasses elements of both intersectionality 

and disidentification, but at the same time is not hard-pressed to use experiences of 

oppression and discrimination as a starting point, as discussed in the following sub-section. 
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2.3.1 Locating intersectionality and disidentification within the CDS approach  

Theoretical discourse explaining social inequality for social groups that have a history and 

existence of marginalisation such as intersectionality and disidentification were originally 

based in the social context of race/ethnicity and gender (Crenshaw 1989; Muñoz 1999). The 

shift in mindset away from the individual and towards a ‘collective disability consciousness’ 

(Oliver 2013) as well as seeing disabled people being made disabled by socio-cognitive and 

socio-cultural structures and institutions, opened up a space to understand and explain 

disability as a social issue instead of a medical one. Despite the social model’s emphasis on 

the ‘external’ social and physical conditions created as a result of a capitalist society, the 

social model drew the focus away from the ‘impaired individual’ towards other aspects of 

peoples’ social and physical lives. 

This understanding of disability as a social issue created some parallels with 

intersectionality’s acknowledgement and investigation of the complexity of human identity 

and experience within the context of an even more complex collection of interactive 

societies. As a theory adopted by CDS however, intersectionality not only took the material-

environmental aspects of society into account, but more significantly acknowledged ‘bodily 

differences and variations from a norm’ (Davis 2016: 175). It acknowledged the complexity of 

the combination of the impact that external and physical/material social forces had on an 

individual’s experience of disability, the impact of the impairment itself on the individual, as 

well as the impact that social forces had on an individual’s internal sense of self and identity.  

Figure 2 broadly represents the aspects of the experience of disabled individuals that are 

taken into account by the CDS approach. Note that the CDS approach covers aspects that 

were originally covered by the medical and social models as well. 

Figure 2 Visual representation of Critical disability Studies approach  
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The individual experiencing the phenomenon we know as disability is at the centre of the 

diagram. They have an internal sense of self. The ‘impairment’ is also part of their 

experience in one way or another. The medical model focuses on the individual impairment, 

with the aim of treating, recovering and/or overcoming the impairment. Moving across the 

boundary between the individual and their social and material environment in society, the 

social model emphasises obstacles created in this environment that hold back well-being, 

reduce individuals’ quality of life, or create experiences of oppression. The affirmative model 

takes all these aspects- internal sense of self, the ‘impairment’, and the social and material 

environment, as part of the individual’s experience, as part of the individual’s identity- all of 

which is to be celebrated holistically. The CDS model takes into account the intersectional 

positioning of individuals’ background, statuses, identity markers, and every factor that 

meets in the person’s life that influences their experience, particularly of oppression, in one 

way or another. 

When explained through an intersectional lens, social inequality, ‘peoples’ lives[,] and the 

organization of power in a given society are better understood as being shaped not by a 

single axis of social division, be it race or gender or class, but by many axes that work 

together and influence each other’ (Hill Collins and Bilge 2016: 2). There have been calls 

from self-identified CDS theorists to employ intersectional analysis to investigate the often-

ignored implications of the overlaps between disability, gender, and race, while at the same 

time acknowledging the unique aspects of each, ensuring the categories are not merely 

‘lumped’ together as being the same (Piepmeier, Cantrell, & Maggio 2014; Goldberg 2016). 

Consequently, the CDS approach takes into account a more holistic view of an individual’s 

life, with disability being but one of many factors that determine the nature of that daily lived 

experience.  

José Esteban Muñoz (1999) describes disidentification as a third, alternative, mode to 

positioning oneself in a socio-political landscape that predominantly encourages an 

individual to either be with or against the culture created by a dominant identity group. The 

identity group of interest in this research is ‘disability’ identity. Disidentification with the 

disability identity can be both in a personal sense where one develops the identity for and 

within oneself (Shakespeare 1996), and also one which entails ‘a positive sense of self, 

feelings of connection to, or solidarity with, the disability community’ (Dunn and Burcaw 

2013). 'Disidentification is… a way to locate one's self within, take up, (re)use 

representations and theories in ways that were not originally intended' (Schalk 2013). In 

disidentifying with a dominant culture, "one… neither opts to assimilate within such a 

structure nor opposes it’ (Muñoz 12).  
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In a TED Talk titled ‘Humans, Superheroes, Mutants, and People with Disabilities’, Michael 

Bérubé (2010) offers a way of experiencing disidentification with the dominant medical view 

of disability in examples of characters from popular culture whose ‘species anomalies’- a 

term Bérubé uses for disability- are 'compensated for by a super ability’ that either enhances 

or makes the species anomaly an asset. Examples include the X-Men who had superpowers 

because of their unique anomalies, Mumble the king emperor penguin from Happy Feet who 

could not sing like everyone else but could dance like a pro, and Forrest Gump- the man 

with a learning difficulty who accidentally became an American football superstar, a war 

hero, and ran a shrimping company (amongst other things). Outside of Bérubé’s talk, Nemo 

the clown fish with the fin anomaly and Dory the blue tang with chronic short-term memory 

from their respective animated films have been lauded for portraying ‘disability as a flavorful 

ingredient in cultural diversity- both remarkable, yet necessarily every day, perhaps even 

disguised in the tides of life’ (Millet 2004; Alexa 2016). It follows through then, though 

controversially because of the terms used (i.e. ‘species anomaly’), that ‘species anomalies’ 

open up spaces and creative processes that are not accessible by those without such 

‘anomalies’. Indeed, from this perspective, it is the members of the species who do not have 

anomalies that are lacking. 

It should be noted that, Shildrick, (2012) prefers to describe someone as having ‘anomalous 

embodiment’ (2) because it better relates to the source of experiences of disability21. 

Keeping in mind that embodiment refers to ‘the location and the character of the body in the 

world, and the ways in which this body structures and enables experience’ (Cromby 2014), 

anomalous embodiment would thus manifest in the form of experiences that are associated 

with a body that is considered by self and/or other as deviating from that which is expected 

(‘anomalous’, n.d.). Shuttleworth (2003) explains that an '...anomaly is a bodily and/or 

behavioral difference that falls in between cultural categories and is potentially threatening to 

social order. Cultures imbue anomalies with meanings and structure responses to its 

occurrence' (367). It follows that the source of perceived anomalies is the ‘normative 

majority’s’ anxiety. This anxiety is towards forms of embodiment that are counter to 

characteristics that are culturally highly valued; these being autonomy, rationality, and 

‘interpersonal separation and distinction’22(2; see footnote for quote). It should be noted that 

 
21 In this thesis I used the phrase ‘phenomenon we know as “disability”’, disability, and anomalous embodiment 
interchangeably to emphasise the open nature of the phenomenon and the concepts associated with the phenomenon 
itself. The term ‘phenomenon’ is not used to other or objectify disabled individuals. I use the term to remind myself and 
the reader of this openness. 
22 Shildrick writes- ‘where physical and mental autonomy, the ability to think rationally and impartially, and interpersonal 
separation and distinction are the valued attributes of western subjectivity, then any compromise of control over one’s 
own body, any indication of interdependency and connectivity, or of corporeal instability, are the occasion- for the 
normative majority- of deep-seated anxiety that devalues difference.’ (2) 
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earlier, Shildrick (2007) explained that while there was a preference for a clear definition of 

anomalous embodiment to be provided, ‘to set out any mutually agreed series of parameters 

would be to close down, and thus normalize, what must otherwise remain a shifting nexus of 

both physical and mental states that resists full and final definition’ (223). 

Because the fictional characters discussed by Bérubé function outside of the narratives of 

‘regular’ human society, they are not widely read disability narratives; and yet they are 

disability narratives that effectively challenge normative tragedy disability narratives precisely 

because they are presented from within non-normative contexts. Regardless of agreement 

or disagreement with the terms used to discuss them, these are acts of disidentification with 

visible and invisible medicalised portrayals of disability in mainstream popular culture, 

working ‘on and against dominant ideology” (Muñoz 12), creating the conditions for the 

questioning of and expansion of that ideology.   

In all these examples, the impairment is present but the multiple points of emphases are on 

anything but the impairment. If there is so little emphasis on the impairment to the extent that 

viewers ‘do not see’ or have little awareness of the impairment, then what is the level of 

impact on their perception or understanding of disability? Critics of the ‘superpower-negates-

disability’ trope state that such narratives use ‘super ableist’23 language which suggests that 

the disabled individuals needed abilities that negated their ‘disabilities’, which makes them, 

in a way, ‘able-bodied’ (Kearney et al. 2018). The super ableist narrative exists in audience 

experiences of disability dance (or disabled dance? i.e. the performance is disabled because 

of the predominance of ableist ways of thinking about differences), integrated, and inclusive 

dance, manifesting itself through expressions of feeling inspired or comments that emphasis 

the seeming absence of impairment or disability. 

It should be noted that super ableist and ableist language and narratives are diminishing for 

the disabled individual as they view disability from the perspective of the other (Campbell 

2008). While intersectionality provides a better understanding of the social constructs and 

forces that come into play in a person’s lived experience, disidentification provides a means 

of effecting change in those constructs by working with them in order to go through them.  

The approach that I would like to take in writing this work is one of disidentification- 

disidentification with the construct of disability and ability. This means that while I accept that 

disability is a term that we have applied to a phenomenon24 and human experience must be 

 
23 “ideas, practices, institutions and social relations that presume ablebodiedness, and by so doing, construct persons with 
disabilities as marginalised … and largely invisible ‘others’” (Chouinard 1997: 380) 
24 Of a social construct. 
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acknowledged but at the same time I work against its constructed ableist and limiting 

functions through the research.  

Now that I have briefly discussed the CDS approach, the position of the processes of 

intersectionality as influential factor and disidentification as an approach to the interrogation 

of dominant ways of thinking about disability can be explored further. 

Intersectionality explains the consequences of multiple social factors and axes on the 

complexity of human identity and positive and negative experiences. Disidentification 

provides a way of seeing within and outside of dominant socio-cultural ideologies, while at 

the same time working on and against it to bring about new and expanded ways of seeing. 

With disability discourse moving into a social approach to explaining disabled experience, 

the combination of intersectionality’s acknowledgement of the interconnectedness within 

social systems and disidentification’s engaging and proactive way of working with dominant 

structures, has been seen by theorists, researchers, and activists as an appropriate ground 

to work with to trigger reconfigurations of disability. 

Consequently, the first and second decades of the twenty-first century have seen an 

increased inclusion of disability as part of an interdisciplinary body of theories of social 

difference. This inclusivity is brought about by using an intersectional approach that 

acknowledges the complexity of human identities (Meekosha and Shuttleworth 2017; Kafer 

2013; Schalk 2013), taking up and (re)using ‘representations and theories in ways that were 

not originally intended' (McRuer 2006; Schalk 2013), or a combination of both (Sandahl 

2003; Hirschmann 2013), extending the inclusive reach to that of queer theory. Often 

misconstrued as a theoretical approach applied only to gender and sexuality, a broader 

understanding of the term suggests that ‘“to queer” means to disrupt or make something 

“strange”, twisting or unsettling meanings, pushing the invisible into the spotlight’ (Johnson 

2014: 1218). Increasingly seen as a method or set of techniques, the queering of any 

aspect of society that is normative can transform social constructs that are assumed or 

taken-for-granted (Ibid.)  

Using discussions on the construction of disability and heterosexuality as a springboard, 

Sandahl recognises ‘the productive reciprocity between queer theory and disability studies, 

queer identity and crip identity, queer activism and crip activism’ (2003). In a similar vein, 

McRuer explores how the constructions and reappropriations inform each other, how they 

are connected by the dominant and ‘compulsory’ normative states of heterosexuality and 

able-bodiedness (2), and consequently how embracing the constructions opens up a space 

for ‘many voices to speak to the disabled experience and find new discourses’ (Bone 2017).   
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Critiques of interdisciplinary approaches to constructions – and reconstructions – of disability 

have focused on the extent of theorisation and intellectualisation of disabled experiences, 

primarily by academics perceived as being in a position of privilege. Further, this is done 

without engaging the reality of the lived experiences of disabled persons. In her critique of 

McRuer’s use of the term ‘crip’, Bone (2017) disagrees with McRuer’s drawing of parallels 

between disability and queerness as structures, as well has how the once-derogatory term 

‘queer’ had been reclaimed by those the term had intended to exclude, establishing that 

‘crip’ could be – and had been called for through his work- reclaimed in a similar way. Both 

Bone (2017) and Sherry (2013) contend that despite attempts to reappropriate the term, 

‘crip’ is still laden with a heavy history of oppression associated with gang membership25, 

does not acknowledge the everyday lived experiences of disabled individuals, and is more of 

a tool that signifies academic privilege. While Kafer (2013) acknowledges the limitations 

brought about by the baggage of the term, she recognises the strengths of repositioning 

disability discourse within a present time that has a future and transitioning it from a site of 

‘no future’ to one open to political engagement and discursive expansion.  

One of the main points of critique is a semantic one – specifically with the use of the term 

‘crip’, which presents the possibility that were the term changed to a historically politically 

unladen term, the bigger picture process of taking disabled experiences and finding new 

discourses would present less of a cognitive barrier and be more acceptable as an approach 

to exploring alternative ways of thinking about current discourses of disability. Yet at the 

same time, the disidentification with and reappropriation of the term ‘crip’ by those authors 

who have become known as the ‘crip theorists’ is intentional. To do otherwise would take 

away from the whole purpose of the exercise. In view of this purposeful baggage use, when 

discussing projects in the UK, this research will use the term ‘disabled person’ or ‘disabled 

individual’ to acknowledge the reappropriation of the term disabled from a medical/individual 

basis to a socially imposed basis. 

This debate, based on drawing interdisciplinary parallels and expanding disability into 

critiques of normative discourses about other historically marginalised groups and vice 

versa, informs the epistemology of understanding ‘disability’ of this research. However, this 

does not mean that this research confines itself to the CDS or affirmative label, as this is 

seen as creating a restriction on the exploration of disability discourse space.  

To elaborate on not restricting exploration, Hayhoe (2012, 2016) has designed an 

epistemological model of studying disability, shortened to the epistemological model of 

 
25 In the United States. 
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disability, which looks at the ‘processes of creating knowledge on impairments and disability’ 

(2016:4). This research acknowledges the created nature of our understanding and 

knowledge about impairments and disability, and how this creation is a continual process, 

which therefore suggests that the construct and concept of ‘disability’ itself changes through 

time. In relation to this, the experiences of people who identify as having a disability will also 

continually change.  In view of the continued critical discussions surrounding terms and 

models of disability, this research draws on the experiential overlaps between social groups 

that have a history of marginalisation or are currently experiencing some form of it and works 

within those overlapping areas. It posits that there are spaces of shared experiences of 

difference that can be used as foundations for creating aesthetic experiences that trigger 

critical questioning and expansion in the way people understand social grouping terminology 

and the accompanying characteristics. These aesthetic experiences may even create a 

moment where limiting terminology ceases to exist, and whose existence, for that period of 

time, does not need to exist.  

The following section delves into the aesthetic experience of interest in this research – 

dance, and specifically dance that features disabled artists. 

 

2.4 What does all this mean in the context of dance? 

Audiences of mainstream dance performances have a history of being psychologically and 

emotionally conditioned to have what I term ‘normalisation expectation’. This phrase is 

adapted from Darling’s (2003) normalisation disability orientation, where disabled individuals 

have the desire to lead a lifestyle and perform in the various social contexts in ways similar 

to non-disabled people26. Over the past five decades, integrated dance companies – 

companies which include non-disabled and disabled artists, have created work at the 

forefront of challenging dominant and marginalising ways of thinking about disability, 

interrogating and continually expanding discourse surrounding what the public consider to be 

the ‘legitimate dancing body’ (McGrath 2012; Sandahl and Auslander 2005). The transition 

from a normalisation disability orientation mindset to one that leans towards one that is 

affirmative has gradually taken place in the spirit and production of the works as well, going 

hand in hand with philosophical and theoretical shifts in disability discourse over time. An 

affirmative disability orientation is one where society recognises ‘disability as a facet of 

 
26 Despite the normalisation disability orientation originally being applied to the disabled person’s 
interpretation of their own disability experience, its application to the viewer- disabled and non-disabled- is 
equally appropriate. 
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human diversity, not necessarily social inclusion’ (Darling 2003), which, in the context of the 

previous section on ways of thinking about disability, falls into the realm of CDS discourse. 

The following section explores how contemporary dance engages disability in this manner by 

discussing some examples of performances in relation to literature written on the process.  

Contemporary dance choreographies that work with the social identity of disability show a 

shaping by and a resistance to cultural representations of identity (Cooper Albright 1997, 

xiv). This is a process that parallels that of José Esteban Muñoz’s disidentification27. Further, 

artists like Alice Sheppard and Laurel Lawson not only use forms of disidentification to 

disrupt the structures on which deficit-based understandings of disability are constructed, but 

they also offer an intersectional view of their lives in their work. Their choreographies offer 

audiences insight into the multi-layering of their identities – in Sheppard’s case as a queer, 

disabled, and woman of colour- and the effects of the interaction between these layers.  

There is a connection between these forces of shaping and resistance and their effect on 

audiences. This is expressed in audience responses about cultural representations and 

constructions of identities – such as disability – in such performances. Audience responses 

can be studied to better understand how an identity is co-constructed, how it is changing in 

configuration (or not), and the variations in its configurations that co-exist. The following 

discussion about a televised live performance lightly touches on this key aspect of the 

research. 

On 25th November 2018, Candoco Dance Company became the first contemporary dance 

company to appear on the British ballroom and Latin television competition show Strictly 

Come Dancing (Wilson 2018). The routine – choreographed by Arlene Phillips to David 

Bowie’s song Life on Mars – was a collaboration between Strictly’s professional dancers and 

Candoco Dance Company. Candoco Dance Company describes itself as a professional 

contemporary dance company made up of disabled and non-disabled dancers. This 

description was not provided on-screen for viewers watching the live performance, so there 

was no prompt for viewers to focus in on the disabled artists. 

A Google search for coverage of the performance28 over a one-week period between the 

25th of November 2018 to the 2nd of December 2018 revealed a total of nineteen search 

results. Of the nineteen, eleven were irrelevant or repeat links, and one is the YouTube 

video of the performance. An analysis of the terms used in the articles revealed that five of 

the eight articles used the term ‘inclusive’ to describe the performance, six of the eight used 

 
27 This parallel will be significant in the section discussing ways in and out of understanding disability.  
28 The search terms used were 'Candoco Strictly Come Dancing reviews'. 
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the term disabled (with four of these mentioning non-disabled as well), and five of the eight 

highlighting the choreographing of same-sex couples into the routine. Other terms that 

appeared included ‘diversity’, ‘inspiring’, ‘moving’, ‘ground-breaking’, ‘mould-breaking’, 

‘wheelchairs’, and ‘amputees’. One article focused on the collaborative nature of the 

performance and only referred to disability in relation to the company (Wilson 2018). This 

contrast in approaches provides insight into the roles of not only the choreographer and 

performers, but also audience members, in determining what is focused on and discussed 

about a performance. 

Social theorist Lemert (2016:198), referencing Goffman (1967), discusses how human social 

experience consists of interaction rituals where ‘an interaction typically is the negotiation of a 

momentarily shared conversational reality', and so the choice of terminology used in those 

interactions may affect the ‘cultural capital’ and future societal cultural capital of those 

involved in the conversation. In the context of this research, this cultural capital is a 

component of the participating individuals’ world view and subsequent interaction with the 

world.  

This live performance is an example of an interaction ritual between performers and a mass 

audience. Through mediated discussions on and offline, there is the negotiation of a 

‘momentarily shared conversational reality’ (Alexander 2016:198). The ‘reality’ in the reviews 

shows social contextualisation by some of the reviewers that is framed by an expectation 

that dance on primetime television does not usually have disabled artists.  

Apart from looking at how dance creates shared conversational realities that allow social 

constructions and cultural representations of identities, namely disability, to be disrupted, I 

seek to develop an approach to audience research that supports funders to recognise the 

role of dance organisations and ways in which their work engages the discourse space of 

disability that may not be immediately apparent. 

To lay the foundation for discussing the space of interaction between dance and disability, 

the following section considers various theorists’ and researchers’ explorations of the nature 

of interaction in dance. 

 

2.4.1. The nature of interaction in dance 

Amongst others, dance theorists (Fraleigh 2004, Cooper Albright 1997; Foster 1986; 

Harman 2018), choreographers (Hagendoorn 2011), cognitive neuroscientists (Calvo-Merino 

2010), philosophers (Langer 1953, LaMothe 2015), cultural theorists (Colebrook 2005), 
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communication and language theorists (Hewitt 2005), theatre and performance audience 

researchers (Reason and Reynolds 2010; Reason 2010, 2016), and anthropologists (Hanna 

1979, 1983) have explored the nature of the interaction and communication created through 

dance.  

Cooper Albright (1997) talks about dance’s ability to ‘trace the complex negotiations between 

somatic experience and cultural representation – between body and identity’ (xiv), explaining 

that an ‘audience may at first recognise a dancer onstage in terms of male or female, black 

or white, disabled or nondisabled’, and that ‘these visual categories can be disrupted by the 

kinesthetic [sic] meanings embedded in the dancing itself’ (Ibid). Embedded kinaesthetic 

meanings suggests that there is communication of ideas, thoughts, words, and emotions 

through the movement of the performers’ bodies and presence and the audience’s 

conscious awareness or subconscious reception of those meanings. Existing ways of seeing 

social categories can be disrupted by being given the opportunity to add to how these 

recognised visual categories can exist. 

Cooper Albright goes on to present questions that are representative of what might take 

place consciously or subconsciously in an audience’s mind, given their recognition of the 

social constructs mentioned earlier. These questions include: ‘Is the movement consistent 

with or resistant to this configuration of social identity?’; Does the performance situation 

(staging, lighting, costuming etc.) reinforce or refuse these categorisations?; How is this 

particular body interacting with other bodies?’(Ibid.) The phrase ‘configurations of social 

identity’ suggests a set of characteristics that can be recognised and shared, but also an 

infinity of ‘configurations’ including those that have historically existed and those that are yet 

to be created. This infinity of configurations – an expansion of the visual categories – also 

applies to configurations of ability and disability.  

Hermans (2016: 160) provides a description of how this reconfiguration might take place 

through a first-person kinaesthetic engagement with the performers. As  

…we live the movement …we understand it and give meaning to it. 
Experiencing self and others- in and through movement- also includes the 
intentions and affects that flow back and forth between the agents that are 
involved. Kinesthetic experiences are thus always connected with a sense of 
self and a sense of otherness. 
 

It is this sense of self and otherness – an aesthetic of difference, as Hermans calls it – 

that allows audience members to reflect on the concepts they see and experience in 

the ‘other’ of the performer with reference to their own frames of references and prior 

knowledge and experiences. Engaging phenomena that facilitate active engagement 
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with our prior knowledge and experiences help us to create new knowledge (Ausubel 

1968). Further, by constructing and deconstructing social meanings, ‘dance creates 

spaces in which fixed identities and normative standards suddenly become unstable 

and uncertain. This is due to the fact that dance produces embodied, living knowledge 

that is always in flux’ (Hermans 2016: 161). Fucsh and Koch (2014) declare lived 

experience to be about ‘the capacity to be moved by movement and be moved to 

move’ (1). This latter act of moving includes moving the shape of how we understand 

concepts and phenomena in our lives and society as well. 

More recent dance reception research has looked into ‘whether any specific 

choreographic structures can be identified that enhance audiences’ engagement with 

the work’ (Vincs 2013: 132). While such reception research raises questions and 

creates possibilities about applying similar approaches to dance featuring disabled 

artists, the aim of this research is not to identify structures or aesthetic engagement, 

but rather how audiences engage with social structures through aesthetic engagement. 

Tomaz’s (2011) study into how a Grotowskian-influenced work changes how the performing 

body communicates with the spectating body of an audience member echoes what the 

disabled body can do in shifting audience experiences in dance. Dance’s historically popular 

emphasis on the aesthetics of the performance and experience of a live performance may 

make it challenging to make the ‘shift from aesthetic to ethic’ (Tomaz 2011: 2), where the 

‘spectating body’ is no longer uncreative and culturally oppressed, but’ liberated, active, and 

self-reflexive’ (Ibid.). The phenomenographic analysis in my research embeds itself in the 

shift from aesthetic to ethic, providing a means to survey the shift in greater detail.  

 

In her research on blind audience members’ access to dance through touch, Kleege (2014) 

challenges the predominant belief that dance is a purely visual art form. She supports her 

position that dance is more than a visual aesthetic experience for audience members with 

discussions on kinaesthetic empathy, the mirror neural system, and somatosensory 

experience. She then describes her experience of an accessibility workshop where visually 

impaired participant audience members experienced a dance performance via tactile means. 

Despite a combination of responses where some of the visually impaired participants felt 

discomfort, all participants experienced a ‘link between sensation and emotional memory’. 

Kleege’s work reinforces our understanding of audience experience to be linked to 

performers’ experiences beyond the visual and aesthetic. Conclusions from Kleege’s work 

supports research that investigates the different facets of the relationship between performer 

and audience.  
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The Centre for Dance Research (C-DaRE) at Coventry University has published multiple 

works on dance and disability research over the past two decades. Works cover multiple 

aspects of dance and disability such as cultural heritage (Harmon et al. 2014), law (Waelde 

et al. 2014; Whatley et al. 2015), authorship (Whatley and Waelde 2015), audience research 

(Whatley 2007; 2010); integrated dance practice (Whatley 2007; 2019), and leadership 

(Marsh 2016). It is significant that shifts in each of these aspects of dance and disability will 

(and have had) have an impact on audiences’ experiences of live dance performances 

featuring disabled artists. Regarding audiences’ engagement with the concept of disability, 

Whatley (2007, 2019) emphasises the dominance of the term disability in the space where 

the performance is taking place- be it in the studio (2007) or on stage (2019): 

 

Disability tends to mark the space before the dance begins. It marks the 
audience’s expectations as well as the performer’s history. It also marks the 
marketing and preperformance statements that together establish the general 
milieu in which the performance takes place. (Whatley 2019) 

 

The space of disability’s influence extends to and from audience members’ own 

understandings of disability as well, which is an aspect of audience experience of interest in 

this research. 

 

Applying a way of understanding disability that involves a role reversal of disabled and non-

disabled, Ames’ (2012) documents her ‘emotional resonance and intensity’ in watching 

performer Edward Wadsworth in the performance of Brighton Beach, by the Welsh company 

Cyrff Ystwyth. In this aesthetic view, it is not the disabled artist who is at a disadvantage, but 

rather the non-disabled artist. This is because the latter is no more an individual who is a 

‘coherent subject and agent’ than the former. It is hoped that the phenomenographic 

analysis employed in my research will be able to capture the subtleties of multiple ways of 

understanding disability, such as Ames’. 

 

Dance and theatre audience researcher Matthew Reason’s body of work is relevant in my 

discussion of audiences’ experiences of live integrated dance. Additionally, his work with 

Reynolds (2010, 2012) on kinaesthetic empathy in live dance audiences has been discussed 

earlier in this chapter in relation to how watching integrated dance may expand audiences’ 

ways of engaging movement, physicality, and movement. This expansion creates the space 

for additional ways of understanding disability. Reason and Reynolds approach kinaesthetic 

empathy as a pleasure-based motivation for people to choose to watch dance. Further, their 
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research looks at how individuals experience kinaesthetic empathy differently based on their 

different motivations and experiences of dance (2010: 50). In relation to my research, the 

questions ‘Why do people watch integrated dance?’, ‘What do people experience from 

watching integrated dance?’, and ‘How do people watch integrated dance?’ arise. My 

research primarily engages the second and third questions, but interviews with audience 

members in my research may provide insight into the additional layer of motivation of 

watching integrated dance to experience kinaesthetic empathy to enter into that aporia that 

is disability and leave it completely changed and having changed disability.  

In Reason’s (2010) interview with dance filmmaker Alex Reuben, Reuben discusses his 

interest in how we experience dance movement based on neuroscience. In response to 

research that suggests that ‘nothing physical exists in sense data as instead it is a chemical 

engagement in the brain’ (Reason 2010: 253), Reuben created a film short titled Line Dance. 

The film explored the beauty of the simplicity of movement using stripped back conceptions 

of dancers, such as using stick figures. Reuben goes on to describe what happens in the 

film: 

…the stick people or bones model then changes to dots, producing an 
abstraction that looks like DNA or neurons firing. I like to think of this as an 
externalising of emotions or reactions that are going on in the brain as we 
watch. Line Dance explores how little information people need and how we 
really seek to fill in the gaps, how we seek out human narrative and human 
shapes. (254) 
 

 If this is indeed the case with how audiences experience movement in dance, the 

accumulation of research surrounding dance audiencing would suggest that movement in 

dance can be harnessed to engage our minds to subconsciously let go of the marking of 

space and bodies by disability (Whatley 2019). Perhaps they key to challenging dominant 

and restrictive perceptions of disability in dance requires a stripping away – triggered by 

experiencing movement – rather than a filling in or filling up by additional information about 

disability? 

Reason et al.’s (2016) transdisciplinary work using qualitative interviews and magnetic 

resonance imaging (MRI) scans to study the impact of watching dance with and without 

music, furthering the neuroscientific line of research into the impact of dance on audiences. 

Apart from revealing that audiences experienced pleasure from finding ‘convergences 

between two complex stimuli (dance and music)’ (2016: 42) suggested that watching dance 

without music had a greater influence on the body than watching dance with music. Such 

findings reinforce the capacity of the creative exploration into physicality and movement and 

being physically present or witnessing that exploration to create affective and cognitive 
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triggers that could potentially lead to changes in our ways of seeing and relating to 

phenomena in the world. 

Vukadinović and Marković’s (2017) research is aptly titled ‘The relationship between the 

dancers’ and the audience’s aesthetic experience’. As a foundation to their research, they 

review existing ways of understanding performer and audience aesthetic experience. 

Referencing a range of authors, Vukadinović and Marković explain that the dancer’s 

aesthetic experience is related to the role of proprioception, and that there are three different 

perspectives from which to approach audience aesthetic experience. These are 

neuroaesthetics (such as mirror neuron transfer), psychological factors in relation to the 

components of the live performance (such as experiences of the choreography, 

scenography, and music), and the subjectivity of experiences of movement in the 

performance (interpretation and emotions). The practical aspect of their research involved 

audience members watching a dance performance live and then watching it again on 

screen. The performers also watched their own performance on screen. Both performers 

and audience members evaluated each experience across 12 seven-point scales29. Key 

aspects of their findings included how audiences and performers judge choreography 

differently and that audiences have a more favourable evaluation of live performances. 

Whilst these findings are not surprising, they do reinforce the need for further research into 

audience experiences, given how different they are from performers’ evaluation of their own 

performances. 

What is striking about the range of areas of study covered in this research is that they need 

to exist in relation to one other in order to collaborate across time, distance, and space. 

Whitehead’s (1929/1978) usage of the term concrescence describes what takes place in the 

space where dance, disability, performer or maker, and audience meet. Concrescence is the 

combination of ‘togetherness and the production of novelty’ (Manning 2012: 22). Through 

writing and through movement, ‘…we dance our way to concrescence’ (Ibid.).  

 

 

 
29 These scales were based on previous research they had conducted on audience experiences of aesthetics 

(Vukadinović and Marković, 2012). The components aesthetics were dynamism, exceptionality, and affective 

evaluation. As a result the scales were- Dynamism (scales: expressive, powerful, strong, exciting), 

Exceptionality (scales: eternal, ineffable, unique, exceptional), and Affective Evaluation (scales: subtle, elegant, 

seductive, sensitive) (Vukadinović and Marković, 2019). 
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2.5 Summary 

In the spirit of concrescence, I briefly pause to look at the relationscape I have laid out in this 

section so far. The questioning of fixed identities – such as disability – takes place in an 

embodied and living form in audiences’ aesthetic engagement in dance through kinaesthetic 

empathy. The relationship between individual experiences of questioning identity categories 

through kinaesthetic empathy is a form of ethical engagement; consequently, its wider 

impact manifests in spaces beyond the venue. In view of this impact, there is a need for the 

development of greater understanding of dance as a space for the exploration of the 

relationship between performer and audience and the expansion of disability discourse. In 

my research, the expansion of disability discourse presents itself as incremental shifts in 

ways of understanding disability in integrated dance audiences. These incremental shifts 

manifest through the phenomenographic analysis of responses from audience members 

about their experience of watching integrated dance. Such an approach qualitatively 

explores how dance performances affect the process of configuring understandings of 

disability in audiences and performers. It also supports the practice of funding bodies taking 

into consideration how arts organisations and the work they create affects discourse of 

ability, disability, and dance.  

With the discussion of discourse in mind, I return to one of the aims of this research, which is 

to develop an approach to audience research that encourages funders to recognise the role 

of dance organisations and their work in engaging the discourse space of disability. 

  



 
 

60 
 
 

Chapter 3 Purpose in the context of value in the arts  

 

After discussing the main subject area of my research, this chapter contextualises my 

exploration of ways of understanding disability within the outcomes-oriented environment of 

the arts industry in the UK. With one of the key outcomes being audience engagement, this 

chapter presents different ways of thinking about audience research, establishing my 

research as a form of performative audience-performer engagement research. The chapter 

closes by expanding the notion of performativity to processes that can potentially create 

changes in the ways the phenomenon we know as disability is understood at the societal 

level. 

 

3.1.  Purpose: Performative, not instrumental work 

Planners, funders, and venue management require evidence of how performers and 

audiences are affected by the performances they co-create to make informed decisions and 

strategies. Under the Arts Council’s guidelines for impact evaluation, there is a section titled 

‘Generic Learning Outcomes’. The headings that are part of this section include Attitudes 

and Values, Knowledge and Understanding, Skills, Behaviour and Progression, and 

Enjoyment/inspiration/creativity (Arts Council n.d.)  The following sub-outcomes come under 

the category of Knowledge and Understanding: Knowing what or about something; Learning 

facts or information; Making sense of something; Deepening understanding; How arts and 

cultural organisations operate; and Making links and relationships between things. 

Demonstrating how a dance performance affects and/or expands disability discourse can 

provide evidence that comes under the Knowledge and Understanding category of 

outcomes.  

Expanding disability discourse can also come under the third sub-outcome in the Generic 

Social Outcomes section (GSO), namely the demonstration of ‘a link to wider local and 

national priorities’30. While it is arguable that improving access and increasing equality in all 

aspects of life for ‘disabled people’ is a priority for this government31, such improvements for 

individuals under any government are a raison d'être for the existence of governments in the 

 
30 There are two other outcomes. The first is demonstrating ‘how art and culture organisations support wider-
community benefits’, and the second is contributing to social cohesion, health and well-being’. 
31 A new Inter-ministerial Group on Disability and Society was set up in May 2018, after the first cross-
ministerial group was set up in 2014 but ‘met three times and then was scrapped’ (Disability News Service). 
Additionally, the October 2018 Progress on disability rights in the United Kingdom update report by the UK 
Independent Mechanism made to the UN Committee on the Rights of Persons with Disabilities established 
that ‘disabled people across the UK continue to face serious regression of many of their rights.’ (UKIM UN 
CRPD, 2018) 
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first place. It should also be noted that the United Kingdom ratified the Convention on the 

Rights of Persons with Disabilities in 2009. In 2018 Department of International Development 

(DFID) set out its first ever disability Inclusion Strategy (2018-2023), after the UK held the 

first Global Disability Summit in August 2018. This action by the government signifies the UK 

positioning itself internationally as a leader in disability rights and welfare. Considering these 

actions, the links to wider local and national priorities are clear. 

Apart from recognising the need to meet outcomes that have already been set by the Arts 

Council in their impact evaluation guidelines, researchers are contributing to the opening up 

of guidelines so that they might make space for the complexities of creative work. Their 

reason for doing so is because the existing guidelines and evaluation mechanisms do not 

provide the flexibility needed for the often impalpable and unexpected outcomes that may 

arise from such projects. Working in the context of the ongoing debate ‘about whether and 

how the impact of such an ineffable process as creativity can be recorded, measured and 

evaluated’ (2014: 6), Sue Challis developed new ways of evaluating32 the impact of 

participatory community projects that engaged participants in ‘active creativity’ (2). A 

foundation for her research is the acknowledgement that ‘the relationship between cause 

and effect in [creative processes are] seldom linear or easy to identify’ (Challis 2014: 10). 

This is an important point in my research because if it is difficult to identify how practitioners 

and participants have been affected, it is equally challenging, if not more challenging, to 

identify impact in those ‘audiencing’ creative work. The concept of impact itself is 

problematic, as will be discussed in the next section. 

 

3.1.1. The indivisibility of instrumental and intrinsic value in the arts 

Challis’ work can be related back to the debate about the instrumental-intrinsic value, and 

impact, of the arts. There is a third value, institutional value, which ‘relates to techniques, 

structures and processes that the arts, art projects and organisations create to build up 

shared values.’ (Anttonen et al. 2016). Institutional value will be discussed in more detail in 

Chapter 5 (Discussion). Impact studies in the arts covers multiple areas, but the core of the 

discussion is the value of the work, and how such value is captured. Providing evidence of 

the impact of their performing arts projects is significant in the funding, design, delivery, and 

sustainability of dance and theatre organisations. The evidence also helps organisations 

 
32 The process of designing her impact evaluation methods involved the practitioners leading the projects and 
the participants taking part in the projects. 
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learn from audiences and the communities in which they move. There continues to be 

pressure from funding bodies for arts organisations and institutions to provide evidence of 

impact of their work on ‘economic development, marketing, health, education, community 

cohesion and social inclusion etc.’ (Knight 2015: 105). Arts organisations or institutions, 

however, assert that ‘cultural or aesthetic experience is the chief focus of the arts 

organisation or institution… [and thus] it is this experience that should be the chief focus of 

an assessment of such organisation’s success’ (Radbourne et al. 2013: 6).  

 

The terms ‘instrumental’ and ‘intrinsic’ value help to categorise broad types of value. 

Instrumental value is based on the extent of the work’s impact on individual and collective 

economic, social and cultural changes, whereas intrinsic value refers to the aesthetic and 

creative qualities of the work itself. The work is valuable for the artist and consumer. Critics 

of using instrumental value to assess artistic work feel that even though instrumental value 

makes it easier for funding bodies to gauge and provide evidence for where their money 

should go, this approach sets off a vicious cycle where individuals working in the creative 

industries are inadvertently forced to ensure their work is of instrumental value in order to 

ensure funding. They feel that the creation of the work is important, even if only for the artist. 

Opponents of ‘art for arts’ sake’ argue that public and sponsors’ money should be used to 

support projects that benefit society in one way or the other. They dismiss the fact that the 

‘benefit’ of creative expression is oftentimes as simple as maintaining one’s sense of sanity, 

or as multi-layered as a reflection on one’s life story in solitude that takes on a life of its own 

once that story has an audience and wider public platform to connect with. Despite this, 

while a purist artist’s attitude towards their work may be about the creative process and real-

world manifestation of their imagination, every maker is no doubt affected by external forces, 

such as access to funds or public policy. Consequently, dismissing either approach as 

damaging to the arts and creativity or being financially questionable when looked at in terms 

of its positive impact on society, is harmful to the sector as a whole. Dialectically, each type 

of value exists because of the other. When viewed through the eyes and pockets of 

consumers and funders, both the instrumental and intrinsic value of the work or project is 

significant, regardless of whether instrumentality was part of the basis of the creation of the 

work. 

 

The Arts and Humanities Research Council’s (AHRC) Cultural Value Project aimed to go 

beyond the instrumental and intrinsic value debate to move in the direction of a broader and 

more detailed understanding the notion of cultural value, which in turn would enable a wider 

range of approaches and methodologies for impact assessment (Crossick and Kaszynska 
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2016). The project report recognises that there are facets of ‘cultural value’ that have been 

considered of little importance, such as reflectiveness, empathy, and imagination (7). In a 

similar spirit, my research posits that every creative project not only has instrumental or 

intrinsic value, but value in ‘[affecting] our being in the world’ by enabling us to ‘hear more or 

see more in their own experiences’, opening new perspectives, offering new visions, and ‘for 

imagining “the familiar heart of the stranger”’ (Greene 2001: 151-152 quoting Cynthia 

Ozick33). 

 

What audience research can do is to continue to develop approaches and methods that are 

sensitive to the works created that find the evidence that funders need in the facets of 

experiencing creative work, as mentioned by Greene. The research’s aim is not to find 

instrumental value in the work in the sense that there is no ‘measurement’ of audience 

change in understanding of disability. In a way, it is documentary. The focus is on audiences’ 

experiences of how they go about entering an imagined space in which they can engage 

their understanding of disability. How have the audience entered the space of disability 

discourse? What are they doing inside that space? 

Notions of ‘value’ and ‘evidence’ are inseparable from discussions surrounding the impact of 

a performing arts project, as the value of a creative work is often determined by the impact 

that it is evidenced to have on – in its broadest sense – human beings and the societies in 

which they live. According to the Arts Council, impact is evidenced by ‘measurable’, longer-

term sustainable (Aggett et al. 2013) changes in a society’s ‘economy, health and wellbeing, 

society and education’ (Arts Council 2014). But is impact the most significant factor in 

determining the value – the importance, the benefit, worth, or the just cause of their raison 

d'être – of a creative project or organisation? 

 

3.1.2. Considering the notion of impact34 

The complexity of the word ‘impact’ in the wider context of the arts is illustrated by Guetzkow’s 

set of questions (2002): 

When speaking of “the arts,” do we refer to individual participation (as audience 
member or direct involvement?), to the presence of arts organizations (non-

 
33 An American short story writer, novelist, and essayist. 
34 The application of the notion of impact to the Research Excellence Framework (REF) as part of the Research 
Assessment Exercise by four UK Higher Education funding bodies should be noted as an example of how 
structured such an exercise can become, in a particular context. The REF is the system for assessing the quality 
of research in UK Higher Education institutions (ref.ac.uk). The assessment criteria include outputs (61 
percent), impact (25 percent), and environment (15 percent). The REF defines impact as ‘an effect on, change 
or benefit to the economy, society, culture, public policy or services, health, the environment or quality of life, 
beyond academia’ (‘Guidance on submissions’ document, ref.ac.uk, 118.)  
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profit and for-profit?) or to art/cultural districts, festivals or community arts? 
When speaking of “impact,” do we refer to economic, cultural or social impact; 
do we refer exclusively to direct community-level effects or do we also include 
individual- and organizational-level ones? 

 

In their discussion on societal impact in the arts, Anttonen et al. (2016), provide definitions 

for the different types of impact, and highlight the significance of the relationship between 

impact and value.  

 

Anttonen et al. focus on societal impact, which is defined as ‘a change in individuals and/or 

groups’ thinking or actions due to engagement or participation in the project’ (33) which, they 

add, can only be observed in the long run and may be influenced by other societal factors. 

Defining their area of focus allows them to locate an aspect of impact to magnify in their 

research. This makes their research more manageable. However, based on these definitions 

there is an overlapping relationship between cultural and societal impacts, where a change 

in one type of impact may affect the other. Crossick and Kaszynska’s (2016) notion of 

culture places greater emphasis on ‘the way people experience their engagement with 

culture’ (7). Such experience of engagement with culture can be considered socio-cultural 

impact in Anttonen et al.’s sense, and consequently contribute to the value of the cultural 

encounter. 

In my research, social constructs such as disability are explored from an epistemological 

view where they are defined by participants’ perception and frames of reference rather than 

having a definition or notion imposed on them by myself. In fact, a key element of 

phenomenographic analysis35 is in bringing to awareness the structural aspects – the 

 
35 A foundational aspect of the research design. 

Box 1 Definitions from Anttonen et al. (2016) 

Societal impacts include any action’s social and cultural consequences to people, which cover all the 

ways in which people live, work, play, relate to one another, organise to meet their needs and, in 

general, cope as members of society.  

Cultural impacts involve changes to an individuals’ norms, values and beliefs that guide and 

rationalise their view of themselves and society.  

Economic impacts include the benefits art projects generate for society and individuals. However, 

economic impacts are not merely concerned with financial or commercial influences but also cover 

different non-use and option values for people.  
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‘horizons’ – of the experience that in a way, are responsible for the way that the participant 

experiences the phenomenon. Using this framework as a skeleton for understanding 

experience allows for ‘further degrees of meaning’ (Marton and Booth 1997:87), based not 

only on a variation of standalone parts and wholes, but also the relationships between them, 

variations included. Phenomenographic analysis will be discussed in detail in the section on 

methodology.  

At this juncture the relationship between the impact of a dance performance featuring 

disabled artists and performer and audience understandings of disability can be established. 

Cooper Albright (2013) provides a succinct reminder about what dance does for ability and 

disability: 

In order to examine ablelist preconceptions in the dance world, one must 
confront both the ideological and symbolic meanings that the disabled body 
holds in our culture, as well as the practical conditions of disability. Watching 
disabled bodies dancing forces us to see with a double vision and helps us to 
recognize that while a dance performance is grounded in the physical 
capacities of a dancer, it is not limited by them [sic] (300). 
 

Developing a methodology that can capture how this experience of shifting from seeing with 

a single to a double vision takes place is one of the main objectives of my research. Ideally, 

the design that is developed can contribute to the conversations on alternative ways of 

evidencing impact on cultural values by creative works. 

 

 

3.2. Performance as a form of doing 

Performance as an artistic practice and performativity as a theoretical principle allow 
[us] to interrogate and subvert social norms, power hierarchies and gender relations 
that have traditionally structured forms of public articulation. (Foellmer et al., 2018: 5) 

 

A broader way to think about the impact of a dance performance on ways of understanding 

disability is that it is performative ‘work done’ by the performance. The following discussion 

about research by Judith Lynne Hanna in the 1980s is intended to provide an understanding 

of ‘performative’ work. 

 

In May 1981, performers and audiences attending eight dance performances36 in 

Washington D.C. as part of the Smithsonian Institution Division of Performing Arts Dance 

 
36 The performances included ‘”Kuchipudi” performed by Indrani of India, “Kabuki Dance,” by Sachiyo Ito of 
Japan, “The Philippine Dance Company” directed by Reynaldo Alejandro, “Kathakali” presented by a company 
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Series took part in a seminal study in the history of performer-audience relationship 

research. The work, documented in Judith Lynne Hanna’s (1983) Performer-Audience 

Connection: Emotion to Metaphor in Dance and Society, saw Hanna approaching dancers 

and choreographers before specific performances and interviewing them on their intentions 

for messages and audience experience of the performance. It also saw her and her 

assistants giving out surveys to audience members as they entered the auditorium and 

collecting the completed surveys as they left. She was interested in collecting ‘information on 

what some members of a dance audience perceive, how these perceptions correspond with 

performer intentions, and what relationships exist between perceptions and backgrounds’ 

(1983: 233). Details and conceptual issues of the methodology will be discussed in Chapter 

3.  

What is to be highlighted now is how each of the eight dance performances were treated as 

specific works, each with their own performer-audience study, each with their own chapter in 

the book, with analyses of the performer-audience connection. Hanna’s work attempted to 

document what each specific performance did for both performer and audience. These 

chapters, corresponding to each of the performances, have forever been part of those 

specific dance performances, allowing us access into performers’ intentions and audiences’ 

experiences in relation to those intentions. It reveals to us that aspect of the whole event of a 

live performance that is, as Von Hantelmann (2014) suggests, ‘contingent and elusive’, 

namely performer-audience experience. It provides us with a clue, if not evidence, of what 

the work does for and between the people involved and ultimately having repercussions on 

the communities and society in which they live.  

In his essay ‘Surrogate Performances’, Auslander (2014) differentiates between the 

recording of an event and the documentation of an event, suggesting that the latter can be 

conducted and understood as a performance itself. He gives the example of over half a 

century’s worth of the use of photography to ‘shoot’ dance and theatre, but relatively few of 

those photographers would call their work ‘performance documentation’. The identity, and 

significance, of performance documentation is found not only in what it is about 

(content/topic) and where and how it is produced (context), but also more importantly ‘what it 

is seen as doing’. This approach offers audience engagement research an alternative 

perspective from which to think about its role. How does performer and audience research 

enhance the performance experience for both groups as well as for the organisation and 

venue? In the creation and offering of the performance, the makers perform an act of social 

 
that is based in India, “American Tap Masters”, “Modern Dance: The Early Years”, “Post-modern Dance: 
Douglas Dunn” and “Dance and the Camera: Sage Cowles and Molly Davies”’. (Lynne Hanna, 1983: 14) 
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agency. The audience share an equal responsibility in the agency of the performance as 

they take out into the world the imprint of their experience and interpretation of the 

performance. It is in this sense of the audience making the performance whole that 

Auslander’s discussion provides an appropriate foundation for seeing the audience not only 

as subject, but as an essential constituent of the performance. 

In a piece titled The Experiential Turn, Von Hantelmann (2014) strengthens Auslander’s 

point on the significance of the performativity of the documentation of the work. She explains 

that through documentation the ‘contingent and elusive realm of impact and effect that art 

brings about both situationally…and relationally’ is illuminated by recognising ‘the productive 

reality-producing dimension of artworks and [bringing] them into discourse’ (Ibid.) 

Performance documentation highlights and captures the reality that is produced by artworks 

that otherwise would only be part of the fleeting experience of performers and audiences. 

That capturing provides the chance to share the reality with both those present and not 

present for the performance, bringing reality and performance into a space that invites 

conversation, a discursive space. Thus, bringing Auslander’s and von Hantelmann’s 

discussion of the performativity of documentation and the role of that documentation 

provides a way of thinking about the purpose and approach to conducting my research.  

 

3.2.1. Ontological and epistemological statements in the context of the dance and disability 

identity 

This is an appropriate point to review the ontological and epistemological nature of this 

research based on the areas that have been discussed. The basis for the following 

ontological statements is that ‘social entities can and should be considered social 

constructions built up from the perceptions and actions of social actors’ (Bryman 2004: 16).  

1. Dance is mimetic and performative. 

2. Social identities are socially constructed. 

3. The term and usage of disability are socially constructed. 

4. Experiences of social identities are intersectional. 

5. Audience research, as part of the documentation of a performance, is performative. 

 

The statements that describe the epistemological nature – or ‘what is (or should be) 

regarded as acceptable knowledge’ (Ibid: 11) – of my research, follow the maker-performer-

audience chain of events: 
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1. Knowledge is created through engaging with internal and external reality, which includes 

experiences of other peoples' realities through their actions (knowledge is relational, not only 

empirical or rational). 

2. Knowledge is corporeal. It is ‘embodied, living knowledge that is always in flux’ (Hermans 

2016). 

3. Knowledge is expressed – and thus can be documented – through different types of 

communication. 

4. Research on audience members’ expressions of their experiences is performative 

because in exploring their thinking around disability in the context of dance, an 

understanding of how disability discourse is engaged is developed. 

 

A discussion on the relationship between the ontology and epistemology of the research and 

that of the research design and analysis methods can be found in Chapter 4 (Methodology). 

The reader may notice that in both the ontological and epistemological nature, ‘what the 

audience says’ greatly matters. While audiences are usually perceived to be on the 

consumption end of the performing arts, their experiences are inevitably connected with that 

of the production side. The ‘social entities’ exist because of the other. The audience 

becomes an audience because of the public offering of the performance. The perception of 

the distance between producer and consumer exists because relatively little research has 

been done on that space. 

 

3.2.2. What gap in dance audience research is this research helping to fill in? 

The gap that this research is filling in is the relatively little focus that exists on the space – 

the relationship – between production and consumption, and between performer and 

audience, in live dance performance. As Foellmer et al. (2018: 39-40) suggest: 

Instead of viewing production and reception as interrelated chains of media 
(and mediated) actions, the study of reception has, under the heading of 
‘audience research’, been divided up into distinct, methodologically 
incompatible and occasionally even quantifying studies, whose results are 
difficult to reconcile with an approach oriented towards and shaped by action 
theory…Action theory as applied to theatre practices…is to do with how they 
‘bring forth something which they are not themselves’. The various adjectives 
associated with these are terms such as staging, showing, hiding, embodying, 
representing, observing, interpreting’. 
 

As discussed in Chapter 2, dance performances that feature disabled artists are both 

mimetic and performative. In such performances, action theory may apply to the content of 
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the performance, but it does not apply to the ‘how’ of the performance – the ‘being’ of the 

performance.  

Of the concreteness of the structures that are created by the semiotic and corporeal body, 

Foellmer et al. (2018:446) says that ‘the body in theatre is always already characterised as 

consisting of a double fabric, oscillating between materiality and mediality, especially in 

dance’. 

This follows on from the mimetic and performative nature of dance that features the ‘disabled 

body’. If ‘the human being, as an actor situated and embodied in time and space, generates 

social structures’ that, ‘in the diversity of action contexts’ are produced and reproduced in 

interaction’ (Foellmer et al. 2018, with Giddens 1984), the ‘danced’ social structures in 

themselves are performative, not merely mimetic. Audience members experiencing these 

social structures are free to describe them as they will. My research is interested in what 

these expressions say about the effect of the performance on configurations of disability 

(and dance). 

To begin thinking about the approach to conducting the research and the purpose of the 

research, consider this expanded version of Figure 2 in Figure 3. Note how the arrows can 

be used to pinpoint the research questions specific to this project. 

Figure 3 Expanded version of visual representation of Critical disability Studies approach 
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The questions, corresponding to the coloured arrows, are as follows: 

• How can performer-audience relationships during live performances be effectively 

documented? (red arrow) 

• How do live performances including disabled artists affect performer and audience 

understanding of their experience of the phenomenon we know as the social 

construct of disability? (green arrows) 

• How do live performances including disabled artists affect performer and audience 

understanding of their experience of the phenomenon we know as of the social 

construct of disability within the context of dance? (blue arrows) 

While the first of the three questions forms an infinite space for the development of research 

methodologies, the second and third questions are the focus of my phenomenographic 

research. This is in view of phenomenography’s interest in the collective variation in ways of 

understanding a phenomenon. 

 

3.2.3. Types of performer and/or audience research   

When examined more closely, when ‘production and reception are seen as interrelated 

chains of media (and mediated) actions’ (Foellmer et al. 2018, as above; emphasis mine), 

the relationship between performers and audiences creates six broad areas of research. 

These areas mainly differ in subject and aim: 

1. Performer experience research 

2. Audience engagement research 

3. Audience experience research 

4. Performer-audience research – performer and audience as inseparable/as collective 

5. Performative audience research – research that is action in itself 

6. Performer-audience engagement – what can performers do with audience feedback? 

This section looks at some examples of each type of performer and/or audience related 

research. This will help to identify the type or types of research under which this project falls. 

 

Performer-centred experience 

Performer experience research places the dancer and their physical responses or lived 

experience at the centre of the study. Poikonen (2018), for example, developed 

electroencephalogram (EEG)-based methods to study the brain when dancers and 

musicians performed music, discovering that dancers’ brains responded quicker to music 
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than musicians. There have also been studies of dancers’ experiences of flow (Hefferon and 

Ollisb 2006; Vallo 2013) using questionnaires and interviews. 

 

Audience engagement 

Audience engagement research can be understood in three broad areas: the first is based 

on measurements such as tickets sold, attendance figures, demographics, and how ‘diverse’ 

the audience is (see ‘Audiences for Contemporary Dance’, 2010 as an example); the second 

looks at the instrumental qualities of the arts, such as how they were able to reduce crime, 

increase tourism, or increase literacy rates; and the third focuses on how audiences are 

engaged with the performance’ (Radbourne et al. 2013: 5).  

The notion of engagement is expanding. From mainly seeing the engagement with the 

audience as an outcome or result, audience engagement can now be a beginning or a 

creative source. Glow (2013) raises the increasing importance for creative artists and the 

organisations that support them to consider the ‘redefinition of authorship and the cultural 

market’ (37) where value is no longer only consumed, but it is co-created by consumers (38). 

It is in this context that the community-centred audience research that she writes about is 

conducted. Its aim was to ‘hand programming control over to the public to determine what 

[was to] appear at [the Theatre Royal Stratford East] in the lead up to the London Olympic 

and Paralympic Games in 2012’ (38). 

The third area, which focuses on ‘how audiences are engaged with the performance’ (Ibid.) 

is an area that can be narrowed down as audience experience research. Wood (2015), 

Sauter (2010), and Reason (2010) use the term ‘reception’ to describe this kind of research. 

According to Wood (2015), reception research is differentiated from audience research (or 

audience engagement research) in that reception research ‘focuses on processes involved 

in the reception of an artform and the resultant experience as reflection and memory’ (Wood 

2015: 30). 

 

Audience experience 

Audience experience research explores physical, emotional, and interpretive responses of 

members of audiences to, usually, specific performances. Audience engagement and 

audience experience research is differentiated by the object of interest and aims of the 

research. Historically, audience engagement may have been of more interest to the 

marketing work of arts organisations and venues, but increasingly such organisations and 
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the makers who are part of those organisations find value in understanding audience 

experience. This is because gaining an understanding of audience experience ‘deepens 

audiences’ or visitors’ experiences of a performance or exhibition’ (Radbourne et al. 2013: 

7). Additionally, what is learned about audience experience can inform an organisation’s 

programming choices, which consequently has an effect on audience engagement.  

For example, Reason et al. (2016) have used a combination of ‘qualitative audience 

research and [functional magnetic resonance imaging] (fMRI) to examine the aesthetic 

experience of watching dance both with and without music.’ A key takeaway from that 

research for the purposes of this research is that audience members experienced some form 

of embodiment – also described as ‘proprioceptive or contagious body-to-body effect’ (32) – 

both when there was music and when there was only audible breathing as part of the 

performance, albeit at different levels (2016: 29). 

Additionally, Reason and Hadley (2010) specify that audience experiences of dance ‘can be 

conceptualised in terms of responses to movement in terms of what has been described as 

kinaesthetic empathy’ (49). Their research, based on interviews and group discussions, 

suggests that experiencing the process of kinaesthetic empathy may be a common means to 

connect to a personally generated motivation to watch dance37. While this research does not 

focus on kinaesthetic empathy in dance performances, it acknowledges the workings of this 

process in audience experience. The relationship between the experience of kinaesthetic 

empathy through dance and audience members’ understanding of disability will be 

discussed in the next section. 

With its applicability to dance, the Visual Matrix (Froggett et al. 2014) is a group-based 

methodology for researching aesthetic experience in arts, health, and civic engagement 

projects. It sees groups of audiences participating in the research sitting in a pattern that 

encourages the sharing of imagery, images, and affect brought about by a live experience of 

the work.  Words and discourse are not the focus of this method and provide a ‘different 

expression’ (26) of shared experience. However, as that audience experience includes an 

interest in the physical, emotional, and interpretive responses of audiences, it is a form of 

audience research that is relevant to my research. 

 

 

 

 
37 Such as escapism or sensual pleasure.  
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Performer-audience research 

The first line of enquiry in performer-audience research focuses on the inner experience of 

the audience or performer. Bachrach et al. (2015) studied physical and cognitive entrainment 

effects38 on audience members watching a non-rhythmic and slow-paced work of 

contemporary dance by French choreographer Myriam Gourfink. Of interest is the fact that 

their research on audience experience highlighted the inseparable connection between 

performers and audience members. In their literature review, they identified a collection of 

research works that suggested ‘a co-presence of bodies and a real time relationship 

between the experience of the spectators and the one of the performers’ (Bachrach et al. 

2015). This parallels the notion of inner mimesis (Lipps 1990) and kinaesthetic empathy, or 

the ‘ability to experience empathy merely by observing the movements of another human 

being’ (Reynolds and Reason 2012). 

In a similar vein, Glass (2005) conducted a survey of audience members’ experience of a 

work of contemporary dance, which resulted in two ways in which audiences respond to 

contemporary dance and an explanation for differences in interpretation and reaction. These 

were cognitive interpretation, affective reaction, and individual differences. Glass’ research 

further explored the relationship between life experience and audience/observer response. 

Concentrating on performers’ experiences, Shikanai and Hachimura’s (2014) study 

investigated how dancers were affected by an audience by analysing ‘differences in dancers’ 

emotions and body movements in the presence and absence of an audience’.  

The second line of enquiry involves literally changing the components of the process of 

performer-audience interaction. Gediminas et al. (2015) used Norwegian dance art to 

theoretically and practically ‘reduce the performer-audience split’. Their process involved two 

pre-project interactive performances39 and a brainstorming session with choreographers, 

dancers, and researchers of traditional dance, which informed performer-audience 

interaction experiments. Their research created a link to traditional dance contexts where the 

performer-audience separation may not have been as distinct as that of stage and audience 

and questioned how physical participation changes an individual’s kinaesthetic experience of 

a performance. 

In a similar proposition to close the performer-audience gap, Dyson (2008) critiqued the 

rigidity of the passive viewer in dance performances and pointed out the need to re-engage 

 
38 Entrainment effects can be described as experiences ‘of mirroring and coupling of rhythms… from their 
sources in bodily movements and their neural representations’ (Bachrach et al. 2015). 
39 exploratory sessions where trained dancers would gradually invite audience members to participate 
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the audience. She suggested different ways that choreographers and dancers could be 

experimental with authenticity and their audience to create dialogue and a more dynamic 

and more spontaneous experience for both performer and audience.  

The third line of enquiry narrows in on the audience relationship with specific components of 

the dance. Theodoru et al. (2019) hypothesized a ‘bi-directional system of audience-

performer communication’. While they could not find a ‘systematic relationship between 

audience and dancers’ movement’, they did find that hands featured more in any movement 

that took place. Additionally, they found that collective stillness was particularly indicative of 

high engagement.  

All three examples bring to the fore the simultaneity of separability and inseparability of 

performers and audiences, highlighting the significance of the space between production 

and consumption of dance performance. Moreover, given their inseparability, it may be 

possible to study the performer and audience as a collective, which is one area covered by 

the analysis in my research. 

 

Performative audience research 

Performative audience research is audience research that can be considered a speech and 

corporeal act that may effect change, where ‘the performances are actions in themselves 

that produce effects in the world’ (Bolt, 2009). This notion of performativity is linked to J.L. 

Austin’s and Judith Butler’s notions of performativity as speech and corporeal acts that can 

change reality (Ahern 2003). Researchers’ physical presence and engagement with 

members of the audience before, during the intermission, and/or after the performance 

brings in a disruption to audience members’ whole experience. Asking questions to audience 

members – who otherwise may not have considered the topic of these questions – opens 

the social structures around disability in the audience’s thinking to interrogation. The 

questions make the most of the instability and uncertainty (Hermans 2016) of the construct 

of disability created through experiencing the dance performance.  

There are three other approaches to performative audience research. The first two are 

aimed at understanding how and why audience members receive texts in the way they do, 

but all three place the viewer, audience member, or potential audience member at the centre 

of the interview. In their discussion that focuses on the increased significance of 

understanding the interviewee’s context40 from the interviewee’s point of view, Mathieu and 

 
40 Of reception of media texts 
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Brites (in Zeller et al. 2015: 45) highlight the performative and participatory models of the 

interview. In the performative model, interviewees are asked to literally ‘perform’ a media 

text. As the interviewee speaks, the context of their life world, thinking, and behaviour is 

gradually ‘performed’ over the course of the interview. In the participatory model, the 

interviewee becomes a quasi-researcher, taking the role of interviewer (45). One of their 

research tools for a project on youth, journalism, and participation in Portugal involved 

inviting ten young people to reflect and discuss on the topic and then develop their own 

questions for mini-interviews with people in their community. Knowledge production in both 

models is active, and both models ‘depend on emic tasks performed by the interviewees 

themselves’ (56).  Additionally, taking part in a participatory model gave participants a sense 

of empowerment and connection with friends and family in their community. 41 

In a similar interviewee-centred spirit, Glow (2013) developed a model of public engagement 

to empower new audiences by offering them the programming control of a local arts venue 

as a form of performative audience research. Apart from enabling the Theatre Royal 

Stratford East (TRSE) to involve and co-create programming with existing and potential 

audiences, it challenges cultural authority and ‘facilitates active community participation and 

[responds] to the diverse publics and communities it serves.’ (38) 

My research has an element of performative audience research, where it is hoped that 

through the verbal and corporeal act of discussing their experience of the performance with 

me, a shift or reinforcement of an open and expansive approach to engaging the 

phenomenon known as disability takes place. 

 

Audience-performer engagement 

What can performers do with audience feedback? 

American choreographer Liz Lerman developed a process titled Liz Lerman’s Critical 

Response Process (abbreviated CRP; see book by Lerman and Borstel 200342 ) which aims 

to ‘[nurture] the development of artistic works-in-progress through a four-step, facilitated 

dialogue between artists, peers, and audiences’ (danceexchange.org). After the artist offers 

 
41 ‘Their participation in the research was considered a very important moment for them, as they were able to 
report, reflect on and contextualise their choices and the results. The interviews gave them a sense of self-
empowerment, allowing them to talk about different issues with their peers.’ (Mathieu and Brites 2014 in 
Zeller 2014:55) 
42 Refer to the book Liz Lerman's Critical Response Process: a method for getting useful feedback on anything 

you make, from dance to dessert 

 

https://www.amazon.co.uk/Liz-Lermans-Critical-Response-Process-ebook/dp/B00CF8MYD6/ref=sr_1_fkmr0_1?keywords=Liz+Lerman%E2%80%99s+Critical+Response+Process+Book&qid=1556197432&s=sports&sr=8-1-fkmr0
https://www.amazon.co.uk/Liz-Lermans-Critical-Response-Process-ebook/dp/B00CF8MYD6/ref=sr_1_fkmr0_1?keywords=Liz+Lerman%E2%80%99s+Critical+Response+Process+Book&qid=1556197432&s=sports&sr=8-1-fkmr0


 
 

76 
 
 

their work-in-progress, responders provide statements of meaning, the artist asks questions, 

responders ask neutral questions about the work, and responders are then allowed to 

provide opinions about the work (with permission from the artist) (Ibid.) 

Birmingham Dance Network's (BDM) Introducing… dance platform for new work allows 

makers to ‘[test] out new work on audiences who then offer direct feedback on the night’. 

Similar to Lerman’s CRP, BDM’s Introducing… platform targets artistic works-in-progress. 

These works either focus on how performers can engage audiences for feedback on their 

work or simultaneously engage audiences as they perform, but the question of what dancers 

can do with audience feedback in any performance, especially from within the context of 

‘passive’ viewing, has not been highlighted for discussion until a dancer mentioned it in a 

Candoco Studio Day session. This question has the potential to be developed into a 

collaborative researcher-practitioner project in the future. 

In summary, my research combines audience experience research, performer-audience 

research, and performative audience research. 

There are multiple works that are an investigation of disability in relation to dance or theatre 

but do not have a focus on audience research. These include such works as McGrath’s 

(2013) PhD thesis that looks at how dance ‘reformulates’ physical disability, Williams’ (2014) 

PhD thesis exploring disability and dance in the work of the choreographers Caroline 

Bowditch, Marc Brew, and Claire Cunningham, and Leighton’s (2005) practice-based 

research on the ‘(re)constitution’ of the identity category of disability in creative performance 

process, amongst others. In summary, although there is a large body of interdisciplinary 

research on the dancer’s experience, the audience’s experience of dance, and the 

relationship between dancer and audience, much still needs to be researched about the 

relationship between dance featuring disabled artists and its impact on audiences’ 

understanding of socially constructed identities such as disability.  

 

Research on arts audience experiences, especially that of a live performing arts audience, is 

a more recently established line of research (Reason and Sedgman 2015). Arguably, the 

more visible turn to understand the live audience’s experience has accompanied a time 

when the implications of mediatised liveness (Auslander 1999, 2008) and live audience 

cognition (McConachie 2008) came into wider discussion. Performer-audience research that 

explores this ability specific to dance and theatre resides in its own area within that 

discursive space, and is of significance to artist, organisation, and venue alike, evidenced by 
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the diversity of works published over the past decade (Whatley 2007; McConachie 2008, 

2015; Radbourne, Glow, and Johanson 2013; Ginters 2010; Ali-Haapal, 2016; Gallier 2015). 

 

While it is widely acknowledged that art has the inherent ability to take creator and 

performer, participant, and audience, into a liminal space where the lines between our 

selves, what we know, and the way we know the world are merged with corresponding 

aspects43 of the work of art we are experiencing (Dewey 1934; Beardsley 1982; Berleant 

1991; Garoian 1999; Greene 2001, 2004; Baldachinno 2014), much of this work is 

theoretical, philosophical, offered from the artist/performer’s point of view, or is researcher-

as-subject in nature, providing data that is broadly auto-hermeneutically in-depth 

(Gorichanaz 2017). Of particular relevance to this research is a collection of work aimed at 

documenting and sharing the creative process of artists whose work’s purpose is to explore 

or change perceptions of disability (Quinlan and Harter 2010; Hodges et al. 2014; Loots 

2015; Parry 2017). Further, the presence of the relatively small body of research surrounding 

disability in relation to dance is primarily because the area is fraught with researchers having 

to deal with the seemingly non-empirical and non-clear-cut nature of human interpretation 

and subjectivity. 

 

My research attempts to explore the issue from a phenomenographic approach. Before 

going further into the phenomenographic approach, it may be helpful to look at other works 

that, when applied, can help to explain how disability is constructed or disrupted in the 

performer-audience relationship. Apart from Whatley (2007), Kuppers (2003), Sandahl and 

Auslander (2005), the works discussed in the following section do not directly address 

disability in relation to dance, but they do provide insight into the different facets of the 

performer-audience relationship, as explored by different researchers. By understanding the 

process of communication (and consequential) disruption that is specific to dance, the point 

of interest in the process of this research can be more clearly identified.  

 

3.3. The performer-audience relationship in the co-creation and disruption of disability 

Prior to the 2016 Paralympic Games in Rio de Janeiro, Brazil, the ‘Media Guide: How to 

Cover the Rio 2016 Paralympic Games’ was published for journalists covering the reporting 

of the games. Co-developed by Dr Sakis Pappous from the University of Kent’s School of 

Sport and Exercise Science and Dr. Doralice Lange de Souza from the Federal University of 

 
43 The artist’s self, what they know, and the way they know the world. 
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Parana, the guide emphasised how the use of photography can affect perceptions of 

disability.  

It is interesting to note that the first area that the guide covers is that of changing the way the 

journalists themselves understand disability in relation to sport. There are four key points to 

‘switch on’, Pappous and de Souza suggest: 

1.1.1. Focus first on the athlete and not the impairment 

1.1.2. Impairment does not equate to suffering  

1.1.3. First and foremost athletes (their qualities and abilities) 

1.1.4. Prioritise the sporting achievements of the athletes and not their impairment 

 

(2016: 5-6) 

 

When viewed at a more conceptual level, these points subtly challenge the way journalists, 

and subsequently, viewers, understand the social construct of disability. The fact that these 

points are placed at the very beginning of the text is evidence of the extent to which an 

individual’s understanding of disability affects the way they see and what they do with the 

recording equipment that is in their hands. The guide’s main strategy was to show examples 

of images from previous games, illustrating how editing or taking a photograph from a 

specific angle took the focus away from the athlete, highlighting instead the impairment. The 

latter is a form of disabling imagery (Barnes 1992), where the photographer creates the 

disablement through what they choose to see through their eyes via the camera.  

 

The same principle applies to what audiences of integrated or inclusive dance choose to see 

through their eyes. The issue is not whether audiences watch integrated or inclusive dance, 

but rather how audiences’ understanding of disability affects what they see in and how they 

experience integrated dance. A key difference in dance, however, is that the viewer is no 

longer a passive or distant ‘spectator’. Performers and audience members of dance 

performance have a shared, somatic encounter, where ‘audiencing’ practically takes place 

through the body. 

In dance, performer and viewer share somatic experiences in ‘a playful, imaginative, and 

expressive’ (Hermans 2016) social encounter (Kuppers 2003). When empathic interaction 

between performer and viewer takes place, the viewer embodies aspects of the performer’s 

movement (Wood 2015). The public, prevailing socio-cultural perceptions of disability meet 

with the private, individual lived experience of the disabled individual. The performance 

becomes a place in which ‘fixed identities and normative standards suddenly become 
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unstable and uncertain’ (Hermans 2016), even for the performer themselves, even if 

momentarily. However, what this experience has created for both performer and viewer is 

corporeal knowledge – ‘embodied, living knowledge that is always in flux’ (Ibid. 2016: 161). 

Had the viewer only interacted with disabled individuals without the medium of dance, the 

disruption may not have taken place in the corporeal manner that it did. Dance provides this 

embodied knowledge in a way that ‘mere exposure’ or ‘spectating’ would not be able to 

provide. 

Whatley (2007) discusses the viewing strategies of dance student viewers in her research as 

well as those of other researchers (Katerega 2005) that are ‘developed consciously or 

subconsciously, given the ‘‘presumption of difference’’ that exists even before the 

performance begins’ (16). She identifies five viewing strategies – passive oppressive, 

passive conservative, post-passive, active witness, and immersion (18) – recognising 

individual differences in experience, world view, and configurations of socially constructed 

concepts. The identification of a range of viewing strategies based on diverse viewing 

stances suggests that there are also multiple ways of understanding disability. Moreover, 

these strategies, stances, and ways of understanding disability co-exist in the space of a 

performance. 

In relation to audience research that aims to document how a dance performance 

contributes to audience members’ ways of understanding disability, two questions arise: 

1. What is a suitable way to conduct audience research given this wide range of viewing 

stances and strategies? 

2. What are the characteristics of an audience research methodology or design that 

accounts for but is not limited by these differences? 

Audience research similar to that of Foreman-Wernet and Dervin’s (2011) Sense-Making 

Methodology44 (SSM) demonstrate that apart from providing an opportunity for affective and 

emotional response (Berlyne 1974), artists and performers also provide material for thought 

for audience members to take and make sense of within their own world views. Outside of 

the language of dance, this material would be complex beyond everyday verbal explanation. 

It also brings us to the second context – the process of making sense of the material. This 

 
44 Foreman-Wernet and Dervin’s 12-year research employing Dervin’s Sense-Making Methodology (SSM), asks 

interviewees about the conclusions, thoughts, insights, emotions, feelings that the performance evoked and how these 

relate to their life experiences. The categories of ‘outcomes’ that resulted from the analysis included the following: 

truth/beauty, captivation, self-expression, self-awareness, cognitive/intellectual growth, community/connection, well-

being, and social judgment (78). Conducting research into audience understanding towards disability is most closely related 

to the categories of cognitive/intellectual growth, community/connection, and social judgment. 
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second context gives a visualisation of a pathway between instinctive experience along the 

spectrum of pleasure and displeasure and its confluence with everything that forms 

consciousness – previous experiences, social conditioning, tacit and explicit knowledge 

obtained through interaction with society.  

 

It is in this moment of confluence that the potential for change in the building blocks of our 

world view is catalysed. With reference to the said building blocks – or ‘structures’ – Kuppers 

(2003) emphasises that any study that concerns itself with disability representation needs to 

consider systemic power structures that create a centre and periphery, dominated by the 

‘able’.  The systemic structures that Kuppers refer to include ‘disability discourse’.  

 

Discourses are building blocks of our world view in the sense that they are ‘linguistic 

systems of statements through which we speak of ourselves and our social world’ (Leonard 

1997: 2). Linking Kuppers’ discourse-as-systemic-structure and the construct of disability, 

the ‘disabled body’ is thus ‘a site of discursive production and consumption’ (Corker and 

French 1999). In its discourse form, disability is a conceptual category. It is a conceptual 

category out of which it is impossible to step to question the identity marked by disability (14) 

if the predominant discourse in society persistently uses the term disability when referring to 

this ‘anomalous embodiment’.   

 

However, should a change in the structure take place, it triggers a potential transformation, 

where not only our frames of mind about a topic are changed, but the way we view and 

speak about the world changes. Consequently, our experience of and interaction with the 

world changes too.  

 

It is the secondary and conceptual nature of the category disability that makes the work of 

‘charting resistances’ that create or trigger changes within and outside of the structure 

particularly important. In Kuppers’ words, ‘it becomes important to chart resistances, show 

incremental moves towards change, celebrate the historical march through the system's 

institutions, and art's place within that’ (2003: 14). Audience research allows access to this 

structure of disability discourse and the influence of resistances can be documented – 

‘charted’, which is part of what my research aims to do.  

 

3.3.1. The relationship between experiencing dissonance and ‘incremental changes’ in 

disability discourse 
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Darke (1998) illustrates the role that discourse plays in determining value and power: 

There is no such group as people with disabilities; there are people with 
impairments and disabled people with impairments and disabled people, but they 
are quite distinct things: linguistically, politically and theoretically. (224) 

 

The 1990s saw a reduction in the significance of discourse as a result of greater emphasis 

on a social theory of disability. This was despite the issue of value and power within the term 

disability resulting from the dichotomy created by the discourse-based ‘distinction between 

disability and impairment’ (Corker and French 1999), with disability tending to be valorised 

and impairment marginalised or silenced. There is no denying that these distinctions of value 

and power exist. Research can provide evidence of how material practices, such as 

integrated dance, reduce differences in that value and power in disability discourse, and 

consequently relieve experiences of marginalisation, being silenced, or discrimination. Given 

that ‘discourses…are constructed through linguistic rules and social practices which direct 

our attention to the politics of knowledge-producing activities’ (Leonard 1997: 11-12), 

changes in discourse – or an awareness of a desire for a change in discourse – would 

therefore suggest a change in these knowledge-producing activities.  

 

3.3.2. Processes 1: Conscientisation and critical literacy in relation to disability discourse and 

dance 

 

This is a suitable point to introduce the concept of conscientisation as a reference point for 

the process that takes place when there is a change in systemic structures (such as 

‘disability discourse’). Conscientisation is more widely known as an emancipatory 

pedagogical process developed by Paulo Freire that aims to bring to awareness an 

individual’s inherent nature as an active subject instead of a passive object, or ‘other’. While 

generally used for formal and informal education contexts, when placed in the context of 

integrated or inclusive dance, conscientisation can provide a process from which to 

reference the changes in disability discourse and ways of understanding disability as 

expressed by performers and audience members. According to Lawrence-Lightfoot (1994) 

Conscientisation is ‘the process of making values and experiences that are 
most often repressed or hidden, conscious and visible to oneself and others. It 
has to do with courageously uncovering the pain, making it articulate, reckoning 
with it and entering it into the public/private discourse. It is an uncomfortable 
demanding process, requiring both thought and action. (3) 

 

In line with the first half of the process of disidentification, conscientisation requires entering 

the widely shared categorical space of the social construct in order to cut it wide open from 

the inside out to enable it to change form and shape. 
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Conscientisation is directly related to an individual’s development of critical literacy, which in 

simplest terms is ‘social action through language use that develops us as agents inside a 

larger culture’ (Shor 1999: 2). Of the broad applicability of critical literacy, Shor writes: 

 

Critical literacy, then, is an attitude towards history, as Kenneth Burke (1984) 
might have said, or a dream of a new society against the power now in power, 
as Paulo Freire proposed (Shor and Freire, 1987), or an insurrection of 
subjugated knowledges, in the ideas of Michel Foucault (1980), or a counter-
hegemonic structure of feeling, as Raymond Williams (1977) theorized, or a 
multicultural resistance invented on the borders of crossing identities, as Gloria 
Anzaldua (1990) imagined, or language used against fitting unexceptionably 
into the status quo, as Adrienne Rich (1979) declared. 

 

A shift in discourse can be considered ‘social action through language’, an action in itself. It 

also forms one part of praxis. Praxis is a key element of conscientisation and is made up of a 

combination of reflection and action. Note the relationship between kinaesthetic empathy 

and disability discourse. Audience members may be sat in their seats during a dance 

performance, but they are ‘participating in the movements they observe, and experience 

related feelings and ideas’ (Watching Dance, n.d.). Theirs is an experience of praxis through 

engagement with the dancers. The embodied experience simultaneously takes place in 

performer and audience. That is reflection in action (nod to Schön (1983)45). This enables 

them ‘singly or collectively to transform oppressive institutional systems’ (Peters, 1999:104) 

within the space of the performance. Audience research can, as Kuppers suggests, chart the 

resistances and document the ‘incremental moves towards change’ (Kuppers 2003:14) and 

transformation. 

 

3.3.3. Processes 2: Perspective transformation and ways of understanding of disability 

This space and time where performers and audience ‘singly or collectively transform 

oppressive institutional systems’ (Corker and French 1999: 104) is essentially the 

moment of dissonance in perspective transformation. While this research does not 

actively engage perspective transformation in its theoretical framework, it is important 

to understand its significance as a backdrop process that contains the experience of 

dissonance. A person experiencing dissonance feels discomfort as a result of holding 

 
45 Donald Schön’s notion of ‘reflection-in-action’ influenced multiple fields including governance and 
educational pedagogy. Schön believed that the practitioner, in whatever field should allow themselves to 
experience the unexpected in ‘uncertain or unique’ situations.  As they experience the situation, they are also 
reflecting ‘on the prior understandings’ which have determined how they have been behaving. They then try 
or see something new in the situation which generates ‘both a new understanding of the phenomenon and a 
change in the situation’ (Schön 1983: 68). 
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two or more contradicting attitudes, understandings, pieces of information, or 

experiences. They will strive to resolve this contradiction through changes in ways of 

thinking, feeling, or doing (Festinger 1957).  Perspective transformation, as developed 

by Mezirow (1991: 167), requires an experience of dissonance, and is defined as: 

...the process of becoming critically aware of how and why our assumptions 
have come to constrain the way we perceive, understand, and feel about our 
world; changing these structures of habitual expectation to make possible a 
more inclusive, discriminating, and integrating perspective; and finally, making 
choices or otherwise acting upon these new understandings. 

 

Cognitive dissonance in this context is the experience of conflict between what one believes 

in and what one is experiencing or what one is doing (Festinger 1957). According to Kamradt 

and Kamradt (1999), 'activating cognitive dissonance can be extremely helpful' in changing 

attitudes. Through perceptual, conceptual, and internal confusion, conflicts arise, and 

consequently their resolution. Relating dance and disability to cognitive dissonance and 

perspective transformation, McGrath (2013) suggests that ‘dance is a valuable site…for 

disrupting existing perceptions of disability as transgressive.’ The act of disrupting an 

individual’s way of seeing a group of people in their society such that they question their 

existing way of perceiving is an experience of cognitive dissonance. Dale et al. (2007:107) 

suggests that dance is both an effective pathway into a society and culture and a vehicle for 

initiating change, primarily because dance is an expression of a society’s culture. It would 

follow that if members of that society and culture participate in or experience a dance 

performance that triggers cognitive dissonance within them, there is a chance that 

perspective transformation will take place, leading to a change in attitude. Art researcher 

Finley (in Knowles and Cole 2008: 71) discusses the potential of perspective transformation 

that ’exists in the tensions of blurred boundaries’. The boundaries are created through social 

condtioning over time. This is where the performing arts, specifically dance, can provoke an 

individual to question existing cognitive boundaries. Dance allows for the ’performance of 

social reconstruction which creates spaces for tensions to be negotiated and reconstructed’ 

(Garoian, 1999). It is this negotiation and reconstruction where attitude change can take 

place. This negotiation and reconstruction takes place along the path to experiential change, 

with attitude changes leading to a more visible and ’felt’ impact at the individual, community, 

and societal levels. 

 

Dewey (1934) sets the backdrop of where this dissonance and subsequent resolution of the 

conflict might take place by first establishing the difference and relationship between the 

experience of artistic creation and aesthetic experience of the perceiver (viewer/spectator 

audience), declaring ‘to perceive, a beholder must create his own experience. And his 
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creation must include relations comparable to those which the original producer 

underwent…Without an act of recreation the object is not perceived as a work of art' 

(Chapter 3). Dewey suggests that the perceiver makes sense of the work or resolves the 

contradictions within their own frame of reference, but also acknowledges the obligation to 

consider the artist’s life world and world view. It is during this merging that the said 

corresponding aspects can be reshaped, reworked, or reinforced. Baldachinno (2012) puts 

the focus on this reworking, this transformation: 

In doing art, women and men participate in what they so often refuse to accept 
by dint of inclusive reason. Yet our way into reason also comes from an ability 
to move outside the limits that reason sets. To think beyond the limits does not 
mean to deny the limits. A way out is not a way of refusing responsibility for 
what is inside. On the contrary, art’s way out is a full acknowledgement of what 
defines and represents the world within its given boundaries of possibility (2012: 
2). 

 

It is no coincidence that there are parallels between an experience of the ‘way out’ offered by 

art and experiences of perception change, learning, and unlearning. All these involve a 

change in capacity, in ability, in how meaning is made, in understanding about and within 

specific contexts, and continually takes place through reflection and building on prior 

experience (Dewey 1938; Vygotsky 1978). 

 

Research by Pitts et al. (2013) into how players and audiences experience orchestral 

performances from the stage and the auditorium demonstrates the value of understanding 

the internal and interactive dialogues taking place in the shared space. The researchers 

used an online survey followed by in-depth interviews with selected audience members. 

What stood out for their research was the inclusion of players’ perspectives on the value of 

‘inter-relationships’ and mutual understanding between performer and audience. This was 

achieved through the introduction of players through the marketing materials and offering 

audience members and players the opportunity to interact with each other. While Pitts et al.’s 

research does not look specifically at changes in perceptions or understanding of social 

concepts, the research does highlight how under-researched the source, nature, and 

benefits of relationships between performers and audiences in live performance contexts 

actually is.  

 

Garoian (2013) describes how art can be used and seen as a ‘prosthesis’ for facilitating new 

ways of understanding and learning – a ‘prosthetic pedagogy’. Art’s flexibility as a prosthetic 

tool is in its add-on and extendable nature. The pedagogic nature of the prosthesis is in how 

it is able to allow different narratives to be positioned in a way that triggers curiosity, 

exploration, experimentation, and improvisation of ‘multiple correspondences between and 
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among their own lived experiences and understandings, and those of others’ (summary). 

Educational philosopher Maxine Greene describes the sort of learning triggered by aesthetic 

experiences as the kind ‘that most of us would like to see:  learning stimulated by the desire 

to explore, to find out, to go in search (2001: 47)’, to move – or at least peek – beyond the 

boundaries of what we already know and understand.  

 

Turner (1967) looked at how people cope when arriving at and going beyond our inner and 

outer boundaries and barriers. Specifically, he explored thresholds in experiences of 

transition in culturally specific rituals, which are a form of performance in themselves. These 

experiences of transition were often transformative in the sense that they took the individual 

from one stage, phase, or space in their cognition and lives to another. These experiences 

change us at the very core, and our being feels altered in some way, manifesting in how we 

interact with others in society. Keegan (2000: 35) suggests there are three loose 

categorisations of transformational experiences: 

 

1. Mezirow’s perspective transformation experiences: These 'alter our very being, our 

beliefs, and our core sense of self' (Taylor and Cranton 2012: 22). 

2. Transpositional experiences: These do not change our core identity but are 

experiences that take our breath away, make us ask about life’s bigger questions, 

and live larger. 

3. Emancipatory learning experiences: Experiences based on what Horton and Freire 

(1990) have dubbed emancipatory learning within contexts of working for social 

change in a community. 

 

Experiences of perspective transformation of all three types arising from individuals’ 

involvement in the creation of artistic work or the experience of being a viewer, audience, or 

participant in those works have been extensively theorised and discussed (Dewey 1934; 

Langer 1953; Eisner 2004; Greene 2000; Baldachinno 2014). Developments in and a 

greater reliance and trust on qualitative research has seen an increase in the documentation 

of audience experiences in a variety of fields, including the culture industries (Bennett et al. 

2009; Chan and Goldthorpe 2007a, 2007b; Radbourne et al. 2013). This documentation is 

more challenging in the area of audience impact studies given the nature of audiences to 

prefer to go home immediately after a watching a show or to not have their privacy intruded 

upon during the intermission. Specially staged performances with a research-willing 

audience who have trawled through a lengthy ethics and consent process are not the same 
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in mindset and sentiment as a live audience who have bought a ticket for a performance to 

which they have been looking forward to attending (Hanna 1983).  

 

While experiences of dance are not the only arena for such transformative confluences to 

take place, they provide both performer and audience with a bombardment and a continuous 

stream of entryways and exits in a profound, out-of-the-everyday realm of performance. 

Performers and audiences can be asked about their experiences of these moments of 

confluence and a method of analysis used to find all the ways of understanding disability 

from experiences of the performance. 

The discussion on perspective transformation is related to researching audiences’ variation 

in ways of understanding of disability and shifts in disability discourse, in that integrated or 

inclusive dance performances create the necessary conditions for dissonance and 

consequently for all three types of transformative experience to occur. Perspective 

transformation is significant to reference because many contemporary, integrated, and 

inclusive dance performances are created with the intention to create work that is different, 

work that provokes in one way or another, work that transcends, or work that disrupts. These 

works create dissonance, which can lead to changes how we think, feel, speak, and act. 

 

It is challenging to prove that integrated or inclusive dance performances have the capacity 

to place audience members in situations where they experience distinctive moments of 

dissonance, especially when audience responses require time to be ‘constructed as an 

experience through post-performance reflection’ (Vincs 2013: 132). However, it is possible to 

document their immediate, so-called ‘incomplete’ or rather, ongoing experience and 

interpretation of the performance during the intermission or immediately after the 

performance, and from these responses explore the various ways of understanding disability 

that co-exist in the space. The timing of the data collection does not take away from the fact 

that they have had an experience of the performance, and it does not make their expression 

of the experience thus far any less valid. Moreover, while audience members may take time 

to cognitively interpret their experience of the performance, their kinaesthetic, embodied 

experience, or what Vincs (2013) refers to as movement perception46, is ‘in their bodies’, and 

if anything, this is the best time to ask them about it in relation to their understanding of 

disability.   

 

 
46 Vincs’ (2013) research measured audience engagement with dance by comparing audience-recorded 
engagement with ‘a choreographic analysis of the dance and with motion-capture data of the kinematic 
dynamics of the movement’ (2013: 132). 
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3.4 Summary 

In view of the pressures placed on arts organisations to provide evidence of how their work 

has facilitated financial, social, and cultural change, this chapter addressed the notion of 

impact. Evidence of shifts in perceptions and attitudes towards marginalised groups in 

society – such as disabled people – fall under the umbrella of impact. In Chapter 2, I 

interrogated the influence of models of disability and explored dance’s ability to create a 

space for opening and expanding constructs such as disability in an embodied and 

kinaesthetic way. The discussion illustrated the fluid tangibility of the experience of ‘moving 

and being moved’ (Watching Dance n.d.) in dance audiencing, which suggests the need for 

funding bodies to consider more nuanced and intricate ways of understanding – and 

subsequently documenting – impact. Identifying impact on people audiencing creative works 

is difficult because cause and effect – production and consumption – in creative processes 

are complex and dependent on multiple individual, collective, and contextual factors. The 

challenge makes the development of a methodology that can capture the nuances of 

experiencing shifts in ways of seeing and understanding social identities and constructs 

even more significant. A methodology that can document shifts in audiences’ ways of 

understanding disability in relation to performers’ understanding of their performance would 

be considered performative performer-audience experience research because that 

documentation is a form of ‘doing’. The phenomenographic research design I am using 

allows access to the minutiae of the structure and resistances within the various ways of 

understanding the phenomenon known as disability. 

Now that the main intersecting subject areas involved in my research have been discussed, 

the following chapter discusses in detail the research design – multiperspective 

phenomenography – behind my engagement with audience members and performers. It 

should be kept in mind that phenomenography as a community of researchers has 

maintained an exploratory and variation-focused space. This was clear when I attended the 

European Association for Research on Learning and Instruction (EARLI) Special Interest 

Group (SIG) 09 Conference 2018 at the University of Birmingham. In the spirit of the nature 

of phenomenography’s object of interest – different ways of understanding – the community 

is interested in different ways that the tenets of phenomenography have been developed for 

suitability in researchers’ work. 
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Chapter 4 Research Design 

This chapter discusses the phenomenographic approach as the methodological design for my 

research. The chapter comprises two sections. 

 

The first section presents the ontological and epistemological basis of phenomenography. It 

also positions phenomenographic analysis within the landscape of models of disability to lay 

out its suitability for researching performer and audience understandings of disability in the 

context of integrated dance performances. It will also explore other qualitative methods as 

compared to phenomenography, given the aims of this research. It will also respond to 

concerns raised about validity and reliability in phenomenographic methods (Kelly 2003; Cope 

2004).  

 

The second section provides details of the data collection process, including a description of 

the participants, the recruitment process, development of the interview schedule, and 

interview and data collection procedures.  Due to the depth of discussion needed to go into 

the analysis process in detail, Chapter 5 has been dedicated for that purpose.  

 

 

4.1. Multiple perspective phenomenography as research design 

 

To begin, an overview of the flow of the levels of analysis in this research has been provided 

in Table 1 on the following page. It can be described as a ‘skeleton… that shows the relation 

between models, concepts, theories, hypotheses, methodology, and methods’ (Silverman 

2010:111). The corresponding elements of this research have been applied to the skeleton. 

 

Models, theories, and findings need some elaboration. The model is a combination of 

contextual, individual (constructivism), and social constructionism. As will be discussed later 

in Section 4.4., phenomenography itself does not base itself in constructivism of any kind, as 

it is interested in people’s awareness of their experience as separate from any kind of 

‘constructing’ that may come into play (Marton and Booth 1997:130-131). However, 

constructivism is needed to inform our exploration of the concept of disability, which can very 

much be a contextually, individually, and socially constructed concept. The relationship 

between people’s awareness of their experience and the contextual, individual, and social 

constructivist nature of disability is discussed later in this chapter. 
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Table 1 Application of Silverman’s Levels of Analysis 

 Definition (Silverman, 

2010: 109) 

For this research Reasoning 

Model  

 

Overall framework for 

how we look at reality 

(ontology and 

epistemology) 

Contextual-individual-

social (collective) 

constructivism 47 

Contextual- dance performance-specific; 

not confined by individual and social 

constructivism, but informed by and 

influences both individual and social 

(collective) construction of 

understandings of disability 

Concept An idea deriving from a 

given model 

Anomalous 

embodiment, the 

phenomenon known 

as disability 

Phenomena of interest 

Theories 

 

A set of concepts used to 

define or explain some 

phenomenon 

None, as I am not 

really interested in 

theories in this 

research 

Not based on, not looking for, not trying to 

create any theories. However, an example 

of a relevant theory is that of critical 

consciousness 

Hypothesis 

 

A testable proposition Does not apply in its 

original form.  

Co-existence of 

many ways of 

understanding in a 

specific context 

Multiple ways of thinking about disability 

exist within the context of an integrated 

dance performance 

Methodology 

 

A general approach to 

studying research topics 

Phenomenography Interested in the collective variation in 

ways of understanding a phenomenon 

Method 

 

A specific research 

technique 

Interviews Interviews  

Findings 

 

 Foci of variation and 

contrast between 

different ways of 

understanding 

disability in the 

integrated dance 

context 

 

 

 

 
47  The term constructivism and social constructivism or social constructionism are related but not the same. 
According to Andrews (2012: 40 citing Charmaz (2000, 2006), the terms constructivism and social 
constructionism tend to be used interchangeably and subsumed under the generic term ‘constructivism’. He 

further goes on to describe the distinction between the two. ‘Constructivism proposes that each individual 
mentally constructs the world of experience through cognitive processes while social constructionism has a 
social rather than an individual focus’ (Andrews 2012: 40 citing Young & Colin 2004). 
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I am not as interested in defining or explaining a phenomenon as we are in what 

understandings are present because of the occurrence of the phenomenon within the 

specific context (disability in an integrated dance performance). The ‘descriptions of 

particular phenomena are developed from an empirical base (rather than a conceptual area 

of inquiry)’ (Kelly 2003), reducing the necessity of using theories as a foundation or the 

development of theories as an aim. Theories may provide reasoning to support the 

possibility and importance of the exploration of this research interest, but the outcome space 

that is revealed from it bears greater significance. As noted in the table, an example of a 

theory that is relevant to this research is critical consciousness48 (Freire 1974; as discussed 

in Chapter 3). The theory does not influence the hypothesis, methodology, or methods, but it 

provides a context within which to understand how the findings from the research can effect 

change. A theoretical discussion in Chapter 7 provides a similar contextualisation to broaden 

how we can engage the outcome space. 

 
The findings – which in the case of this research will be a discussion of the outcome space 

and are discussed in Chapters 5 and 6 – are methodologically significant primarily in that 

they identify focal points in an experience of audiencing integrated dance that create the 

different ways of understanding – or conceptions – of disability. The identification of foci of 

variation that result in different conceptions are unique to phenomenographic analysis. 

In the next section we take a broad look at how phenomenography works given the 

landscape of our phenomenon of interest- the phenomenon known as disability. 

 

4.1.1. Landscape of the phenomenon 

My research began as an exploration of what happens in that moment of translation about a 

specific socio-cultural construct between the performers and audience members in a live 

dance performance. Consequently, my first point of call in studying such lived experience 

was phenomenology, understanding that it would focus my work on how performers and 

audiences ‘live through’ their experience rather than how they ‘conceptualize, theorize, or 

reflect on it’ (Van Manen 2014: 611). Phenomenology is ‘grounded in the first-order 

construction [of the phenomenon by the actors], that is, in their own meanings‘ (Aspers 

 
48 Paolo Freire developed the concept of critical consciousness to mean the ability to question and interrogate existing 

conditions of political and social injustice which continue to exist because of oppressive systems in society. People who 
are critically conscious would then be able to create the necessary changes in the system to reduce such injustices. 
While critical consciousness did not begin as a theory, it has since been used to develop many theories and is itself 
considered a theory. 
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2009). Meanings are obtained to understand the phenomenon itself. However, I am not 

interested in arriving at a detailed and definitive description of the phenomenon of 

anomalous embodiment or disability. Rather, with an acknowledgement of the subjective and 

multifarious nature of disability as a value-laden social concept that is based on the neutral 

phenomenon of impairment and anomalous embodiment, I am interested in ‘the variation in 

peoples’ ways of understanding the phenomenon’ (Larsson and Holmstrom 2007:56; 

emphasis mine) within the context of integrated dance audiencing. I could be more specific 

and say that the context is the integrated dance audiencing of the performance of Face In. 

These understandings may be framed by interpretations of the concept of disability, but still 

exist in their basic form as different ways of understanding the phenomenon known as 

disability. Additionally, a live integrated dance performance places the liveness of the 

performer and audience experience as a significant factor the nature of the data collected, 

and consequently the foci of variation and outcome spaces. 

For example, Alice Sheppard’s experience of watching Homer Avila’s dance performance at 

the 2004 Conference on Disability at Emory University eventually lead her to take up the 

challenge of learning to dance, which eventually lead to her becoming a choreographer and 

dancer whose work ‘expands the notion of disability and explores the possibility of 

movement’ (Sheppard 2018). There does not exist a way of accurately documenting her 

experience of that performance, and would the phenomenological documentation of her 

experience of that performance have mattered anyway, if she says that it was actually a 

conversation she had with Avila at a bar that nudged her into the world of dance? And yet 

that conversation would not have happened without the performance. If we were interested 

in her understanding of anomalous embodiment in relation to the performance itself, she 

could have probably talked about it. If we asked many audience members about their 

understanding of the bodies they experienced in relation to audiencing the performance, 

they would be able to reply. And we would have a variety of responses about bodies and 

movement that could be categorized into ways of understanding the phenomenon known as 

disability, also known as conceptions. Connections between the conceptions could be 

identified and we would be provided with an outcome space, a map of the variation in ways 

of understanding anomalous embodiment in relation to this specific performance. This is a 

useful tool for arts organisations and performers in understanding the role their work plays in 

bringing about a range of ways of understanding disability. The impact of the work is no 

longer about change, it becomes about variation and diversity.  

Continuing the thread about researching dance audience experiences, I bring up Judith 

Lynne Hanna’s The Performer-Audience Connection: Emotion to Metaphor in Dance and 
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Society (1983) for discussion. Hanna’s work was one of the first to empirically investigate 

performers’ intent and audience response in the performance of dance. Hanna’s starting 

point was emotion, with emotion being ‘what the participants in the performer-audience 

interaction say they are’ (7). Hanna’s work is grounded in anthropological semiotics and 

symbolic interactionist-informed surveys. It focused on the ‘process by which the emotional 

content of a dance is formulated’ (18). It was phenomenological in neither nature nor 

method, but did involve understanding ‘the choreographer’s intentions, the dancer’s actions, 

and audience perceptions’ (18), the latter two being aspects in which I am also interested. 

However, while phenomenology focuses on individual accounts of lived experiences of a 

phenomenon and aims to provide a description of the phenomenon itself, phenomenography 

is interested in the variation in experience or understanding of the phenomenon across a 

collective of people (see Brew 2001: 274 for a comprehensive explanation of the thinking 

behind phenomenography).49 The individual nature of their accounts is secondary in 

importance to the pool of meaning to which they contribute. From that pool, a limited but not 

restrictive number of ways of understanding50 the phenomenon are developed, and those 

ways come complete with ‘parts’ that can be understood as identifiable components 

interrelated to the whole way of understanding that phenomenon. 

How does understanding the different parts of ways of understanding disability in the context 

of integrated dance benefit the producers, platform-providers, audience members of such 

performances, and ultimately larger conversations and actions surrounding equality and 

access? 

By mapping out the different aspects (parts/components/reference points) of ways of 

understanding disability within the context of an integrated dance performance, the aspects 

that are focused on by participants can be examined and developed. ‘By revealing the 

different ways people think about a phenomenon, conditions may be uncovered that 

“facilitate the transition from one way of thinking … to another”’ (Marton 1986: 33 quoted in 

 
49 According to Brew (2001: 274) ‘When we experience something, we differentiate the phenomenon from its 
context, noticing some things and not others. Some aspects are in the foreground and others recede to the 
background. Different people notice and interpret different things. What individuals are aware of is related to 
the meaning they attach to the phenomenon. However, when they share a common language and culture, 
there are relationships between all of the different ways of experiencing a particular phenomenon. 
Phenomenographic research on a range of phenomena has established that there are limited ways in which 
any given phenomenon is experienced. 
50 In their phenomenographic study on how anaesthesiologists understand their work, Larsson and Holmström 
explain the nature of the proposition that there are a limited number of ways of seeing, suggesting that 'a 
phenomenon can theoretically be perceived in an infinite number of ways, but in the process of creating 
meaning, only a limited number (usually 2-6) of ways of understanding will remain (Uljens 1996; Ekeblad 
1996)' (2007: 56). For the purposes of this research, the number of ways will not be restricted to a specific 
number but will be left open for their natural development through analysis. 



 
 

93 
 
 

Turner and Noble 2015: 3). For example, if it is identified that for both performers and 

audience members, experiencing dancers with a wider variety of physicalities all exploring 

the fluidity of movement is a focal point, choreographers can work to make creative choices 

to highlight this explorative process for performers and audiences to experience. 

Phenomenographic analysis results in an extensive range of descriptors (categories of 

description) that are developed from positioning the different ways of understanding the 

phenomenon of interest (conceptions) in relation to aspects of the collective experience that 

lead to and can be identified in different ways of understanding about the phenomenon 

(dimensions of variation or foci of variation). The categories of description tend to develop 

with a natural inclusive progression, that is, the categories can co-exist and having one set 

of categories of description present does not deny the prevalence of the others. The meeting 

of each focus of variation and conception creates distinct variations in the different ways of 

understanding the phenomenon. 

Rands and Gansemer-Topf (2016) describe the outcome space as having an order (6), 

which is not necessarily a progressive one, but may be based on layeredness, complexity, 

depth, or breadth: 

When taken as a collective, the similarities and differences between 
experiences and understanding of a phenomenon have a systemic order, which 
Marton (1981) refers to as the “collective intellect” or “the pool of ideas, 
conceptions, and beliefs underlying possible interpretations of reality” (p. 198). 
This collective intellect takes the form of an outcome space, an empirical map 
of conceptions and the relationship between them presented in a table or figure 
(Marton 2000; Marton & Booth 1997; Barnard et al. 1999). 
 

It is the drawing out of the relationships between the conceptions that make this approach to 

data analysis unique as a ‘generator of variation’ that may not be immediately obvious in the 

data itself. In the context of ways of understanding anomalous embodiment in integrated 

dance performances, phenomenography brings to the foreground all the different ways of 

understanding the phenomenon that are present in the experience of the performance 

across multiple venues. Phenomenographic analysis neither provides quantitative data 

regarding attendance figures or pre- and post-performance qualitative data illustrating a 

change in attitudes (towards disability, for instance) as evidence of impact of the 

performance. However, in laying out all the different ways of understanding disability present 

in audience experiences of the performance, and the sources of difference or similarity 

between those different ways, phenomenographic analysis captures the performance’s 

presence and that which it has impressed on the individuals present (in this case with 

regards to the phenomenon known as disability). 



 
 

94 
 
 

Consequently, when rephrased with a phenomenographic approach, the research questions 

are as follows: 

1. What are performers’ and audience members’ conceptions of the phenomenon 

known as disability in the integrated dance performance Face In? 

2. What are the critical aspects that differentiate qualitatively varying ways of 

understanding disability? 

By knowing the variation in ways of understanding disability (1), and the sources of that 

variation (2), choreographers and artists can gain an understanding of the presence of their 

work from their audience’s responses, but in a way that focuses on what is fed back on a 

particular concept (in this case disability), without an overemphasis on what has changed, 

but rather what has been or is or was there. Additionally, when we see clearer the separate 

but interrelated parts of a way of understanding a phenomenon, we see clearer which parts 

needs more or less emphasis. 

The next section takes the notion of the variation of ways of understanding a phenomenon 

i.e. disability further, exploring how thinking of their presence differently- as co-existing rather 

than there being one or several dominant or preferred ways of understanding changes 

present approaches to the considerations of the impact of an integrated dance performance.  

 

4.1.2. The phenomenographic view: A landscape of co-existing ways of understanding 

As discussed in Chapter 2, over the course of history there have been at least ten 

documented models of disability (Zajadacz 2015) within the context of English language 

academic literature, especially with origins from the major Western countries (United Nations 

2014). While it may be possible to chronologically place the identification of these models 

over time alongside a so-called ‘progression’ of socio-economic and cultural debates, 

conversations, and social movements that have gradually changed societal norms and 

values, the cognitive and social conditions have consistently been there for these models to 

manifest in individuals’ day-to-day interactions and therefore co-exist. 

This co-existence of multiple ways of understanding disability explains the wide range of 

experiences of context-specific interactions between any individual identifying as disabled or 

non-disabled. The way we interact with each other is contextual and situational. Context in 

this case refers to where the interaction takes place. Is it as an audience member in a 

theatre watching disabled artists in an integrated dance performance on stage? Taking a 

friend for a stroll along a beachfront path that is paved with a mile of cobblestones? Is it as a 
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fellow customer at the supermarket? Or perhaps it is on the bus as a fellow passenger? Our 

experiences of each other’s ways of thinking about disability may vary depending on the 

situation. A professional dancer who identifies as disabled may experience complete equality 

in the space of their artistic work but may experience inequality and inaccessibility in other 

aspects of daily living, such as access to lavatories, encountering storefronts with steps and 

no ramps, or trains that do not cater for people with hearing loss that suddenly change their 

destinations (Rex 2017). 

Arguments against the impact of the specificity of contexts include the tendency for ‘context’ 

to lack clarity in definition and that ‘the effects of “social context” on how text or talk are 

produced and interpreted are cognitively mediated’ (Fairclough 2007: 13 on Van Dijk 2006) 

anyway. Van Dijk’s position reduces the significance of context, but still presents context as 

a framing mechanism where interpretation takes place. Sayer’s (2000) critical realist position 

regards interpreted text ‘as the product of a process of abstraction from concrete realities, 

which are complex processes in which semiotic elements and non-semiotic elements are 

combined and interconnected’ (Fairclough 2007:13). Sayer’s emphasis on ‘concrete realities’ 

acknowledges that the physical and social context in which the subject exists is interwoven 

into that process of abstraction. Regardless of the location of interpretation in relation to the 

context, both Van Dijk and Sayer recognise the importance of context in our process of 

making sense of phenomena. 

Given the influence of contextual specificity on interpretation and experience and given the 

variety of physical and social contexts that we move around in everyday, we can now take 

into consideration the impact that having the additional factor of identifying or being identified 

as disabled would have on an individual. 

In a commentary piece, Jo Verrent (2018) explains how despite UK disabled artists leading 

the world in terms of platforms and opportunities for ‘financial, practical, and emotional 

support’, recent austerity measures and welfare cuts are making the quotidian aspects of 

everyday life such as paying for housing, transport, and self-care increasingly difficult. At 

first, this irony may not seem significant, especially when this research is focused on 

experiences of live dance, but on closer inspection the contrast of experiences in different 

contexts in the same individual’s life illustrates the fluidity of experiences related to the 

simultaneous existence of multiple ways of understanding disability and anomalous 

embodiment. 

The World Health Organisation’s International Classification of Functioning, Disability and 

Health (ICF) aims to capture the complexity of such interactions in individual lives: 
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disability is a complex phenomenon that is both [an experience] at the level of a 
person’s body, and a complex and primarily social phenomenon. Disability is 
always the interaction between features of the person and features of the 
overall context in which the person lives, but some aspects of disability are 
almost entirely internal to the person, while another aspect is almost entirely 
external (World Health Organisation, 2002, p. 9) 
 

Respectively, social or affirmative models acknowledge barriers in the individual’s 

environment and see disability as a positive social identity. The medical model focuses on 

an individual’s physical impairments as identified by cognitive authorities (Haegele and 

Hodge 2016). However, according to the Parliamentary and Health Service Ombudsman 

(PHSO UK), ‘most organisations sit somewhere between the social and medical models 

and use aspects of both models in the way they interact with disabled people’. The PHSO 

recognises that certain situations51, within current social conditions, require responses from 

both social and medical models. The ICF also goes on to explain how in most situations, 

more than one model is appropriate as a basis for response and that either kind of 

intervention cannot be rejected. 

Due to the multifaceted and ‘multi-locatedness’ of disability as an experience for both the 

person who self-identifies as disabled and any non-disabled person who interacts with them, 

it can be said that disability – as an experience tied to the socio-cultural context of a situation 

– is a context-specific but multi-layered social phenomenon. This corresponds with an intra-

categorical intersectional understanding of the experience of disability as discussed in 

Chapter 2. It also corresponds to the aspects of interest of the two phenomenographically-

adapted research questions52 being asked in this research. The first is the variation in ways 

of understanding a contextually specific phenomenon; the second is the relationship 

between those different ways of understanding, based on the aspects of experience that 

make the ways of understanding different and similar. 

To connect the context-specificity of ways of understanding disability to phenomenography, 

Dringenberg et al. (2014) refer to Marton’s (1981) discussion of human experience of reality, 

where he says 

you cannot experience a concept (e.g., the concept of a circle), only an instance 
of that concept (e.g., a circle drawn on paper). Accordingly, studying how 
people experience the same thing means studying how people experience the 

 
51 Refer to https://www.ombudsman.org.uk/sites/default/files/FDN-
218144_Introduction_to_the_Social_and_Medical_Models_of_Disability.pdf for examples of social and medical model 
responses to the same situation. 
52  1. What are performers’ and audience members’ conceptions of anomalous embodiment in the integrated dance 

performance Face In? 2. What are the critical aspects that differentiate qualitatively varying ways of experiencing the 

phenomenon? 

https://www.ombudsman.org.uk/sites/default/files/FDN-218144_Introduction_to_the_Social_and_Medical_Models_of_Disability.pdf
https://www.ombudsman.org.uk/sites/default/files/FDN-218144_Introduction_to_the_Social_and_Medical_Models_of_Disability.pdf
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same instance of the phenomenon under investigation, which is different than 
asking participants to describe their experiences of different instances of the 
phenomenon they have experienced in the past... 
 

It follows then that while models of disability are perceived to progress socially from one to 

another, situation-specific experiences of disability, such as that of watching or performing in 

an integrated dance performance, create a space where people’s experiences of the same 

instance of the phenomenon can be studied. There is a likelihood that such a space may 

present several ways of thinking about the phenomenon known as disability. This is the type 

of information that is useful for those in the sphere where the phenomenon is present to gain 

insight into all the ways that anomalous embodiment and disability are present in the work, 

through the experience of the audience members (and performers, where possible). 

Another aim is to ask if experience-based approaches can be put in place in the dance 

works to facilitate shifts in ways of thinking about anomalous embodiment and disability from 

one context to another. These shifts are not pre-determined; the work merely provides the 

space and triggers for shifts and exploration of shifts to take place. It could also be the case 

where an individual can experience a way of thinking about disability that they had never 

considered before because of a change in context.  

Before looking into the mechanics of meeting these aims (which will be explored in Chapter 

5), an approach to adapting phenomenography to finding the variation in ways in audience 

members’ understanding of disability or anomalous embodiment within the context of an 

integrated dance performance must be established first. In the following section, I look at the 

philosophical and theoretical bases of phenomenography that contributed to my reasons for 

choosing it as a research approach. Discussing these also provides a better grounding of 

how phenomenography’s approach allows the co-existence of multiple ways of thinking 

about a phenomenon, the significance of context, and its relationship to the presence, 

instead of the impact, of a dance work. This refers to what is present as opposed to what 

has changed. 

 

4.1.3. Consideration of other qualitative methods 

The other qualitative methods that were considered on the basis that they somewhat 

enabled an exploration of presence included discourse analysis, and a combination of 

phenomenology and ethnography – phenomenological interviews and ethnographic 

observation. The use of Likert-scale surveys where a value is placed on qualitative data was 

also considered. However, a value-based approach would focus less on an ‘expansive and 

deeper understanding of social phenomena’ (Silverman 2010: 123) and more on the 
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frequency in which researcher-determined specific foci or conceptions made their 

appearance.  

 

Discourse analysis’ focus is heavy on language use within specific social contexts (Salkind 

2010). Applied to this research, discourse analysis would provide insight into audience 

members’ ways of speaking about disability but the emphasis is more on the context 

surrounding the words they choose to use to talk about it than their many ways of 

understanding the phenomenon that is labelled with the term disability. 

 

A combination of phenomenological interviews and ethnographic observation would provide 

an appropriate balance between participants’ lived experience of the phenomenon and my 

own thick description of it. A phenomenological approach would try to get as close as 

possible to the individual’s personal world and experiences to understand the phenomenon 

being perceived (that we are studying) rather than explore how it is being perceived by 

different people perceiving it. With audience research I am not trying to get as close as 

possible to their personal world, in fact, quite the opposite – I listen to what they say about a 

particular event they have experienced, with the limited amount of time I have with them. 

Talking to audiences in my research is about collecting as wide a variety of responses as 

possible to ensure that all the ‘hows’ of understanding the phenomenon are covered. 

 

 

4.2. Theoretical underpinnings of phenomenography 

4.2.1. Epistemology and ontology of phenomenography 

Epistemologically, the concept of knowledge in phenomenography is based on intentionality, 

where human consciousness is relational to the world – it is directed towards something (but 

not necessarily a concrete thing) in the world (Brentano 1874). Knowledge in 

phenomenography is understood in terms of the various meanings associated with the 

phenomena of interest, and the similarities and differences in those meanings (Svensson 

1997). Combined, the theoretical approach to understanding the different ways that 

individuals understand disability in relation to the performance – and potentially an 

experience that shares characteristics with the component of dissonance of perspective 

transformation – can only be understood through the intentionality of their existence 

(relationality to the world), that is, through their experience of the performance. In a nutshell, 

the research is based on and interested in ‘how [individuals as a collective] see knowledge 

within a particular context’ (Yates et al. 2012: 97), whilst ensuring that the components of the 

context are documented and analysed in relation to the experience. Phenomenography 
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allows variations in individual experiences of the same phenomenon to be understood 

collectively. 

 

As a qualitative research design with intertwined methodological and theoretical positions, 

where expressions of experiences are collected individually but the data is analysed 

collectively (Tight 2015: 320), ‘pure’ phenomenography seeks to ‘explore variation in how 

people experience various aspects of their world’ (Yates et al. 2012:96). ‘Pure 

phenomenography’ is one of three identified strands of phenomenography that focuses ‘on 

how individuals conceive "...various aspects of their reality"’ (Marton 1988: 190), with the 

other two strands focusing on learning in specific contexts or on a particular subject matter. 

In this sense, phenomenography may share a common thread of inquiry with 

phenomenology, but whereas phenomenology explores individuals’ lived experiences to 

develop an understanding of the phenomenon itself (first-order perspective), 

phenomenography is interested in the variation in individuals’ experiences of the 

phenomenon (a second order-perspective) (Uljens 1991). 

To develop a better sense of the nature of knowledge and reality from a phenomenographic 

perspective, Drew et al. (2001: 1-2) list four aspects of a researcher’s positionality when 

using phenomenography as a research design: 

 

1. A non-dualist worldview 

2. A second-order perspective 

3. Collective, not individual focus on variation 

4. Intention to achieve empathy 

 

Firstly, a non-dualist world view, where the ‘subject and the object are not separate and 

independent of each other’ (Ornek 2008) presents a multilayered, context-dependent, and 

subjective nature of understanding of phenomena as they occur in the world. The experience 

of the different aspects of the performance, the whole performance, and the audience are 

intimately intertwined. 

Secondly, the subjective nature of understanding supports a second-order perspective where 

the ‘experience remains at the descriptive level of participants' understanding’ (Ornek 2008: 

Table 2). Åkerlind (2005) reinforces this by saying that the approach is therefore of interpretive, 

not explanatory focus, and is aimed at gaining insight into subjective experiences rather than 

looking at facts. The second-order perspective used in phenomenography supports the 
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exploration of the subjective experience of anomalous embodiment through witnessing a 

performance, and the socially constructed nature of disability.  

Thirdly, the emphasis is on finding variation in the analysis of interviews as a collective, not as 

individual interviews. Whilst individuals’ experiences are vital to creating the collective pool of 

meaning, individual accounts are not treated in isolation. The collective, not individual, focus 

on the variation in the ways that people understand a phenomenon recognises that 

performers’ and audiences’ experiences of anomalous embodiment and disability exist 

because of each other’s offering and witnessing roles.  

Fourthly, to stay true to the second-order perspective, bracketing – setting aside as best as 

possible one’s own understanding and views of the phenomenon – and achieving empathy 

with the experiencer throughout data collection and analysis is important. This issue will be 

addressed in 4.2.3 ‘Reflexivity and awareness of the researcher’s own cognitive framework’. 

Åkerlind (2005: 6-8, from Tight 2015: 320) outlines the nature of human experiences in 

which phenomenography is interested – interests that can be considered strengths of the 

phenomenographic research design. These interests can also tell us more about the nature 

of the knowledge developed from phenomenographic analysis. These six characteristics 

also provide a structure from which to discuss the suitability of phenomenography for the 

purposes of this research: 

1. Related not independent meanings 

2. Awareness not beliefs 

3. Context-sensitive awareness, not stable constructs 

4. Interpretive not explanatory focus 

5. Collective not individual experience 

6. Stripped not rich descriptions 

In the following paragraphs, I elaborate on each of these characteristics. 

Related not independent meanings 

Each of the ways of understanding the phenomenon known as disability are related to the 

other in the sense that they were distinguished from each other by ‘searching for the 

underlying foci and intentions expressed in them, comparing and contrasting them for 

similarities and differences, and looking for key structural relationships which related as well 

as distinguished them to and from each other’ (Åkerlind 2005: 70). In short, one way of 
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understanding would not exist without the other either as a basis or a scaffold, or because of 

its distinguishing characteristics. 

Awareness not beliefs 

Awareness is ‘the totality of a person’s experiences of the world, at each point in time’ (Marton 

et al. 2004: 19). A belief is ‘a mental attitude of acceptance or assent toward a proposition 

without the full intellectual knowledge required to guarantee its truth’ (‘Belief’ n.d.). Awareness 

allows for the possibility of alternatives to one’s beliefs. While a belief can be applied to 

experience to make sense of that experience, belief does not allow for possibility because of 

its structured rigidity. Zhao (2016: 126) asserts that) awareness is layered, because when 

individuals are present with a phenomenon, they focus more on some aspects than others. 

Åkerlind adds that it is important to differentiate between awareness and beliefs, where the 

knowledge of interest in phenomenography is in awareness, not belief.53  

Context-sensitive awareness, not stable constructs 

Phenomenography allows a closer look at the layers or aspects of awareness, which in this 

research’s case is disability in the context of a specific dance performance. An individual’s 

way of understanding the phenomenon known as disability may change when they are in 

another context. Phenomenography is suitable as an approach for this research in 

recognition of its ability to get deeper insight into variation in performers’ and audiences’ 

understanding of disability, after performing in or watching a dance performance involving 

disabled dancers. It should be noted that the purpose is not to measure change, but to 

understand the collective experience of performing and watching a performance. 

Interpretive (reflexive) not explanatory (positivist) focus 

A phenomenographic analysis of responses would be interested in the subjectivity of the 

ways of understanding disability as expressed by performers and audience members. It 

would take the approach that ‘there are multiple interpretations of, and perspectives on’ 

(Cohen et al. 2008: 21) the phenomenon known as disability with specific reference to the 

performance. The aim is neither to provide a structured description nor definitive 

understanding of disability. 

 

 
53 Although belief structures may be identified as part of the internal and external horizons. 
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Collective not individual experience 

A criticism of existing audience research methods is that they are either overly dependent on 

quantitative measurements of generalised audiences (attendance figures, demographic 

statistics, percentages of positive or negative experiences) (Radbourne et, al. 2013: xiv) or 

on specific quotes to garner perspectives from individuals (White and Hede 2008). In this 

research, phenomenography allows an engagement with audiences of Candoco’s Face In as 

a collective, without singling out individuals, because combined the conceptions uphold not 

only the value and presence of each individual’s way of understanding, but also ensure 

parity across them.  

Stripped not rich descriptions 

‘Stripped’ refers to the nature of the categories of description that are derived from the 

process of analysis. Because of the focus on the collective but variety of ways of 

understanding, ‘the structure and essential meaning of the … [categories] are retained while 

the specific flavors, the scents, and the colors of the worlds of the individuals have been 

abandoned’ (Marton and Booth 1997: 114). This means that the categories are not specific 

to any one person, but rather ‘they are constructions that incorporate key variations of 

discussions with a specific number of people’ (Mann et al. 2007: para 24). This is not to say 

that rich descriptions are negated altogether in this research, apart from a trail of 

interpretation and description that can be traced back to its source in the raw data – rich 

descriptions and full-length quotations in the transcriptions. 

In summary, the theoretical underpinnings of phenomenography are such that they best 

suits the purposes of firstly, documenting collective ways of understanding a phenomenon, 

and secondly, exploring how these different ways of understanding are related, within a 

specific context (Bruce 1997; Marton 1986, in Yates et al. 2012). In relation to the phrase 

‘collectively experienced’, individuals gain the title ‘members of an audience’ – a collective – 

because these individuals are part of the same space, experiencing a performance by the 

same performers separately, but together. The ways in which they engage different aspects 

of the performance may be different but interrelated because the components engaged are 

those presented in front of them, hence the phrase ‘qualitatively different but interrelated 

ways’ (Cope 2006: 42). Their means of entry and exit into those components may be 

different, but the spaces and categories are shared. 

 

4.2.2. When is phenomenography suitable for a qualitative study? 
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Phenomenography has predominantly been used in higher education (HE) to explore the 

different ways that students and staff understand a concept (such as those in economics – 

see Marton 1981) to inform better pedagogical practices. It has also been used in HE to 

develop institutional understanding of student life experiences (see Ashwin 2005, 2006) that 

can help improve student services (Ashwin et al. 2016) and discipline-specific research 

approaches (Kettunen and Tynjälä 2018), as well as in information studies (see work lead by 

Christine Bruce at Queensland University of Technology). Given the flexibility and 

exploratory spirit of the community that has developed around phenomenography, its use as 

a research approach and design has not been restricted to those areas. There is also an 

openness surrounding methodological practices, and researchers can adapt the design to 

their projects, enabling an expansion of the field over the past twenty-five years. Within the 

context of its origins, phenomenography can identify ‘critical aspects that could be used as a 

means towards new and more complex ways of understanding’ (Kettunen and Paakari 

2017). Applied to audiences of integrated dance, phenomenography’s purpose becomes 

one of drawing out what dance can do for understandings of anomalous embodiment of the 

phenomenon known as disability.  

Marton (1981), Dall’Alba (2000), and Khan (2014) identify three contextual strands of 

phenomenographic research. The first focuses on how people experience or understand 

learning, while the second explores how people understand discipline-specific concepts, such 

as those in engineering, nursing, or economics. The third covers phenomena in people’s daily 

lives, such as ‘politics, market prices, and taxation’ (35). Although it could be loosely placed 

into the third strand, studying the variation of ways of understanding disability within the 

context of an integrated dance performance does not accurately fit into any of the strands. A 

description closer to the nature of the phenomenon is that this fourth strand focuses on how 

people understand particular social constructs within specific contexts. This research also 

demonstrates the application of a phenomenographic research design to the area of audience 

research in the performing arts. Table 2 on the following page outlines the four developing 

strands in phenomenography and provides some examples. 

Ference Marton (1981) developed the term phenomenography based on the approach he 

used with Säljö, Svensson, and Dahlgren on ‘learning from the learner’s perspective’ (Harris 

2011: 110) within the context of higher education. The approach has since been used in a 

variety of contexts, ranging from health and medicine (Andén et al. 2009, Milligan 2008), early 

childhood care (Turner and Noble 2015), sustainable design (Mann et al. 2007), to information 

literacy (Yates et al. 2012). While primarily used in the context of higher education to 

investigate how individuals understand specific concepts, such as economics (Marton and 
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Pong 2005) or learning (Marton et al. 1993), there has been a consistent interest in the 

approach’s use in contexts where the variations in people’s experiences of a phenomenon are 

valuable to developing improved services and conditions.  

 

Table 2: Four developing strands in phenomenography 

 

 

 

 

 

Ultimately, the aim of a qualitative study that uses phenomenography should not be about 

arriving at a detailed set of descriptions from the data. It should be about developing the 

aspects of a phenomenon that makes the different ways of understanding said phenomenon 

distinct, within the similarities, from the rest. It can also be useful to study the development of 

the conceptions (ways of understanding) over time to see how they have developed (Ibid.) 

Phenomenography’s agenda is to explore the variation that is present, and what creates that 

variation. In my research, I am applying phenomenography to explore the variation in ways 

of understanding disability that are present, and on what different aspects of the 

performance the audience members focus that lead to those different ways of 

understanding.  

 

4.2.3 Reflexivity and awareness of the researcher’s own cognitive framework 

Ashworth and Lucas (2000) explain that the challenge of bracketing in phenomenographic 

analysis can benefit from empathy, which ‘requires a detachment from the researcher’s 

lifeworld and an opening up to the lifeworld of [the subject]’ (299) within that context. The 

conundrum I am faced with in this research is the usage of the term disability when 

interviewing audience members. While my personal choice of terminology is ‘anomalous 

Qualitative differences in learning (Marton and Säljö 1976)  

Conceptions of learning (Marton, Dall'Alba, and Beaty 1993)

Learning in the South Pacific (Mugler and Landbeck 1997)

Learning from the 
learner's perspective

Speed, distance, time (Ramsden et al. 1993)

Teaching using the web (Roberts 2003)

Physics concepts (Prosser et al. 2000)

Geography education (Trigwell 2006)

Understanding of 
discipline-specific 
topics/contexts

Reality (Marton 1986)

The meaning of death for children and adolescents: A phenomenographic study of drawings 
(Tamm and Granqvist 1995)

Ways of experiencing asthma management (Stålsby Lundborg et al. 1999)

Experience of 
phenomenon in daily life

Disability in the context of an integrated dance performance (this research)

The lived experience of waiting to know: Ebola at Mbarara, Uganda (Locsin and Matua 2002)

Integrity within health care in a hospital in Sweden (Widäng et al. 2008)

Understanding of social 
constructs within 
specific contexts
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embodiment’, ‘different physicality’, the phenomenon known as disability, or simply 

physicality, asking audiences about their experience of anomalous embodiment in the 

performance is likely to confuse most respondents, as anomalous embodiment is not a 

widely used term. One way to manage this issue is to avoid all terms altogether, and instead 

simply ask the question ‘What did you think of the performance?’ and ‘To you, what was the 

performance about?’ and, ‘What questions came to mind as you watched the performance?’ 

Respondents will either bring up the term disability themselves, or they will comment on the 

physicality and movement of the performers. This approach allows the respondent to create 

the discussion space for the conversation with the researcher. 

When bracketing in phenomenography, it is important not to bring in earlier research findings 

(Kettunen and Paakari 2017), as this would take away from the significance of the second-

order perspective. Particularly with value-laden phenomena (such as those that are prone to 

social construction), do not ‘assume an existing theoretical structure or particular 

interpretation’ (Ibid.) This is a strong point for this research as the existing ‘mesh’ of the 

construct of disability is easily placed on the ways of thinking about anomalous 

embodiment54. Yet it is also important to not unknowingly impose the researcher’s personal 

knowledge and belief system (Ashworth and Lucas 2000 in Kettunen and Paakari 2017). I 

am aware that my own knowledge and terminologies may be used in the development of the 

categories of description, because of the creation of these categories of description requires 

a convergence of the foci of description and the conception. This aspect of researcher-

involvement will become apparent in Chapter 5. 

The significance of reflexivity throughout the process of phenomenographic analysis becomes 

a foundation into understanding how ways of understanding are developed.  

 

4.3. Phenomenography’s object of interest: Conceptions or ways of understanding 

The phrase ‘ways of understanding’ corresponds with one of the three terms that Marton and 

Booth55  have used to explain the nature of the knowledge in which phenomenography is 

interested, namely ‘conceptions’. The other two terms describing conceptions are ‘ways of 

seeing’ and ‘ways of experiencing’ (Marton and Booth 1997). The aim of phenomenographic 

analysis is to identify a ‘number of categories that reflect the various ways in which the 

 
54 Consider the fish in water scenario. If our social conditions are such that a particular way of thinking about 
disability prevails (and the terminology is strongly associated with this way of thinking), a certain level of meta-
understanding is needed to extricate oneself from it.  
55 Who respectively first developed and furthered phenomenography as a distinct research approach (1981, 
1997) 
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phenomena is experienced’ (Yates et al. 2012: 105). In terms of developing a qualitative tool 

to understand performers’ and audiences’ understanding of anomalous embodiment or 

disability as part of their participation in an integrated dance performance, the aim is to identify 

categories that reflect the various ways anomalous embodiment is understood in relation to 

dance. 

Additionally, exploring a phenomenon phenomenographically provides insight not only into the 

content or noema – the ‘what’ – of the phenomenon, but also the process of understanding or 

noesis – the ‘how’ – of it as well. Using the Husserlian56 reference to the terms, Greasley and 

Ashworth (2007) describe ‘“noema” as the subjective object of awareness, and the “noesis”, 

the manner of mental activity in which the object is grasped’. These descriptions suggest that 

phenomenography acknowledges the non-dualistic nature of social understandings of objects 

or concepts (such as disability) and can shed light on the aspects and processes that make 

up the way of understanding. 

This object of interest in phenomenography – conceptions, or ways of understanding – has 

been particularly useful in learning contexts where understanding how learners ascribe to 

specific aspects of taught concepts helps educators identify where to switch foci or how the 

pedagogy may need to be changed. Transferability to audience research is thus particularly 

useful for choreographers and artists who are trying to understand the influence of their work 

on audiences.  Additionally, because it is collective in nature, it considers all experiences and 

understandings, placing equal importance on each variation. One of the criticisms of this 

approach has been that its experiencer-centric nature takes away from ‘pure’ and definitive 

knowledge about the phenomenon itself, but it should be noted that the purpose of the 

approach is to understand the experiencer’s ways of seeing. This is also why 

phenomenography is well-suited for audience research. 

Experiencer-centrism is appropriate to understanding performers’ and audiences’ 

experiences of a specific phenomenon – such as disability in the context of integrated dance 

– from their involvement in or engagement with a live performance. In this sense, 

phenomenography’s object of interest is well-suited to understanding performer-audience 

experiences of a concept in relation to a specific performance. 

 

 

 

 
56 But not phenomenological 
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4.3.1. A multiple perspective design 

 

The multiple perspective nature of the design is developed from Larkin, Flowers, and Shaw’s 

(2015) discussion on the different types and uses of multiple perspective research in 

qualitative research on experiences. They point out that, whilst experiential research typically 

‘collects qualitative data from a reasonably homogenous group’, who share a certain 

contextual perspective on a given experience’, using a multiple perspective research design 

allows for views from multiple homogenous groups to be collected, leading to greater 

'insights into [the] relational context of experience, adding breadth to depth, and a further 

'thickening out' of complexity' (Ibid.) In the context of this research, there are two main 

groups –performers and audiences.  

Quoting Ashworth & Lucas (2000: 300), Yates et al. (2012: 103) agree that the selection of 

participants should not be based on any assumptions about either the ‘nature of the 

phenomenon or the nature of the conceptions held by particular “types” of individuals’ (103). 

In the context of audience research of a live performance, especially of that in a venue with a 

stage, the sample presents itself. 

 

4.4. Issues to be addressed in view of critiques of phenomenography 

 

Richardson (1999) lays out the main critiques of phenomenography as a qualitative research 

methodology and questions the validity and scientific rigour57 of the derivation of its main 

‘causal mental entity’ or unit of description, that is, conceptions58. In response to and to 

provide clarification, Ference Marton has ‘[reconstructed] an explicit epistemological 

foundation’ (1997: 192), but the argument against this has been that it is weak because it 

came about after the research approach had been developed. The fact of the matter is that 

this epistemological foundation would have existed before there was a call for Marton to 

explicitly identify it, as the purpose for the development of phenomenography in the first 

place is the epistemology of phenomenography itself. That is, that understanding and 

experience of phenomena in the world find their source in subjects (people), hence we can 

investigate these understandings and experiences by asking people about them. These 

 
57According to Richardson, there has been ‘a lack of specificity and explicitness concerning both the methods 

for the collection and analysis of data and the conceptual underpinning of those methods’ (1999: 53) 
58 Conceptions have been described in a variety of ways, including ‘ways of conceptualizing’, ‘ways of 

experiencing’, ‘ways of seeing’, ‘ways of apprehending’, ‘ways of understanding’. While conceptualising, 
experiencing, seeing, apprehending, and understanding are not identical, they are all able to provide an aspect 
of what a conception is (Marton and Pong 2007: 336). 



 
 

108 
 
 

points of critique are the entryways to that which differentiates phenomenography from other 

research methodologies as being suitable for this research. The first point is related to what 

a conception is, and what it is not.  

 

In questioning Marton and Booth’s approach, Richardson notes that they both ‘explicitly 

rejected both individual constructivism59 and social constructivism’60 (1997: 6-12), 

highlighting the notion of individuals having an awareness of what they are experiencing 

instead. ‘[They] put forward the position that conceptions of reality were aspects of an 

individual’s awareness that were there but not yet manifested and could be brought to a 

“reflected or thematised” state through the researcher’s interview’ (Richardson 1999 on 

Marton and Booth 1997: 130-131). 

 

While we have established that disability is a social construct, disability itself is not the 

phenomenon. The phenomenon is individuals who appear to have anomalous embodiment61 

when performing. Audience members experience individuals who appear to have anomalous 

embodiment perform in ‘watching’ the performance. They experience the phenomenon 

known as disability. 

 

With disability being established as a social construct, Marton and Booth’s position push my 

exploration beyond that layer of shared experience. The said layer of shared experience 

refers to the predominant use of the term disability as though everyone who uses the term 

understands it to be the same thing. The ‘going beyond’ that we are pushed into is not to ask 

people their explicit or fixed understanding of disability but rather about the ways they have 

engaged with the anomalously embodied bodies on stage through the verbal sharing of their 

experience of the performance. That provides a way into the experiences of anomalous 

embodiment that take place. It should be kept in mind that the anomalous nature of certain 

types of embodiment only exist because of their transgression of what Shildrick (2012: 18) 

refers to as ‘morphological conventions of western modernity’. These transgressive bodies 

‘disturb entrenched socio-cultural determinations of proper bodily form’ (Ibid.) The bodies in 

themselves are not anomalous but are ‘devalued’ because the bodies are ‘deemed to fall 

short… or suffers some loss of function resulting in a perceived loss of agency or autonomy’ 

(Shildrick 2012: 19). 

 
59 ‘knowledge is constructed through the [individual’s] interaction with the physical environment.’ (Richardson, 

1999: 65) 
60 ‘knowledge is constructed through a social process involving collaboration and negotiation among groups of 
[individuals]’ (Ibid.) 
61 For a discussion of the term ‘anomalous embodiment’, please refer to page 44. 
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The second point raised by Richardson (1999) asks whether it is possible ‘to know about 

other people’s conceptions of the world merely on the basis of their…verbal accounts’ (67). 

Richardson is raising the issue of the double hermeneutic62 or dual interpretation process 

(Smith and Osborn 2003: 51) in interpretive inquiry which in analysis naturally stand ‘in need 

of interpretation by the researcher’ (63). Phenomenography’s second-order perspective 

acknowledges interpretation of the data by the researcher in its overarching purpose, which 

is interested in how people experience phenomena in the world, as opposed to defining 

phenomena (Cossham 2017: 18). Marton (1981) describes perceiving in the second-order 

as orienting ‘ourselves towards people’s ideas [or experiences] about the world and [making] 

statements about people’s ideas about [or experiences of] the world’ (178). The process of 

‘making’ statements not only places researchers who employ phenomenography as 

‘makers’, but also provides an acknowledgement that direct access to the pure experience of 

others is not practically possible. In engaging with the circumstances of the double 

hermeneutic, Interpretive Phenomenological Analysis (IPA)63 researchers Smith et al. (2009: 

33) suggest that we can aim to get ‘experience close’ i.e. as close as we can to the 

experience of others. They also recognise that people bestow meaning on experience, and 

these meanings represent the meaning itself, effectively making people ‘meaning-makers’ 

(33). Making sense of phenomena or of the meaning made by others does not take away the 

source or the origin of that meaning. Instead, a second-order perspective, or the intention 

and subsequent act of getting experience close upholds the inherent meaning-making ability 

of participant(s) and researcher and ‘just gets on with it’64. 

 

Linking phenomenography’s second-order perspective with Shotter’s (2016) withness-

thinking in the context of our discursive consciousness, it follows that the interpretive 

process in research does not and moreover, should not, only discover pre-existing things, 

but ‘continually bring… “things” into existence’ (12) by helping us ‘to be responsive to what 

we might otherwise ignore:…[The process says] “Look at this, notice that, think about it this 

way…, and so on”!’ (39). In short, in phenomenographic analysis, because of the aim of the 

‘collective analysis of individual experiences’ (Cossham 2017: 21 discussing Åkerlind 2005), 

where the ‘collective analysis’ did not exist prior to the research, I am generating data. 

 
62 The name given to ‘…a concomitant production of meaning and meaning-making within the research 
process.’ (Mills et al. 2010) 
63 This is in no means creating a direct connection between phenomenography and IPA. The purpose of 
bringing up IPA is to raise the similar issue of the necessity of researchers interpreting other people’s 
interpretations of phenomena. 
64 ‘just getting on with it’- finding out as much as possible for the intended research purpose  
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Åkerlind (2005: 71) takes this point about data generation further to explain that ‘in 

phenomenographic terms, the outcomes are constituted as a relationship between the data 

and the researcher(s).’  Cossham (2017) notes that ‘[this] is a more realistic approach for 

user studies than one which looks for a single understanding because it allows for variation 

across a group of research participants’ (21). Audience research parallels user studies in the 

sense that any research conducted is obligated to allow for variation across the group of 

participants.  

 

 

4.4.1. If phenomenography is not interested in the concept of disability as a social 

construct, then in what is it interested? 

 

To recap, (individual) constructivism is the epistemological position that knowledge and 

reality are constructed within individuals. Social constructionism posits that people create 

knowledge and reality through discourse and conversation (Flanagan 2015). 

Phenomenography does not deny that these approaches exist, but also does not dwell on 

the constructed nature of the concepts associated with the phenomenon. Instead, its object 

of interest lies in the variation in understanding of the phenomenon that conversation allows 

us to access. 

 

In phenomenography, ‘pure’ social constructs do not exist in and of themselves because the 

construction is not separate from the subjects – individually and collectively – who make up 

the ‘social’. In other words, the non-dualist approach in phenomenography denies the ‘social’ 

a separation from that which it would construct. The apparent existence of the social 

construct of disability is a result of the inseparable relationship between the subject (the 

experiencer, the sense-maker), the object (that which is experienced, that which is made 

sense of), and a ‘concrete’ manifestation of the subject’s sense-making. We are interested in 

the different ways in which the relationship between subjects and object exist. Because 

experiences are context-specific, these different ways of ‘relating’ (understanding, 

experiencing) are also context-specific. ‘Construct’ suggests something that is rigid and 

fixed, not context-specific, which is why we can say that phenomenography does not engage 

the notion of a ‘pure’ social construct.  

 

Basically, in phenomenography it is of equal consequence whether the epistemological 

position is constructivist or social constructionist because ultimately phenomenography is 

interested in the collective variation of ways of understanding or ways of experiencing a 
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phenomenon. As stated before, the phenomenon is not the term disability; it is the dancing 

bodies on stage. Phenomenography strips away the constructed layers and looks at the 

different ways in which people relate to a phenomenon in their world. 

 

This is not to say that the social construct of disability does not exist. The following diagram 

illustrates how the three components work in tandem. Phenomenography’s interest is in the 

object and the subject (the two smaller cogs) and the variation of relationships that exist 

between them (the black arrow). The manifestation of the relationships between the two 

inevitably affect socially constructed concepts, as they form our shared discursive spaces. 

Conversely, the social construct of disability may have an impact on subjects’ understanding 

of the object. 

 

Figure 4. The relationship between disability as a social construct, and the audience 

members’, performers’, and my understanding of the phenomenon known as disability  

 

 

As the researcher technically enters the scenario from outside of the original set up, the 

most accessible and practical way of accessing the relationship between the subject and the 

object is by asking the subjects. As a researcher, my actions may or may not influence the 

relationship between the subject and object and the social construct. However, if the 

research is performative, then ‘researcher’ can be added as the fourth cog in the diagram. 
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The subject, object, and social construct are separate in their existence (separate 

entities/notions). However, phenomenography’s relational approach means that the object 

and the subjects are not viewed or treated separately (Yates et al. 2012: 98). Socially 

constructed concepts constantly change but subject-object relationships – which is in what 

phenomenography is interested – are situated and contextually specific. This makes 

phenomenographic analysis suitable for exploring the variations in the relationship between 

subject and object. Yet at the same time, the collective relationship between subject and 

object can affect socially constructed concepts because subjects and objects are part of the 

society in which those social concepts are created, maintained, and changed. 

Many subjects form part of the audience of an integrated performance, and subsequently 

there will be a variation in ways of experiencing the anomalous embodiment in the 

performance. One subject may or may not represent a single way of experiencing or 

understanding, but together the subjects provide ‘suitably rich descriptions of people’s 

varying conceptions about the phenomenon of interest’ (Yates et al. 2012: 103 in Bruce 

1997). Åkerlind explains that ‘each way of experiencing may be understood as part of a 

larger whole, the collective sum of ways of experiencing’ (2008: 635). On the nature of the 

different ways to experience a phenomenon, Åkerlind explains that each ‘way’ (or 

conception) would be ‘structurally related, in a part-whole relationship… [where] the different 

ways of experiencing that emerge are not constituted independently, but in relation to each 

other’ (2008: 635). 

 

What does Åkerlind mean when he says each conception is ‘structurally related’? How are 

they in a part-whole relationship? Looking at the following examples of phenomenographic 

studies and their development of conceptions in the outcome space may help to provide 

some clarity. 

 

To provide an example of the relationship between the ways of experiencing or 

understanding (conceptions), a phenomenographic study on Swedish anaesthesiologists’ 

understanding of the work of anaesthesiologists by Larsson et al. (2003) is raised for 

discussion. Larsson et al.’s main question was ‘‘What do experienced anaesthesiologists 

think anaesthesiology is?”. They ‘discovered’ four ways of understanding: 

 

To each of them a metaphor was assigned. The four categories were: (a) 
seeing the patient as physiological object, monitoring and controlling her vital 
functions: the professional artist; (b) seeing the patient as a person, guiding her 
safely through the operation: the good Samaritan; (c) focus on the hospital 
system, serving patients, other doctors and nurses: the servant; and (d) 
organizing and leading the operating theatre and team: the coordinator… These 
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four categories represent different aspects of the anaesthesiologist’s work. A 
(Larsson et al. 2003: 58) 

 

Larsson et al. go on to explain the relationships between the categories. For example, 

a ‘good Samaritan anaesthesiologist who cares about the safety of the patient would 

focus on ‘a’ (monitoring their vital functions) as well as ‘c’ (serving patients).  

 

Figure 5 Explanation of relationships between the conceptions developed by (Larsson 

et al. 2003) 

 

 

 

They developed a ‘workmap’ that established ‘c’ (the servant) as the conception that shared 

the space with the other conceptions.  

 

In another study, Edwards (2006) studied variation in students’ experiences of information 

searching in the online environment and identified four categories ‘that captured the variation 

in the students’ different ways of searching and learning to search for information’. The 

hierarchical categories are: 

 

1. Information searching is seen as looking for a needle in a haystack 

2. Information searching is seen as finding a way through a maze 

3. Information searching is seen as using the tools as a filter 

4. Information searching is seen as panning for gold 

 

The key aspects that characterised but differed in each of the conceptions (thereby creating 

different conceptions) were: 

a) meanings assigned to the search experience  
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b) awareness structures  

c) approaches to learning  

d) search outcomes  

 

These shared but differing aspects create the relationships between the conceptions. The 

conceptions put together form the ‘synonym for [the] phenomenon’ (Marton 2000: 105). 

 

Edwards found that there were two broad categories of ways of experiencing information 

searching in the outcome space. The first category does not include the perception of 

structure within the search environment despite the awareness that structure exists. The 

second category includes the use of structure in the search environment. Edwards 

developed four guiding principles when designing a learning experience and used them to 

develop the Reflective Online Searching Skills environment. 

 

In both of these cases, the outcome space becomes a ‘synonym’ for the phenomenon 

(Marton 2000: 105), except it is an expanded synonym, enabling the researcher access to a 

more complete understanding of the understandings of the phenomenon, in a way that other 

approaches would not enable. 

 

What is significant about both studies is the liberty with which the researchers develop 

metaphors for their categories.  At the same time, this liberty can also be a point for critique 

regarding the seeming imposition of the researcher’s own lens on the interpretation of the 

outcome space. However, given the process involved in developing the categories of 

description, which is grounded in the collective data, the researcher is not imposing a lens, 

but rather providing clarity to what might otherwise be a complex resulting analysis. This 

development of metaphors (as an example) is akin to the provision of an infographic on to 

complex statistical data or to make qualitative data more accessible. The vital component to 

have is a straightforward and open engagement of the researcher's self in the analysis 

process and the section on researcher reflexivity.  

 

4.5. Situated cognition 

I have pointed out in Section 4.4.1 that phenomenography is interested in subject-object 

relationships, which are situated and contextually specific, highlighting how the variation in 

ways of understanding disability in this research is specific to the context of integrated dance 

performances. There is a term used in the field of cognitive cultural studies called situated 

cognition, which gives importance to subject-object relationships. It recognises ‘the 
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embodied, embedded, extended, and enactive nature of cognition’, placing importance on 

the environment the subject is in as well (Morgan 2017: 214 referring to Spolsky 2015; Cave 

2016). These ‘4Es’, as they are referred to by users, describe four hypotheses about how 

humans make sense of the world and the ‘social contexts of human knowledge (Morgan 

2017: 214). Roth and Jornet (2013:464) describe these 4Es in four statements, which I 

simplify below: 

 

1. Cognition takes place in the space where a subject is present with the physical 

environment. Cognition is embodied and situated. 

2. Cognition involves a subject’s interaction with the social environment they are in. 

Cognition is situated in a social context, large or small. 

3. Cognition takes place so that the subject can act on intention. Cognition is enacted. 

4. Cognition takes place ‘across material and social settings’ (Ibid.). Cognition is extended. 

 

An additional point they make to support the 4Es is that our actions aren’t purely based on 

our way of understanding phenomena. A significant factor is ‘how the world presents itself’ to 

the subject (Ibid.) 

 

While I will not dwell on situated cognition, the hypothesis provides theoretical support for 

phenomenography’s placement of importance on firstly, subject-object relationships, 

secondly, on presence in the physical environment where the phenomena is found, and 

thirdly, on the social context within which the subject and phenomena are situated. 

 

4.6. Phenomenographic terminology and frameworks 

 

Apart from being guided by the aim and purpose of the project, it is important that the design 

of the research places its foundations in the methodological and theoretical underpinnings of 

phenomenography. There are two broad phenomenographic frameworks that have been 

used by researchers, each with its own terminology and minor differences in process of 

analysis, but both with the same purpose of understanding variation in experiencing a 

phenomenon. For the purposes of this research, the ‘Referential/Structural Aspect’ 

framework has been selected over the ‘What/How’ framework. Harris (2011) has described 

the difference between the two frameworks as being concerned with which aspect of the 

conceptions that each framework enables. The referential/structural framework ‘allows the 

parts and contexts of the conception to be identified’, as opposed to allowing ‘the conception 

to be analysed separately from the actions and intentions related to it’. The significance of 
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this research is in the interrelatedness between the parts and the 

environment/setting/context in relation to the conception. This section looks at the different 

aspects of a way of understanding a phenomenon, and how the aspects are placed within 

the phenomenographic framework. 

 

4.6.1. Aspects of a phenomenographic conception within the Referential (what)/Structural 

(how) framework 

Acknowledging the existence and use of the term disability in society, each model of 

disability or way of framing disability has ‘reference points for knowledge’ (Kuppers 2014: 27) 

on which interactions are based. Using a phenomenographic approach, these reference 

points for knowledge can be identified as aspects of a conception (a way of understanding). 

Each of these aspects has a name and a purpose in the generation of that way of 

understanding. A piece of music can be broken down into different components for 

understanding, but the different components only have song-specific meaning, significance, 

and presence when understood in relation to that specific song as a whole.  

Very briefly, each way of thinking about a phenomenon has an aspect that asks ‘what 

content (noema/meaning) makes up this way of understanding it?’ and an aspect that asks 

‘how are the contents are arrived at?’ (noesis/manner/process) aspect. The what aspect can 

also be called the referential aspect and the how aspect can also be called the structural 

aspect. We can also explore the structural aspect further and ask, ‘what is in the background 

or landscape of the way of understanding?’ and ‘what is in focus, given its relation to the 

entire landscape of this way of understanding?’. These two further questions provide what is 

known as the external horizon and the internal horizon.  

Marton and Booth’s (1997) basic explanation of the parts of a conception are represented by 

the following illustration (Yates et al. 2012:100): 

Figure 6 Anatomy of a conception (Yates et al. 2012:100) 
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Summing up, phenomenography makes it possible to identify the different conceptions held 

by people about their understanding of anomalous embodiment or the phenomenon known as 

disability in relation to dance, based on their experience of watching a specific integrated or 

inclusive performance. 

Identifying the range of ways in which audiences understand anomalous embodiment or 

disability in relation to dance through their experience of an integrated dance performance is 

necessary for the following reasons: 

• It maps out the space of thinking about anomalous embodiment and disability in 

relation to dance that a performance has created, reinforced, or expanded. 

• It identifies, in detail, the aspects of the different ways of understanding the 

phenomenon. The deconstruction of the phenomenon into easy-to-focus-on aspects 

enables makers the option to explore specific aspects of their work that they may have 

not considered before.  

• This space of thinking could be about any concept that is in use in society that affects 

the well-being and quality of life of members of society. 

• It identifies the space about that concept that currently exists, how the performance is 

bringing out the space, and provides people on the production side with an idea of how 

they are influencing the concept space (or in phenomenographic terms, outcome 

space). 

Once audience conceptions have been identified, they can then be contextualised into 

performers’ conceptions of the performance. Audience ways of understanding disability can 

then be linked to performers’ understandings of their performance. This relationship will be 

discussed in detail in Chapters 5 and 6.  

The following section lays out the stages that are involved in my application of the 

phenomenographic research design, from interviewing participants to analysis. 

 

4.6.2. Development of stages and/or guiding processes  

Phenomenography is often criticised (Ashworth and Lucas 2000; Richardson 1999; Uljens 

1996) for not having a master process or guideline on the analysis. However, critiques of what 

is an exploratory and open environment also demonstrate the democratic foundation of the 

approach that recognises the significance of variation in understanding phenomena. Other 

authors have suggested that having a fixed method for this kind of research is ‘neither possible 

nor desirable’ (Bruce 1997; Johansson et al. 1985; Prosser 2000). Yates et al. (2012), 
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Entwistle (1997), and Harris (2011) have written about the methods and approaches to 

phenomenographic research practiced since the early works of Marton & Säljö (1976); 

Svensson (1977), and Pramling (1983). Of interest is how one group generally does not 

provide a distinct set of stages to ‘go through’, namely Åkerlind (2002), Bruce (1997), Walsh 

(2000), but rather ‘common principles of practice’ (Yates et al. 2012: 104). The second group 

provide clearly numbered stages, described based on processes they themselves had 

performed in their research. These works include Marton, Carlsson and Halasz (1992), 

Säljö (1997), Sandberg (1994), Dahlgren and Fallsberg (1991), and McCosker, Barnard and 

Gerber (2004). Table 3 presents the stage-based approaches developed by the latter group.  

Table 3 Examples of stage-based approaches to phenomenographic analysis 

Author Stages Applicability to this research 

Marton, Carlsson and 

Halasz (1992) 

(4) 1. Pools of meaning, 2. Sorting data based 

on similarity 3. Contrasting groups of similar data 

and writing a category of description for each 4. 

Verifying the data 

‘Pools of meaning’ supports 

multiple perspective nature of 

research (dancers, audiences of 

different types) 

Säljö (1997) (6) 1. Familiarization with data 2. Researcher 

increasing the focus on the understanding of 

conceptions 3-6. Same as Marton, Carlsson and 

Halasz (1992) 

Point 2 is particularly relevant as 

transcriptions can be used for 

multiple analyses and a clear 

focus for each analysis is vital 

Sandberg (1994) (5) 1. Familiarization 2. Referential aspect 3. 

Structural aspect 4. Intentional constitution of the 

conception 5. Establishing the outcome space  

Utility of identifying referential 

and structural aspects comes 

about after a conception has 

been identified 

Dahlgren and Fallsberg 

(1991) 

McCosker, Barnard and 

Gerber (2004) 

(7) 1. Familiarization 2. Condensation 3. 

Comparison 4. Grouping 5. Articulating 6. 

Labelling 7. Contrasting  

Corresponds with a general 

approach to thematic analysis 

 

Despite some variations in stage numbers and stage descriptions, there are key practices that 

can be found in most approaches to phenomenographic analysis. Different researchers may 

group these practices together to form different stages or they may combine some practices. 

According to Mimirinis (2019), these include: 

• Reading the transcripts 

• Re-reading again and marking where the interviewee gives answers to 
the main interview question 

• Identifying ‘meaningful utterances’ revealing the structure of the 
conception. In these passages look for what the focus of the attention is 

• Making a preliminary description of predominant ways of understanding 
of the phenomenon 
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• Grouping the descriptions into categories, based on similarities and 
differences 

• Constructing a pool of meanings 

• Re-reading, Re- sorting 

• Looking for non-dominant ways of understanding 

• Structuring the outcome space 

• Assigning a metaphor to each category of description (optional)  
(Mimirinis 2019) 

 
For the purposes of this research, Säljö’s (1997) six stage approach which includes Marton, 

Carlsson and Halasz’s (1992) four stage approach with pools of meaning is most structurally 

appropriate. There are two main reasons for this. The first is because of the use of multiple 

types of data, namely transcriptions from twelve long interviews, fifty-two short interviews and 

one set of written responses. The most effective way of placing all relevant utterances on a 

level playing field is to place them into a meaning pool. In this meaning pool they can be 

treated in the same way, without any bias on importance due to their origin. The second reason 

is due to the interviewees being from multiple groups in the phenomenal sphere, namely 

dancers and audiences. Additionally, there are multiple groups of audiences, based on their 

familiarity and experience with disability and contemporary dance. Some can be considered 

informed audiences, while others have little or no experience with disability and contemporary 

dance. The phenomenographic approach and the concept of the pool of meaning takes away 

this issue and treats all relevant utterances neutrally. 

Säljö’s (1997) 6 stage approach includes the following stages: 

1. Familiarization with data  
2. Researcher increasing the focus on the understanding of conceptions  
3. Pools of meaning  
4. Sorting data based on similarity. 
5. Contrasting groups of similar data and writing a category of description for 

each 
6. Verifying the data 

Säljö (1997), Marton, Carlsson and Halasz (1992) 

 

Stages four and five will be further supported by Kettunen and Paakari’s (2017) and Smith’s 

(2010) more specific descriptions of and terms applicable to these stages. These include: 

• Developing conceptions- identifying and describing participants’ experiences or 

understandings in terms of their meaning (Kettunen and Paakari 2017) 

• Foci of variation (also known as dimensions of variation)- identifying the similarities 

and the differences that appear to be most important for both grouping together and 

distinguishing the various ways of experiencing’ (Kettunen and Paakari 2017) 
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Additionally, I describe the process of identifying elements that make up the external horizon 

and the internal horizon as external landscaping and internal landscaping: 

• External landscaping: the external horizon is made up of the elements that surround 

the phenomenon of information which is being investigated (Smith 2010: 82) 

• Internal landscaping: the internal horizon is the focal core of an individual’s awareness, 

made up of “the parts and their relationships, together with the contours of the 

phenomenon” (Marton & Booth 1997: 87). The internal horizon is made up of aspects 

of the phenomenon, the relationships between these aspects, and the phenomenon 

as an entity. 

The specific adapted process of analysis that I use will be detailed in Chapter 5. 

 

4.6.3. Addressing concerns surrounding validity and reliability in phenomenographic 

methods  

Kelly (2003) and Cope (2004) have asked questions about ensuring validity65 and reliability66 

in phenomenographic methods. It should be noted that both authors use the terms ‘validity’ 

and ‘reliability’ as the basis for their critique. These two terms originate in quantitative studies 

and the ongoing debate is whether these terms are suitable to judge qualitative research, 

given that qualitative research has a different ontological and epistemological foundation from 

positivist-oriented quantitative research approaches (Noble and Smith 2015).  

While it is possible to apply the terms to qualitative research in the broadest terms, ‘alternative 

frameworks for establishing rigour are needed’ (Ibid.) and have been developed. The term 

‘rigour’, when defined as ‘soundness or precision of a study in terms of planning, data 

collection, analysis, and reporting’ (Marquart 2017: 1) is problematic when applied to the 

interpretive paradigm which values insight and creativity. 

This is not to say that applications of the concepts of validity, reliability, and rigour are without 

their merits. Using the broader application of the terms validity and reliability, Cope (2004) 

suggests eight criteria for validity and reliability, the latter based on the capacity of the results 

to be communicated to and judged by other people. Cope’s verification strategies, which are 

specifically for phenomenography are as follows:  

 
65 Validity – refers to the integrity and application of the methods used and how well the findings accurately 

reflect the data, which can also be understood as rigour (Noble and Smith 2015) 

66 Reliability- how consistent the analysis is, both in terms of process and results  
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Verification Strategies (Cope 2004: 8) 

1. The researcher’s background is acknowledged (Burns 1994). 

2. The means by which an unbiased sample was chosen is reported. In cases where 

convenience samples are used the characteristics of the participants should be 

clearly stated, providing a background for any attempt at applying the results in other 

contexts. 

3. The design of the interview questions is justified. 

4. The strategies taken to collect unbiased data be included. 

5. Strategies used to approach data analysis with an open mind rather than imposing 

an existing structure be acknowledged. 

6. The data analysis method is detailed. 

7. The researcher accounts for the processes used to control and check interpretations 

made throughout analysis (Sandberg 1997). 

8. The results are presented in a manner which permits informed scrutiny. Categories of 

description should be fully described and adequately illustrated with quotes (Booth 

1992). 

Cope’s verification strategies are still linguistically quantitative, and for suitability to this 

research an alternative framework has been consulted and applied. Lincoln and Guba (1985) 

developed trustworthiness as the basis for a quality framework specific to qualitative research. 

Trustworthiness basically asks the question ‘Can the findings be trusted?’ (Lincoln and Guba 

1985). The criteria for trustworthiness include credibility (truth value), transferability 

(applicability), dependability (consistency), confirmability (neutrality), and reflexivity (Korstjens 

and Moser 2018). Lincoln and Guba’s trustworthiness framework can be applied to Cope’s 

verification strategies by positioning each of Cope’s strategies under the corresponding criteria 

within the trustworthiness framework. 

Table 4 Positioning Cope’s (2004) verification strategies with Lincoln and Guba’s (1985) 

trustworthiness criteria 

Trustworthiness 

criteria (Lincoln 

and Guba, 1985)  

Verification strategies for phenomenography (Cope, 2006) 

 

Credibility (aspect: 

truth value) 

(2) The means by which an unbiased sample was chosen is reported. In cases where 

convenience samples are used the characteristics of the participants should be clearly 

stated, providing a background for any attempt at applying the results in other contexts 

(3) The design of the interview questions is justified 

(4) The strategies taken to collect unbiased data be included 
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Transferability 

(aspect: 

applicability) 

‘The degree to which the results of qualitative research can be transferred to other 

contexts or settings with other respondents. The researcher facilitates the 

transferability judgment by a potential user through thick description.’ (Korstjens and 

Moser 2018) 

Dependability 

(aspect: 

consistency) 

‘The stability of findings over time. Dependability involves participants’ evaluation of 

the findings, interpretation and recommendations of the study such that all are 

supported by the data as received from participants of the study.’ (Korstjens and 

Moser 2018) 

Confirmability 

(aspect: neutrality) 

(8) The results are presented in a manner which permits informed scrutiny. Categories 

of description should be fully described and adequately illustrated with quotes (Booth 

1992) 

Reflexivity (1) The researcher’s background is acknowledged (Burns 1994) 

(5) Strategies used to approach data analysis with an open mind rather than imposing 

an existing structure be acknowledged 

(6) The data analysis method be detailed 

(7) The researcher accounts for the processes used to control and check 

interpretations made throughout analysis (Sandberg 1997) 

 

Cope’s (2006) verification strategies with Lincoln and Guba’s (1985) trustworthiness criteria 

are reflected in the process of designing and conducting interviews and engaging the data 

through the different stages of the phenomenographic analysis. Section 4.9. closes the 

chapter with a statement about my own reflexivity as a researcher especially in relation to the 

rigour of stages three and four of the process, that is, meaning pools and sorting data based 

on similarity. 

 

4.7. Overview of data collection procedure 

Data collection in audience research is a practical exercise, with the interviewer having to 

make the most of the short window that they have during the intermission and after the 

performance. Consequently, the sampling approach is a combination of convenience and 

purposeful sampling, acknowledging the ebb and flow of audience groups across the different 

venues. At the same time, this natural variation across venues contributes to desirable 

maximum variation. Apart from the issue of sampling, this section will provide details of the 

number of short and long interviews, the nature of the audience and dancers, the reasoning 

behind the interview questions asked, and a discussion on the decision to engage both 

audience and dancers in the interview process.  

In studying visitor interpretation and reception of James Turrell’s Skyspace at Yorkshire 

Sculpture Park, England, Warren (2013) uses mixed methods of data collection. Of particular 
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relevance to this research is Warren’s interest in ‘multiple subjects’ engagement with site 

art’, proposing the advantages of understanding the democratic nature of critical enquiry 

across subjects with different specialisms and experiences. The mixed methods employed 

by Warren included sixty semi-structured opportunistic interviews at the site, along with 

eleven long follow-up interviews. This approach to data collection and sample size is similar 

to the methods planned in my research. 67 

 

4.7.1. Sampling 

With regards to sampling, purposeful maximum variation sampling was used to ensure an 

information-rich and heterogenous sample (Patton 2002: 242). Åkerlind (2008) and Trigwell 

(2000) recommend between ten to twenty interviews to adequately capture variation. 

Participants contributing their experience and understanding to create the collective and the 

pool of meaning are purposefully sampled with the aim of producing as much data as possible 

that is relevant to the phenomenon being researched – ‘a full richness of variation in 

experience of a phenomenon’  (Åkerlind 2005: 72). Some authors have cited that the number 

of participants in phenomenography-based studies since Marton’s study in 1981 have been 

fewer than twenty (Tight 2016, Stålsby-Lundborg et al. 1999; Holmström et al. 2003; Sandberg 

1994). Yates et al. (2012), citing a number of authors (Bruce 1997; Trigwell 1994, 2000; 

Bowden 2005; Dunkin 2000; Morse 1994; Sandberg 2000) explains that the reason for the 

lack of a prescriptive sample size in phenomenography is that the number of participants is 

based on the sufficiency or saturation point of the information gathered in order to allow the 

uncovering of a full range of conceptions. 

Due to the unique nature of live audience research, where the amount of time spent with each 

audience member for a short interview is between three and seven minutes, that number of 

interviews must double or triple from the general recommendation. The total number of short 

interviews from all five venues was fifty-two, as outlined in Table 5. 

Table 5 Short interviews from all venues 

Venue The Lowry A The Lowry B Sadler's Wells 1 Sadler's Wells 2 Total 

Date 24/10/2017 24/10/2017 09/03/2018 10/03/2018  

Interviews 10 9 9 9 37 

 

 
67 Notably, upon completion of my own data collection, I had conducted sixty-four ‘on site’ interviews and 
eleven long interviews (albeit the long interviews were a combination of performers and audience members).  
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Table 5 Short interviews from all venues (continued) 

Venue Broadway MAC 1 MAC 2 Storyhouse Total 

Date 26/04/2018 13/06/2018 14/06/2018 18/09/2018  

Interviews 4 4 2 5 15 

    Total 52 

 

The number of long interviews included seven face-to-face interviews with the dancers, and 

four interviews with audience members who consented to being interviewed via phone 

interviews after the performance. The date and times of each of these long interviews can be 

found in Appendix 2. 

 

4.7.1.1 Audience members 

Audience members were primarily accessed during intervals of performances and after 

performances. Access to audience members was dependent on permission granted by the 

dance company and the venue. Interviews during the interval and after performances were 

allowed to take place at five venues in the UK, namely The Lowry (Manchester), Sadler’s Wells 

(London), Broadway Theatre (Letchworth), Midlands Art Centre (Birmingham), and 

Storyhouse (Chester). Data collection at The Lowry was planned as a pilot study to test out 

the questions and to develop a sense of how to approach audience members. The audience 

members were asked for either written or verbal consent to being briefly interviewed and audio 

recorded. A script of the verbal consent and a copy of the written consent forms can be found 

in Appendix 3. Audience members who acknowledged that they would be further interested in 

participating in the research provided email addresses. Emails providing additional information 

about the research, inviting them to participate in a long interview, were sent out to these 

members.   

 

4.7.1.2. Dancers 

In-person long interviews with the seven company dancers were secured through the 

company. The interviews took place at the company’s main office. Six of the interviews took 

place on the 20th of April 2018, between 12:00 and 17:30. One of the interviews was over the 

telephone on the 16th of April 2018. Interviews were between twenty-five and forty-five minutes 

long.  
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4.7.2. Choice of participants 

Why does this research only engage performers and audience members when there are so 

many other groups and stakeholders associated with a performance, such as the 

choreographer, the artistic director, and venue management? The answer is in the question 

‘In what ways do performers and audiences have a shared experience of the phenomenon?’ 

There are three main reasons for the choice of two interview groups. 

Performers and audience share a unique relationship of which no one else is a part. 

Phenomenography is anchored by the ‘notion that people collectively experience and 

understand phenomena in a number of qualitatively different but interrelated ways’ (Yates et 

al., 2012: 97).  This research is interested in performers’ and audiences’ collective experience 

and the interrelatedness within their collective experience. Performers and audience members 

are the closest experiencers to the performance. Performers and audience members are the 

performance.  

The second reason is methodological. The research is interested in how a specific 

show/performance contributes the different ways that people understanding anomalous 

embodiment and disability. Phenomenography’s interest is in the different ways in which 

people collectively understand a phenomenon. The phenomenon here involves movement 

and physicality within the context of a specific show/performance. The performers and the 

audience share an immediate experience of the show/performance albeit from different 

positions of that shared experience. The research could include other groups associated in 

some way with the performance, but those other groups are further away from the immediate 

experience of the show/performance. 

This is not to say that other groups’ ways of understanding are not valid. While each 

professional or stakeholder group may have their own way of making sense of the 

phenomenon, in my study I am allowing my research to be guided by the uniqueness of the 

relationship between performer-audience. Their relationship is more immediate, and research 

from the performing arts world shows the greatest interest between performer/audience. 

 

4.7.3 Transcription 

Interviews were audio recorded and transcribed word for word within two months of recording. 

I transcribed the interviews myself, taking the transcription process as an opportunity to do a 

‘first read’ of the transcriptions.  
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4.8. Interview questions 

The interview schedule for the short interviews were based around three areas: audience 

background and motivation for attending the performance; their experience of the 

performance; and their awareness of anomalous embodiment or disability during and/or after 

the performance.  An additional section was added in the schedule for the long interview, 

which was about the relationship between performer and audience, or vice versa. The 

interview questions can be found in Appendices 11 and 12. 

The key question in this interview schedule is the second question, ‘In your experience, what 

was the performance about?’ The question is intentionally left broad and open for the 

respondent to define the parameters for themselves. There is the possibility of priming for this 

question in question one, where the mention of the concept of disability may inadvertently 

make the respondent frame the rest of their responses in relation to disability. According to 

Lavrakas (2008), ‘priming affects the opinions that individuals express, not by changing their 

attitudes, but by causing them to alter the criteria they use to evaluate the object in question’. 

In this case, however, the alteration of criteria is a desirable effect as it prevents the need for 

a direct question such as ‘What understanding of disability did you access through your 

experience of watching Face In?’ Such a question would have been confusing for a 

respondent, and the focus would have shifted from the performance of Face In itself to 

disability. With the approach used in this interview schedule, respondents are free to 

determine the angle from which to talk about the performance.  

Table 6 and Table 7 present the main sections of the short interview questions for the audience 

and the long interview questions for the dancers. 

Table 6 Audience short interview questions and reasoning 

Audience short interview questions: 

 

Reasoning 

1- Your background and motivation 

• If you are comfortable to do so, please share some 

of your personal experience with disability. 

• Is this your first time attending an integrated 

professional dance performance? 

Both questions supported the organisation’s 

data collection of their audience’s background 

 

Provides a gauge of the respondent’s 

familiarity with disability 

2- Your experience of the performance  

• In your experience, what was the performance 

about? 

Open-ended question to allow the respondent 

freedom in answering 

3.  Post-performance and disabilities awareness 

• How has your experience of the performance 

affected your understanding of dance and disability?  

A directed question that links respondents’ 

experience of the performance with the 

concept of disability 
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Table 7: Dancer long interviews questions 

Interview section Reasoning 

Section 1: Your relationship with the audience 

 

Establishing a natural link between performers 

and audience members 

Section 2: Your experience of the project  

 

Candoco artists performing Face In are there 

from the development of the choreography. 

Opening this space up is a form of respect for 

their unique experience. Questions about the 

live performance and what they feel Face In is 

about are part of this section. 

Section 3: Specific experiences of impact 

 

Direct questions that connect their experience 

of the performance to their understanding of 

disability, physicalities, and movement. 

Section 4: Thoughts on disability in relation to dance 

 

Closing the interview by linking their 

experience to the wider context. A big picture 

exercise. 

 

Performers and audience members who took part in long interviews were asked about an 

additional area of their experience, that is, their relationship with the audience (for 

performers) or performers (for audience members). The reasons for including this area of 

discussion was to start the interview by creating a space that established a natural link 

between performers and audience members. This approach had two unintended 

consequences. Firstly, it took the focus away from the main research question surrounding 

disability and anomalous embodiment, and secondly, it provided data that added to the 

depth of the dimensions of variation in the analysis. However, the relationship between the 

performer and audience is a separate phenomenon and needs to be treated in a separate 

phenomenographic analysis. This is implemented in Chapter 5 and discussed in Chapter 6.  

 

4.8.1. The decision to use the term disability in the questions 

The issue of whether to include the term disability in the questions asked was considered, as 

the concern is that this would lead the respondent to think about the word disability and 

consequently frame their responses. Ultimately, I decided to use the term. The phrase 

‘anomalous embodiment’ does not have shared usage amongst most audience members, and 

the term ‘impairment’ overemphasises structural or functional loss (International Classification 

of Impairments, Disabilities, and Handicaps [ICIDH-2]). The term disability and disabled is a 

widely used term in the United Kingdom, with the preference for the use of ‘disabled person’ 

to refer to an individual with an impairment being disabled by society. Additionally, Candoco 
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Dance Company uses the phrase ‘the company of disabled and non-disabled dancers’ in its 

publicity material. Lastly, the intentional use of the term can also be seen as an offering of the 

space for the respondent to perform an act of disidentification. That is, the audience member 

may or may not use the term in response. Some may use the term to change the term. Some 

may use the term to deny it of its current social meaning. The way they understand anomalous 

embodiment reveals itself in how they speak. 

There was also a collaborative decision to include a question in the written consent form, 

which asked ‘Are your day-to-day activities limited because of a health problem or disability 

which has lasted, or is expected to last, at least 12 months?’ The completion of this written 

consent form was required before the interview could take place. A copy of the consent form 

can be found in Appendix 3.  

Section 4.9. is a reflection on the interpretive nature of the research design, and 

acknowledges the role of my ‘self’ in the development of the phenomenographic outcome 

spaces. Such involvement is discussed to address the issue of rigour in my research 

methodology and analysis. 

 

4.9.  Reflexivity in relation to research rigour 

 

While I would describe my research as qualitative in method because of the nature of the 

data, it is also better understood as interpretive research by nature as opposed to qualitative 

research by nature. The difference between interpretive research and qualitative research is 

that the latter is positioned within the positivist and functionalist paradigm, which assumes 

that it is possible to abstract reality from its contexts and study it using ‘objective techniques 

such as standardised measurements’ (Bhattacherjee 2012:103). My research is not a 

functional experiment, where there are research subjects divided into a control group and an 

experimental group. I do not have a hypothesis of any kind. There are no results, no 

conclusions. Regarding research methodology terminology use, my choice of words is based 

on their appropriateness in that context, asking the question, ‘Does this word allow me to 

express what I wish to express?’  

In analysing and interpreting data, a degree of my ‘self’ is involved in the development of the 

categories and outcome space. This is a key principle of phenomenography, where ‘the 

outcome space is…constituted in the relation between the researcher and the data (Ashwin 

at al. 2016: 966 referencing Marton and Booth 1997). Thus, it is acknowledged that while the 

outcome space is indeed constituted from the data, it is not the only possible outcome (Ibid.) 

In view of this point Åkerlind (2005) emphasises the importance of being able to provide a 
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substantial discussion based on the data and, I will add, context. I relate the interpretive 

element of my research to Seale and Silverman’s explanation of the source of quality in 

qualitative research. Quoting Buchanan (1992: 119), they argue that the quality of qualitative 

research ‘cannot be determined by following prescribed formulas. Rather its quality lies in 

the power of its language to display a picture of the world in which we discover something 

about ourselves and our common humanity’ (Seale and Silverman 1997: 380). It is with this 

basis of quality that the analysis and discussion are presented. 

Reflecting on Cope’s seventh verification strategy where ‘the researcher accounts for the 

process used to control and check interpretations made throughout the analysis’ (Cope 

2004: 8), I have regular check-ins with my supervisory team where transcriptions, meaning 

pools, and outcome spaces are shared and open for discussion. Additionally, over the 

course of the twelve months that I engaged the transcriptions to develop pools of meaning, 

and then phenomenographically analyse and interpret the data, I would frequently and 

randomly conduct a reverse process check. This meant that I would start with a category of 

description or conception and trace the path of its development through to its origin. Some 

elements of this practice can be accessed in Chapter 6, where relevant excerpts from the 

transcriptions are provided in relation to the conceptions and categories of description.  

 

4.10 Summary 

Following from the linked areas of discussion in Chapters 2 and 3 on the complexity and 

multilayered nature of kinaesthetic and embodied communication between performer and 

audience in integrated dance, this chapter presents the details of phenomenography as a 

methodological doorway that offers a way to access the inner workings of the lesser studied 

area between production and consumption. 

I have presented a set of ontological and epistemological reasons in support of applying a 

phenomenographic research design to performer-audience engagement research – an area 

to which phenomenography has not been applied. Phenomenography is preoccupied with 

how people construct concepts associated with the phenomenon individually and/or socially. 

It is, rather, interested in the ways of understanding the phenomenon that can be accessed 

through conversations with people. I have provided details of the participant selection and 

data collection methods. 

Applied to the context of integrated dance audiencing, phenomenography allows me to bring 

to light aspects of the phenomenon that allow audience members to create the distinctions 

between the different ways of understanding the phenomenon known as disability.  
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The analysis stage of my research design is based in phenomenographic principles but, 

similarly, has been adapted to meet the components that present themselves within the 

context of a live and ‘audienced’ integrated dance performance. In Chapter 5, I provide a 

detailed walkthrough of the adapted phenomenographic analysis, which will provide a basis 

for the discussion in Chapter 6 of key points, that is, outcome spaces and categories of 

description that have been developed from the analysis. 
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Chapter 5 Analysis 

Chapter 5 provides a detailed discussion of the three-pronged analysis process into which my 

research grew. The focus is on how my adaptation of phenomenography to the context of the 

audience engagement research translated into the possibility of paying additional attention to 

each of the components of phenomenographic analysis. Apart from the conceptions and 

categories of description, the components also include the internal and external horizons. 

Further, I bring the dancers’ and audiences’ understandings together by positioning the 

dancers’ understanding and experience of Face In as a context for audience understanding of 

the phenomenon we know as disability. There was a development in the analysis process for 

which I had not planned, but one that developed after I had immersed myself in separate 

analysis of the audience and dancer data. The last section of the chapter briefly describes the 

third application of the three-pronged process, which was a creative resource that I shared 

with the dancers at Candoco Dance Company. 

 

5.1. Overview of the three-pronged analysis process 

By month thirty of the research project, the exploration into the analysis of the audience and 

performer interviews had organically branched out into three approaches, namely thematic 

analysis, transposition to creative resource, and phenomenographic analysis. Each of the 

approaches fall into different post-performance time periods and meet different aims.  

To provide performance-specific, venue-specific, and time-specific feedback to the company 

and the venue, the transcribed interviews68 were thematically analysed and a summary report 

written up within two weeks of the performance taking place. An overview of the reports can 

be read in Appendix 4.  

Transposing69 the segments of relevant data (which took place between stages three and four 

of the phenomenographic process) came about unexpectedly as I went through the 

phenomenographic process, I became aware of a ‘motif of movement’, and intentionally 

applied the question ‘What is movement doing for this response?’ to each of the statements 

in the meaning pool. At the time I had not intended for the transposed ‘Movement As…’ 

 
68 From the data collected after each performance at the aforementioned venues 
69 The online Merriam-Webster Dictionary provides six definitions for ‘transpose’. Two of those definitions are 
closest to my use of the term here. The definitions are ‘3: to render into another language, style, or manner 
of expression’ and ‘5: to write or perform (a musical composition) in a different key’ (‘Transpose’) . The 
second definition applies figuratively, as I experienced a kind of engaging the data in a different ‘key’ 
through the transposition into the ‘movement as…’ statements. (‘Transpose’ n.d.)  
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statements to become a creative resource. The process of transposition to creative resource 

will be explored and elaborated on in detail in Section 5.4.2.  

The possibility of the transposed statements to be used as a creative resource came about 

after a discussion with the Creative Director and Communications Manager of Candoco Dance 

Company. The meeting was intended to be a sharing of the initial findings of the research and 

to figure out together how the data could be better used by the company. I went into the 

meeting with the aim for the initial analysis to be a way to explore how the company’s work 

expanded disability discourse. The Creative Director felt that it would be an idea to present 

the transposed statements to the company dancers at their next research day and see where 

they could take them. The Communications Manager saw this as a looping of the audience 

feedback back into the company. The transposed statements were shared with the company 

dancers and used as a creative resource for their Studio Day at Roehampton University on 27 

February 2019. Details of the Studio Day and how the transposed statements were used as a 

creative resource will be discussed in Section 5.4.3.  

Phenomenographic analysis of the interview transcriptions was developed with the original 

aim of exploring the variation in performers’ and audiences’ ways of understanding disability 

in the context of a specific dance piece. The larger aim of applying a phenomenographic 

design was to develop an alternative approach to impact evaluation. The approach focuses 

on the presence of a dance work and takes the position that the ability to cultivate people’s 

curiosity in and questioning of their understanding of the phenomenon known as disability 

should also be considered a factor when evaluating an organisation’s work. 

Figure 7 is an overview of the three approaches used to analyse the data. 
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Figure 7 The three approaches to analysing the data 

The following table outlines the three approaches to data analysis, their timescale, aim, and 

the target recipient 

Table 8: The three approaches, their time scale, and aim 

Approach Time scale Description Aim/Purpose Target recipient 

Thematic Immediate 

(within two 

weeks of each 

performance) 

Identifying 

patterns, 

common ideas  

To provide a site-specific and 

performance-specific overview 

of audience’s qualitative 

responses 

Dance company 

and venue 

Transpositional Intermediate  Developed in 

between steps 

three and four 

of the 

phenomenogr-

aphic process 

To provide a creative resource 

for looping audience experience 

back into the creative life of the 

company 

Makers- 

choreographer, 

dancers, 

creative staff of 

company 

Phenomenographic Longitudinal Developed 

after all the 

data has been 

collected 

(dependent on 

touring period 

of specific 

work) 

To explore the variation in 

performers’ and audiences’ 

ways of understanding disability 

in the context of a specific dance 

piece 

 

To develop an alternative 

approach to impact evaluation 

 

Dance 

company, 

makers, 

choreographers, 

venue, policy 

makers and 

funders 
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Before discussing the analysis processes in detail, the issue of having data of different types 

needs to be addressed. 

 

5.1.1 The experiential nature of data analysis 

The challenge with this research context is that discursive phenomenography generally 

employs long interviews. Audience members of live performances tend to want to go home 

immediately after a performance. It is also highly unlikely that they will want to do a follow-up 

long interview. In the case of my research, four audience members consented to having long 

interviews conducted with them. The remainder of the audience data consisted of short 

interviews. Consequently, two questions about data in phenomenography have developed 

over the course of my research: 

1.  Whilst it is theoretically feasible to combine data from both long and short interviews, is it 

practically feasible? 

2. Whilst it is theoretically feasible to combine data from different modes of data i.e. apart 

from interviews conducted specifically for this research, is it practically feasible to combine 

data from reviews of the performance and transcriptions of Q and A sessions be used to 

form the pool of meaning? It should be noted that ultimately, transcriptions of Q and A 

sessions and reviews of the performance were not used. 

The response to both questions is yes and no. Yes, because phenomenography is interested 

in collective variation, so, if the phenomenon experience is the same phenomenon, it is 

practically feasible. No, because I found this to be impractical in my own practice of doing of 

the data analysis.  

I have now come to see the process of developing the creative resource as a sort of 

choreography70 of the data and an anchor-point experiment with methodology71. Applying a 

discussion thread by Skains (2018) about practice-based research, there is a creative element 

in this experiment at the point where I interpret a link between the data and movement72. The 

research question is ‘How does movement in the performance of Face In relate to the 

collective experience of Face In?’ In the process of developing the creative resource, I 

combined the data from both long and short interviews, creating pools of meaning from the 

data that was drawn out based on the selection criteria. In the combination process I became 

 
70 I have no qualms using the phrase ‘choreography of the data’ because my engagement with the data in 
creating the resource was a form of creative practice.  
71 Where identifying the motif and then applying the motif as an anchor point for further interpretation and 
explanation. 
72 The relationship between creation and interpretation is a separate discussion. 
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aware that in framing the thinking around the long interviews in the same way as the short 

interviews, I was reducing the space surrounding the selected points in the long interviews. 

Had I approached the long and short interviews separately, the drawn-out data from the long 

interviews would have included more sentences and longer excerpts. This was not detrimental 

to the integrity of the creative resource, as it would have meant additional ‘Movement as…’ 

statements under the existing categories or additional categories. There may have been fewer 

statements, but it did not take away from what the creative resource was intended to do. 

In his discussion of creative practice as research methodology, Skains (2018) provides a 

strong statement that I would like to apply to support my decision to allow myself to enter the 

experimental process with movement, and consequently developing it into a creative resource. 

Just as ‘we experiment with our art in order to push boundaries, to ask questions, to learn 

more about our art and our role within it’ (Ibid: 86), I allow myself to explore a curiosity that 

has arisen in my engagement with the data in my research. ‘This is nothing new…’, Skains 

continues. ‘What emerges, then, from this methodology, is the exegesis that accompanies the 

creative work: that knowledge that has remained implicitly within the artist, made explicit and 

seated within the context of the scholarly field’ (Ibid.) 

In the phenomenographic analysis process, however, I analysed the transcriptions of the fifty-

two short interviews first. This ensured a rhythm in the reading, drawing out, and interpretation 

of the data. We will look at the process of phenomenographic analysis before going into detail 

into the creative resource, as the main methodological area of interest in this research is 

applying phenomenography to audience research. 

It should be noted that I treated each analysis process as a separate and independent process 

to prevent ‘cross-contamination’. The analyses also took place in chronologically separate 

spaces – the thematic analysis took place within three weeks of the data collection at each 

venue, developing the creative resource took place after data collection from all venues had 

been completed, and phenomenographic analysis began after the creative resource had been 

developed.  

 

5.2. Phenomenographic analysis 

I will briefly go through the analysis process – which I have adapted somewhat – leading 

towards the outcome space.  

There are three main phases of the full phenomenographic analysis: 

1. All short interviews with audiences 
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2. All long interviews with audiences 

3. All long interviews with dancers 

I started with the short interviews as these would provide the opportunity to identify more ways 

of understanding (closer to saturation) than with the long interviews, in a shorter period of time.  

As discussed in Chapter 4, Säljö’s (1997) approach to phenomenographic analysis has been 

adapted for my research. Säljö’s suggested stages of analysis are as follows (Säljö 1997), 

(Marton, Carlsson, and Halasz 1992): 

 

1. Familiarisation with data  

2. Researcher increasing the focus on the understanding of conceptions  

3. Pools of meaning  

4. Sorting data based on similarity  

5. Contrasting groups of similar data and writing a category of description for each 

6. Verifying the data 

 

Stages one, two and three can be further informed by Kettunen and Paakari’s (2017) 

breakdown of their approach to the repeated reading of the transcripts. This involves: 

(a) identifying and describing participants’ experiences or understandings in terms of their 

meaning 

(b) identifying the similarities and the differences that appear to be most important for both 

grouping together and distinguishing the various ways of experiencing 

(Kettunen and Paakkari 2017) 

Point ‘(a)’ refers to identifying potential [conceptions] and point ‘(b)’ refers to identifying the 

dimensions of variation (or foci of variation) – which become a key feature in determining the 

outcome space – as well as elements of the internal and external horizon. These terms will 

be defined in more detail in the section on the specifics of analysis.  

Returning to the six stages outlined by Säljö (1997), a more detailed explanation of the 

processes for stage three, four, and five are included. These detailed explanations are based 

on discussions of phenomenography by Kettunen and Paakari (2017), Smith (2010), and 

Marton and Booth (1997). 

1. Familiarization with data  

2. Researcher increasing the focus on the understanding of conceptions  

3. Pools of meaning (developing conceptions) 
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4. Sorting data based on similarity (identifying foci of variation, external and internal 

landscaping) 

5. Contrasting groups of similar data and writing a [category of description] for each 

(generating the outcome space) 

6. Verifying the data 

 

The following section goes through the phenomenographic analysis process stage-by-stage. 

It is specifically about the analysis process for this research. 

 

5.2.1. Stage by stage run-through of the phenomenographic analysis process 

Stage 1 Familiarisation with data 

The process of familiarising myself with the data began from transcribing all the audio 

recordings of the interviews myself. Transcribing an audio recording is a process of revealing 

a scaffold in the mind of the transcriber, who will also be doing the analysis. It may not be a 

fully conscious process, but as I transcribed I could see groups of meanings emerging. It also 

gave me a chance to do a full ‘reading’ of all the audio recordings without dwelling on particular 

interviews. 

 

Stage 2 Researcher increasing the focus on the understanding of conceptions  

Questions noted down during and after stage two  

In the process of reading through the transcriptions twice, I noted down questions that became 

a clarification process for my research question. It became more specific and I was able to 

pinpoint the exact ‘phenomenon’ at which I was really looking. The more specific question also 

naturally incorporates the approach towards disability that I established in Chapter 2. The 

following list of questions shows the progression of clarification of the questions:   

1. Face In, what was it about? 

2. What is your understanding of disability through your experience of watching Face 

In? (I use the term disability because that is the socially prevalent term, and by using 

it respondents are given the option to not use it or go through it). 

3. How did you access your understanding of disability through your experience of 

watching Face In? 

4. What understanding of disability did you access through your experience of watching 

Face In? 



 
 

138 
 
 

Additionally, the aspects of the responses that I needed to differentiate and note down in my 

second and third reading of the transcripts can be represented by the following questions: 

• What is the FOCUS of the responses? (referential aspect; related to categories of 

description) 

• What are the key COMPONENTS of the focus of the response? (structural aspect) 

• How are these components related? 

• How are the foci and conceptions related to one another? (dimension of variation) 

• What is the progression of the conceptions? (if any) 

 

Stages 3 and 4 Pools of meaning and sorting data based on similarity 

 

In stages three and four, I found it more comprehensive to create four columns where I could 

place these distinguishing features. The four columns were informed by definitions of the terms 

from discussions of phenomenographic analysis by Kettunen and Paakari (2017), Smith 

(2010), and Marton and Booth (1997): These four columns included: 

Table 9 Example of the four columns informed by definitions of aspects of phenomenography 

Conceptions Foci of variation (FoV) External landscaping 

(external horizon) 

Internal landscaping 

(internal horizon) 

identifying and describing 

participants’ experiences 

or understandings in 

terms of their meaning 

(Kettunen and Paakari 

2017) 

Aspects of the 

phenomenon that are 

used in the response to 

create differences and 

similarities in meaning 

 

 

made up of the elements 

that surround the 

phenomenon of 

information which is 

being investigated (Smith 

2010: 82) 

“the parts and their 

relationships, together 

with the contours of the 

phenomenon” (Marton 

and Booth 1997: 87). It is 

made up of aspects of 

the phenomenon and the 

relationships between 

these aspects and the 

phenomenon as an 

entity. 

 

The definitions for each of the columns helped me to decide into which column a word, phrase, 

or sentence would get placed. Responses which featured interpretations of the performance 

could be particularly difficult to place, as some would influence the meaning (referential 

aspect) and others would be there as part of the landscape. The more interpretations at which 

I looked, the clearer it became that I should place the interpretations that have an influence 

on the meaning into the foci of variation column (column 2). 
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Notes about stage four 

In stage four, the conceptions developed from the collective responses are neutral. A specific 

individual way of thinking may fall on either side of that neutrality, but the basis of its 

categorisation is still that conception. A main challenge of creating conceptions is in 

broadening the category in such a way that it is wide enough to cover related ways of thinking 

but also distinctive enough from the other categories. 

The process of creating a conception was to go through the list and identify links between two 

or more descriptions (responses/data units) and gradually add to or broaden the category.  

By the time I got to page thirteen of the analysis document (stage three), seven processes 

that could be placed alone or with another process alongside each category of description 

began to develop. The processes describe audience members’ understanding of disability in 

relation to the visual experience of integration in the dance performance. Integration is a term 

widely used to describe dance that is performed by ‘disabled and non-disabled’ artists. These 

seven processes were: 

1. Separation 

2. Integration (the process of becoming a full member of a group or society, and 

becoming involved completely in its activities 73 - but note that integration is 

becoming involved completely in its activities based on existing structures) 

3. Inclusion (the belief that all people should feel that they are included in society, 

even if they lack some advantages74- note that inclusive practices require some 

modifications to existing structures to ensure people feel included) 

4. Normalisation 

5. Pluralisation 

6. Innovation 

7. Revolution 

The difference and relationship between integration and inclusion needs to be clarified. As a 

neutral base for the clarification, I am using Macmillan Dictionary’s British definitions for 

integration and inclusion. Integration is the process of becoming a full member of a group or 

society, and becoming involved completely in its activities, this is also achieved without major 

changes to existing structures. There are few changes made to accommodate disabled 

people. Inclusion is based on the similar belief that all people should feel that they are included 

 
73 ‘Integration’. Macmillan Dictionary Online. Accessed March 2019 at 
https://www.macmillandictionary.com/dictionary/british/integration  
74 ‘Inclusion’. Macmillan Dictionary Online. Accessed March 2019 at 
https://www.macmillandictionary.com/dictionary/british/inclusion 

https://www.macmillandictionary.com/dictionary/british/integration
https://www.macmillandictionary.com/dictionary/british/inclusion
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in society, but modifications are made to existing structures to ensure they feel included. Irving 

and Giles (2012) explain the difference as integration being about ‘making space for an 

individual in an already established group’ (2012: 372) and quoting Stainback, Stainback and 

Jackson (1992), that ‘inclusion implies that an individual has the opportunity to be a part of the 

group from the beginning’ (Ibid.) If dance were to refer to the educational sector’s use of the 

terms integration and inclusion, ‘integrated dance might welcome disabled dancers into the 

dance but the emphasis would be the disabled dancer “fitting in” to the dance – whereas 

inclusive dance would establish a working/learning environment that was accessible for all 

participants from the start (even if modifications are made in order for inclusion to work from 

the start – so minimising need for any adaptations/modifications in the process of 

participating)’75 . 

These seven processes will be discussed further in Chapter 6 (Discussion). 

Stage five  Developing the outcome space76 by placing the dimensions of variations in 

relation to the categories of description 

After the data units (utterances sorted based on specified criteria) are sorted based on 

similarity into the different aspects (namely, conceptions, foci of variation, and the internal and 

external horizons), the foci of variation are placed in relation to the conceptions. Note that the 

foci of variation are that which creates the difference between the conceptions. Because the 

foci of variation exist because of and were developed simultaneously with the conceptions, 

the former is a core aspect of the latter.  

According to Kettunen and Paakari (2017), developing foci of variation involves ‘identifying the 

similarities and the differences that appear to be most important for both grouping together 

and distinguishing the various ways of experiencing’. The main thought process in the linking 

of the conception and the focus of variation would be ‘How would a person with this way of 

understanding (conception) of the phenomenon experience this point of focus of the said 

phenomenon?’ 

For stage five, a separate table is created. The outcome space77 is developed by placing the 

foci of variation in relation to the conceptions to create a series of categories of description.  

In quantitative data analysis terms, this 'common technique used to describe and explore 

relationships between variables' (David and Sutton 2004: 295) is called cross-tabulation.  The 

 
75 Personal communication with SW, 21st May 2020. 
76 ‘categories of description depicting the different ways in which a certain phenomenon is experienced and 
the logical relationships between them constitute the outcome space of that phenomenon.’ (Marton and 
Booth 1997: 136) 
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usage of the term here is not to use quantitative data analysis terminology to hyper-empiricise 

the research. The term cross-tabulation is used because it appropriately describes the process 

that is taking place between the ways of understanding and the foci of variation. It is a verb 

that suitably describes what happens.  

To illustrate, refer to the table below. 

Table 10 Format of cross-tabulation between conceptions and foci of variation  

 

Keeping in mind the clarified question at the foundation of this research – ‘What understanding 

of the phenomenon known as disability did you access through your experience of watching 

Face In?’ – the following conceptions were developed: 

1. The understanding refers to impairment, disability, physicality or the body (as a 

limitation, challenge, obstacle, imposed by self or other) (1) [separation, integration] 

2. The understanding relates to the disabled and non-disabled binary (2) [inclusion, 

normalisation] 

3. The understanding relates to human movementability, capacity and strengths – Ability 

and strength enabling a ‘going beyond’/transcendence’ of the physical; (3)  

4. The understanding refers to a difference in everyone’s sameness; a similarity in 

difference (similarities being professionalism, ability, physicality, excellence, types of 

disability; strength and skill) (4) [pluralism] 

5. With reference to impairment or disability or physicality- enabler of creating a new 

space for thinking about phenomena and concepts (about physicality, dance, bodies) 

(5) [innovation, revolution] 

6. Created and reinforced by society (6) 

Six foci of variation were revealed. These are the aspects of the phenomenon that responses 

focused on. The foci are: 

1. Movements and communication by, strength and skills of performers (specific and non-

specific) (1)  

Focus of 

Variation 

Conception 1 Conception 2 Conception 3 

Focus of 

variation A 

Con 1 in the context of FoVA 

(Category of description 1A) 

Con 2 in the context of FoV A 

(Category of description 2A) 

Con 3 in the context of FoV A 

(Category of description 3A) 

Focus of 

variation B 

Con 1 in the context of FoVB 

(Category of description 1B) 

Con 2 in the context of FoV B 

(Category of description 2B) 

Con 3 in the context of FoV B 

(Category of description 3B) 

Focus of 

variation C 

Con 1 in the context of FoVC 

(Category of description 1C) 

Con 2 in the context of FoV C 

(Category of description 2C)  

Con 3 in the context of FoV C 

(Category of description 3C) 
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2. Nature of physicality (2)  

3. Experience and professionalism of dancers (3)  

4. Interpretation of performance (can be related to understanding of disability) (4) 

5. Dancers of all physicalities working together (5) 

6. Nature of dance (6) 

The aspects of the responses that were placed as part of the external horizon were grouped 

into six broad categories.  The external landscape or external horizon is ‘made up of the 

elements that surround the phenomenon of information which is being investigated’ (Smith 

2010: 82). 

1. Components of the performance (1) 

2. Nature of dance (2) 

3. Interpretation of the performance (3) 

4. Related to performers’ experience and ability (4) 

5. Publicity material (5) 

6. Meta external horizon (6) 

The internal landscape or internal horizon is made up of ‘the parts and their relationships, 

together with the contours of the phenomenon’ (Marton and Booth 1997: 87). The internal 

horizon is made up of aspects of the phenomenon and the relationships between these 

aspects and the phenomenon as an entity. I prefer to think of the internal horizon in my mind 

as aspects of the phenomenon that a person who experiences the phenomenon holds in their 

mind consciously and subconsciously. It is an element that frames ways of thinking about the 

phenomenon but is not the focus of the way of thinking. There were fifteen aspects that were 

classed as part of the internal horizon. 

1. The emotions they experienced (1) 

2. Their perception of physicality (2)  

3. Themes they saw in the performance (3)  

4. Their interpretation of what the performance was about (4)  

5. Questions the performance brought to their mind (5)  

6. Observation about possibilities in engaging diversity (6)  

7. Aspects of the performance that they focused on (7)  

8. How they made choices about what to look at (8)  

9. Critical of disability as a social construct (9)  

10. What dance is about to them (10)  

11. What their expectations of contemporary dance are (11)  

12. Their use of the concept of disability (12)  
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13. Critical of expectations in dance (13)  

14. Felt like they needed more explanation about the performance (14)  

15. Experiential effect of performance (15) 

Now that I have presented the conceptions, foci of variation, and external and internal horizons 

from the short interviews with audiences, I move to the phenomenographic analysis of the 

long interviews with the five audience members. 

 

5.2.2. Phenomenographic analysis of the long interviews with five audience members 

What was the treatment for the long audience interviews? Each long interview was 

transcribed. The sections in each interview that had specific questions and specific responses 

that were about Face In were drawn out for phenomenographic analysis. The data was treated 

with the same stages of phenomenographic analysis as were the short interviews. The long 

audience interview analysis was then integrated with the short interview analysis. This resulted 

in an additional three foci of variation and an additional eighteen categories of description. The 

ways of understanding disability that were revealed in the long interview analysis had already 

been covered by the ways of understanding disability that were revealed in the short interview 

outcome space. 

The additional three foci of variation were: 

• source of emotions in the choreography and the choreography itself (7) 

• experience of contemporary dance - first time seeing a performer with a different 

physicality (8) 

• approach to experiencing live dance (as an audience) (9) 

The complete list of foci of variation were as follows: 

1. Movements and communication by, strength and skills of performers (specific and non-

specific) (1)  

2. Nature of physicality (2)  

3. Experience and professionalism of dancers (3)  

4. Interpretation of performance (can be related to understanding of disability) (4) 

5. Dancers of all physicalities working together (5) 

6. Nature of dance (6) 

7. Source of emotions in choreography (7) 

8. First time seeing a performer with a different physicality (8) 

9. Approach to experiencing live dance (as an audience) (9) 
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The tables on the following two pages present two outcome spaces. The first table (Table 11) 

is the outcome space for the phenomenographic analysis of the fifty-two short interviews with 

the audience. Table 11 on the page after that is the outcome space that combines the fifty-

two short interviews with the audience with the five long interviews with the audience. The 

meaning and implications of the combined outcome space (Table 12) will be discussed in 

Chapter 6.  

[The chapter continues after Tables 11 and 12 on the following pages.] 
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Table 11 Outcome space 1: Ways of understanding disability 
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Table 12 Outcome space 1 including audience long interview analysis 
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5.2.3 Ways of understanding disability for audience interviews (All) 

The ways of understanding (conceptions) of disability that were revealed in the 

phenomenographic analysis were as follows: 

Ways of Understanding disability (WUpExp- Way-of-Understanding- Phenomenon-

Experienced) 

1. As a limitation, challenge, or obstacle imposed by self or other (with reference to 

impairment or disability or physicality or body) (A) [separation, integration] 

2. As absence or presence of impairment (Relates to the disabled, non-disabled binary) 

(B) [inclusion, normalisation]  

3. As an aspect of human movementability, capacity, and strength – ability and strength 

enabling a 'going-beyond'/transcendence of the physical (C)  

4. A difference in everyone's sameness (D)  

5. As enabler of the creation of a new space for thinking about phenomenon and 

concepts (about physicality, dance, bodies), as an agent of change (E)  

6. As a concept and consequence created and reinforced by society (F) 

The ways of understanding have been rearranged based on a natural increase in categorical 

broadness. That is, as we move from WUpExp1 to WUpExp6, the core understanding about 

disability or anomalous embodiment focuses less on a notion of limitation, lack, or restriction 

and more towards neutrality, opening up, an innovation. WUpExp6 (‘as a concept and 

consequence created and reinforced by society’) presents a stepping outside of the concept 

of disability itself and recognition of the collective agency (of society) in the change and 

plurality in understanding a phenomenon. 

In the cross-tabulation stage, ‘WUpExp’ becomes capital letters, in the interests of 

practicality. 

As discussed in the methodology, audience members focused on specific aspects of their 

experience of the performance. It is these specific aspects of experience that enable the 

ways of understanding to manifest in the way they do. 

The foci of variation – the ‘similarities and differences that appear to be most important for 

both grouping together and distinguishing the various ways of experiencing’ (Kettunen and 

Paakkari 2017) disability or anomalous embodiment – were: 

• Movements and communication by, strength and skills of performers (specific and 

non-specific) (1) 

• Nature of unique physicality (difference) in relation to creativity (2) 
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• Experience, professionalism, individualism of dancers (3) 

• Interpretation of performance (can be related to understanding of disability) (4) 

• Dancers of all physicalities working together (5) 

• Nature of dance and a dance performance with all its components (6) [what dance 

can do to our experience of the body] 

• Source of emotions in the choreography and the choreography itself (7) 

• Experience of contemporary dance – first time seeing a performer with a different 

physicality (8) 

• Approach to experiencing live dance (as an audience member) (9) 

Categories of description are developed by placing the ways of understanding in relation to 

the foci of variation to create a series of descriptors. These descriptors break down the ways 

of understanding further, providing details of all possible ways of understanding the 

phenomenon that exist within the parameters of the revealed ways of understanding and the 

foci of variation. 

Qualitative cross-tabulation is used here because it provides three ways of working with the 

data. Firstly, it puts the ways of understanding and foci together to explore the relationship 

between a way of understanding disability and an aspect of experience that audience 

members focus on. Secondly, it shows how relationships may shift from one way of 

understanding to another. Thirdly, it reveals relationships that may not be apparent within the 

main ways of understanding and foci. 

For example, 1(A) places the way of understanding of disability ‘as a limitation, challenge, or 

obstacle imposed by self or other’ (A) with the focus ‘movements and communication by, 

strength and skills of performers (specific and non-specific) (1)’. The resulting category of 

description would describe how, for example, somehow who understands disability as a 

limitation, challenge, or obstacle imposed by self or other and focuses on the movements 

(strengths and skills) and communication of the performers might describe the said 

experience. The category of description is ‘overcoming struggle, dealing with impairment- 

inspirational’. In other words, when experiencing the movements (strength and skills) and 

communication, because disability is understood as a limitation or challenge imposed by the 

self or other, the movement and communication is interpreted as overcoming struggle, which 

may then be linked to being inspirational.  

It should be noted that these categories of description are not intended to be equivalent to 

the voice of one individual. They are part of the set of logical relationships that are part of 

what Marton (1981) describes as ‘the pool of ideas, conceptions, and beliefs [that underly] 
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possible interpretations of reality’ (198). This pool ‘takes the form of an outcome space, an 

empirical map of conceptions and the relationships between them presented in a table or 

figure’ (Rands and Topf 2016:3). 

The following statements describe the thinking behind the cross-tabulation approach in this 

phenomenographic analysis that leads to the development of the outcome space. 

1. There are a number of qualitatively different ways the collective audience understands 

disability. 

2. The aspects of the performance that the collective audience used to engage the ways of 

understanding disability i.e. which lead to the different ways of understanding disability 

are cross tabulated with the ways of understanding.  

3. This cross tabulation brings out the logical relationship between the ways of 

understanding.  

4. This logical relationship is one of the many categories of description within the 

diagrammatic representation of all the logical relationships. 

5. This diagrammatic representation is known as the 'outcome space'. 

Marton (1981) further suggests that the logical relationships – the similarities and differences 

– between experiences and understanding of a phenomenon have a systemic order (Rands 

and Topf 2016:3). The term systemic is unnecessarily rigid for the purposes of the analysis 

in this research, and the term ‘logical gradient’ of shifts in thinking may be more appropriate. 

As discussed in [the section on ways of understanding] as we move from 1A to 1B, from 1B 

to 1C, and continue through 1D, 1E, and 1F, the core understanding about disability or 

anomalous embodiment focuses less on a notion of limitation, lack, or restriction and more 

towards neutrality, opening-up, an innovation. However, a logical gradient or shift in focus 

does not mean that any of the conceptions or categories of description are preferred or 

higher in value than the others. All conceptions are neutral. 

I would like to highlight that I am not claiming that the outcome spaces I develop are as 

complete as they will ever be, particularly because I was not analysing the data with a large 

team of researchers. Åkerlind notes the partiality of every outcome space, given the 

‘hypothetically complete range of ways of experiencing a phenomenon’ (Åkerlind 2005: 70). 

He goes on to say 

…so, what we are considering when we talk about better or worse outcomes is more 
or less complete outcomes, not right or wrong outcomes. Thus, an individual 
research can, at the least, make a substantial contribution to our understanding of a 
phenomenon, even if team-based research might have taken that understanding 
further' (Ibid.) 
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Åkerlind’s point about the partiality of any outcome space is important to keep in mind as I 

present the outcome spaces that were developed from the audience feedback and dancer 

interviews as it would be erroneous for an assumption to be made that these outcome 

spaces are an absolute claim to all the possible ways of understanding disability in 

integrated dance performances. They are, however, a significant contribution to the 

understanding of the phenomenon. 

 

5.2.4. Categories of description in the audience outcome space 

The following section presents each of the categories of description. The categories of 

description will be analysed in depth in Chapter 6. The categories of description are 

organised in sets, based on rows in the table. Each row consists of a focus of variation 

(aspect of experience that creates variation) that is placed in relation to each of the ways of 

understanding in each column as if moving along a gradient. Table 13 lists out the foci of 

variation and conceptions that are used for cross-tabulation.  

Table 13 List of foci of variation and ways of understanding  

Foci of variation (1-9) Ways of understanding (A-F) 

1. Movements and communication by, 

strength and skills of performers (specific 

and non-specific) (1) 

2. Nature of unique physicality (difference) in 

relation to creativity (2) 

3. Experience, professionalism, individualism 

of dancers (3) 

4. Interpretation of performance (can be 

related to understanding of disability) (4) 

5. Dancers of all physicalities working 

together (5) 

6. Nature of dance and a dance performance 

with all its components (6) [what dance can 

do to our experience of the body] 

7. Source of emotions in the choreography 

and the choreography itself (7) 

8. Experience of contemporary dance - first 

time seeing a performer with a different 

physicality (8) 

9. Approach to experiencing live dance (as an 

audience) (9) 

A. As a limitation, challenge, or obstacle 

imposed by self or other (With reference to 

impairment or disability or physicality or body) 

(A) [separation, integration] 

B. As absence or presence of impairment 

(Relates to the disabled, non-disabled binary) 

(B) [inclusion, normalisation]  

C. As an aspect of human movementability, 

capacity, and strength- Ability and strength 

enabling a 'going-beyond'/transcendence of 

the physical (C)  

D. A difference in everyone's sameness (D)  

E. As enabler of the creation of a new space for 

thinking about phenomenon and concepts 

(about physicality, dance, bodies), As an 

agent of change (E)  

F. As a concept and consequence created and 

reinforced by society (F) 
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The first focus of variation is ‘movements (strength and skills) and communication of 

performers (1)’. Focus of variation (1) is positioned in relation to all the ways of 

understanding (A-F). The positioning creates the question, ‘How would the way of thinking 

manifest when focused on a particular aspect of the performance?’ 

Table 14 illustrates the format in which the qualitative cross-tabulation takes place, using the 

capital letters and numbers that denote each way of understanding and of each foci of 

variation (aspect of experience that leads to the variation in ways of understanding). 

Table 15 provides a list of all the categories of description that were generated through the 

cross-tabulation. It is included in the main text of this thesis and not in the appendix as it is 

an important part of the design, analysis, and discussion of the research.  

 

Table 14 Categories of Description- Table Guide [WupExP x Focus of Variation (FV)] 
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Table 15 Overview of the 36 categories of description (arranged from left to right) 

Foci of variation Category of description 

Movements and 

communication by, 

strength and skills of 

performers (specific 

and non-specific) (1) 

 

• Overcoming struggle, dealing with impairment – inspirational (1A)  

• Disability is not noticeable – normalisation (1B)  

• Transcendence of the physical – moveability (1C)  

• Performance of plurality (1D)  

• Innovation (1E)  

• Externalisation (1F) 

Nature of unique 

physicality 

(difference) in relation 

to creativity (2) 

 

• Focus is on impairment and/or accessibility equipment (2A)  

• Focus is on the absence or presence of impairment (2B)  

• Focus is on ability to move with own physicality (2C)  

• Focus is on shared humanity and diversity of individuality (2D)  

• Focus is on how physicality enables innovation (2E)  

• Focus is on physicality as social critique (2F) 

Experience, 

professionalism, 

individualism of 

dancers (3) 

 

• Professionalism makes the dancers look normal (3A)  

• Professionalism makes disability unnoticeable (3B)  

• Professionalism is separate from impairment (3C)  

• Professionalism means equality of standards for all (3D)  

• Anticipation of possibilities (3E) 

• Professionalism challenges social constructions of disability (3F) 

Interpretation of 

performance (can be 

related to 

understanding of 

disability) (4) 

 

• Performance is a response to impairment (4A)  

• Performance is a representation of the possibilities of integration (4B) 

• Performance is choreography of movement through bodies (4C) 

• Performance is a personal experience (related to self) (4D) 

• Performance is an abstract experience; performance facilitates questioning (4E) 

• Performance is a provocation (4F) 

Dancers of all 

physicalities working 

together (5) 

 

• Separation, integration (5A)  

• inclusion, normalisation (5B)  

• Equalisation (5C)  

• Pluralisation (5D)  

• Innovation, re-creation (5E)  

• Revolution (5F) 

Nature of dance and 

a dance performance 

with all its 

components (6) [what 

dance can do to our 

experience of the 

body] 

• There is a historical dancing body (6A) 

• There is a normative dancing body (6B)  

• There is a moving body (6C)  

• There are multiple dancing bodies (6D)  

• The body becomes the dance (6E) 

• The dance is the audience member's relationship with society and the body (6F) 

Source of emotions in 

the choreography and 

• Presence of impairment is the source of emotions (7A)  

• Apparent absence of disability is the source of emotions (7B)  

• Engagement with physicalities is the source of emotions (7C)  



 
 

153 
 
 

the choreography 

itself (7) 

 

• How individual audience members relate to performers is a source of emotions 

(7D)  

• Experiencing dissonance, expansion, and opening of conceptual spaces is a 

source of emotions (7E)  

• Juxtaposition of society on and off stage as a source of emotions (7F) 

Experience of 

contemporary dance - 

first time seeing a 

performer with a 

different physicality 

(8) 

 

• Unfamiliar (8A)  

• familiarity contextualised by disabled/non-disabled binary (8B) 

• Familiarity contextualised by skills/strength in movement (8C) 

• Familiarity irrelevant (8D)  

• Familiarity contextualised by a desire for the unfamiliar (nothing is familiar) (8E) 

• Familiarity contextualised by critique of society (8F) 

 

Approach to 

experiencing live 

dance as an audience 

(9) 

• Freedom of moving regardless of your physicality (9A)  

• Absence or presence of impairment are neutral aspects of physicality (9B)  

• Ability, strength, and physicality coming together to provide a counterpoint to the 

ideology of ability/ableism (9C) 

• Every individual performer is part of the same company and making the 

performance happen (9D)  

• Provides a space to reflect on the existing contemporary dance context and the 

ideology of ability and ableism (9E) 

• As an approach to questioning of society's whole premise of/for ableism and 

disableism i.e. the labour market in a capitalist society (9F) 

Each of way of understanding creates a context into which the foci can be placed. When 

placed in relation to the ways of understanding, each of the nine foci of variation create a 

series of six categories of descriptions. Consequently, for clarity in the reader’s flow of 

thought, each way of understanding begins the description for each category of description, 

as follows: 

• Because disability is understood as a limitation or challenge imposed by the self or 

other… 

• Because disability is determined as an absence or presence of impairment… 

• Because disability is understood as an aspect of human movementability, capacity, 

and strength (among other aspects) 

• Because disability is an element of difference in everyone's sameness… 

• Because disability is understood as enabler of the creation of a new space for 

thinking about phenomenon and concepts (about physicality, dance, bodies), it is an 

agent of change… 

• Disability is understood as a concept and consequence created and reinforced by 

society… 
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These thirty-six categories of description will be interpreted and discussed in Chapter 6. The 

aim of this chapter is to explain the analysis and present the outcome of the analysis. The 

following section takes the reader through the phenomenographic analysis of the long 

interview with the seven company dancers. 

 

5.3. Phenomenographic analysis of the long interviews with the company dancers 

Reading through the transcriptions in stage one, I began to get the sense that the focus of the 

responses was not on disability at all.  

Applying the criteria of relevance for the extraction process, it became clearer that the main 

question being asked of the dancers was ‘What was Face In to you?’; note that the same 

question was asked of the audience members, but the responses had very different foci. 

Consequently, the analysis of the long interviews with the dancers was more useful when it 

was thematically analysed and used as a context for the audience analysis. It is grounded in 

phenomenography because the first three stages of analysis are based on phenomenography 

and the conceptions of disability from the phenomenographic audience analysis are positioned 

in relation to five of the dancers’ ways of understanding Face In. The following section 

discusses how the dancers’ conceptions serve as a context within which the audience’s foci 

of variation can be located.  

 

5.3.1 Dancers’ understanding and experience of Face In as context for audience 

understanding of disability in relation to dance 

The purpose of positioning dancers’ conceptions as a context for audience understanding is 

to reveal connections between dancers’ ways of understanding and experiencing Face In and 

audiences’ experience of the same performance. These connections are present because the 

aspects of the performance that the audience focused on led to the variation in ways of 

understanding (foci of variation). How is this significant? It is one way of exploring the space 

that performers and audience share, and where the anchor points are for the audience. 

Experiences and understandings that seem to be separate are no longer as separated 

because one experience (that of the performers) provides the anchor points for the other (the 

audience). 

The first, second, and third stages – up to the stage where the development of categories of 

description takes place – were useful and unique for developing groups of data based on:  

1. What the dancers hoped the audience would experience  
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2. The foci of variation  

3. Ways of understanding/experiencing Face In 

One of the areas that the dancers were asked about was their relationship with the audience 

in a specific performance, including Face In. A focus of variation that arose in most dancers’ 

responses was about what they hoped the audience would experience in watching Face In. 

The condensed form of this category is ‘AuInt’. This category of foci creates a contextual space 

that can be positioned in relation to the ways of understanding of disability that emerged during 

the phenomenographic analysis of the audience data. 

 

5.3.2. Dancers’ responses surrounding what they hoped the audience would experience could 

be categorised into five areas [Hoped for Audience Internal Experience (AuInt)] 

AuInt1SelfReflection- Looking into self (audience) 

It is hoped that the audience will experience self-reflection.  

AuInt2FaceSelf- Not afraid of demons 

It is hoped that the audience will face their own demons or face an aspect of themselves. 

Auint3SelfAwareness- Awareness of what is happening in them 

It is hoped that the audience will experience an awareness of their thoughts and feelings- a 

metacognitive experience. 

AuInt4World- Audience Internal Experience (4)- World  

It is hoped that the audience will enter into another world within themselves.   

AuExt1World- Audience External (1)- World  

It is hoped that the audience will join the dancers on a journey into another world as created 

by the performance. 

For the two areas of AuInt4World and AuExt1World were based on dancers describing the 

white box as another world and their desire for the audience to enter their world. The audience 

experience of the external world involves the audience’s internal experience of the external 

world. The specific quote is as follows: 

I just want them to travel with us in this world. I always speak about Face In and 
when I put a foot on stage it’s like entering in another world. Also, because we 
have this white box. It’s our box. It’s our world, and I guess I’m expecting it’s 
maybe for the audience to read that and to see that it’s another world. 
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The five audience interaction themes provide a structure for organising notable specific quotes 

from the audience interviews that simultaneously fall under each of the ways of understanding 

and under each category of what the dancers hoped the audience would experience in Face 

In. 

The following points rephrase the five audience interaction themes, contextualising them into 

the conceptions of disability that were revealed in the phenomenographic analysis. 

• Reflections about disability 

• Facing their own ways of thinking about disability 

• Becoming aware of their way of understanding disability 

• Internal exploration based on their experience of the world created on stage 

• Social inquiry based on their experience of the world created on stage 

The following table shows relevant quotes from the audience interviews that demonstrate a 

process of audience experience that is hoped for by the dancers that is also related to 

audience conceptions of disability. 

Table 16 Audience quotes in view of conceptions of disability and dancers’ hopes for audience 

experience 

Foci  

 

Hoped for 

audience 

experience 

as a 

limitation, 

challenge, or 

obstacle 

imposed by 

self or other 

As absence 

or presence 

of 

impairment  

As an aspect 

of human 

ability to 

move, 

capacity 

A difference 

in everyone's 

sameness  

As enabler of 

the creation of 

a new space  

as a concept 

and 

consequence 

created and 

reinforced by 

society (6)(F) 

AuInt1Self 

Reflection 

 Forgot they 

have any 

disabilities 

Not making 

concessions in 

your mind 

because of how 

they could 

move 

Disability can 

be lessened 

through dance 

We can look at 

physicality in a 

different way 

Seeing 

disability is 

dependent on 

the perceiver 

AuInt2Face 

Self 

Used to think 

that an 

impairment is 

a limitation to 

your capacity 

to dance. 

Mixed ability 

nature took 

away thinking 

that might be 

focused on 

disabled 

people 

If we think 

about disability 

as limitation, we 

can push 

beyond it 

Professionals 

are showing 

us what we 

thought we 

could not do 

(role 

modelling) 

‘a lack of limb 

can have- mean 

the possibility of 

being able to do 

something you 

would be able to 

do if the limb 

was there, so it 

wasn’t a 

question of lack 

or excess.’ 

(variety and 

movement) 
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Auint3Self 

Awareness 

Disability as 

something you 

submerge 

yourself in 

Equality- 

disability was 

not noticeable 

 

Just people 

doing what they 

could do best  

 

 

Together and 

equal- How 

similar they all 

are even 

though we 

have physical 

differences 

Blew away 

expectations of 

contemporary 

dance 

Difference 

between 

dancing with a 

wheelchair 

and being a 

wheelchair 

user 

AuInt4 

World 

 

  Interest in how 

dancers can 

use their own 

bodies to move 

Contrasting 

own disability 

with 

somebody 

else’s enables 

contrast 

 Disability itself 

has no 

boundaries 

 

AuExt1World 

 

People who 

were different 

with different 

conditions 

taking part and 

integrating in a 

performance 

where you 

usually would 

not expect 

them to be in 

In the context 

of the 

performance it 

did not matter 

whether or not 

there was a 

disability 

 People have 

different 

abilities and 

these can be 

portrayed 

positively and 

negatively 

 

Performers were 

able to open an 

imaginary for a 

range of what 

can happen with 

a body that has 

prosthesis and 

bodies without 

prosthesis  

 

Challenges 

traditional 

dance’s focus on 

a particular 

expectation of 

how bodies look 

and behave on 

stage 

Narrative of 

normalcy is 

passé it is 

about how 

that body has 

lived 

 

The question that arises is, how does this cross-tabulation make sense/how is it explainable 

by theory?  

The cross-tabulation establishes a shared space in which the audiences’ ways of 

understanding disability meet the performers’ hopes for audience experience. It should be 

noted that during the interviews, the performers did not specifically contextualise their hopes 

in ways of understanding disability. The layering of spaces in cross-tabulation provides a 

sifting tool that highlights the connections that may not be readily apparent and enables the 

contextualisation of audience ways of understanding disability into dancers’ hopes for 

audience experience. Figure 8 provides a visual representation of the sifting process. 
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Figure 8 Contextualising audience ways of understanding disability in dancers’ hopes for 

audience experience 

 

 

 

It should be noted that some quotes do not fit any of the five audience interaction themes. 

‘People with ‘these sorts of issues’ [are] inspirational’ falls under the way of thinking about 

disability as a limitation, challenge, or obstacle imposed by self or other, but does not 

demonstrate reflections about disability, facing their own ways of thinking about disability, or 

becoming aware of their way of understanding disability. 

The following section presents the dancers’ conceptions and foci of variation of Face In. Both 

conceptions and foci of variation are then cross tabulated in a phenomenographic analysis 

similar to the audience process to result in an outcome space of twenty-seven categories of 

description.  

 

5.3.3. Dancers’ experience of Face In 

The foundation question for the long interviews with the dancers was ‘What is your 

understanding of Face In?’ This question was rephrased as ‘What was Face In to you?’, which 

opened up the interpretive space to cover a range of entryways and did not confine it to the 

notion of ‘understanding’, which some individuals may engage in a solely cognitive way. 

Phenomenographic analysis of the interview transcriptions revealed four ways of 

understanding Face In. The four ways were not particular to individual dancers, that is, one 

dancer may have engaged several conceptions when talking about their understanding of 

Face In. The four conceptions, arranged based on closeness to the individual, i.e. personal 

experience to the all-encompassing or ‘large’ aspects of the work, included: 

1. Understanding the work through the experience of being aware of their own thoughts, 

feelings, and actions 

Audience ways of understanding quotes 

Dancer hopes for 

audience experience 

Contextualised audience experience 
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2. Understanding the work based on how the dancers related to each other on stage 

through the work’s choreography 

3. Understanding the work through the source of the choreography of the work 

4. Understanding the work through the ‘nature’ of the work itself 

It can be noted that the dancers’ four conceptions of Face In are reflected in four of the nine 

foci of variation in the collective audience’s conceptions of disability. These correlations and 

shared conception-foci space will be discussed further in Chapter 6. 

It is possible to develop categories of description for dancers’ ways of understanding Face In 

by placing the conceptions of Face In in relation to the seven foci of variation78 that emerged. 

The complete table with all twenty-eight categories of description can be found in Table 17. 

The following section lists all the categories of description that emerged from the positioning 

of dancers’ conceptions of Face In with the foci of variation that were revealed in the analysis 

of the long interview transcriptions.  

Experience of Awareness 

• Awareness of audience presence and possibility of audience interpretation 

• Awareness of how the self is relating or not relating to the audience 

• Awareness of how own purpose and intentions create movement and the 

performance 

• Awareness of how the process of making the work makes the 'present' in the 

performance 

• Awareness of the cognitive, affective, and energy (movement) pathways engaged 

when performing 

• Awareness of own and others' perception of the message of the performance 

• Awareness of own interpretation of the unique nature of each performance of the 

work 

 

Relationships between the dancers 

• Audiences’ internal experience of the relationships between the dancers 

• Dancers' internal experience of their interaction with each other on stage and how 

these relationships are manifested externally to the audience through movement 

• How dancers' purpose and intention influence their interaction with each other on 

stage 

 
78 The aspects of dancers’ experiences that created the different ways of understanding Face In. 
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• How the process of making the work influences their interaction with each other on 

stage 

• How the pathways into the work that are engaged by the performers influence their 

interaction with each other on stage 

• How dancers' perception of the message of the performance (if they believe there is 

one) influences their interaction with each other on stage 

• How the unique nature of each performance influences their interaction with each 

other on stage 

 

Source of choreography 

• The relationship between the source of the choreography and how the audience 

experiences the performance 

• Reflecting on the source of the choreography and how it relates to dancers' internal 

experience and manifesting this internal experience externally as ways to engage the 

audience 

• The relationship between the dancers' experience of the source of the choreography 

and their purpose and intention in performing 

• Reflecting on the source of the choreography through recounting the process of 

making the work (going through in one's mind how the work was choreographed) 

• Reflecting on the pathways engaged when performing (including rehearsals and pre-

performance warm up) in relation to the source of choreography and choreographic 

process) 

• The relationship between dancers' knowledge of the source of choreography and 

dancers’ perception of the message of the performance (if they believe there is one) 

• Reflecting on the connection between the source of choreography and the unique 

nature of each performance of the work 

 

Nature of the work 

• Audiences’ internal experience in relation to dancers' interpretation of the nature of 

the work  

• How dancers' internal experience of their interpretation of the nature of the work is 

manifested externally, and how the audience engages that manifestation 

• How dancers' interpretation of the nature of the work influences the purpose and 

intention going into their performance  
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• Reflecting on the relationship between dancers' perception of the work and their 

experience of the process of making the work 

• Reflecting on how the pathways engaged when performing (including rehearsals and 

pre-performance warm up) are informed by dancers' interpretation of the nature of 

the work 

• The relationship between dancers' interpretation of the nature of the work and their 

perception of the message of the performance (if they believe there is one) 

• Reflecting on the connection dancers' interpretation of the nature of the work and 

how that interpretation influences their performance in each unique performance of 

the work 

 

[The chapter continues after Table 17 on the following page.] 
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Table 17 Performer outcome space and categories of description 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Before providing a description of the twenty-eight categories of description of dancers’ ways 

of understanding Face In, the following section provides an elaboration on each of the four 



 
 

163 
 

conceptions (ways of understanding) themselves. The purpose of the elaboration is to provide 

specific elements of each conception, as raised by the dancers. 

Four ways of understanding 

• The experience of awareness 

• How they relate to each other on stage 

• Source of choreography 

• Nature of the work/piece itself 

These are further broken down into aspects. For example, the conception ‘nature of the 

work/piece itself’ has three aspects: as a journey for the dancer, as an exposing experience, 

and as an experience of the contrasting feelings of ‘I am the only mind that exists’ and of 

knowing there are other people around oneself with lives as complex as my own. 

The following section presents and describes each of these aspects. The codification is 

provided in parentheses after the capitalised aspect title. 

 

5.3.4. Aspects of dancers’ ways of understanding and experiencing Face In 

Nature of the work/piece itself 

• NATURE-JOURNEY (DNature1Journey) – Journey for the dancer themselves, not so 

much to connect with the audience 

• NATURE-EXPOSING (DNature2Exposing) – Dancers find the piece exposing 

• NATURE-ALONE TOGETHER (DNature3AloneTogether) – Dancers experience a 

sense of being the only mind that exists, but also that there are other people 

experiencing that same sense of being the only mind that exists. The exact terms that 

were brought up were ‘Sonder and Solipsism’. Solipsism is the idea that it is only you 

[‘I am the only mind that exists’. Sonder is the realisation that everybody is having that 

experience [everyone else has a story that is just as vivid as yours].  

How they relate to each other on stage 

• RELATING-STAGE (DRelating1Stage) – the process of relating to one another on 

stage 

• RELATING-INTENSITY (DRelating 2Intensity) – not doing the same movements but 

doing the movements with the same intensity and the same things in mind, and then 

all of a sudden are not in the same state of mind 

• RELATING-RELATIONSHIPS (DRelating3RelationshipsEachOther) – depth of 

relationships with one another 



 
 

164 
 

• RELATING-MOVEMENT (DRelating4MovementPortraysRelationships) – relationships 

as portrayed through movement 

The experience of awareness 

• AWARENESS-INWARD OUTWARD (DAwareness1InwardOutward) – Inwardness of 

process and at the same time letting self be seen makes relationship with audience 

complex 

• AWARENESS-SELF BODY (DAwareness2SelfBody) – we usually come to the stage 

with our personal body (selves) but with Face In it’s not our self (We’re our body but 

our self goes out of the body  

• AWARENESS-PERSONAL PUBLIC (DAwareness3PersonalPublic) – delving into the 

personal to go into the public 

• AWARENESS-PERSONAL POLITICAL (DAwareness4PersonalPolitical) – the 

personal going into the political 

• AWARENESS-AUDIENCE WORLD (DAwareness5AudienceWorld) – Performance is 

internal; audience is there but not in the same world 

Source of choreography 

• SOURCE-CHOREOGRAPHIC PROCESS (DSource1ChoreographicProcess) –

collaborative 

• SOURCE-IMAGINATION EMOTIONS (DSource2ChoreographicProcessIEM) – 

Imagination and emotional states as a precursor to movement 

 

5.3.5. The aspects of dancers’ experiences that created the different ways of understanding 

Face In were as follows: 

Foci of Variation (FV) 

• Audience internal experience (FV1) 

• Dancer internal experience and external manifestation (FV2); Approaches to engaging 

the audience 

• Dancer purpose and intent (FV3) 

• Process of making the work (FV4) 

• Pathways when performing (FV5) 

• Perception of message (FV6)  

• Unique nature of the work (FV7) 
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Table 18 provides most of the specific points from the transcriptions that resulted in the 

development of the seven foci of variation. 

Table 18 Specific points from transcriptions that resulted in the foci of variation 

Audience internal experience (FV1) 

• What the audience experiences internally 

• Perception of audience experience (world created) 

Dancer internal experience and external manifestation (Approaches to engaging the audience) (FV2) 

• Nature of expression 

• Degree of exposure 

• Degree of vulnerability 

• Implication of being affected or not by a moment of connection with an audience member 

• message 

• Ability to respond to other people in the moment 

• Role of the personal self 

• What they audience looks like for the audience 

• Interpretation of myself 

• Approaches to engaging the audience- physically, directly 

• Physical engagement with each other = physical engagement with audience 

• Approach to the created world in Face In – how that world works 

• Perception of audience experience (relationships through movement)  

• Self-specific and world-specific characters 

• What happens on stage (being mad, being somewhere else) 

o here and somewhere else at the same time 

o the material, music, everything takes over 

• Relationship to physicality 

• Internal nature of the performance 

Dancer purpose and intent (FV3) 

• Characters appear from movement 

• Learning from experience of face in 

• Relationship to freedom – internal and in the choreography 

• Internal nature of the performance 

• Self-care, self-protection  

Process of making the work (FV4) 

• Specific movement language as used by the choreographer 

• Process of creating the structure 

• Source of choreography 

• Cohesiveness of the group 

• Relationship to freedom- internal and in the choreography 

Pathways when performing (FV5) 

• Implication of being affected or not by a moment of connection with an audience member 

• Presence in the interactions 

• Type of ‘eyes’ to look at the audience is different in each performance 
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• Filters vs no filter 

• Engaging imagination and emotional states 

• The relationships we play with on stage 

• Perception of audience experience (relationships through movement)  

• Element of risk 

• Warming up process 

• What happens on stage (being mad, being somewhere else) 

o here and somewhere else at the same time 

o the material, music, everything takes over 

• Cohesiveness of the group 

• Movement and shifting between emotions (How to shift between emotions?) 

• Self-care, self-protection 

Perception of message (FV6) 

• Perception of message 

Unique nature of the work (FV7) 

• Each performance is unique; Never the same 

• A world in itself 

• Unexpected 

• surprise 

• Perception of audience experience (world created) 

• Self-specific and world-specific characters 

• Nature of face in 

• Relationship to freedom- internal and in the choreography 

 

5.3.6. Categories of description of dancers’ ways of understanding Face In 

The following section presents and describes each of the twenty-eight categories of 

description that emerged from the positioning of the four conceptions of Face In in relation to 

the seven foci of variation. The foci of variation form the base. 

In the outcome space table, the four conceptions are arranged from left to right based on the 

degree of closeness of the conception to an individual. The way of understanding Face In 

through the experience of being aware is a personal experience – one that is close to the 

individual. Relating to another dancer on stage is a movement outward from the closeness to 

the individual to the other. The way of understanding Face In through the source of the 

choreography is about an element of the performance that is further away from the individual, 

i.e. the work. The nature of the work is similar in distance away from the individual as the 

source of the choreography, i.e. it is also about the work itself. There is no preferred conception 

or way of understanding Face In. This phenomenographic analysis of the dancers’ interviews 

about their understanding Face In is about layout out the different ways they engage the 

phenomenon of Face In – how they enter the space of the phenomenon that is Face In. 
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• The experience of awareness 

• How they relate to each other on stage 

• Source of choreography 

• Nature of the work/piece itself 

These conceptions are then placed in relation to the seven foci of variation. The following table 

illustrates the specific cross-tabulation that takes place between the conceptions and foci of 

variation. 

Table 19: Illustration of cross-tabulation between conception and foci of variation in the 

interviews with the dancers 

 

  

Experience of 

Awareness 

Relationships between 

the dancers 

Source of 

choreography 

Nature of the 

work 

Audience internal 

experience (FV1) FV1 x AWARENESS FV1 x RELATIONSHIP 

FV1 x 

CHOREOGRAPHY 

FV1 x NATURE 

OF WORK 

Dancer internal experience 

and external manifestation 

(Approaches to engaging 

the audience) (FV2) FV2 x AWARENESS FV2 x RELATIONSHIP 

FV2 x 

CHOREOGRAPHY 

FV2 x NATURE 

OF WORK 

Dancer purpose and intent 

(FV3) FV3 x AWARENESS FV3 x RELATIONSHIP 

FV3 x 

CHOREOGRAPHY 

FV3 x NATURE 

OF WORK 

Process of making the work 

(FV4) FV4 x AWARENESS FV4 x RELATIONSHIP 

FV4 x 

CHOREOGRAPHY 

FV4 x NATURE 

OF WORK 

Pathways when performing 

(FV5) FV5 x AWARENESS FV5 x RELATIONSHIP 

FV5 x 

CHOREOGRAPHY 

FV5 x NATURE 

OF WORK 

Perception of message 

(FV6) FV6 x AWARENESS FV6 x RELATIONSHIP 

FV6 x 

CHOREOGRAPHY 

FV6 x NATURE 

OF WORK 

Unique nature of the work 

FV7 (i.e. each performance 

is different) FV7 x AWARENESS FV7 x RELATIONSHIP 

FV7 x 

CHOREOGRAPHY 

FV7 x NATURE 

OF WORK 

 

The twenty-eight categories of description where the foci of variation are the base are as 

follows: 

Audience internal experience (FV1)  

• Awareness of audience presence and possibility of audience interpretation  

• Audiences’ internal experience of the relationships between the dancers  

• The relationship between the source of the choreography and how the audience 

experiences the performance  

• Audiences’ internal experience in relation to dancers' interpretation of the nature of the 

work  
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Dancer internal experience and external manifestation (approaches to engaging the audience) 

(FV2) 

• Awareness of how the self is relating or not relating to the audience  

• Dancers' internal experience of their interaction with each other on stage and how 

these relationships are manifested externally to the audience through movement 

• Reflecting on the source of the choreography and how it relates to dancers' internal 

experience and manifesting this internal experience externally as ways to engage the 

audience   

• How dancers' internal experience of their interpretation of the nature of the work is 

manifested externally, and how the audience engages that manifestation.  

Dancer purpose and intent (FV3)  

• Awareness of how own purpose and intentions create movement and the performance 

• How dancers' purpose and intention influence their interaction with each other on stage 

• The relationship between the dancers' experience of the source of the choreography 

and their purpose and intention in performing   

• How dancers' interpretation of the nature of the work influences the purpose and 

intention going into their performance  

Process of making the work (FV4)  

• Awareness of how the process of making the work makes the 'present' in the 

performance  

• How the process of making the work influences their interaction with each other on 

stage  

• Reflecting on the source of the choreography through recounting the process of 

making the working (Rechoreography? Metachoreography? Rechoreographing in 

one's mind how the work was choreographed) 

• Reflecting on the relationship between dancers' perception of the work and their 

experience of the process of making the work 

Pathways when performing (FV5)  

• Awareness of the cognitive, affective, and energy (movement) pathways engaged 

when performing  

• How the pathways into the work that are engaged by the performers influence their 

interaction with each other on stage  
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• Reflecting on the pathways engaged when performing (including rehearsals and pre-

performance warm up) in relation to the source of choreography and choreographic 

process)  

• Reflecting on how the pathways engaged when performing (including rehearsals and 

pre-performance warm up) are informed by dancers' interpretation of the nature of the 

work 

Perception of message (FV6)  

• Awareness of own and other’s perception of the message of the performance  

• How dancers' perception of the message of the performance (if they believe there is 

one) influences their interaction with each other on stage  

• The relationship between dancers' knowledge of the source of choreography and 

dancer's perception of the message of the performance (if they believe there is one) 

• The relationship between dancers' interpretation of the nature of the work and their 

perception of the message of the performance (if they believe there is one) 

Unique nature of the work FV7 (i.e. each performance is different)  

• Awareness of own interpretation of the unique nature of each performance of the work 

• How unique nature of each performance influences their interaction with each other on 

stage  

• Reflecting on the connection between the source of choreography and the unique 

nature of each performance of the work  

• Reflecting on the connection between dancers' interpretation of the nature of the work 

and how that interpretation influences their performance in each unique performance 

of the work 

These categories of description will be discussed in Section 6.3.1. 

Having completed the phenomenographic analysis of dancers’ ways of understanding Face 

In, the question ‘what is the purpose of doing this?’ presents itself. The main reason is that it 

enables us to find relationships between dancer and audience experiences. Using a 

phenomenographic analysis of dancers’ understanding of Face In and audience 

understanding of disability in Face In, the relationship between dancer and audience 

experience can be explored. This allows the categories of description to be understood in 

the context of a specific performance, such as Face In. It also provides insight into the 

broader environments of creative work and audience reception. 

The following section discusses the process of developing the creative resource.  
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5.4. Developing the creative resource 

5.4.1. Overview: Transposition to creative resource 

The process of transposition came about as recurring ‘motif of movement’ was brought to my 

awareness in stages three and four of phenomenographic analysis. In responding to the 

interview questions about their experience of the performance Face In, respondents talked 

more about their experience of movement in dance than they did disability in the context of 

dance. The ways of understanding movement that are revealed from the data analysis suggest 

ways out of the limitation of the prefix ‘dis-‘. Additionally, revealing ways of understanding 

movement tells us more about ways of understanding disability in relation to dance, which is 

considered an art form that is based on experiencing movement as participant or as perceiver.  

Why is the process one of transposition and not of translation or derivation? In a discussion 

about the concept of transposition in the context of knowledge exchange, Manning and 

Owen (2018: Introduction) explain how one of the contributors (Khan 2018) ‘focuses on  

“transposition” rather than translation, defining transposition as the act of 
appropriating knowledge from one source, with the faithfulness of the 
excerpting less important than the actual act of transposition. Transposition 
itself thus served as a form of new knowledge creation, simply by bringing the 
knowledge (i.e. excerpts, summaries of quotations, etc.) to the new context, 
both in its reinterpretation through it repositioning in this new context and its 
isolation from its original, larger narrative.’ (Manning and Owen 2018: 13) 
 

Applied to the context of the creative resource, the transposition is a form of new knowledge 

creation by bringing the data to a new context – a conceptual one that can be used for the 

creation of new work, yet one that at the same time connects the artists with their audience. 

In experimental mode, I tried looking at the data through an exploration of ways of 

understanding ‘movement’ instead of disability. Using the same approach in stages one and 

two of phenomenographic analysis, I pooled the relevant data from the long interviews, and 

transposed that data into ‘Movement as…’ statements as well. I then did the same to the short 

interviews, added these ‘Movement as…’ statements to the initial pool of ninety-four 

statements from the long interviews, then grouped them based on similarity, to develop a 

transposed space that combined data from both long and short interviews. 

The following section provides a more detailed discussion of the process of transposition to 

creative resource. 
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5.4.2. Process 

First, I read through each of the transcriptions and pooled the relevant sections of the 

transcriptions together. In this case it was anything that interviewees had said that were 

related to their experience of Face In.  

As I pooled, keeping the phenomenon of ‘movement’ in mind, I began developing a list of 

‘criteria of relevance’ in relation to movement. Here is the list: 

- Processes 

- Influences 

- Utterances where there is a clear cause and effect 

- Feelings associated with phenomenon 

- Source and ReSource 

 

I read through the transcriptions again, highlighting and drawing out relevant sentences, 

phrases, and words.  

The next stage is where I made a slight adaptation which led to the creation of a creative 

resource from the data that allowed the looping back of audience feedback into the creative 

life of the company. The transposed data can be used as a creative resource because it is in 

a conceptual form that neutralises the data by removing any individual affiliation and emotive 

affiliation.  

Developing 139 relevant sentences, phrases, and words, I transposed each of the 

sentences, phrases, and words into statements that essentialised the basis of ‘movement’ 

with which that sentence, phrase or word had been stated. This created a list of ninety-four 

‘Movement as…’ statements. There were some duplicates because when transposed, some 

of the specific responses fell into the same category.  

To illustrate the transposition process, the first fifteen relevant utterances have been listed 

below. The transposed ‘Movement as…’ statement is provided at the end of each utterance. 

For example, the utterance ‘can use what’s normally considered as a difficulty to do 

something new’ suggests that movement facilitates the creation of something new from what 

is normally considered a difficulty. As a result, the transposed statement is ‘Movement as 

creation’. In the second utterance, an audience member stated that there were ‘possibilities 

in difference’. The transposed statement is ‘Movement as possibility’. The transposed 

statements are developed with the intention to maintaining the meaning of the utterance, 

whilst engaging ‘movement’ as a context. A full list of the 139 utterances and their 

corresponding transposed statements can be found in Appendix 13.  
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1. ‘can use what’s normally considered as a difficulty to do something new’ – Movement as 
creation 

2. ‘possibilities in difference’ – Movement as possibility 
3. ‘different capacities’ – Movement as maximiser of capacity 
4. ‘it doesn’t have to do with only a certain type of body or rhythm or way of moving. It has to 

do with a combination of different bodies and different kinds of movements’ - Movement 
as plurality (of bodies and moves) 

5. ‘enjoy watching bodies move’ – Movement as enjoyment; Movement as entertainment 
6. ‘fear when the lady was barking and biting’ – Movement as emotional trigger  
7. ‘tender moments when people were being really gentle with each other’ – Movement as 

conveyor of emotion 
8. ‘some of the moves were quite yoga-like, like when the guy was balancing on his head, 

and I’ve never seen that with a wheelchair before, but that was impressive’ – Movement 
as relation (to yoga); Movement as impression 

9. ‘how people move with the crutches or wheelchair. I’ve not seen anything like that before’ 
– Movement as initiator (first time seeing someone move with crutches or a wheelchair) 

10. ‘how confident they were and how much they know their bodies. And are confident in their 
bodies’ – Movement as confidence; Movement as knowing 

11. ‘loving and biting’ – Movement as relation (to animal physicality) 
12. ‘animal physicality’ – Movement as relation (to animal physicality) 
13. ‘a parody of disability’ – Movement as parody 
14. ‘exaggerating some aspects of disability to shock’ – Movement as exaggeration 
15. ‘the way the movement works with able-bodied and people with disabilities and how fluid 

that is’ – Movement as fluidity 
 

These ninety-four statements were then grouped according to similarity.  

Six broad categories were revealed, with the corresponding sets of related ‘Movement as…’ 

statements. 

• MOVEMENT AS OPENING 

• MOVEMENT AS CRITIQUE  

• MOVEMENT AS CONVEYOR  

• MOVEMENT AS BARRIER 

• MOVEMENT AS MIND  

• MOVEMENT AS CREATION 

The ninety-four statements were placed under each of their corresponding broad categories, 

which resulted in Table 20 on the following page. I have identified the table as a creative 

resource. 

The creative resource was presented to Candoco dancers as part of their Studio Day in 

February 2019 at the University of Roehampton. As it had not been in the initial research 

design, the use of data from the Studio Day itself was not included in the ethics and consent 

documents. Consequently, I am only able to discuss how I explained the reasoning behind the 

creative resource to the dancers. 
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The following table adds in the data from the short interviews: 

Table 20: Creative resource including data from short interviews 

 

 

5.4.3. Studio Day with the Candoco Artists and the creative resource (27 February 2019) 

Figure 9 is an overview of how I explained the thinking behind the creative resource. Starting 

off with the public offering – the creative work that is performed for audiences – responses 

from the audience (and performers in this case) is collected and distilled in a way that allows 

it to be used as a creative resource (transposition). The transposition was originally aimed at 

mapping out and illustrating how the work has expanded dance and disability discourse 

through movement in the specific public offering. It can also be understood as a form of 

impact evaluation that moves away from the more instrumental (pre- and post-, or ticket 

sales for instance) forms of evaluation. The creative resource is presented to the dancers 

who then use it as part of their creative exploration. This is a means of looping audience 

feedback back into the creative life of the company.  

[text continues after Figure 9 on the following page] 
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Figure 9 How audience feedback loops back into the creative life of the company  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

One issue that arose from conversations with the dancers that has enough breadth to be 

mentioned in this research is about artist engagement with audience feedback. The issue can 

be developed into questions that can form the basis for further research: 

• What do artists do with audience feedback? 

• How do artists engage with audience feedback? 

• What are the different ways in which artists can engage audience feedback? 

• How do artists want to engage with audience feedback? 

• What are artists’ different ways of understanding audience feedback? 

The fact that this is an exploratory conversation raised by artists themselves suggests that 

while it is pragmatically important for makers and venues to receive feedback from audiences, 

the question of the many possible ways for artists to actively and creatively engage that 
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feedback still remains open for discussion across the industry. These are questions that I 

would like to address in future research. 

 

5.5 Summary 

After going through the groundwork of the phenomenographic research design as adapted 

for my performer-audience engagement research, this chapter presents the ways in which I 

have engaged the data – thematically, creatively, and phenomenographically.  

One of the points highlighted in Chapter 4 about phenomenographic analysis was how the 

method enabled the identification of foci of variation and the internal and external horizons of 

audience experience, as well as the conceptions and categories of description of disability. 

These are different aspects of the phenomenon that not only provide dancers and makers 

with an understanding of audiences’ conceptions of disability, but also insight into audiences’ 

awareness during performances. 

Conceptions of disability were positioned in relation to the foci of variation in order to develop 

categories of description, creating an outcome space. This outcome space provides 

information on all the ways of understanding disability by audiences in relation to specific 

aspects on which they focused. The long interviews with the dancers were analysed in a 

similar way, but focused on their ways of understanding Face In.  

The two outcome spaces of dancers’ conceptions of Face In and audiences’ conceptions 

provide the groundwork needed to explore the relationship between dancer and audience 

experience. In Section 6.4.1, audience foci of variation will be contextualised into dancers’ 

categories of description of Face In, illustrating different but shared aspects of the same 

experience. 

Chapter 6 takes all the elements of the phenomenographic analysis of the audience and 

performer interviews and brings them out from the focus on the method of analysis and back 

into the context of the audience watching dancers performing integrated dance. What can be 

learned about audiencing integrated dance from the outcomes and elements of the analysis? 

What are the practical uses of the analysis? What insights – specific to Face In and in the 

broader context of integrated dance – into creative work, audience reception, and ways of 

experiencing the phenomenon known as disability are there in the analysis? 
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Chapter 6 Discussion 

Chapter 6 presents discussion points of and insight arising from the outcome spaces and 

themes from the phenomenographic analysis of audience and performer interviews. This 

was achieved by engaging the analysis through a discourse of performativity. Questions 

such as ‘What do the outcome spaces and themes tell us about the actions of the integrated 

performance of Face In?’, ‘What has it done in the way of audiences’ understandings of the 

phenomenon known as disability?’, and ‘What are the factors contributing to the agency of 

the performance?’ are asked. 

The first sub-section (6.1.) provides a process-based framework of form-breaking, form-

taking, and form-making which describes how, in relation to the language used to express 

understanding, conceptions may develop, evolve, and co-exist, within the collective 

experience of the live performance.  

The second set of sub-sections (6.1.1) discusses what we can learn about the contextual 

components of the performance from aspects of the phenomenographic analysis, such as 

the internal and external horizons. They tell us about us what is in the physical and thought 

landscapes of the ways of experiencing disability when watching Face In. 

The third sub-section (6.1.2.-6.3) discusses the audience categories of description in the 

outcome space of ways of understanding disability in greater detail. This section also 

explores how the categories of description address the issue of the complexity of structures 

of knowledge and power within understandings of disability. 

The fourth sub-section (6.4., 6.4.1.) engages the multiple perspective approach of the 

research and relates audience experience to performer experience. Performers’ ways of 

understanding Face In are applied as a context to connect with audiences’ collective points 

of focus in the performance. 

The fifth sub-section (6.5-6.5.4) delves into the relationships explored within and the 

implications of the phenomenographic analyses for ways of understanding disability. 

The sixth sub-section (6.6-6.7) consists of insights into the creative and audience reception 

environment specific to Face In.  

The seventh sub-section (6.8) consists of insights into the context of ways of understanding 

disability in integrated dance work in general, as well as insights into creative work and 

audience reception in the broader integrated dance environment. 
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The eighth sub-section (6.9) brings up questions that makers, dancers, and venues can ask 

about their work and programming with regards to their role in engaging dance and disability 

discourse. 

 

6.1. Phenomenographic analysis as foundation for form-breaking, form-taking, and 

form-making 

To come to language is more than to finalize form. To come to language is to 
feel the form-taking of concepts as they prearticulate thoughts/feelings… This 
proliferation of concepts builds on the necessity for language to create new 
parameters for thought in the passage from feeling to articulation. To create 
concepts is to move with language’s prearticulations. In this mode of 
thinking/feeling, language is creatively mired within the affective tonalities of 
how it can be heard, lived, written, and imagined.’ (Manning 2012: 5) 
 

This research is grounded in what the audience and performers say – their language, their 

articulation. If indeed, as Manning suggests, ‘coming to language is to feel the form-taking of 

concepts’ and if language can ‘create new parameters for thought’, then performers coming 

to language in describing their experience of a specific performance and audiences coming 

to language in describing their understanding of the concept of disability can reveal the 

concept of disability as form-in-alteration with new parameters for the concept. The new 

parameters take hold in the life of the concept, scaffolding a new event, because ‘concepts 

are events in the making’ (Ibid.) For example, the sixth focus of variation that focuses on the 

‘nature of dance and a dance performance with all its components (6) i.e. what dance can do 

to our experience of the body ‘enables us to see the sequence of ‘events’ that take place to 

contribute to one of the aspects of the making of the concept of disability in relation to 

integrated dance: 

• There is a historical dancing body (6A) 

• There is a normative dancing body (6B)  

• There is a moving body (6C)  

• There are multiple dancing bodies (6D)  

• The body becomes the dance (6E) 

• The dance is the audience member's relationship with society and the body (6F) 

 

Entering the awareness that ‘there are multiple dancing bodies’ (6D) does not negate the 

awareness that ‘there is a moving body’ (6C), ‘that there is a normative dancing body’ (6B), 

or that ‘there is a historical dancing body’ (6A). Rather, the structures – or form – of these 

categories of description are broken of their rigidity, taken into the life of the concept, and 
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made into the foundation of alternative forms of the concept. The concept becomes an 

organic entity with aspects of its identity that must be broken in order to grow. Those broken 

aspects are not lost but are taken with the individual and made anew into forms that no 

longer hold the individual back or are less restrictive. 

Recognising art – a category in which dance is placed – as an event, Baldachinno (2012: 82) 

describes the landscape of this process of breaking up for growth ‘as a horizon of 

multiplicities where…empathy and convergence are articulated by what…could be defined 

as a multiplicity articulated by universal singularity’ (Ibid.) Universal singularity implies a 

political agôn (conflict or struggle) that refuses to be informed by factual measure or 

instrumental practice (Ibid., 61). Where disability meets integrated dance, the politically 

charged concept of disability becomes a political agôn where disability becomes a space of 

multiplicity. Phenomenographic analysis allows the specifics of this multiple nature to be 

revealed. Binaries continue to exist but become irrelevant: 

As art’s illusion also bears out a series of specific categories of being, such as 
“same” and “other”, this and that, he or she, us and them, black and white, 
straight or gay[,disabled and non-disabled]… these specificities are rendered 
irrelevant by the ludic conventions by which art haphazardly brings them 
together while it constantly rearranges them and breaks out their duality. In this 
respect art’s alterity also wears the mask of duality, but in effect it is rendered 
as a multiplicity that has no definite direction, but which is non-identitarian and 
thereby dialectical’ (Baldachinno 2012: 116) 
 

On closer examination of key phrases in this paragraph, Baldachinno is saying that in art, 

binaries exist but are no longer relevant (‘specificities rendered irrelevant’), that art’s un-

method and playfulness with form (such as those that establish binaries) destabilise the rigid 

boundaries of those forms (‘ludic conventions’), that forms roll into each other and become 

different from before, continually changing, with no definition, because continual multiplicity 

resists definition (‘a multiplicity that has no definite direction’), and that art does not relate or 

support any political group or agenda– although the individuals involved may do so – and is 

therefore in continual conversation with itself and everything out-of-itself (‘non-identitarian 

and thereby dialectical’). 

Phenomenographic analysis provides an approach from which to reveal this process of form-

breaking, form-taking, and form-making. It provides us with organically occurring footholds 

from which we can better break, take, and make form. All these forms are part of a much 

larger form – they are the synonym of the phenomenon. 

Apart from discussing the analysed data specific to this research through an application of 

this process of form awareness, form-breaking, form-taking, and form-making, this chapter 

discusses the significance of the revealed footholds – the internal and external horizons, the 
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categories of description, and the performer-audience cross-connections. Additionally, I also 

look at the utility of the creative resource, why terminology matters, and how multiple 

perspective phenomenography adds to our understanding of the elusive relationship 

between performer, audience, and the experience of live integrated dance.  

Understood in the context of this form-based process, the phenomenographic analysis of the 

audience and performer data can be positioned to enable an understanding of evolutionary 

changes in form. I use the term ‘evolutionary’ to acknowledge the gradual shifts – not 

necessarily in a particular direction – that are present in the synonym of disability that is the 

phenomenographic analysis of the audience data. The term ‘process’ should not be 

interpreted as being linear in any way. As it can be seen in the outcome space and aspects 

of the phenomenographic analysis itself, everything may happen at once.  

The following outline provides an overview of this form-based process, experienced by both 

audience and performer: 

• Form-awareness is based on the aspects of the internal and external horizons 

• Form-breaking through dissolving and rearranging binaries, conventions, and ‘masks 

of duality’  

• Form-taking through playing with form 

• Form-making is momentary and dialectical  

• The awareness of, breaking of, taking, and making of categories of description as 

evolutionary synonym 

Multiple perspective phenomenographic analysis explores the coexisting gradients through 

developing categories of description from the data. 

I now move on to explore how this form-based process manifests itself in audience variation 

in ways of understanding disability. 

In a chapter titled ‘The Anatomy of Awareness’, Marton and Booth ask the question ‘What 

does it mean to experience something in a certain way?’ (86). We can ask the same 

question about disability in the context of a live, integrated dance performance: ‘What does it 

mean to experience the phenomenon known as disability in an integrated dance 

performance in a certain way?’ At the collective level, the question expands itself to ‘What 

are the different ways of experiencing the phenomenon we know as disability in an 

integrated dance performance?’ 

Looked at more closely, these different ways are ‘qualitative differences in the way things 

are experienced (understood, conceptualised, apprehended, etc.) – as phenomena’ (87). 

There are two aspects of the experience: the structural aspect, and the meaning aspect. 
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‘[Structure] presupposes meaning, and at the same time meaning presupposes structure. 

The two aspects, meaning and structure, are dialectically intertwined and occur 

simultaneously when we experience something’ (Ibid.) When one changes, the conditions for 

the other to change are created. We cannot assume that when one changes, so does the 

other, particularly when these changes refer to cognitive or conceptual changes, such as 

disability. When the landscape/components surrounding the phenomenon change, the 

understanding of the phenomenon and the relationships between the components of the 

phenomenon change as well. Our experience of disability on stage in a contemporary 

integrated dance performance is very different from our experience of disability in a 

supermarket where everyone is busy doing their weekly shop. 

But how is it different? A disabled individual does their weekly shop just as a disabled artist 

dances. The structure – that which forms the phenomenon known as disability – may appear 

to be the same, but the meaning is constrained by the meaning structures of supermarket 

activity. ‘The whole practice of “choosing something from the supermarket” is constituted and 

comes into being through language as well as non-verbal actions such as taking the item 

from the shelf’ (Williams et al. 2018: 166). Unless the ‘choreography of the weekly shop at 

the supermarket’, that is, the language and non-verbal actions associated with it, change, 

the meaning space and conceptualisation of disability is unlikely to change.  

Being more specific to variation in the integrated dance context, let us say that in a similar 

way, the structure is the physical presence of the phenomenon we know as disability. The 

full meaning that is present in and around that structure is encapsulated by those meanings 

given to it through the choreography, dancer, and audience. Should the structure of the 

presentation of the phenomenon we know as disability be changed by choreographer and 

dancer – and choreography – the experience of anomalous embodiment offered to the 

audience changes, and the meaning of the conceptualisation of disability in their awareness 

changes.  

Changing the structure of how anomalous embodiment is presented changes the external 

and internal horizons as well, because the context in which the phenomenon is experienced 

has changed. The internal horizon is akin to the external horizon of how the phenomenon is 

thought about. Conversely, changing meanings of disability in society may influence the 

choreography and performance of anomalous embodiment by choreographers and dancers.  
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6.1.1. Discussion on the significance of knowing the internal and external horizons of 

audience understanding of disability 

This section looks at what we can learn about audiences’ collective physical and ‘thought’ 

environment when audiencing a live integrated dance performance by studying the external 

and internal horizons revealed by phenomenographic analysis. The following points recap 

what external and internal horizons can tell us: 

• Identifying external horizons show us what is in the background of the immediate 

environment of the phenomenon (around the phenomenon) 

• Identifying internal horizons shows us the reference points that guide how we are 

seeing and understanding  

• Identifying external and internal horizons therefore also points to what we are not 

seeing  

• Identifying external and internal horizons gives us an idea of how we might 

understand (disability and dance) differently if we were to change what we see in the 

phenomenon and how we craft our relationships between the different points in the 

phenomenon 

This section applies the aspects of the internal and external horizon from the audience 

phenomenographic analysis in my research to illustrate these points. 

The external landscape or external horizon is ‘made up of the elements that surround the 

phenomenon of information which is being investigated’ (Smith 2010: 82). Marton and Booth 

(1997) use an example of seeing a deer in a dark forest to illustrate the external horizon. 

They explain that each experience has a boundary, and the boundary of seeing a deer in the 

dark forest includes ‘the dark forest against which the deer is discerned… [and] all other 

contexts in which related occurrences have been experienced (e.g., walks in the forests, 

deer in the zoo, nursery tales, reports of hunting incidents, etc.)’ (87). 

There are ten broad categories of external horizons. The ‘elements’ that surrounded 

audiences’ experience of anomalous embodiment were: 

1. Components of the performance (1) 

2. Nature of dance (2) 

3. Interpretation of the performance (3) 

4. Related to performers’ experience and ability (4) 

5. Publicity material (5) 

6. Meta external horizon (6) 

7. Target audience (7) 
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8. Link to personal experience (8) 

9. Performativity (9) 

10. Diversity (10) 

The external horizons tell us what is in the landscape of the ways of experiencing anomalous 

embodiment (the phenomenon we call disability) when watching Face In. They are there but 

may not directly give us an audience understanding of disability but are integral to its 

experience. For example, components of the performance, such as choreography, music, 

and the narrative (or lack of) were the external horizon for some individuals of the collective. 

Despite choreography, music, and narrative being key to some individuals’ (internal) 

understanding of disability, because we are looking at the audience as a collective, 

choreography, music, and narrative are noted as external horizons as well. 

The specificity of what can be external horizons for some of the collective but key to other 

member’s ways of understanding disability is useful for choreographers’, dancers’, and 

makers’ knowledge of how these aspects of their work are received. 

Of note is the fact that the use of a wheelchair and prosthetic devices such as crutches 

formed part of the external horizon for some of the collective. This is illustrative of the refusal 

to force a component of the experience (or the experiencer, at that) to have to be either 

categorised as internal or external horizon because what is an internal horizon for some may 

be the external horizon for others. As phenomenography is not individual-specific, the 

component is both internal and external. 

Details of each of the categories of the external horizon, as drawn from the audience 

interview transcriptions can be found in Appendix 5. 

The internal horizon consists of what is in the landscape of a way of thinking. Returning to 

Baldachinno’s point about art’s way of engaging audiences to ‘move outside the limits that 

reason sets’ (Baldachinno 2012: 2), internal horizons are akin to the limits of reason; in a 

way, they are the reasoning mechanism. They help to develop understandings of disability, 

for instance, most of the time without an awareness of doing so. Experiences of creative 

work may trigger subconscious thinking beyond the limits it has developed. However, ‘…to 

think beyond the limits does not mean to deny the limits. A way out is not a way of refusing 

responsibility for what is inside’ (Ibid.) Thinking cannot take place beyond our existing limits 

of reasoning without having a basis for reasoning to begin with. The identification of internal 

horizons of ways of thinking gives clues about the limits of reasoning at the start and at the 

end.  

When explored holistically, the seventeen aspects of the internal horizon that were identified 

from the phenomenographic analysis of the audience data presented a picture of the field of 
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awareness in which the audience was walking around. It also told the extent to which the 

audience dug up some fence posts and moved them. They did not tell themselves when they 

entered the theatre, ‘this is how I am going to reason differently after experiencing this 

performance’. Audience members can go into a performance with what they know and of 

what they are aware (or sometimes not). They work on the creative work, and let it work on 

them as they work on it. The creative work’s ‘…way out is a full acknowledgement of what 

defines and represents the world within its given boundaries of possibility. [For the audience, 

to] exit simply means to reach and take presentation outside the limits that set such 

boundaries’ (Ibid.) 

The internal landscape or internal horizon is made up of ‘the parts and their relationships, 

together with the contours of the phenomenon’ (Marton & Booth 1997: 87).79 The internal 

horizon is made up of aspects of the phenomenon and the relationships between these 

aspects and the phenomenon as an entity. I prefer to think of the internal horizon as aspects 

of the phenomenon that a person who experiences the phenomenon holds in their mind 

consciously and subconsciously. It is an element that frames ways of thinking about the 

phenomenon but is not the focus of the way of thinking. There are seventeen aspects that 

were classed as part of the internal horizon. 

1. The emotions they experienced (1) 

2. Their perception of physicality (2)  

3. Themes they saw in the performance (3)  

4. Their interpretation of what the performance was about (4)  

5. Questions the performance brought to their mind (5)  

6. Observation about possibilities in engaging diversity (6)  

7. Aspects of the performance that they focused on (7)  

8. How they made choices about what to look at (8)  

9. Critical of disability as a social construct (9)  

10. What dance is about to them (10)  

11. What their expectations of contemporary dance are (11)  

12. Their use of the concept of disability (12)  

13. Critical of expectations in dance (13)  

14. Felt like they needed more explanation about the performance (14)  

15. Experiential effect of performance (15) 

16. Perception of Candoco as a physically integrated dance company (16) 

 
79 It should be noted that Marton and Booth (1997: 87) add as a footnote ‘We may, however, use them 

somewhat differently, stretching them to meet our own approach’. 
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17. Company's choice of impairment (17) 

Each of these internal horizons were derived from the categorisation of internal horizons as 

identified in audience members’ responses. The detailed list of the internal horizons can be 

found in Appendix 6. 

 

6.1.2. Dancers’ internal and external horizons 

Dancers’ internal and external horizons are more a reflection of aspects of experience that 

performers are aware of when they perform (Face In and expanded to in general). 

The dancers’ internal horizons are the areas of internal awareness that were present as they 

thought about what the performance was to them. They went into that space of experiencing 

themselves performing Face In and talked about it. These areas of internal awareness are 

like pillars that hold up a covered space:  

1. Awareness of own state of mind when performing and how to manage that when the 

body wants to go somewhere that it should not 

2. Awareness of the extremity of things 

3. Awareness of impact on audience members 

4. Awareness of boundaries and levels of openness 

5. Ability to connect to self 

6. Awareness of other in relation to self; awareness of self in the other and vice versa 

The dancers’ external horizons are the aspects of the dancers’ environment that they were 

aware of as they considered what the performance was to them. The external horizon is 

significant in that it presents a landscape of the ways in which dancers understand Face In. 

The aspects of the dancers’ external horizons are: 

7 Choreographer (presence, intent, self) 

8 Choreographic process (state of mind) 

9 Movement of self in relation to other 

10 Audience experience in relation to own experience 

11 Structure of the work 

12 The white box 

13 Characters that emerge as the work is performed 

 

That the audience form an aspect of dancers’ internal and external horizons suggests a 

mutual relationship between the two groups, and that shifts of presence or ways of seeing 

and being in one group may influence the other.  
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Having explored the internal and external horizons, I now move to the categories of 

description that form the deconstructed ‘synonym’ of disability in the audience’s experience 

of Face In.  

 

6.1.3. Discussion of the categories of description of audience understanding of disability   

My objective in phenomenographic analysis – through revealing categories of description – is 

to develop ‘a conceptual framework for the distinctions’ (Marton and Booth 1997: 87). in the 

ways of understanding the phenomenon that I want to draw out. Six ways of understanding 

emerged from the analysis. These were rooted in core understandings about disability. They 

ranged from ideas of limitation, lack, or restriction, to ideas of neutrality, opening-up, or 

innovation. This section discusses the conceptual framework in detail and considers its 

implications for disability discourse and the multiplicity of ways of engaging the space of 

disability as a social construct.  

At this point, a revisiting of the relationship between the text with which I am working, i.e. the 

entirety of the analysed audience data, through to the revealed thirty-six categories of 

description and the ontological implications of the text seems appropriate.  

Chapter 4 brought up the point made by Marton and Booth (1997) that phenomenography 

does not confine itself to either realist or interpretivist philosophical positions because the 

phenomenographic object of interest exists in neither of those positions. Through working on 

the audience responses, it became clear that while some audience members looked at 

disability as the phenomenon itself, others focused on their experience of the dancers’ 

physicalities in relation to how they were engaging their bodies and their ability to move 

(‘movementability’). The concept of disability did not exist, even if momentarily.  

This subconscious redefinition of the phenomenon of interest, that is, from disability to ‘the 

physicalities in front of me and how engagement with the physicality takes place’ suggests 

that integrated dance offers a reality brought about by the event of integrated dance that is 

free of the concept of disability which co-exists with the existence of that concept. These three 

overlapping areas correspond with a critical realist ‘stratified’ ontology with layers that consist 

of the real, the actual, and the empirical planes of reality (Bhaskar 1975, 1998; Sayer 2000; 

Fairclough 2007). These layers are called domains.  

The real consists of ‘entities and structures of reality and the causal powers inherent to them 

as they independently exist’ (Wynn and Williams 2012: 790). The actual consists of events 

and non-events that take place because of the mechanisms and structures in the real, 

regardless of whether they are observed by humans. The empirical consists of events that are 
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observed and experienced (Ibid.) This stratification is significant because of its reduced or lack 

of significance outside the platform of an integrated dance performance. If experiencing an 

integrated dance performance can move audiences to travel between this stratified reality – a 

subconscious ontological event – what else can it ‘do’? How might makers and movement 

artists make the most of this capacity? 

The conceptual framework for the ways of understanding disability (conceptions) present in 

audiences’ collective experiencing of watching Face In is based on the following ways of 

understanding disability: 

1. Disability is understood in relation to impairment, reduced ability, physicality or body 

as a limitation, challenge, obstacle, imposed by self or other (1) [separation, 

integration] 

2. Disability is understood in relation to the disabled and non-disabled binary (2) 

[inclusion, normalisation] 

3. Disability relates to human movementability (ability to move/make movement), 

capacity and strengths. Ability and strength enable a ‘going beyond’ or transcendence’ 

of the physical (3) [Capacity and transcendence] 

4. A difference in everyone’s sameness; a similarity in difference (professionalism, ability, 

physicality, excellence) e.g. types of disability; strength and skill (4) [pluralism] 

5. With reference to impairment or disability or physicality: enabler of creating a new 

space for thinking about phenomena and concepts (about physicality, dance, bodies) 

(5) [innovation, revolution] 

6. Created and reinforced by society (6) 

At the end of each of these conceptions there is a term or a pair of terms that encapsulate the 

essence of the conception. Put together, these provide a broad conceptual framework of the 

ways of understanding disability present in audiences of Face In: 

I. Separation and integration 

II. Inclusion and normalisation 

III. Capacity and transcendence 

IV. Pluralism 

V. Innovation, revolution 

VI. Social constructionism 
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The encapsulations expand into the following configuration: 

1. Separation 

2. Integration80 (integrated dance welcomes disabled dancers into the dance with no 

or few modifications made) 

3. Inclusion81 (a working/learning environment is made accessible for all participants 

via modifications from the start) 

4. Normalisation 

5. Capacity and transcendence 

6. Pluralization 

7. Innovation 

8. Revolution 

9. Social constructionism 

Integration suggests that the disabled dancer can participate, albeit with no (or minimal) 

modifications made, but the focus remains on the dancer fitting into the dance. Inclusion 

suggests that modifications are made to existing structures to ensure disabled dancers are 

included from the start. Based on these two sentences it is already evident that the 

conversation about which term should be used in which context and for what purpose is 

complex. There are artists who strongly believe that making structural changes to 

accommodate disabled individuals is disrespectful to their unique presence. Others take the 

position that modifications are necessary to enable access to social, organizational, cultural, 

and professional spaces in the first place. It may be that both positions are equally necessary, 

and that the choice of approach becomes more a matter of suitability with the individual.  

The following section elaborates on each of these encapsulations and explores its relation to 

the performative possibilities of dance and the concept of disability. These encapsulations 

may be read specifically to – but at the same time are not restricted to – audiences of Face 

In. The breadth of the conceptions offers horizontal and vertical generalisability (Stephens 

1982) of the variation in ways of understanding the phenomenon known as disability in 

audiences of live integrated dance across different live integrated dance performance settings. 

Horizontal generalisability suggests that the findings can be applied across settings. Vertical 

generalisability suggests that the findings can deepen and expand insight to existing theories 

 
80 Integration: ‘the process of becoming a full member of a group or society and becoming involved completely 
in its activities’ (‘Integration’, Macmillan Dictionary Online). Note that integration is becoming involved 
completely in its activities based on existing structures) 
81 Inclusion: ‘the belief that all people should feel that they are included in society, even if they lack some 

advantages’ (‘Inclusion’, Macmillan Dictionary Online). Note that inclusive practices require some 

modifications to existing structures to ensure people feel included. 
 



 
 

188 
 

and understandings of a concept (Johnson 1997; Kearney 2001; Yardley 2008 cited in Cassidy 

2010: 12). 

While phenomenography’s object of interest is not individual comments, our discussion on 

these encapsulations will feature comments made by individual audience members. I am 

treating this aspect of the process as separate from the phenomenographic process (albeit 

directly derived from it). Apart from being illustrative of the abstraction process that took place 

in the phenomenographic analysis, these individual audience comments also provide 

examples of the encapsulation from a primary source. 

 

1. Separation 

There is a clear division between the concepts of disability and non-disability. Either disability 

or ‘non-disability’ provide the basis for the existence of the other. The meeting and co-

dependent existence of representations of the binary concepts of disability and ‘non-disability’ 

in integrated dance do not cancel the event of the other.  

The following audience member did not expect the company to be composed of disabled and 

non-disabled dancers. There is the acknowledgement of dance companies for disabled people 

and dance companies for non-disabled people. The presence of disabled and non-disabled 

dancers in the same company is unexpected. Integration in dance creates interaction that is 

different from a company that has either only disabled dancers or only non-disabled artists. 

‘To be honest I thought Candoco was a company for disabled people so it’s 
interesting to know that it’s also a company for non-disabled people. I suppose 
the interaction between everyone was slightly different and unexpected 
because of that?’ 
 

This audience member’s understanding of disability and non-disability is based on a presence 

or non-presence of ‘issues’. If an audience member has ‘those sort of issues’, and they watch 

a dancer with similar ‘issues’ they will feel inspired.   

‘I think it’s really inspirational for people who have got those sort of issues. 
They really are.’ 

 

2. Integration (disabled dancers welcome, no or few modifications made) 

Multiple responses talked about a natural, unnoticeable blending in of disabled dancers and 

non-disabled dancers. This respondent brings up the significance of the company not needing 

to ‘try to erase any difference about physical disability’ in connection to their experience of 

there being no difference.  
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I liked the way they managed to play with colours and other things and the fact 
that it [didn’t try] to erase any difference about physical disability to integrate 
disabled dancers with non-disabled dancers. It’s important that you couldn’t’ 
even find any difference.  
 

Note that the disabled dancers are integrated with non-disabled dancers. 
 

In the following response the audience member chooses not to complete their sentence ‘…in 

a performance where, you know usually you wouldn’t [see them]’. ‘It was nice to see sort of 

people who were different, with different conditions…’ suggests that the expectation for 

contemporary dance is to see people who are not different and with the same conditions 

(physicalities). The former can be interpreted as visual uniformity and sameness and the latter 

can be interpreted as physicality. 

it was just really… it was nice to see sort of people who were different, with 
different conditions, kind of being able to take part and integrate in a 
performance where, you know usually you wouldn’t- you know, I’ve never seen 
anything like that before. So it kind of brings up sort of like, hope as well. 

 

3. Inclusion (modifications made) 

While this audience member’s use of the binary ‘able-bodied and disabled’ suggests a way of 

understanding disability based on the presence or absence of ability, this response also 

suggests that modifications are made by both disabled and non-disabled dancers to support 

or ‘work off each other’. This notion of making modifications to ‘structures’ to ensure that every 

individual is involved (in society) is inclusion flipped. It is a reversal of inclusion.  

i.e. the other way round I really enjoyed the interaction between the dancers, 
the sort of able-bodied and disabled- it’s just so beautiful the way they were 
able to sort of work off each other. And not that the able-bodied dancer was 
supporting, it was both ways and just sort of completely using that amazing 
strength where you’re just like, how are you doing that- I don’t know how you’re 
doing that. 
 

The following statement was made by an audience member who identifies as disabled. The 

statement suggests that to them, normal is a space that they do not often see individuals who 

are similar to them – the ‘someone’ – inhabit. The ‘someone’ – in this case, a collective 

identifier – is often positioned in the space of ‘not-normal’. 

It was good in seeing someone dance normal. 

 

4. Normalisation 

Normalisation is focused on bringing the social basis of a disabled individual’s role and identity 

to be the same as that which is considered the standard, which suggests that the starting point 

is different from the standard that has been set (Perrin 1999: 181 citing Ericsson 1992). 
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Applied to the context of watching integrated dance, normalisation becomes about being able 

to experience and critique a performance featuring disabled artists based on the same 

standards at that of the historical-through-to-contemporary standards of any professional 

dance group. The majority of standard-setting dance companies do not feature disabled 

artists. 

Consequently, the following response establishes that there is a ‘normal perception’, and that 

dance groups that can identify as disabled dance groups do not meet that ‘normal perception’. 

As a result of the quality and professionalism of Candoco’s performance, disability is not in 

the foreground. disability is part of the space, but not the focus, in the face of professionalism. 

…your normal perception would be that this is a disabled dance group but it 
didn’t come across as that at all. It was just a professional dance group 
 

This second response under ‘normalisation’ illustrates this audience member’s desire for 

moving beyond normalisation. The disabled artists on stage, especially the dancer using a 

wheelchair, can offer movements and artistry that is different from those that are ‘typically 

contemporary dance’. Normalisation becomes a condition of stagnation. Yet it is also a 

forerunner to a new movement.  

I thought the dancer in the chair was really great both in and out of the chair. He 
had a really interesting physicality. However, sometimes movements were more 
typically contemporary dance. 

 

5. Capacity and transcendence 

Capacity has to do with audience expectation (which is based on conditioning) of the abilities 

of the dancers in relation to their observed physicality. Prosthetic devices or mobility aids were 

influences. Combined with never having seen a dancer using a wheelchair ‘move like that’, 

the following response illustrates the impact of witnessing their ability to move beyond the 

expected capacity. There is a flow of thought between the use of a wheelchair, perceived 

limitations created due to being in a wheelchair, moving beyond the expected capacity, and 

the lines between ‘ability’ or disability blurring as a result of the experience of movement.  

For one, I’ve never seen anyone move like that in a wheelchair, so that is very, 
very different. It was just like there is no limits at all to anyone. What their ability 
or disability was, so it’s pretty cool.  
 

When the following audience member says that the dancers show ‘how much more you can 

do dance’ in relation to themselves, they are saying that prior to watching this performance 

they had an expectation of the capacity of the dancers. The audience member recognises 

that this ‘doing more’ can be attributed to dance. The dancers in this performance 

demonstrate that this is possible.  
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I think it’s shown how much more you can do dance. Like she said, we dance, 
but we wouldn’t do like flipping each other. Like even the people who weren’t in 
wheelchairs, who were amputees and things like that. Like, no matter what, 
they could all do (___) see it. There is no limit to dance. 
 
6. Pluralism 

The notion of pluralism emerging as one of the components of the conceptual framework 

provides an opportune moment to draw parallels between the multiplicity of ways of 

understanding disability that emerges from the phenomenographic analysis of audience 

experience of Face In and what Garoian (2013) calls the ‘creative and political agency that is 

enabled through the prosthetic pedagogy of art in terms of Deleuzeguattarian embodiment’ 

(136). I realise that with regards to my addressing the variety of ways of understanding 

disability, I have been relating indirectly to terms associated with Deleuze and Guattari such 

as multiplicities, assemblages, rhizomes, and bodies without organs. Garoian dedicates a 

chapter of his exploration of The Prosthetic Pedagogy of Art (also the title of his 2013 book) 

to how Deleuze and Guattari and disability scholars have advocated ‘for the creative agency 

of all bodies regardless of their differences’ through an application of the rhizomatic 

assemblage of Deleuzeguattarian embodiment (Ibid). Paralleling that which 

phenomenographic analysis has provided, there are many ways of understanding the 

phenomenon that we have constructed as the well-formed concept of disability. The presence 

of this phenomenon itself has a deeper structural core, one that we find difficult to connect to 

because of the fabric of everyday reality, because of the simulacra of language and ideology 

(Baudrillard 1981). Yet all of these appearing nodules are connected at the root. The focus of 

my research on audience ways of understanding disability adds a different angle to the 

theoretical discussion as the focus of Deleuzeguattarian embodiment and disability scholars 

is more on the experience of being disabled, and less so on audiences’ collective experience 

of watching the phenomenon known as disability in live integrated performances. 

The following responses puts the advocacy of the ‘creative agency of all bodies regardless of 

their differences’ (Ibid: 136) in the form of everyday conversation: 

They’re all nominally doing the same moves, but obviously some of them have 
two hands and some of them don’t and some of them have two feet and some 
of them don’t, and they’re still the same moves but I think it’s a sort of 
celebration of what you can do and what you can’t do or what you… doesn’t 
matter. 
 
I always feel like, seeing inclusive dance isn’t just sort of one type of disability. 
It’s exercises in performing plurality, which I think is really important in our 
current day and age. And to show that people can be at a level of excellence 
together in their own- navigating their own particular way of being. 
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Pluralism, or more accurately, epistemological pluralism (Turkle and Papert 1992), becomes 

a way of seeing, a way of understanding82.  

The root of all epistemological pluralism in dance and disability for this audience member is 

that they like to watch how different people do dance differently.  

I just really like to watch dance, so yeah, in different forms, so it’s interesting to 
see how people do it differently. 

 

7. Innovation 

Linking from opening-up spaces for creative agency, several responses brought up the fact 

that the prostheses became a source of innovation of movement. The prostheses lead to the 

creation of new ways and forms of moving. Ways of engaging physicality had been developed 

that would have been impossible without any prosthesis. This approach to disability is 

illuminated in the following responses: 

it showed what’s possible, so for example there is a performer there in a 
wheelchair. Usually you only see people using their own bodies. They’re using 
something external to that. And created kind of a beautiful movement with that. 
Yeah just kind of it shows just how many amazing movements can come from 
people and what they have to offer. 
 
To me, what’s appealing is how you can use what’s normally considered as a 
difficulty to do something new. 
 

There is an element of surprise in innovation. For what is surprise, but an event where we 

experience something we did not expect from an object of our attention or from a situation of 

which we think we have a prior understanding? 

I always find dance really difficult to interpret, it was high energy and high quality 
but at the same time I suppose there were unexpected things that happened like 
when the lady with the crutches suspended herself by balancing on the crutches. 
I think you have to be prepared to be shocked by certain things that occur. 
 

The following response illustrates a desire for more exploration of what movement can be 

created from the physicalities. The phrase ‘not necessarily linked to dance technique’ offers 

a liberation from the constraints of dance technique linking disability to freedom from the 

constraints of the expectations of specific types of dance, such as contemporary dance.  

it links to seeing the potential of performers and their distinctiveness. Anything 
around how a body can be interesting to look at, it’s not necessarily linked to 
dance technique, it is about the physicality of that particular body that I find really 
interesting and I suppose wanted more of. More exploration. 

 
82 In that vein, in future research, it may be pertinent to ask audiences to share all the different ways of 

understanding the phenomenon known as disability that come to mind as they are watching such 
performances. 
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8. Revolution 

Revolution in this context means a fundamental change in the way we think about or do things. 

This response suggests that exploring how physical diversity can be engaged creatively in an 

environment that traditionally values standards and uniformity requires an approach that does 

not accept those standards and uniformity as the determinant of the quality of a performance. 

A revolution in the making of integrated dance can trigger a change in viewing integrated 

dance (or dance as a whole). 

 I wanted to see something that made the most of the unique diversity there is 
on stage so what I wasn’t interested in seeing was stuff that made 
compromises. I wanted to see stuff that I couldn’t see on stage with a group of 
more standardly uniform non-disabled dancers. 
 

Dancing can embrace and challenge the human form. Yet acknowledging the diversity of the 

human form in ways that ‘aren’t immediately obvious’ can create radical changes in dance 

as an art form. 

I think the importance of challenging the human form, of finding different ways 
to move, ways that aren’t immediately obvious. Different ways of being, 
different experiences, how different bodies move, how different bodies 
experience different things, the impact of different stresses on different bodies, 
and the effect that that has. Being able to demonstrate such a rich material in 
terms of internal and external narratives. That was really interesting. Yeah, and 
just challenging the general view on ability, and what ability is. And who can 
dance, and who is able to dance.  
 

Dance as a form of expression and communication moves the performer away from spaces 

associated with any aspect of lack of ability or physicality. When the following audience 

member explains that ‘they incorporate their ‘disabilities’ into the flow of the dance’, they are 

saying that the impairment or disability does not become the dance, but that movement and 

expression (and nothing more) are the dance. There is no disability in this context. 

By the fluidity of the movements, they incorporate their disabilities into the flow 
of the dance. So, the dance suggests, as I said, that there is nothing wrong with 
them because they can dance like that. They are able to dance and express 
with dance what people express with dance. 
 

Bringing up a point of contrast, such as the fact that disabled artists can move in ways that 

non-disabled artists cannot, suggests that what this audience member experiences is the 

development of a new dance form.  

By the fluidity of the dance, they demonstrate how they can actually use these 
abilities to do dance moves that able-bodied dancers can’t do. So, this 
fascinates you. They are actually using it to create a dance form. That in the 
end is what it’s about. 
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9. Social constructionism 

The following audience member discusses the moment when they experienced the meta-

awareness of the source of disability as ‘problem’. The phrase ‘the problem is really yours 

when you look at them’ suggests that what is ‘seen’ is a result of widely shared assumptions 

that an audience member has taken up to inform their reality. Seeing a performance such as 

Face In disturbs these assumptions in such a way that the audience member may become 

aware that they are assumptions in the first place. 

So, when you see disabled people dancing like that with an obvious awareness 
and fluidity then you realise the problem is really yours when you look at them. 
So [this is] very challenging. Because no matter what anyone says when you 
first see a person with a truncated arm you react. Negative or positive, again, 
that’s about your own psychology. 
 

While the following response does not directly bring up disability as a social construct, they do 

talk about dance as being socially constructed and as a result they indirectly say that the 

configuration of disability as a social construct can be de-constructed and reconstructed. 

It’s easy to think that just because someone, for example, is missing a leg, that 
they won’t be able to dance because dance is about moving about on the stage 
and you know, quite physical, but if they were to come watch the performance it 
would change their perception about disability and what is achievable. 
 

Forming a broad conceptual framework for the different ways of understanding disability in the 

audience of Face In, these nine encapsulations may be useful when applied to thinking about 

disability in relation to dance. 

At this point we turn our attention to the details of our conceptual framework. Grue (2015) 

notes the need for ‘nuance in analysis’ in engaging socio-political representations of disability 

because representations also serve as arguments, which ‘implicitly or explicitly…come to 

express not only how the world is, but how the world should be’ (7). The categories of 

description revealed through the cross-tabulation of conceptions and foci of variation provide 

this nuance – a synonym for disability that is not confined by existing assumptions and 

constructions of disability.  

These thirty-six categories of description, revealing ‘further degrees of meaning’ 83  were 

developed by placing the ways of understanding in relation to nine aspects of the performance 

on which audience members focused. These were used to create a series of descriptors which 

further break down the ways of understanding. It should be kept in mind that these categories 

of description mutually sit alongside each other. Any judgement on preferability or superiority 

is purely from the individual engaging these categories of description. The variation is, 

 
83 Marton and Booth 1997; 87. 
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ultimately, recognition that there is diversity in ‘experience, capability for experiencing, [and] 

differences in capability for experiencing’ (Marton and Booth 1998: 208).   

The categories of description are a practice of exploring the phenomenon we know as 

disability through a variety of foci in the eyes of an integrated dance audience. 

The following section presents each category of description followed by a brief explanation. 

Series 1: Focus on Movements and communication by, strength and skills of performers 

(specific and non-specific) (1) 

Overcoming struggle, dealing with impairment- inspirational (1A)  

Because disability is understood as a limitation or challenge imposed by the self or other, 

when experiencing the movements (strength and skills) and communication of the 

performers, the ability to make such movements and communication is interpreted as 

overcoming struggle. The act of facing obstacles and overcoming them may be perceived as 

commendable and action to which all individuals should aspire, that is, it is inspirational. 

Disability is not noticeable- normalisation (1B)  

Because disability is determined as an absence or presence of impairment, when 

experiencing the movements (strength and skills) and communication of the performers, 

disability is considered unnoticeable because of the degree of strength, skilfulness, and 

communicability of the performers. 

Transcendence of the physical- moveability (1C)  

Because disability is understood as an aspect of human movementability, capacity, and 

strength (among other aspects), the ability and strength embodied enables a 'going-

beyond'/transcendence of the physical. 

Performance of plurality (1D)  

Because disability is an element of difference in everyone's sameness (D), when 

experiencing movements (strength and skills) and communication of the performers, the 

performance becomes one of plurality. 

Innovation (1E)  

Because disability is understood as enabler of the creation of a new space for thinking about 

phenomenon and concepts (about physicality, dance, bodies), it is an agent of change (E), 

and experiencing movements (strength and skills) and communication of the performers 

becomes about the innovation in dance and physicality that is brought about because of 

anomalous embodiment/disability. 
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Externalisation (1F) 

Disability is understood as a concept and consequence created and reinforced by society 

(F). This is significant as the manifestation of a social constructivist approach is undertaken 

by the audience. When experiencing movements (strength and skills) and communication of 

the performers, disability is a concept external to the experience. 

 

Series 2: Focus is on the nature of unique physicalities (which create difference) in relation 

to creativity (2) 

Focus is on impairment and/or accessibility equipment (2A) 

Because disability is understood as a limitation or challenge imposed by the self or other, 

exploration of the nature of unique physicalities in relation to creativity during the 

performance involves a focus on the impairment and/or accessibility equipment. 

Focus is on the absence or presence of impairment (2B) 

Because disability is determined as an absence or presence of impairment, the aspect of 

physicality that is focused on is whether an impairment is present. 

Focus is on ability to move with own physicality (2C)  

Because disability is understood as an aspect of human movementability, capacity, and 

strength (among other aspects), the aspect of physicality that is focused on is the ability to 

move with one’s own physicality.  

Focus is on shared humanity and diversity of individuality (2D)  

Because disability is an element of difference in everyone's sameness (D), the aspect of 

physicality that is focused on is how we are all human and differences such as 

disability/anomalous embodiment are part of our diversity.   

Focus is on how physicality enables innovation (2E) 

Because disability is understood as enabler of the creation of a new space for thinking about 

phenomenon and concepts (about physicality, dance, bodies), it is an agent of change (E), 

the aspect of physicality that is focused on is how difference in physicality is an enabler of 

innovation.  
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Focus is on physicality as social critique (2F) 

disability is understood as a concept and consequence created and reinforced by society 

(F). Differences in physicality in the performance provide a reference point for social critique 

surrounding difference. 

 

Series 3: Experience, professionalism, individualism of dancers (3) 

Professionalism makes the dancers look normal (3A)  

Because disability is understood as a limitation or challenge imposed by the self or other, a 

disabled dancer’s professionalism determines their comparability with non-disabled dancers, 

who are perceived as the ‘norm’ or normal.  

Professionalism makes disability unnoticeable (3B)  

Because disability is determined as an absence or presence of impairment, the level of 

professionalism that dancers imbue render any disability to be ‘perceived as unnoticeable’.  

Professionalism is separate from impairment (3C)  

Because disability is understood as an aspect of human movementability, capacity, and 

strength (among other aspects), professionalism is perceived to be separate from the 

impairment i.e. whether or not an artist is professional about their work should not be 

referenced against whether or not the artist has an impairment.  

Professionalism means equality of standards for all (3D)  

Because disability is understood as an element of difference in everyone's sameness (D), 

disabled artists’ professionalism allows audience experience to be based on equal standards 

to non-disabled artists. That is, instead of experiencing a performance by disabled artists, 

the performance is by professional artists. 

Anticipation of possibilities (3E)  

Because disability is understood as an enabler of the creation of a new space for thinking 

about phenomenon and concepts (about physicality, dance, bodies), and as an agent of 

change (E), audience experience becomes about anticipating possibility instead of expecting 

to see the impossibilities of movement as a result of impairment.  

Professionalism challenges social constructions of disability (3F) 

Disability is understood as a concept and consequence created and reinforced by society 

(F). Consequently, in a dance performance featuring disabled artists, experiencing 
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professionalism becomes the catalyst of challenging predominantly ‘limiting’ constructions of 

disability. 

 

Series 4: Interpretation of performance (can be related to understanding of disability) (4) 

Performance is a response to impairment (4A)  

Because disability is understood as a limitation or challenge imposed by the self or other, 

disabled artists performing is interpreted firstly as a response to the presence of the 

impairment. 

Performance is a representation of the possibilities of integration (4B)  

Because disability is determined as an absence or presence of impairment, disabled artists 

performing demonstrates the possibilities of integration, especially when some of the 

performers are disabled whilst others are non-disabled. 

Performance is choreography of movement through bodies (4C)  

Because disability is understood as an aspect of human movementability, capacity, and 

strength (among other aspects), a performance by disabled artists is interpreted as the 

choreography of movement through the body. 

Performance is a personal experience (related to self) (4D)  

Because disability is an element of difference (out of many other differences) in everyone's 

sameness (D), a performance is a personal experience for bother performer and audience 

member. 

Performance is an abstract experience; performance facilitates [the] questioning [of 

concepts] (4E)  

Because disability is understood as enabler of the creation of a new space for thinking about 

phenomenon and concepts (about physicality, dance, bodies), disability itself is an agent of 

change (E), and consequently it facilitates questioning. 

Performance is a provocation (4F) 

disability is understood as a concept and consequence created and reinforced by society 

(F). A performance by disabled artists is interpreted to be a provocation of the existing space 

of disability. 
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Series 5: Dancers of all physicalities working together (5) 

Separation, integration (5A)  

Because disability is understood as a limitation or challenge imposed by the self or other, 

experiencing dancers of all physicalities working together i.e. disabled and non-disabled is 

based on the separation in the disabled and non-disabled binary. A performance featuring 

disabled and non-disabled artists is an act of integration of disability into the existing 

expectations of professional contemporary dance. 

Normalisation inclusion, (5B)  

Because disability is determined as an absence or presence of impairment, experiencing 

dancers of all physicalities working together is perceived as a form of normalisation of 

disability, where disabled dancers are present in the same way as non-disabled dancers. 

They are professional dancers with an impairment. 

Equalisation (5C)  

Because disability is understood as an aspect of human movementability, capacity, and 

strength (among other aspects), the performance is a space where every dancer has a 

unique physicality and that is what makes them equal. 

Pluralisation (5D)  

Because disability is understood as an element of difference in everyone's sameness (D), 

experiencing dancers of all physicalities working together becomes a process of 

pluralisation, where differences are interdependent and combined as part of the whole 

(company and performance). 

Innovation, re-creation (5E)  

Because disability is understood as enabling a new space for thinking about phenomenon 

and concepts (about physicality, dance, bodies), dancers of all physicalities working together 

is perceived as a process that leads to innovation and new creations.  

Revolution (5F) 

Disability is understood as a concept and consequence created and reinforced by society 

(F). Experiencing dancers of all physicalities working together disrupts existing frameworks 

of disability, as well as those of dance and contemporary dance.  

 



 
 

200 
 

Series 6: Nature of dance and a dance performance taking all its components into 

consideration (6) [what dance can do to our experience of the body] 

There is a historical dancing body (6A)  

As disability is understood as a limitation or challenge imposed by the self or other, the 

nature of dance and the nature of a dance performance are dominated by images of 

‘legitimate’ dancing bodies based on past and present conventions in dance and popular 

culture. These images have not included the disabled body.  

There is a normative dancing body (6B)  

Because disability is determined as an absence or presence of impairment, when 

considering the nature of dance and the nature of a dance performance, there is a dancing 

body that is considered ‘normal’. The body with an impairment – the disabled body – is 

considered ‘not-normal’. 

There is a moving body (6C)  

Because disability is understood as an aspect of human movementability, capacity, and 

strength (among other aspects), the nature of dance and dance performances have 

foundations in bodies that move, regardless of the nature of the body. 

There are multiple dancing bodies (6D)  

Because disability is an element of difference in everyone's sameness (D), the nature of 

dance and dance performances is experienced through the understanding that there are 

multiple dancing bodies, discarding the notion of legitimate, normal, or standard dancing 

bodies. 

The body becomes the dance (6E)  

Because disability is understood as enabler of the creation of a new space for thinking about 

phenomenon and concepts (about physicality, dance, bodies), dance and the dance 

performance no longer define the body. The body and bodies become the dance. 

Experiencing the body is the reason for the dance, the dance is not the reason why the body 

is being experienced (by an audience). 

The dance is the audience member's relationship with society and the body (6F) 

disability is understood as a concept and consequence created and reinforced by society 

(F). The nature of dance and dance performance is the relationship between the audience, 

society, and the body. 
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Series 7: Source of emotions in the choreographing and the choreography itself (7) 

Presence of impairment is the source of emotions (7A)  

Because disability is understood as a limitation or challenge imposed by the self or other, the 

presence of impairment can become the source of emotions in the choreography. 

Apparent absence of disability is the source of emotions (7B)  

Because disability is determined as an absence or presence of impairment, the (perceived) 

absence of disability can become the source of emotions. 

Engagement with physicalities is the source of emotions (7C)  

Because disability is understood as an aspect of human movementability, capacity, and 

strength (among other aspects), the dancers’ engagement with their own physicality can 

become the source of emotions. 

How individual audience members relate to performers is a source of emotions (7D)  

Because disability is an element of difference in everyone's sameness (D), how individual 

audience members (self and other) relate to performers is a source of emotions. 

Experiencing dissonance, expansion, and opening of conceptual spaces is a source of 

emotions (7E)  

Because disability is understood as enabler of the creation of a new space for thinking about 

phenomenon and concepts (about physicality, dance, bodies) the opportunity to experience 

dissonance, expansion, and the opening of conceptual spaces can be a source of emotions.  

Juxtaposition of society on and off stage as a source of emotions (7F) 

Because disability is understood as a concept and consequence created and reinforced by 

society (F), positioning what is understood of society onstage and offstage can become a 

source of emotions. 

 

Series 8: Experience of contemporary dance – first time seeing a performer with a different 

physicality (8) 

Unfamiliar (8A)  

Because disability is understood as a limitation or challenge imposed by the self or other, the 

first-time seeing dancers with different physicalities in contemporary dance brings up an 



 
 

202 
 

experience of unfamiliarity. This is the case even if there is familiarity with contemporary 

dance. 

Familiarity contextualised by disabled/non-disabled binary (8B)  

Because disability is determined as an absence or presence of impairment, the experience 

of familiarity of seeing dancers with different physicalities is contextualised by the 

disabled/’non-disabled binary’. 

Familiarity contextualised by skills/strength in movement (8C)  

Because disability is understood as an aspect of human movementability, capacity, and 

strength (among other aspects), the experience of familiarity of seeing dancers with different 

physicalities is contextualised by the skill and strength in movement performed. 

Familiarity irrelevant (8D)  

Because disability is an element of difference in everyone's sameness (D), the experience of 

familiarity with contemporary dance and seeing dancers with different physicalities is not a 

factor in experiencing the performance. 

Familiarity contextualised by a desire for the unfamiliar (nothing is familiar) (8E)  

Because disability is understood as enabler of the creation of a new space for thinking about 

phenomenon and concepts (about physicality, dance, bodies), the experience of familiarity of 

seeing dancers with different physicalities performing is contextualised by a desire for the 

unfamiliar, i.e. nothing is treated as familiar.  

Familiarity contextualised by critique of society (8F) 

Because disability is understood as a concept and consequence created and reinforced by 

society (F), the experience of familiarity with seeing dancers with different physicalities is 

contextualised by a critique of society.  

 

Series 9: Approach to experiencing live dance (as an audience) (9) 

Freedom of moving regardless of your physicality (9A)  

Because disability is understood as a limitation or challenge imposed by the self or other, the 

approach to experiencing live dance as an audience is that dancers have a freedom of 

movement regardless of their physicality. 
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Absence or presence of impairment are neutral aspects of physicality (9B)  

Because disability is determined as an absence or presence of impairment, the approach to 

experiencing live dance as an audience is that there is a neutrality about all aspects of 

dancers’ physicalities. This includes the absence or presence of impairment. 

Ability, strength, and physicality coming together to provide a counterpoint to the ideology of 

ability/ableism (9C) 

Because disability is understood as an aspect of human movementability, capacity, and 

strength (among other aspects), the approach to experiencing live dance as an audience is 

that ability, strength, and physicality meet to provide a counterpoint to the ideology of 

ability/ableism. 

Every individual performer is part of the same company and part of making the performance 

happen (9D)  

Because disability is an element of difference in everyone's sameness (D), the approach to 

experiencing live dance as an audience is that every individual performer is part of the same 

company and part of making the performance happen, because of their unique physicalities. 

Provides a space to reflect on the existing contemporary dance context and the ideology of 

ability and ableism (9E) 

Because disability is understood as enabler of the creation of a new space for thinking about 

phenomenon and concepts (about physicality, dance, bodies), the approach to experiencing 

live dance as an audience is that the performance provides a space to reflect on the existing 

contemporary dance context and the ideology of ability and ableism. 

As an approach to questioning of society's whole premise of/for ableism and disableism i.e. 

the labour market in a capitalist society (9F) 

disability is understood as a concept and consequence created and reinforced by society 

(F). The approach to experiencing live dance as an audience is that the performance 

enables the questioning of society's whole premise of/for ableism and disableism, i.e. the 

labour market in a capitalist society. 

Having set out a description for each of the categories of descriptions, how can we use 

these conceptions, categories of description, and outcome space? The following section 

explores how the outcome space can be used to develop questions for reflection and 

discussion on disability in the development of creative work. 
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6.1.4. Using the outcome space as a source of questions for reflection on disability in 

the development of creative work (Reflection and discussion resource) 

The outcome space lays out the ‘different patterns of awareness and non-awareness of 

component parts’ (Åkerlind 2018: 3) of understandings of disability. It can be used to support 

the evaluation and development of integrated contemporary dance work by revealing the 

sources of what may be perceived as limiting ways of understanding disability. The premise, 

of course, is that makers and performers of contemporary integrated dance aim to make 

work that engages ways of understanding disability that are ‘less’ limiting. Identifying focal 

points in audience experience that affect their understanding of disability when watching 

integrated dance can inform and enhance the choreographic process. 

 

One way of using the outcome space to start or continue conversations about creativity is by 

asking questions about makers’ relationship with disability themselves. This could be in 

relation to their practice, their work, or their potential audience. Below are a series of 

questions that makers can ask about their work. They can then respond to each question in 

each series by identifying which category or categories of description with which they most 

identify. 

For example, the suggestion might be to ‘select one category of description under each of 

these series, based on your response to the following questions’: 

• What is your relationship to disability? 

• What is your work’s relationship to disability? 

• What would you like your audience’s relationship to disability to be? 

• What do you perceive to be society’s dominant relationship to disability and dance? 

• In an ideal world, what would be your relationship to disability?’ 

The respondent would then select one of the categories of description in each of these 

series in response to each question, i.e. each series would produce five selections, and all 

nine series would produce forty-five selections. 

Series 1: Focus on Movements and communication by performers, strength and skills of 

performers (specific and non-specific) (1) 

Overcoming struggle, dealing with impairment – inspirational (1A)  

disability is not noticeable – normalisation (1B)  

Transcendence of the physical – moveability (1C)  

Performance of plurality (1D)  

Innovation (1E)  
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Externalisation (1F) 

 

Series 2: Focus on the nature of unique physicalities (which create difference) in relation to 

creativity (2) 

Focus is on impairment and/or accessibility equipment (2A) 

Focus is on the absence or presence of impairment (2B) 

Focus is on ability to move with own physicality (2C)  

Focus is on shared humanity and diversity of individuality (2D)  

Focus is on how physicality enables innovation (2E) 

Focus is on physicality as social critique (2F) 

 

Series 3: Experience, professionalism, individualism of dancers (3) 

Professionalism makes the dancers look normal (3A)  

Professionalism makes disability unnoticeable (3B)  

Professionalism is separate from impairment (3C)  

Professionalism means equality of standards for all (3D)  

Anticipation of possibilities (3E)  

Professionalism challenges social constructions of disability (3F) 

 

Series 4: Interpretation of performance (can be related to understanding of disability) (4) 

Performance is a response to impairment (4A)  

Performance is a representation of the possibilities of integration (4B)  

Performance is choreography of movement through bodies (4C)  

Performance is a personal experience (related to self) (4D)  

Performance is an abstract experience; performance facilitates [the] questioning [of 

concepts] (4E) 

Performance is a provocation (4F) 

 

Series 5: Dancers of all physicalities working together (5) 

Separation, integration (5A)  

Normalisation inclusion, (5B)  

Equalisation (5C)  

Pluralisation (5D)  

Innovation, re-creation (5E)  
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Revolution (5F) 

 

Series 6: Nature of dance and a dance performance taking all its components into 

consideration (6) [what dance can do to our experience of the body] 

There is a historical dancing body (6A)  

There is a normative dancing body (6B)  

There is a moving body (6C)  

There are multiple dancing bodies (6D)  

The body becomes the dance (6E)  

The dance is the audience member's relationship with society and the body (6F) 

 

Series 7: Source of emotions in the choreography and the choreography itself (7) 

Presence of impairment is the source of emotions (7A)  

Apparent absence of disability is the source of emotions (7B)  

Engagement with physicalities is the source of emotions (7C)  

How individual audience members relate to performers is a source of emotions (7D)  

Experiencing dissonance, expansion, and opening of conceptual spaces is a source of 

emotions (7E) 

Juxtaposition of society on and off stage as a source of emotions (7F) 

 

Series 8: Experience of contemporary dance – first time seeing a performer with a different 

physicality (8) 

Unfamiliar (8A)  

Familiarity contextualised by disabled/non-disabled binary (8B)  

Familiarity contextualised by skills/strength in movement (8C)  

Familiarity irrelevant (8D)  

Familiarity contextualised by a desire for the unfamiliar (nothing is familiar) (8E)  

Familiarity contextualised by critique of society (8F) 

 

Series 9: Approach to experiencing live dance (as an audience) (9) 

Freedom of moving regardless of your physicality (9A)  

Absence or presence of impairment are neutral aspects of physicality (9B)  

Ability, strength, and physicality coming together to provide a counterpoint to the ideology of 

ability/ableism (9C) 



 
 

207 
 

Every individual performer is part of the same company and part of making the performance 

happen (9D)  

Provides a space to reflect on the existing contemporary dance context and the ideology of 

ability and ableism (9E) 

As an approach to questioning of society's whole premise of/for ableism and disableism, i.e. 

the labour market in a capitalist society (9F) 

 

These questions can be used in the form of a reflection and discussion resource in any 

context where dance, movement, and physicality are being explored. Refer to Appendix10 

for a printable sheet. The resource sheet is discussed in detail in section 6.8.1. 

 

6.2. A note on the complexity of structures of knowledge and power 

I have already established the power of the term – and associated experiences – of being 

disabled and of disability when associated with other words and experiences. ‘It intrudes and 

extrudes, shivers over other words’ (Kuppers 2009: 230). When bodies are given meaning 

by discourse and social structures of knowledge and power (Foucault 1980), ensuring a 

recognition of the complexity of those discourses and structures prevents their oppressive 

use, consciously or subconsciously, on ourselves, or on others.   

 

6.2.1. Appresentation – complexity in phenomenographic terms 

On the complexity of the phenomenon that we know as disability, and the phenomenon of 

the term disability, I refer to Marton and Booth’s use of the term ‘appresentation’. 

Appresentation is more than what is presented to us. It is all the parts of our entire 

experience, including that which remains unseen, that which is felt, thought about, sensed, 

made sense of, in the experience. 

 

But in addition to what is ‘presented’ to us – that which we see, hear, smell – 
we experience other things as well…In the voice of a loved one, she or he is 
present, or to use in the phenomenological term, is appresented… That which 
is not seen, is not even visible, is appresented… We wish to apply the concept 
of appresentation to experiences of abstract entities as well as concrete ones… 
‘Appresentation’ refers to the fact that although phenomena are, as a rule, only 
partially exposed to us, we do not experience the parts as themselves, but we 
experience the wholes of which the parts are parts. We do not experience 
silhouettes but phenomena (material or conceptual) in all their complexity of 
space and time (Marton and Booth 1997: 99-100). 
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When trying to understand how audiences experience disability, it helps to keep in mind that 

the phenomenon we know as disability is appresented to the audience. The term disability is 

not sufficient to capture the complexity of the phenomenon experienced by audiences, 

especially given the range of contexts in which the phenomenon – and consequently 

concept – operates. 

 

6.2.2. Offering and researching the complexity of disability 

This recognition of the complexity of the phenomenon known as disability can be offered 

through qualities of the choreography and elements of the performance. It can also be 

explored through audience engagement research that is as open and democratic a space as 

possible. Applied phenomenography – as used in my research – is one such type of 

approach. The following section discusses both the previously mentioned experiential 

qualities of phenomenography and the application of the phenomenographic approach to 

explore these qualities in audience research. 

 

6.2.3. Foregrounding: A quality of the choreography or element of the performance that 

enables complexity recognition 

A quality of the choreography or element of the performance that enables complexity 

recognition is foregrounding. Other qualities or elements would include an intentional lack of 

clear narrative and an experience of discomfort or ‘unpleasure’ (Wollen 1972), both intended 

to prevent the passivity in audiencing (for further discussion on narrative intransitivity and 

unpleasure, refer to Wollen 1972, 1975 and 1982). In integrated dance, foregrounding would 

make explicit the mechanism for the construction of the concept of disability. Foregrounding 

could also make explicit the different components of dance. Foregrounding the phenomenon 

known as disability involves bringing to the attention of the audience the parts that make up 

the concept of disability and how it came to be disability for the audience. This can be done 

through dance movement, the incorporation of other types of performance art such as 

acting, vocalising, or a combination of all of those. This can be done without the artist 

spending twenty-four hours attempting to induce an epileptic seizure for the audience (Rita 

Marcalo’s Involuntary Dances saw audiences watching Marcalo drink wine and stare at 

flashing strobe lights whilst in a cage). 

 

Hetain Patel and Candoco’s Let’s Talk About Dis, uses foregrounding to encourage 

audiences to engage the mechanics of deeply rooted prejudice and the subsequent 

overdone political correctness, mainly with reference to disability. The effectiveness of 

Patel’s piece is in its ability to nudge us, through coming to know the dancers as individuals, 
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to acknowledge that we laugh with them because we are innately aware of the complexity of 

the relationship we have with phenomena and concepts at play on stage. By talking about 

the performers’ height differences, we are made to directly face their physical impairments, 

without talking about their physical impairments. Foregrounding of the process of the 

performance takes place at the beginning as well, with the performers walking onto the stage 

and preparing the stage for the performance using masking tape to demarcate the space 

and positioning microphones and chairs. By performing the preparation for their 

performance, we un-prepare ourselves from the haecceity84 or ‘this-ness’ of our ‘audience-

ness’. By tracing the construction of the performance with the performers, we are primed for 

the exploration of how we construct the politically charged and value-laden concepts of not 

only disability, but dance and difference as well.  

 

Through these devices, the audience can be asked – in a variety of means of 

communication – ‘How is disability constructed?’, ‘What is your relationship to this 

phenomenon you see in front of you?’, ‘Does it have to be disability?’, ‘What else could it 

be?’, ‘Does it have to be something? Could it be nothing?’  

 

The questions and categories of description of disability that are in the resource sheet for 

makers and performers can be transposed into foregrounding in a performance. What might 

a choreography that is able to ‘ask’ audiences (without verbalising anything) the following 

questions look like?  

 

• What is your relationship to disability? 

• As you are watching, what is your relationship to physicality and movement? 

• What do you perceive to be society’s dominant relationship to disability and dance? 

• In an ideal world, what would your relationship to disability be? 

 

Alternatively, what might the experience of a choreography that juxtaposed multiple ways of 

understanding disability be like? What about a choreography that focused on the six different 

ways of understanding disability in relation to the nature of unique physicalities look and feel 

like? That is: 

• Focus is on impairment and/or accessibility equipment 

 
84 According to the Oxford English Dictionary, ‘haecceity’ is defined as ‘the quality that makes a person or thing 

describable as ‘this’; the property of being a unique and individual thing; particular character, individuality’ 

(‘haecceity, n.’ 2020) 
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• Focus is on the absence or presence of impairment 

• Focus is on ability to move with own physicality  

• Focus is on shared humanity and diversity of individuality 

• Focus is on how physicality enables innovation 

• Focus is on physicality as social critique 

 

The next section turns the focus to the relationship between the performer and audience that 

was developed through the applying the dancers’ outcome space as context for the 

audience’s foci of variation. 

 

6.3. Discussion on the revealed connections between dancers’ ways of understanding 

of Face In and the audience’s experience 

This section examines the connections revealed between dancers’ ways of understanding 

and experiencing Face In and audiences’ ways of understanding disability, maximising the 

multiple perspective nature of the data. 

There are two frameworks within which we can understand the performer and dancer 

connection. The two frameworks are closely related in components of the analyses that are 

used, but differ in method. Each method provides a different kind of understanding of the 

performer-audience relationship.  

The first involves looking at how the dancers’ conceptions of Face In (ways of understanding 

Face In) share spaces with focal points of audience experience of the performance. This 

shows how the dancers’ ways of understanding and subsequent actions parallel the 

audience’s focal points. 

The second involves positioning the dancers’ categories of understanding Face In in relation 

to the focal points for audience experience of the performance. This method identifies 

shared aspects between the dancers’ categories of description and audience focal points. 

The dancers’ four conceptions (ways of understanding) of Face In are reflected in five of the 

nine foci of variation in the collective audiences’ conceptions of disability. I am calling the 

reflected five foci of variation ‘shared conceptive-focus spaces’. This suggests that there is a 

correlation between the dancers’ four ways of understanding Face In and four of the 

audiences’ ways of understanding disability. The dancers’ ways of understanding Face In 

are also the aspects on which the audience focused when experiencing the performance. 

These audience foci of variation were also the aspects of the experience on which the 
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audience focused in the development of their ways of understanding disability. These are 

meeting spaces – shared aspects of parallel experiences between performer and audience 

whose experiences tend to be considered separate.  

One of the main aims of this research is to explore the performer-audience relationship. 

These shared conceptive-focus spaces contribute another element of the live dance 

experience for makers and venues to take into consideration when developing the work, 

audience experience, or publicity material. 

These are the dancers’ conceptions of Face In: 

• Understanding the work through the ‘nature’ of the work itself (Note: there were three 

defining features of ‘nature of the work’, namely, the performance as a journey for the 

dancer, dancers found the performance exposing, and the dancers experienced a 

sense of sonder and solipsism)  

• Understanding the work based on how the dancers related to each other on stage 

through the work’s choreography 

• Understanding the work through the experience of being aware of their own thoughts, 

feelings, and actions 

• Understanding the work through the source of the choreography of the work 

These conceptions correlate with the following foci of variation from the audience analysis: 

• Approach to experiencing live dance (as an audience) (9) combined with the 

interpretation of the performance in relation to disability (4) 

• Dancers of all physicalities working together (5) 

• Source of emotions in the choreography and the choreography itself (7) 

• Nature of dance and a dance performance with all its components (6) [what dance 

can do to our experience of the body] 

The shared conceptive-focus spaces between collective dancer and collective audience are 

as follows: 

1. The nature of performing the work and approaches to experiencing and interpreting 

live dance. As the dancers experience performing, the audience experiences that 

manifestation of the journey, the exposure (why do the dancers feel exposed, if not 

for the audience and each other?) 

2. Interaction and relationships on stage between dancers. Interactions and 

relationships become a physicality that emerges in the viewing of the performance. 

3. The experience of being aware of one’s own thoughts, feelings, and actions 

4. Source of choreography as source in choreography 
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The correlative and shared nature of the conceptive-focus spaces can be linked with the 

object of interest of multiperspective phenomenography. 

 

6.4. Multiple perspective phenomenography in this research 

Originally, the multiperspective aspect of the phenomenographic analysis in this research 

was intended to be brought about by combining performer and audience responses into one 

meaning pool to be phenomenographically analysed. The performers focused less on talking 

about or referring to disability; consequently, it was more methodologically appropriate to 

phenomenographically analyse the performer and audience groups separately. After the 

separate phenomenographic analyses, the categories of description of the performer 

analysis become the foci of variation for a phenomenon (disability) within the first 

phenomenon (i.e. Face In). 

Figure 10 is a visual representation of how the categories of description of one phenomenon 

are located as the context of the foci of variation for a phenomenon within the first 

phenomenon. 

Figure 10 Categories of description of one phenomenon as the context of the foci of variation 

for a phenomenon within the first phenomenon 

 

Contextual phenomenon (dancers’ 

understanding of Face In) 

Phenomenon 

within 

contextual 

phenomenon 

Categories of 

description (dancers’ 

understanding of 

Face In) 

➔ Foci of variation 

(audience) 
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More specific to this research is that I am looking at the relationships between the categories 

of description of dancers’ understanding of Face In and audiences’ foci of variation. To 

achieve this objective, I ask three questions:  

• How are these relationships present?  

• How is the context for the presence of the foci identified?  

• Why is the presence of these relationships significant? 

I answer these questions below. 

How are these relationships present? 

The expression of dancers’ experience and understanding of Face In or its manifestation into 

the world creates the environment in which all the aspects focused on by the collective 

audience are present. The presence of the audience, their action of witnessing the 

performers’ manifestation, and the collective audiences’ choice of foci for the phenomenon 

that they understand to be disability create relationships that would not be there without one 

party or the other.  

How is the context for the presence of the foci identified? 

The context in this case is dancers’ understanding of Face In. It is the different ways that 

dancers understand Face In that create the conditions and aspects of the performance for 

audiences to experience. It is in those experiences that audiences focus on different aspects 

of the performance which leads to their different ways of understanding the phenomenon’s 

social construction, that is, disability.  

Why is the presence of these relationships significant? 

The presence of these relationships reveals the conditions that create the aspects of a 

performance on which the audience focuses. The following questions could be asked by 

dancers, makers, and venues: 

• Why do audiences focus on these aspects? 

• What triggers could be introduced into practice and making work that might create 

diversity in the practice and making of work? 

• If the ways of understanding change, some of the conditions or some of the aspects 

of the conditions may change. How might the triggers change? 
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The nine foci of variation85 of audience understanding of disability and the categories of 

description of dancers’ understanding of Face In share a relationship because there are 

dancers’ categories of description of Face In that include a consideration of the audience. 

There are three foci of variation that are purely domains of the audience, namely foci four, 

eight, and nine – interpretation of the performance, experience of contemporary dance, and 

approach to watching live dance. 

These audience foci of variation are then placed within the space of dancers’ conceptions 

and categories of description that include a consideration of the audience or affect the 

audience experience in one way or another. The process and implications of the 

contextualisation is discussed in the next section. 

 

6.4.1. Contextualisation of audience focus of variation into dancers’ categories of description 

of Face In (ways of understanding Face In) 

Categories of description that include a consideration of the audience or whose 

consequence would influence the audience are identified. It should be noted that it is not 

possible to include foci of variation that are purely the domains of the audience, namely the 

interpretation of performance (4), experience of contemporary dance (8), and approach to 

experiencing live dance (as an audience) (9). 

To illustrate, a clearer phrasing of the contextualisation would be as follows.  
 

Dancers’ awareness of their own interpretation of the unique nature of each 
performance of the work (FV7) creates the conditions for the audience to 
experience the following foci of variation- movements and communication by the 
performers (1), strength and skills of the performers (1), nature of physicality 
(2),experience and professionalism of dancers (3), dancers of all physicalities 
working together (5), and the source of emotions in choreography (7). 

 
It may seem obvious that audiences will experience movement, communication, strength, 

and skill, physicality, professionalism, emotions, and have an interpretation of the 

performance, but apart from being aspects of audiencing a performance that makers, 

dancers, and sometimes the audience themselves take for granted, the relationship is 

pinpointed with a degree of specificity and clarity.  

 
85 The nine foci of variation are: Movements and communication by, strength and skills of performers (specific 

and non-specific) (1), Nature of unique physicality (difference) in relation to creativity (2), Experience, 
professionalism, individualism of dancers (3), Interpretation of performance (can be related to understanding 
of disability) (4), Dancers of all physicalities working together (5), Nature of dance and a dance performance 
with all its components (6) [what dance can do to our experience of the body], Source of emotions in the 
choreography and the choreography itself (7), Experience of contemporary dance - first time seeing a 
performer with a different physicality (8),and Approach to experiencing live dance (as an audience) (9) 
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The contextualisation of audience foci of variation into all the dancers’ categories of 

descriptions can be found in Appendix 7. For the purposes of illustration and discussion, I 

bring up the third set of categories of description, its component features, and its 

corresponding contextualised audience foci of variation. These can be found in Table 21. 

The third of the dancers’ categories of description were developed in relation to the focus of 

‘Dancer purpose and intent’. The first category of description, for example, is dancers’ 

awareness of how their own purpose and intentions create movement and the performance. 

Of the nine audience foci of variation that would be embedded in the category of description, 

four would be included. The audience focuses on the movements and communication by the 

dancers, and the strength and skills of the dancers. Dancers’ awareness of their own 

purpose and intentions create the physicality and dance that is experienced by the audience. 

Movements and communication also become one of the many sources of emotions for the 

audience. Dancers’ experience and professionalism are a constant focus throughout the 

contextualisation.  

Table 21 Categories of description set 3, its component features, and contextualised 

audience foci of variation 

D
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Awareness of how own purpose 

and intentions create movement 

and the performance 

• Movements and communication by, strength and skills of 

performers (specific and non-specific) (1)  

• Nature of physicality (2)  

• Experience and professionalism of dancers (3)  

• Nature of dance (6) 

• Source of emotions in choreography (7) 

How dancers' purpose and 

intention influence their interaction 

with each other on stage 

• Movements and communication by, strength and skills of 

performers (specific and non-specific) (1)  

• Nature of physicality (2)  

• Experience and professionalism of dancers (3)  

• Dancers of all physicalities working together (5) 

• Source of emotions in choreography (7) 

The relationship between the 

dancers' experience of the source 

of the choreography and their 

purpose and intention in 

performing 

• Movements and communication by, strength and skills of 

performers (specific and non-specific) (1)  

• Nature of physicality (2)  

• Experience and professionalism of dancers (3)  

• Source of emotions in choreography (7) 

How dancers' interpretation of the 

nature of the work influences the 

purpose and intention going into 

their performance  

• Movements and communication by, strength and skills of 

performers (specific and non-specific) (1)  

• Interpretation of performance (can be related to 

understanding of disability) (4) 

• Nature of dance (6) 

• Source of emotions in choreography (7) 
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In the second category of description in this set – how dancers’ purpose and intention 

influence their interaction with each other on stage – the notable audience focus of variation 

is that they focused on dancers of all physicalities working together.  

 

6.5. Relationships and implications of phenomenographic analyses 

To end this chapter, I look at all the relationships that are explored in this research and the 

implications of the analyses on developments in the performativity of integrated dance 

audiencing and the performativity of the performance of integrated dance. These 

implications are threefold and have a progressive flow. The three implications are: 

• Integrated dance audiencing as social inquiry 

• Integrated dance audiencing as movement towards epistemological plurality 

• The performativity of integrated dance as social inquiry enables the expansion and 

democratisation of ways of understanding disability 

To elaborate on the implications, the meanings of the terms ‘integrated dance audiencing’, 

‘social enquiry’, and ‘epistemological plurality’ are discussed in the following section.  

 

6.5.1. Integrated dance audiencing 

Integrated dance audiencing is more than watching integrated dance. It is to be present to 

and be actively conscious of how one is doing the watching. It involves being aware of the 

performativity of the experience of audiencing the performative performance work of 

integrated dance. Performativity in this case means the ability of the said object of 

discussion to effect change in the world. It has a ‘function of social action’86 (Cavanaugh, 

2015). What am I experiencing as I watch this work of integrated dance? How is the work of 

integrated dance socially performative in its content, its intent, its message, its existence in 

social reality? How does it ask questions and create a space for me to ask questions about 

what I think I know about a phenomenon in society? Why is it here for me to audience? How 

does it engage me in what can be called social inquiry? 

 

6.5.2. Social inquiry 

Dewey (1938) establishes that the source of the need for social inquiry – the inquiry into 

phenomena that arise in society – comes from ‘genuine problems… that are set only by 

 
86 ‘Performativity’. Oxford Bibliographies. 
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actual situations which are themselves conflicting and confused. Social conflicts and 

confusions exist in fact before problems for inquiry exist. The latter are intellectualizations 

[sic] in inquiry of these "practical" troubles and difficulties’ (Dewey 1938: 498-499). The 

conflicting and confused situation that integrated dance work such as Face In highlights is 

the dominance in society of ways of understanding the phenomenon known as disability. 

Dewey goes on to say ‘that conceptual structures must be developed and used to resolve 

the problem at hand’ (503). These conceptual structures – as phenomenographic categories 

of description are in purpose – are ‘standards of knowledge that identify and explain some 

particular concept [that are] not absolute, but, rather, as a result of new knowledge learned 

through continued inquiry, are continually developing’ (Stone 1994: 49). Every dance 

performance that features individuals who either identify as or are identified as disabled is 

performative as a form of social inquiry. Phenomenographic research provides an approach 

to documenting this continued inquiry. 

In sub-section 6.4.1 (Integrated dance audiencing), several questions were asked as and of 

audience members of integrated dance. To ask these questions and then to take into 

consideration that individuals are part of a collective audience composed of a variety of 

different members, each with their own responses to these questions, establishes a 

movement towards an awareness of epistemological plurality. 

 

6.5.3. Epistemological plurality 

Epistemologies establishes presumptions about the relationships that exist between object 

(phenomenon known as disability) and the individual or groups of individuals experiencing 

that phenomenon (MacMynowski 2007). Epistemological pluralism acknowledges that these 

relationships come in multiple forms. It offers an exploratory platform in which there is an 

acceptance that there are multiple, equally valid, different ways of knowing and 

understanding phenomena. Apart from epistemological pluralism as a result of the different 

relationships between makers, audiences, the work, the phenomenon (known as disability), 

and society, there is epistemological pluralism within the components or parties of each of 

these relationships.   

Figure 11 provides an overview of the relationships explored in this research. The dancers, 

makers, and choreographers create the work for the audience to experience. The 

phenomenon that we know as ‘disability ‘crosses the shared spaces of the work, the live 

performance of the work which brings makers and audiences together. The audience, who 

now participates in all these spaces, ‘moves’ the construct of disability based on how their 

experience of the construct has ‘moved’ their understanding of the phenomenon.  



 
 

218 
 

In summary, the relationships explored include: the maker/dancer/choreographer and 

audience; the maker/dancer/choreographer and work; the work and audience; the 

phenomenon known as disability, work, and audience; disability, audience, and society; and 

the maker/dancer/choreographer, work, disability, audience, and society. 

Figure 11: Relationships explored in this research 

 

 

 

 

 

 

 

 

 

 

What are the implications of these relationships if we are to understand integrated dance 

audiencing as a form of social action? There is the sense that ideas or ways of thinking that 

do not resemble each other are different and separate, when categories of description 

actually provide an awareness that there are relations between these ideas. Because these 

categories of description and conceptions (of disability in this case) form a synonym for 

disability, the relations between the categories of description and conceptions are ‘internal 

relations’ (Gunnell 2014: 50). In this sense, ‘social relations’- differences in ways of 

understanding a phenomenon as a result of social diversity- are a kind of internal relation 

too. Watching integrated dance facilitates the space to ask questions about ways of 

understanding that may not resemble each other and explore the internal relations that may 

not be obvious. 

I return to the original purpose of this section regarding considering integrated dance 

audiencing as movement towards epistemological plurality. 

In the audiences’ experience of audiencing Face In, there are at least six broad ways of 

understanding the phenomenon known as disability. Positioned in relation to aspects of the 

performance that audience members collectively focused on, there are a further thirty-six 
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‘sub-ways’ of understanding disability in the performance of Face In. These categories of 

description are not a result of completely different epistemological foundations per se, but 

they suggest that ways of knowing are more nuanced, contextual, and to a certain degree 

dependent on a range of the foci of variation available in that circumstance. Healy (2003) 

talks about what epistemological pluralism can do: 

‘Epistemological pluralism’ is intended as a step in the direction of 
reconceptualising knowledge and, consequently, reconfiguring the relations of 
power of which it is part (emphasis mine)… [These] power relations do not only 
reflect sets of socio-material relations, or complexes of people and things, but 
also embody matters commonly regarded as narrowly political (693-694). 
 

The reconfiguration of the relations of power in society regarding phenomenon such as that 

known as disability is occurring all the time, in different contexts.  Integrated dance is one 

such context. Based on the discussion of the outcome spaces of the phenomenographic 

analysis, integrated dance works such as Face In are performative in a way that other 

approaches to dance or to a certain extent other human activity is not. It can create a space 

where audiences share multiple ways of understanding the phenomenon of disability and are 

generously offered the option to openly move around in that space without judgement. 

Additionally, because it is without words, integrated dance reduces the tendency for limiting 

terminology to be a hinderance. This movement towards a headspace of epistemological 

plurality is a vital component of the process of effective social inquiry at individual and 

collective levels. 

 

6.5.4. The performance of integrated dance as social inquiry enables the expansion and 

democratisation of ways of understanding disability 

The term ‘social inquiry’ is preferred over the phrases ‘being critical about “disability”’ or 

‘approaching “disability” critically’ because the epistemological pluralism that integrated 

dance offers audiences to move into enables an inquiry about multiple aspects of society- 

not just the meanings and understandings that are predominantly attached to disability. That 

we are ‘[constrained] to look for and describe critical differences in people’s capabilities for 

experiencing the phenomena’ (Marton and Booth 1997: 123) because we ‘can never 

describe experience in its entirety’, becomes a boon to understanding disability from different 

ways of seeing in a specific context. 

The democratisation of ways of understanding disability politicises disability by de-

polemicising the positions on it. In other words, creating a space that offers people the option 

to permit themselves an experience of epistemological pluralism takes away the controversy 

of each specific position on it. This is achieved by depoliticising the event that led to its de-
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polemicisation. That event is the integrated dance performance. While there is a difference 

in the basis of each way of understanding from the first to the sixth conception, the outcome 

space does not place a value judgment on any of them. The conceptions co-exist, one is not 

inferior to another. The foci of variation provide different angles from which to look at each of 

the conceptions. 

To illustrate, consider conceptions one (1) and five. Conception one understands disability 

based on how it is a limitation, challenge, or obstacle imposed by self or other. Conception 

five understands disability based on the phenomenon’s capacity to enable the creation of a 

new space for thinking about phenomena and concepts (in relation to physicality, dance, and 

bodies). Outside of any specific context, one (1) is neither preferable over five as a way of 

understanding, nor vice versa. There may be the perception that one (1) is less preferable to 

five because of the reference to the impairment or sense of limitation created by the 

physicality. Similarly, there may be the perception that five is preferable to one (1) because 

the phenomenon known as disability becomes a source of creativity and innovation. Despite 

my own disposition to do exactly this, that is, consider conception five as the ‘superior’ way 

of understanding, because of its openness, I must resist my own tendency and take into 

account the fact that one (1) co-exists with five in the same outcome space with equal 

significance.  

This is because phenomenographic analysis seeks ‘the totality of ways in which people 

experience, or are capable of experiencing, the object of interest’ (Marton and Booth 1997: 

122). By totality we mean that the ‘distinctly different categories’ put together ‘capture the 

[second-order perspective] essence of the variation’ (Ibid.) Consequently, each of those 

ways in that totality must be positioned equally, free from the judgement of predominant 

social bias. To not grant equality of position would be to not honour the democratic quality of 

the phenomenographic collective – the pool of classless meanings.  

At this point, I bring attention to reasons as to why the development of categories of 

description for performers regarding their ways of understanding a performance and 

categories of description for audiences regarding their ways of understanding disability 

based on their experience of a performance have implications in the first place. The 

conceptualisation of differences and the development of approaches or names that ‘allow 

formal differentiation and the acknowledgement of divergent political strategies’ (Nichols 

1976: 340) is necessary because without the ability to conceptualise differences, ‘important 

qualities are not only unspoken, they are unspeakable’87 (Ibid.) Especially in a physicality 

 
87 In his introduction to Ruby Rich’s ground-breaking 1972 essay on the need for a clearer and better-defined 
set of terminologies and approaches to discussing feminist film criticism, Bill Nichols (1976: 340). 
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and movement-oriented field such as dance, verbal language may seem to hold less 

importance to its development, but when a dance form holds such power over the direction 

of the development of a socially constructed linguistic term, language cannot be put to one 

side. It is for this reason that integrated dance’s influence on the language of disability needs 

to be documented. 

Nichols goes on to talk about how  

…language actively represses or disavows differences that threaten the 
prevailing categories of perception. Naming things previously unnamed has the 
power to establish the terms and categories of debate and action within the 
world (Nichols 1976: 340). 
 

The phenomenon known as disability is already named, but the variation in ways of 

understanding the phenomenon within the context of an integrated dance performance is 

not. This is how phenomenography, applied to qualitative audience research, can illuminate 

the influence of an integrated dance work or integrated dance as an approach to physicality 

and movement on disability.  

In addition to the applicability of the outcome spaces, their conceptions, and categories of 

description to ways of understanding disability, insight that is specific to Face In can be 

explored through notable quotes and excerpts from the transcriptions, using the outcome 

space from the phenomenographic analysis as a guide as which quotes or excerpts to look. 

 

6.6. Specific insights into the creative work environment for dancers in Face In  

Specific insights into the creative work environment for dancers in Face In can be highlighted 

by locating a quote or excerpt from the transcriptions that parallels each category of 

description or groups of categories of description. Some quotes and excerpts reflect one or 

more categories of description and need to be read in full for complete comprehension. The 

full table of groups of categories of description and their parallel quotes can be found in 

Appendix 8. For illustrative purposes, I have taken the first focus of variation (and the 

categories of description that are part of it) and quotes from the transcriptions that parallel 

the set of categories of description.  
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The dancers’ focus of variation is on audience internal experience (FV1). Moving across the 

four conceptions (nature of the work, relating to other dancers, self-awareness, and the 

source of the choreography)88, the categories of description are: 

• Awareness of audience presence and possibility of audience interpretation 

• Audiences’ internal experience of the relationships between the dancers 

• Audiences’ internal experience in relation to dancers' interpretation of the nature of the 

work 

• The relationship between the source of the choreography and how the audience 

experiences the performance  

I identified two quotes as paralleling the categories of description, collectively.  

The first quote refers to ‘seeing’ a member of the audience and being affected by tiny 

moments, such as eye contact. This suggests an awareness of audience presence, the 

possibility of audience interpretation. Being affected in this way as a result of these moments 

are a significant part of the work. That moment of communication makes experiential the 

audiences’ internal experience in relation to dancers’ rolling interpretation of the nature of the 

work, that is, that the work is ‘alive’. 

Yeah…moment by moment I think. Yeah, I think there’s so much freedom in 
this piece to be affected by what’s going on even though it’s set to a certain 
extent. Tiny things that happen in one moment can affect the next moment or 
you might be really close to the front of the stage and you see someone. You 
make eye contact with them and that’s …that can never be same two times in a 
row. It affects what comes after. Yeah, I think, I feel like, how I acknowledge it 
is to let those things in, whatever’s around. And choose- you can never make a 
choice whether to respond to it or not or to be affected by it or not… Sometimes 
I can’t make a choice. Sometimes I’m just affected. Yeah, it’s actually a really 
important part of the work. It’s sort of what makes it alive I think. 
 

The second quote brings out how the dancers hope the audience internally experience their 

experience of the relationship between the dancers on stage. The dancers’ hope that that ‘the 

audience will experience a way of looking into themselves’ reflects dancers’ interpretation of 

the nature of the work and how the audience will experience it internally. The source of the 

choreography that the dancers ‘still carry…and sometimes they sort of come up’ that they 

 
1. 88 Understanding the work through the ‘nature’ of the work itself (Note: there were three defining features of 

‘nature of the work’, namely, the performance as a journey for the dancer, dancers found the performance 

exposing, and the dancers experienced a sense of sonder and solipsism)  

2. Understanding the work based on how the dancers related to each other on stage through the work’s 

choreography 

3. Understanding the work through the experience of being aware of their own thoughts, feelings, and actions 

4. Understanding the work through the source of the choreography of the work 
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‘highlight those things by actually doing them’ illustrates the relationship between the source 

of the choreography and how the audience experiences the performance. The ‘meeting’ of 

dancer and audience shows a relationship between the audience’s internal experience and 

the dancers’ interpretation of the nature of the work. 

I hope the audience will sort of experience a way of looking into themselves a 
bit. Or to not be afraid of themselves and their… sort of inner demons. [___] but 
we still carry it and sometimes they sort of come up. And to not be afraid of it, 
but to know about it…. Know when these things are happening and how certain 
things make one feel and…I think that’s the main I see from the piece.. that we 
sort of highlight those things by actually doing them. But not in relation to each 
other. But I’m going through my own journey in the piece and others are going 
through their journey. And then we can sort of meet. 

 

6.7 Specific insights into the audience reception environment of Face In 

Using a similar approach as the previous section, if I was interested in looking at what 

people said about Face In that illustrated the way of understanding (conception of) disability 

as absence or presence of impairment, I would be able to identify specific quotes from the 

Stage 3 of analysis document that reflect the categories of description that fall under the first 

column in the outcome space (disability as absence or presence of impairment). The full 

table can be found in Appendix 9. 

For illustrative purposes, I have selected the first three foci of variation, and their 

corresponding categories of description as a result of the cross-tabulation with the 

conception of disability as a limitation or obstacle, to discuss. 

In the first category of description, audiences view overcoming struggle and dealing with 

impairment as inspirational. This audience member is ‘blown away’ by one of the dancer’s 

ability to do a headstand whilst using a wheelchair, and make it look ‘effortless’. The 

audience member finds it inspirational. 

… I can’t imagine even being able to do a headstand, let alone being able to do 
a headstand with a wheelchair. The weight of that, and just making it look 
absolutely effortless. Kind of just blew me away. 
 

In the second category of description, the audience member focuses on the impairment and 

the accessibility equipment used. This focus led the audience member to express their 

feeling that disability was stereotyped because of the company’s ‘choice of impairments’. 

This did not take away from the audience member’s presence with the choreography. 

We were just talking about the choice of impairments. People with impairments. 
I’m feeling that it’s perhaps a little bit stereotyped, I don’t know. Wheelchair 
users and amputees. Apart from that one comment, I think it’s absolutely 
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beautifully choreographed. Absolutely drawn into it. I’m not sure what I was 
watching but I was completely absorbed by it. 
 

The third category of description focuses on how the experience of ‘professionalism’ makes 

the dancers look ‘normal’. While the phrase ‘professionalism in relation to perceptions of 

normalcy’ raises many layers of questions, that topic is for another research project. In the 

following quote, the audience member is a wheelchair user and dancer themselves and 

identifies the ‘difference’ in the movement of the dancer that were watching. 

It’s just like the way they move- yeah, it’s just…For one, I’ve never seen anyone 
move like that in a wheelchair, so that is very, very different. It was just like 
there is no limits at all to anyone. What their ability or disability was, so it’s 
pretty cool. 
 

Table 22 provides the same categories of description and parallel quotes as discussed, 

but also provides the foci of variation and the conception from which the category of 

description was derived. 

Table 22 Categories of description and their parallel quotes (audience foci of variation 1-3 in 

relation to conception of disability as a limitation or obstacle)  

Foci (that which 

varies between the 

different categories) 

as a limitation, 

challenge, or 

obstacle imposed 

by self or other  

 

 

Quote 

movements and 

communication by, 

strength and skills of 

performers (specific 

and non-specific) (1) 

overcoming 

struggle, dealing 

with impairment- 

inspirational (1A) 

… I can’t imagine even being able to do a headstand, let alone being 

able to do a headstand with a wheelchair. The weight of that, and just 

making it look absolutely effortless. Kind of just blew me away. 

nature of unique 

physicality 

(difference) in relation 

to creativity(2) 

focus is on 

impairment and/or 

accessibility 

equipment (2A) 

‘We were just talking about the choice of impairments. People with 

impairments. I’m feeling that it’s perhaps a little bit stereotyped, I 

don’t know. Wheelchair users and amputees. Apart from that one 

comment, I think it’s absolutely beautifully choreographed. 

Absolutely drawn into it. I’m not sure what I was watching but I was 

completely absorbed by it.’ 

experience, 

professionalism, 

individualism of 

dancers (3) 

professionalism 

makes the dancers 

look normal (3A) 

It’s just like the way they move- yeah, it’s just…For one, I’ve never 

seen anyone move like that in a wheelchair, so that is very very 

different. It was just like there is no limits at all to anyone. What their 

ability or disability was, so it’s pretty cool.  

 

The next section presents questions that makers and dancers can ask about the work they 

are making or have made. It is one way to practically use the outcome spaces from the 

phenomenographic analysis.  
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6.8 Broader insights into ways of understanding disability in integrated dance 

work 

The outcome space from the phenomenographic analysis of the audience interviews is 

composed of multiple sets of categories, each with the capacity to give us different insights 

into disability in relation to dance. There are the six conceptions, the nine foci of variation, 

and the fifty-six categories of description. What insight comes out of it depends on what the 

outcome space is used for and how it is used. The outcome space as a whole initially 

provides insight into the different ways of understanding disability from audiences from five 

venues in the UK who watched Face In. It also gives an understanding of the aspects of the 

performance on which the audience focused. However, are there other ways in which the 

outcome space can be used? 

Asking questions about the different components of the outcome space bases curiosity in 

what is ‘known’ or what is ‘there’ and enables an engagement with the outcome space from 

a different angle. 

For example, the following broad questions could be asked in general about the audience 

outcome space. 

1. Which ways of understanding (conceptions) of the phenomenon of disability are 

prominent in this work? 

2. Which conceptions are desirable to be in this work? 

3. Which categories of description particularly resonate with me/the group/society? 

4. Are there any foci that can be developed in particular? 

5. What other foci would/could be added to the foci of variation column? 

These questions could then be directed at makers, practitioners, and venues, making the 

outcome space more relevant to them, as discussed in the next section. 

 

6.9 Reflective questions about creative relationships to dance and disability  

Based on the audience outcome space, questions that makers, dancers, and venues can 

ask about their work and programming with regards to their role in engaging dance and 

disability discourse include: 

1) What are the critical ways in which we want audiences to experience the phenomenon we 

know as disability in our work or programming, or at points in the work or programme?  

2) What are the implications, for audiences, of certain ways of understanding the 

phenomenon known as disability through experiencing integrated dance?  
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3) How can integrated dance work and programming support ways of understanding 

disability?  

4) How can we engage audiences to move to move across multiple ways of understanding?  

5) How can we further use the outcomes to engage our audiences at a deeper or more 

complex level? 

 

These questions are adapted to the integrated dance context from Bruce et al. (2004). 

I developed the questions about creative relationships to dance and disability further into a 

usable resource for practitioners, makers, and venues. The aim was to find a more practical 

format for the outcome space from the phenomenographic analysis of the audience 

interviews. This is the resource sheet that was mentioned in Section 6.1. The following 

section discusses the resource sheet in more detail.  

 

6.9.1. Outcome space resource sheet: A resource sheet developed from the audience 

phenomenographic outcome space 

The sheet is a resource that can facilitate internal and interactive conversations about 

practitioners’, makers’, and venues’ relationships with disability. This could be in relation to 

their practice, their work, or their potential audience.  

The resource sheet starts with questions that makers can ask about their work and practice 

in relation to disability. Select one category of description under each of these series, based 

on your response to the following questions: 

• What is your relationship to disability? 

• What is your work’s relationship to disability? 

• What would you like your audience’s relationship to disability to be? 

• What do you perceive to be society’s dominant relationship to disability and dance? 

• In an ideal world, what would your relationship to disability be?  

Below the questions are nine tables, each corresponding to a focus of variation from the 

outcome space. The questions are in each of the rows in the first column. The heading of 

each column comprises a category of description, corresponding to the positioning of each 

focus of variation in relation to one of the six conceptions.  

After reading the questions, they are asked to respond to the questions, by checking in the 

box corresponding to the category or categories of description they identify with most. For 

the purposes of illustration, the table for Series 1: Focus on movements, communication by, 
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and strength and skills of performers (specific and non-specific) is provided further below 

(Table 23) 

Please refer to Appendix 10 for the entire resource sheet. 

For example, the first question ‘What is your relationship to “disability”?’ asks about the 

individual’s own relationship to disability. The individual could select one or more of the 

categories of description they feel best represents their relationship to disability. 

They may see that disability in relation to dance is about overcoming struggle (Overcoming 

struggle, dealing with impairment- inspirational (A)). 

They may be of the position that disability in relation to dance is about moving towards 

disability not being noticeable. It may be about the normalisation of the phenomenon we 

know as disability in the context of dance (disability is not noticeable- normalisation (B)). 

They may be of the position that one’s ability to move – regardless of physicality or 

impairment – provides the means of transcending the body (Transcendence of the physical- 

moveability (C)). 

They may see the presence of the phenomenon of disability as pluralism in the practice of 

dance (Performance of plurality (D)). 

They may see the presence of the phenomenon of disability as a means for innovation in 

dance (Innovation (E)). 

They may be of the position that disability is a concept created, reinforced, and transformed 

through social and cultural forces (Externalisation (F)). 

Table 23 Series 1: Focus on Movements and communication by, strength and skills of 

performers (specific and non-specific) (1) 

 Overcoming 

struggle- 

inspirational 

(A) 

disability not 

noticeable- 

normalisation 

(B) 

Transcendence 

of the physical- 

moveability (C) 

Performance 

of plurality 

(D) 

Innovation 

(E)  

Externalisation 

(F) 

What is your 

relationship to 

disability? (1) 

      

What is your work’s 

relationship to 

disability? (2) 

      

What would you like 

your audience’s 

relationship to 

disability to be? (3) 
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What do you perceive 

to be society’s 

dominant relationship 

to disability and 

dance? (4) 

      

In an ideal world, what 

would your 

relationship to 

disability be? (5) 

      

 

The remaining eight tables ask the same question but use the categories of description that 

correspond to each foci of variation in relation to the six conceptions. The remaining eight 

tables are thus titled as follows: 

• Series 2: Focus on the nature of unique physicalities (which create difference) in 

relation to creativity (2) 

• Series 3: Experience, professionalism, individualism of dancers (3) 

• Series 4: Interpretation of performance (can be related to understanding of disability) 

(4) 

• Series 5: Dancers of all physicalities working together (5) 

• Series 6: Nature of dance and a dance performance taking all its components into 

consideration (6) [what dance can do to our experience of the body] 

• Series 7: Source of emotions in the choreography and the choreography itself (7) 

• Series 8: Experience of contemporary dance - first time seeing a performer with a 

different physicality (8) 

• Series 9: Approach to experiencing live dance (as an audience) (9) 

 

Apart from putting the outcome space into a format that is more pragmatic, I developed the 

resource sheet in the hope that the reflection process, conversations, and discussions that 

arise out of each series can illuminate areas once hidden from our presence. Another area 

of research that I am interested in exploring is the chain of (re)considerations about the 

concept of disability in relation to dance that arise from those reflections, conversations, and 

discussions.  
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6.10 Summary 

 

In section 6.5.4, I highlighted the democratic quality of the phenomenographic collective. The 

basis for making this point about the importance of maintaining the democratic nature of the 

analysis was established in Chapters 2 and 3. The discussion in Chapter 2 on the range of 

overlapping and related models of and approaches to disability that co-exist in general public 

use already hinted that plurality is the broad modus operandi, despite any disagreements 

between purveyors of each of those models. Grounded in existing scholarship, Chapter 3 

considered the unique ways in which audiences watch dance and suggests that because of 

the diversity of audiences in public arts venues, a range of ways of understanding disability 

are likely to be present during performances. Chapter 4 discussed reasons for applying 

phenomenography to audience engagement research as a naturally democratic research 

approach for understanding the totality of ways of understanding the phenomenon known as 

disability. 

Chapter 6 has positioned the components and outcome spaces of the audience and 

performer phenomenographic analyses as presented in Chapter 5 in both abstract and 

concrete contexts.  

 

By discussing how phenomenographic analysis enables a clearer view of the way the 

processes of form-breaking, form-taking, and form-making of the ‘form’ of the 

phenomenographic synonym of disability, the phenomenon known as disability becomes 

both more concrete in its indefiniteness and less definite in its conceptualisation. The 

outcome space developed from the phenomenographic analysis becomes a declaration of 

the complexity of the phenomenon and concept of disability. The implications of this 

complexity manifest itself in the practice of integrated dance audiencing. Integrated dance 

audiencing becomes a space of social inquiry and epistemological pluralism, both of which 

enable the expansion and democratisation of ways of understanding disability.  

 

In Chapter 7, I draw together the key threads from the research from a map of the 

exploration thus far and engage them to lay out areas of further research. Ultimately, it is 

about identifying potential unconsidered entryways into explorations into integrated dance’s 

capacity to close divides, expand discourse, and challenge hegemonic constructs of 

normalcy and dance itself. 
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Chapter 7 Conclusion 

 

This chapter will provide an overview of my research before discussing the 

phenomenographic analysis in the theoretical context of social performativity to widen its 

applicability. Being key to the notion of social performativity, audiences become the centre of 

my discussion, bringing them into the site of integrated dance and what happens to them, 

performers, and phenomena as the performance pre-begins, begins, and never really ends. 

Through considering alternative capacities of dance featuring disabled and non-disabled 

artists, the chapter closes with questions of an existential nature regarding the moment that 

the phenomenon known as disability is currently experiencing, within the context of dance 

and social performativity.  

 

Prior to mapping the research, I summarise the main outputs that have been developed from 

it. 

 

My research engaged the data from the audience and performers in three ways – becoming 

the soil of the outputs89. 

The first was a thematic analysis of the audience feedback for each separate performance at 

the five different venues across the UK. These were written up into reports and submitted to 

the dance company. 

The second was a creative process on my part, where I gave myself the space and freedom 

to transpose specific statements from the audience into statements beginning with 

‘Movement as…’ that described the function of movement in their experience of the 

performance. 

The third was a phenomenographic analysis of the audience and performer interviews. The 

analysis resulted in two main outcome spaces. The first was the audience outcome space 

that presented the variation in ways of understanding disability in relation to dance, based on 

the different aspects of the performance on which the audience focused. The second was 

the performer outcome space that presented the variation in ways of understanding the 

performance of Face In by the performers.90  

 
89 I prefer to think of these outputs as ‘offerings’. 
90 On a tangential output note, I would be curious to experience a choreography that moves across the 

conceptions of disability - to experience in quick succession the difference in ways of understanding the 
phenomenon known as disability. While I do not know what it would feel like, I sense that the swift 
juxtaposition would greatly intensify the differences and similarities. How would the outcome space change as 
a result of such an experience? I have not had the chance to do that as part of this research, but should the 
opportunity present itself in the future, I will certainly make it happen. 
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The outcome spaces were further cross-analysed into two analysis items of interest. These 

analysis items are called ‘shared conceptive-focus spaces’ and ‘a reflection and discussion 

resource sheet’, respectively. The first provides a detailed understanding of the performer-

audience relationship; the second provides a way for makers and practitioners to use the 

outcome spaces for their work. 

 

These outputs were the result of an organic process of discovering and adapting the 

phenomenographic research design into the context of audience engagement research. The 

highlights of this continuing process are outlined in the next section.  

 

 

7.1. A map of the research so far 

After establishing my positionality as a non-disabled researcher, I engaged my own pathway 

into exploring the phenomenon known as disability through integrated dance audiencing. 

The three theoretical angles of self-representation that engage notions of identity presented 

ways in which aspects of identity continue to be used to create social change. These were, 

firstly, identity as a site of struggle, secondly, as having a range of orientations, and thirdly, 

as a source of rhetorical practice such as disidentification with the social category (of 

disability, for example). I established that I see my research as a process of disidentification. 

Chapters 2 and 3 laid out the foundational areas of the entire study. Chapter 2 first 

discussed how dance – as a mode of human communication and creative expression – has 

the capacity to simultaneously and paradoxically present social reality as it is and as it could 

be. It then interrogated the tendency of widely used models of disability to encourage less 

flexible thinking and being around the phenomenon known as disability. In the spirit of the 

post-contemporary, where our communicative, expressive, and technological advancements 

have enabled us to know and experience phenomena that have happened and have yet to 

happen – but may have happened elsewhere – I established that the approaches towards 

disability taken in the research are that of Critical Disability Studies (CDS) and Nordic 

(relational).  

In Chapter 3 I placed this approach to the phenomenon known as disability into the space of 

the nature of interaction between dance makers, dance audience members, and all visible 

and non-visible social phenomenon experienced and engaged by both groups. I asserted 

that planners, funders, and venue management need to take action to base their evaluation 

and assessment work on a greater interest in the socially performative agency of dance work 

(especially of works involving disabled artists). The ‘gathering’ of qualitative evidence of the 
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socially performative agency of integrated dance work is essentially what my application of a 

phenomenographic research design aimed to achieve. A discussion on different approaches 

to live audience research in the performing arts then dovetailed into a section on past and 

present research on the performer-audience relationship. A review of the literature in this 

area covered both works that are focused on how performers experience the disruption of 

disability in their work and how audiences experience dissonance in their relationship to 

disability in the works that they watch. Drawing parallels between these experiences of 

disruption and dissonance in relation to the category of disability and the broader 

emancipatory pedagogical processes of conscientisation, critical literacy, and transformative 

learning, the ground was prepared for bringing in phenomenography as an exploratory 

approach to the different ways that audiences might understand the phenomenon they know 

as disability when they experience it in a work of live dance. 

Phenomenography as a research design is then introduced through a detailed discussion on 

what it can do for audiencing dance that features disabled artists. Phenomenography is 

interested in the variation in ways of understanding a phenomenon by a group of people. A 

dance audience would share a variety of different ways of understanding the phenomenon 

they know as disability. Each of these ways of understanding is called a conception. A key 

source of variation is that different audience members focus on different components of a 

performance. I have called these different foci, ‘foci of variation’. Additionally, because 

phenomenographic analysis results in a range of descriptors – also known as categories of 

description – that are developed from positioning the conceptions of disability in relation to 

the aspects of the experience on which performers and audience members focus, the 

phenomenon known as disability is always open, unfixed, and not reigned in 

epistemologically by the existence of the term disability itself.  

There are two ways in which this study is unique as a phenomenographic research design. 

Firstly, it applies phenomenography to audience engagement research, which, at the time 

the research took place, had not been applied before. Secondly, because it takes both 

performer and audience experiences into account and finds the relationship between the 

two, it is a multiple perspective design. Addressing the performer-audience relationship 

contributes to an aspect of research in dance performance that continues to be elusive. 

Methodologically, dancers who performed in and audience members who attended the 

performance of Candoco Dance Company’s Face In across five different venues in the United 

Kingdom were interviewed. While both performers and audiences were asked about their 

experience of Face In, audiences were asked more in-depth questions about their 

understanding of the phenomenon they know as disability. Dancers were asked more in-depth 

questions about their relationship to Face In as a dance piece and their relationship with the 
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audience during the performance. Phenomenographic analysis was applied to accounts of 

their experience of performing and of watching Face In. The analysis of audience members’ 

experience was then contextualised with a thematic and phenomenographic analysis of 

performers’ accounts of their experience. This contextualisation reveals parallels between 

audiences’ understandings of disability and specific focal points in performers’ ways of 

understanding Face In.  

From the audience analysis, six ways of understanding the phenomenon known as disability 

were developed. These were rooted in core understandings about disability, which included 

understanding disability as a form of limitation, as a lack or restriction, as a ‘neutral’ 

phenomenon that can be engaged with in an equally value-neutral way, as a source of 

opening-up of ways of thinking about phenomena and concepts, or as a source of innovation.  

The fact that six ways of understanding the phenomenon known as disability co-exist in the 

space of one integrated dance performance suggests several points of insight about disability 

in relation to dance. The first is that multiple ways of understanding co-exist and 

simultaneously operate within the given context. This is because the conceptions are a 

component of the set of logical relationships within ‘the pool of ideas, conceptions, and beliefs 

[that underlie] possible interpretations [of the reality of the phenomenon we know as disability]’ 

(Marton, 1981: 198). The second is that these multiple ways of understanding are equally 

valid. In a phenomenographic outcome space, the conception of disability being based on a 

condition of ‘lack’ is neither oppressive nor unprogressive. It is as present and operational as 

the conception ‘revolution’, which understands the experience of the phenomenon to be a 

source of ‘a fundamental change in… paradigm’ (‘Revolution’ 2020) or way of thinking and 

being.  

The third insight arises in the form of two questions:  

1. What is the significance of all six conceptions, and subsequently fifty-six categories of 

description, being synonymous to the phenomenon known as disability within the 

context of an integrated dance performance?  

2. What are the implications of this vast synonymity for society’s treatment of this social 

category (disability)?  

The answer to the first question is that the synonymity and simultaneity reveals a necessary 

alternative approach to how we understand the objectivity-subjectivity binary when it comes 

to evaluation in the arts. The answer to the second question is that all parties involved in the 

making and experience of creative work should support the recognition of the contextual and 

situational nature of engaging disability and encourage practices and performances that 

catalyses variation in ways of understanding. Funders and venue management can be more 
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instrumental in recognising work that encourages such contextualised, varied ways of 

understanding. 

The foci of variation are another aspect of the audience experience that are revealed through 

phenomenographic analysis and can provide insight into components of the performance that 

audiences engage with in particular, when they enter the space of the phenomenon known as 

disability. Makers and dancers can take these foci into consideration when choreographing 

and performing. In order to develop a way of understanding disability, audience members 

focused on ‘similarities and differences that appear to be most important for both grouping 

together and distinguishing the various ways of experiencing disability’ (Kettunen and 

Paakkari 2017). It is these specific aspects of experience that enabled the ways of 

understanding to manifest. In brief, they include movements, strength, skills, unique 

physicality, experience, professionalism, interpretation of the performance, dancers of all 

physicalities working together, the choreography, familiarity, and audience approaches to 

experiencing live dance. 

Categories of description were then developed by placing the conceptions in relation to the 

foci of variation to create a series of descriptors. These descriptors further break down the 

ways of understanding further, providing details of all possible ways of understanding the 

phenomenon that exist within the parameters of the revealed ways of understanding and the 

foci of variation. Thirty-six categories of description, revealing ‘further degrees of meaning’91 

were developed. The categories of description were used to develop ‘a conceptual 

framework for the distinctions’ (Marton and Booth 1997: 87) in the ways of understanding the 

phenomenon.  

The conceptual framework for the conceptions present in audiences’ collective experiencing 

of watching Face In can be encapsulated in a single or pair of terms that capture the 

essence of each of the conceptions: 

1. Separation 

2. Integration 92  (no modifications made; disabled artists participate by working with 

existing structures) 

3. Inclusion93 (modifications made; structures are modified to ensure participation by 

disabled artists from the outset) 

 
91 Marton and Booth 1997; 87. 
92 the process of becoming a full member of a group or society, and becoming involved completely in its 
activities- https://www.macmillandictionary.com/dictionary/british/integration)- but note that integration is 
becoming involved completely in its activities based on existing structures) 
93 the belief that all people should feel that they are included in society, even if they lack some advantages- 

https://www.macmillandictionary.com/dictionary/british/inclusion )- not that inclusive practices require some 

modifications to existing structures to ensure people feel included. 

https://www.macmillandictionary.com/dictionary/british/integration)-
https://www.macmillandictionary.com/dictionary/british/inclusion
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4. Normalisation 

5. Capacity and transcendence 

6. Pluralism 

7. Innovation 

8. Revolution 

9. Social constructionism 

 

Summary descriptions of each of the encapsulations are provided below: 

1. Separation 

The meeting and co-dependent existence of representations of the binary concepts of 

disability and non-disability in integrated dance do not cancel the event of the other.  

 

2. Integration 

Integration is the process of becoming involved completely in activities based on 

existing structures and expectations. Disabled dancers are expected to ‘fit in’ to 

existing structures which are based on non-disabled dancers’ practice. Integration in 

the context of dance operates within the condition that contemporary dance audiences 

are highly likely to expect to see minimal differences in dancers - visual uniformity – 

based on non-disabled dancers’ practice.  

 

3. Inclusion 

Inclusion reversed: Modifications are made by both disabled and non-disabled 

dancers to support or ‘work off each other’. This notion of making modifications to 

‘structures’ to ensure that every individual is involved (in society) is inclusion flipped- 

inclusion reversed. 

 

4. Normalisation 

Disability moves to the landscape (instead of the foreground) in the face of 

professionalism. 

 

Normalisation may be a form of stagnation but it is also a forerunner to a new 

movement.  
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5. Capacity and transcendence 

Expectations of capacities to move disintegrate when the lines between ability or 

disability blur as a result of the experience of movement. 

 

6. Pluralism 

Audiencing integrated dance becomes a practice of plurality. Epistemological 

pluralism becomes a way of seeing, a way of understanding. 

 

7. Innovation 

Prostheses are a source of innovation of movement. The prostheses lead to the 

creation of new ways and forms of moving. Ways of engaging physicality had been 

developed that would have been impossible without any prosthesis. 

 

8. Revolution 

A revolution in the making of integrated dance can trigger a change in viewing 

integrated dance. 

 

Dance as a form of expression and communication moves the performer away from 

spaces associated with any aspect of lack, but into spaces of wholes. 

 

9. Social constructionism 

Audiencing integrated dance offers the experience of the meta-awareness of the 

source of the concept of disability as ‘problem’. Assumptions that an audience member 

has taken up to inform their reality are disturbed. The audience member becomes 

aware that it is an assumption in the first place. 

 

These nine encapsulations may be useful when applied to thinking about disability in relation 

to dance. The encapsulations provide reference points for discussions on how makers and 

practitioners would like to engage the performativity of the phenomenon known as disability.  

Apart from the conceptions, foci of variation, and categories of description, the external and 

internal horizons provide information about the experiential and thought landscape within 

which the development of the ways of understanding the phenomenon takes place. They are 

not directly related to audience understanding of disability, but they provide reference points 

describing the space surrounding those ways of understanding. Combined with dancers’ 

internal and external horizons, which differ from audiences’ internal and external horizons in 



 
 

237 
 

that the former presents their experiential awareness during performances instead, these 

horizons provide a holistic view of the landscape surrounding the phenomenon. 

When these elements of phenomenographic analysis come together, they combine to form 

an imprint of the experience of the performance. The imprint has multiple layers in terms of 

depth; it is an imprint of many dimensions. There is a synonym of the phenomenon known 

as disability embedded within it.  

Phenomenographically engaging audience ways of understanding disability ‘rejects any 

simplistic binary that flips between an outside and an inside’ (Baldachinno 2012: 2) such as 

disabled and non-disabled. It is a ‘radical form of representation and not a denial of 

representation. As such, it never remains’ (Ibid.) Therefore, every work of dance that 

features disabled artists can reveal the continually expanding vastness of the ways of 

understanding disability. Every work deserves to be documented in this way because its 

performativity reaches far beyond the stage. I talk about experiencing shifts in society in 

relation to how particular social constructs have changed. Phenomenographic analysis of 

audience understanding about those constructs in live performances is one way of 

documenting one aspect of that process of change. 

Variation in ways of understanding disability in audiences is one area that my research has 

highlighted. Another area is that of performer-audience relationships. While the initial aim 

was to ask both audiences and performers about their understanding of disability, it became 

clear to me in the course of the long interviews with the dancers and analysis that asking 

them about their way of understanding disability would not provide data that could be related 

to audience understandings of disability. Such data would simply add to the pool of 

meanings, and most likely fall into the existing conceptions. Instead, a phenomenographic 

analysis of the variation in their ways of understanding their experience of Face In would 

provide a context within which to relate audiences’ variation of ways of understanding 

disability. There are two ways in which this takes place. 

The first involves looking at how the dancers’ conceptions of Face In (ways of understanding 

Face In) share spaces with focal points of audience experience of the performance. For 

example, the dancers’ second conception of Face In was ‘Understanding the work based on 

how the dancers related to each other on stage through the work’s choreography’ shares a 

conceptive-focus with the fifth audience focus of variation, namely ‘dancers of all 

physicalities working together’. The shared conceptive-focus space is in the interaction and 

relationships on stage between dancers. Interactions and relationships become a physicality 

that emerges in the viewing of the performance. 
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The second contextualisation involves positioning the dancers’ categories of understanding 

Face In in relation to the focal points for audience experience of the performance. This 

method identifies shared aspects between the dancers’ categories of description and 

audience focal points. The manifestation of dancers’ experience and understanding of Face 

In creates the environment in which the aspects focused on by the collective audience are 

present. For example, the category of description of dancers’ awareness of own 

interpretation of the unique nature of each performance of the work manifests the audience 

focal points of movements and communication, strength and skills, nature of physicalities,  

experience and professionalism of dancers, interpretation of performance, dancers of all 

physicalities working together, and the source of emotions in choreography.  

As discussed earlier, there were three functional outputs developed from my research, 

namely, the creative resource which ‘looped’ audience feedback back into the life of the 

company, the outcome space of variation of ways of understanding disability in audiences, 

and the disability and dance resource sheet for reflection and discussion. These outputs 

employed the data at different stages of the life of the data, making the most of the data’s 

potential. 

Apart from introducing phenomenography to an area that it has not been applied to before, 

my research also addresses the need for more in-depth ways to question dance audiences. I 

am also pushing for an expansion in ways of understanding what audience engagement 

research can do as well as what audiences can do for conceptions of social phenomena. 

The following section highlights the significance of applying phenomenography to audience 

engagement research in the context of the audiencing of dance works that feature disabled 

artists. 

 

7.2 Complexity recognition through applied phenomenographic research 

As seen in the analysis and discussion chapters of this research, applying phenomenography 

to audience engagement research opens a collective, pluralistic space where the complexity 

of ways of understanding disability can be laid out. A closer look can be taken at the complexity 

that is there as a result of the way that phenomenography describes experiences. Marton and 

Booth (1997: 122) establish that experiences are neither mental nor physical entities – they 

are non-dualistic. This is because experiences are ‘located neither in the subject nor in the 

world’, are ‘neither psychological nor physical’, are ‘neither mind nor matter’. Experiences are, 

however, composed of ‘an internal relationship between the subject and the world’ and any 

description of experiences is therefore a description ‘of the internal relationship between 
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persons and phenomena: ways in which persons experience a given phenomenon and ways 

in which a phenomenon is experienced by persons’ (Ibid.) 

It is because of their non-dualistic, context-dependent, and time-specific nature that audience 

experiences are a valuable resource in our understanding of the complex landscape of ways 

of understanding disability in society. By understanding this relationscape we can figure out 

how we can engage different contexts and vehicles to create opportunities for that landscape 

to change, integrated dance being one such context. 

The challenges and constraints of audience engagement research in live dance performances 

often mean that value-laden constructs such as disability cannot receive the depth of 

interrogation that they need. Working with these limitations, the approach to audience and 

performer experience analysis in my research provides a non-partisan way94 into this elusive 

space of the construct of disability. 

The depth and breadth of interrogation is inherent in phenomenographic analysis. Breadth is 

provided by the conceptions and the categories of description. The categories of description 

are congruous to both depth and breadth of interrogation, with the foci of variation being the 

main source of depth. Additional foci of variation95 could be added, depending on which aspect 

of an audience’s experience the study would like to explore.  

The application of phenomenography allows for depth and breadth in my interrogation of 

audience understandings of disability in dance audiencing. The depth and breadth are 

manifested in the form of incremental shifts in social enquiry into disability in the categories 

of description in the outcome spaces. This is another area of audience engagement 

research to which my work has contributed – making what integrated dance can do more 

visible through the performative documentation of incremental shifts in social enquiry into 

disability. Integrated dance’s extra-performativity – performance that is social action in the 

broader social context – is brought to light. 

In view of my ensuing discussion on integrated dance’s extra-performativity, I would like to 

briefly explain that my reference to integrated dance refers to contemporary dance that 

features disabled and non-disabled artists. My usage of the term ‘integrated’ operates in a 

separate mode of categorisation from the ‘integrated’ and ‘inclusive’ conceptualisations that 

 
94 Despite my own leanings. 
95  In addition to 1.Movements and communication by, strength and skills of performers, 2.Nature of unique 
physicality (difference) in relation to creativity, 3.Experience, professionalism, individualism of dancers, 
4.Interpretation of performance (can be related to understanding of disability), 5.Dancers of all physicalities 
working together, 6.Nature of dance and a dance performance with all its components, 7.Source of emotions 
in the choreography and the choreography itself, 8.Experience of contemporary dance - first time seeing a 
performer with a different physicality (8), 9.Approach to experiencing live dance (as an audience) 
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were developed from the phenomenographic analysis of audience feedback. That usage is 

in relation to the outcome space and is of the audience. When located in a discussion on 

extra-performativity, I refer to integration based on its literal form. I could use another term – 

‘post-contemporary dance’, for instance – but my intention is not to propose a new term. My 

intention is to highlight the fact that there is still much capacity and need for research into 

audiences’ experience of the phenomenon known as disability in integrated dance. I am 

choosing to use the same term, integrated, to highlight the space that such work still has for 

further, in-depth audience engagement research into the infinite ways of understanding the 

phenomenon known as disability. Even if the differentiation were to be used, the same 

argument could be made for inclusive dance in both ‘flipped’ and ‘non-flipped’ forms – that 

there is a need for more audience engagement research into audiences’ understanding of 

disability.  

 

With this in mind, and in view of extra-performativity, this is a good point at which to return to 

my assertion that dance is the only mode of communication with this significant capacity for 

social enquiry into disability.  

 

7.3 Integrated dance’s extra-performativity 

Integrated dance has the social and cultural agency to shape audience members’ 

experience of concepts, such as disability, and the phenomena to which these concepts are 

attached. ‘What defines experience is the social activities and concepts in which it occurs’ 

(Ratner, 2000: 416). It follows then, that dance has the capacity to offer experiences of 

concepts, and, with a spirit of collaboration with the audience, the various ways of 

experiencing those concepts and their attached phenomena. 

Thus, in the vein of the extra-performativity of integrated dance, that is, the bigger picture of 

what it can do, integrated dance has the capacity for the following social actions: 

• Integrated dance has the capacity to close the theoretical-practical, academic-

practitioner, and abstract-concrete divide. 

• Integrated dance can interrogate and expand disability discourse without discoursing 

at all. 

• Integrated dance challenges hegemonic constructs of normalcy in a non-aggressive 

and in a way that is not in people’s faces. 

• Integrated dance is dance that performs the action of countering. Integrated dance 

can be more than dance that is about the integration of disabled and non-disabled 

dancers (A-post contemporary dance?) 
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The following section will address these aspects of performativity. 

 

7.3.1 Integrated dance has the capacity to close the theoretical-practical, academic-

practitioner, and abstract-concrete divide 

Dance can address the condition of aversion to theory or abstraction of reality. It does not 

push audiences away from experiencing theory or abstraction in action, because words are 

not needed. There is no theory about which to read or intellectualise. While it is true that 

some audience members of Face In expressed their discomfort in the process of trying to 

make sense of the work – some even averse to that discomfort – the aversion did not take 

away from their presence with the experience of movement and physicality that was part of 

the performance. Yet through that discomfort, integrated dance can encourage meta-seeing. 

It encourages entering the space of awareness of how one sees the world and its 

constructed concepts. 

 

The questions that are asked as a result are: 

• How do we ensure that performances that are seemingly abstract in narrative are 

accessible by those who find abstraction a barrier to experiencing fully? 

• How do we engage dance practice to provide spaces for people to become aware of 

how they are seeing rather than reinforcing how dominant ways of seeing suggest 

they see? 

• How does creating resources and spaces of engaging the concept of disability by 

makers broaden this capacity?  

 

7.3.2 Integrated dance can expand disability discourse without discoursing at all 

In the course of this research, I have brought together movement in dance and the 

discourse96 surrounding the phenomenon known as disability. There is a dissonance in the 

meeting of these two differing yet deeply interrelated spaces of being human. Movement in 

integrated dance can expand disability discourse without discoursing at all. When we talk 

about impact in the arts, social change is one of the ‘criteria’. The British Council’s Art 

Strategy, for instance, sets out social change as one of its five pillars (Arts Evaluation 

Toolbox 2018: 2). Fairclough (2007) explains that analysis of social change needs an 

element of analysis of discourse (11): 

Analysis of social change without analysis of discourse and the discourse/non-
discourse relation was always incomplete, but it is now more obviously 
incomplete, which perhaps goes towards explaining an increasing consensus 

 
96 Or how texts are used within contexts (Grue and Sherry, 2015: 9). 
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that analysis of discourse (in some form) has an essential place in social 
analysis including the analysis of contemporary social change.’ (Fairclough, 
2007: 11) 
 

Further the significance of researching discourse has been emphasised by Disability Studies 

scholars (Fairclough 1995, 2003, 2010; van Dijk 1987; Wetherell and Potter 1992; Corker & 

French 1999). There has been a visibly increased awareness and acceptance of the fact that 

disability is the result of a world that ‘disables’. This means that efforts by organisations, 

governments, and the general public to be less ‘disabling’ have also increased. However, if 

the language that is used in particular contexts (discourse) remains unchanged in its 

‘prejudiced and inequal’ core (Bacchini 2016), the structures of power and knowledge – in this 

case, language in relation to bodies – remain the same in their oppressive nature. We can 

make all public venues accessible but continue to other those who are disabled in one way or 

another, including disabled in terms of gender, ethnicity, or ability. Engaging with disability 

discourse requires acknowledging that body knowledge is as established and rooted a form 

of knowledge in the same sense as the concept of ‘thinking’. The sharing of body knowledge 

is offered through watching dance performances. Disabled artists offer a knowledge of their 

bodies without needing to say anything at all. Audience engagement research can be geared 

to understand how this body knowledge is interpreted in the collective audience.  

 

7.3.3 Integrated dance challenges hegemonic constructs of normalcy in a non-aggressive 

way that is not in people’s faces 

Lennard J. Davis (2013) writes about the tendency to focus on the construction of disability 

instead of the source of disablement in industrial and post-industrial societies – the 

construction of normalcy. Apart from explaining that ‘the social process of disabling arrived 

with industrialisation and with the set of practices and discourses that are linked to late 

eighteenth- and nineteenth-century notions of nationality, race, gender, criminality, sexual 

orientation’ (2013: 1), he provides evidence of the contemporary notion and term of ‘the 

norm’ coming into consciousness in English between 1840–1860 (2). This development 

arrived after the Belgian statistician Adolphe Quetelet formulated the notion of ‘the average 

man’ (1835), which ironically becomes the ‘ideal’ because of the application of ‘normal’ to 

population studies resulting in the categories of standard and nonstandard populations. This 

is despite any kind of ‘ideal’ implying that it is a condition or state that is impossible to 

achieve (Davis 2013: 3). The effect of the historical underpinnings of our contemporary 

understanding of normalcy can be seen and felt in the everyday lives of individuals in society 

who experience intersectional oppression. As I have previously discussed, the arts create 

spaces of disidentification to all notions that have become oppressive devices (nationality, 
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race, gender, criminality, sexual orientation). The practices and discourses are 

acknowledged and used, not as reinforcement, but as a point of departure. A point of the 

diffraction of reality, not reflection (Barad 2007). 

 

7.3.4 Integrated dance can describe more than dance that is about the integration of 

disabled and non-disabled dancers. (A post-contemporary dance?) 

 

Integrated dance is a post-contemporary artform. In the spirit of the post-contemporary, I 

found the most appropriate definition of the post-contemporary on Wikipedia97. Perhaps it is 

fitting given this project’s engagement with pluralism and democracy. According to 

Wikipedia, the ‘Post-contemporary (PoCo) is a forward-looking aesthetic philosophy 

distinguished by a re-constructive, global, human ethos which posits that the aesthetic 

experience is universal to humanity, and that this experience can inspire understanding and 

transformation’ (‘Post-contemporary’, n.d.) Integrated dance is more than integration-bound 

dance because it is reconstructive and constructive at the same time. It is reconstructive 

because experiencing it inspires understanding (or multiple understandings) and 

transformation in the one who experiences. It is constructive because it allows for glimpses 

into multiple worlds that are there right within you and in front of you.  

 

 

7.4 Further research 

 

I apply this post-contemporary spirit into further research into integrated dance audiencing. 

Such an application would suggest the need to consider the democratic nature of disability 

when evaluating impact, if it is indeed disability in which we are interested. Democratisation 

involves everyone and diverse professional and community dance organisations having a 

role. Integrated dance can democratise dance. The aim is to create a wider, broader, larger, 

more layered outcome space, with more foci of variation, and more categories of description. 

This line of further research involves dancers and audiences from multiple performances and 

organisations. 

 

The audience of integrated dance is expected to be active and participate in developing the 

understanding that how we understand disability is a continuous, collective endeavour, with 

 
97 I acknowledge the dissonance that takes place in my experience of using Wikipedia in this thesis because on 
the one hand, I find the act extremely discomforting (because of my own conditioning), but at the same time 
there is a sense of intrigue and fascination at its appropriateness and my decision-making process in accepting 
it as appropriate enough to include in my thesis. To whom do I attribute the definition? 
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the power of its definition belonging to many spaces and time frames – aesthetic and 

otherwise – and everyone who experiences it in different contexts. A study of practical 

approaches to encourage audiences to actively practice form-awareness, form-breaking, 

and form-making in publicity materials and public-facing platforms can make visible existing 

practices and highlight possible future action.  

We need to be aware that beyond these spaces, the utterances of experts and non-specialists 

live on in the everyday. It is this capacity of a performance to generously offer plurality to an 

audience that needs to be acknowledged in impact evaluation (and its associated funding 

mechanisms) and audience engagement research. I have raised in Chapter 5 that an area of 

research that is lacking is in how dancers and artists currently make use of and how else they 

could make use of audience feedback and experience. 

These are three of many areas of further research that can be explored. I am particularly 

interested in the third area – exploring how dancers are engaging and alternative ways in 

which they could engage audience feedback and experiences. The existing data from this 

research can be put forward toward such a project. 

 

7.5 Final reflections 

I end with some observations on the distinctive nature of integrated dance audiencing and its 

social performativity. 

Returning to the discussion in Chapter 2 on live dance on stage as mimesis, the 

performance shows rather than tells the audience about reality. Watching dance offers the 

possibility of a diegesis – a narration – in the movementability of a body that has difference-

in-itself98 (as shown by a performer), not difference compared to other bodies, where one 

type of body is the majority. 

On stage, it is both mimesis and diegesis at work – it is real, live, unmanipulated but at the 

same time a ‘narrative of alternative’ is also being created through dance audiencing, 

granted that the text has narrative openness and intransitivity. 

On the social performativity of integrated dance, when compared to other spaces that 

require the use of words, integrated dance provides a relative objectivity in seeing and being 

with the phenomenon known as disability. With the appropriate approach to audience 

engagement research, integrated dance offers the possibility of a democratic body politic. 

Bodies are free of dominant conceptual impositions because multiple conceptual impositions 

 
98 See Deleuze (1968, translated 1994). 
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are simultaneously present. A phenomenographic analysis of audience understanding of a 

body that has difference-in-itself does not allow for any particular body or set of bodies to 

dominate the social and unavoidably political environment. 

It is not all about finding every piece of evidence of audiences changing the way they think 

about disability (or any social concept/construct or issue) as in impact documentation, but 

rather knowing – through the making process or through audiences responses – that the 

created or commissioned work has all the elements of a space that offers alternative ways 

and possible worlds of understanding disability, ability, movement, and dance. 

While it is true that higher ticket sales are better for revenue and venue, the glimpse of 

possible frames and worlds, frame changes, and frame switching experienced by smaller 

audiences of integrated dance offers an alternative and equally valuable angle from which to 

understand ‘impact’. The space for this alternative approach can be opened wider by 

audience engagement research that focuses on perceptions and attitudes towards, as well 

as ways of understanding, the phenomenon known as disability. 

How does it happen? Integrated dance can remove all conditioning. In a state of beginning, 

there is no-conditioning. Integrated dance audiencing offers that experience of no-

conditioning. This capacity for an unconditioned experience is found in the paradox of 

integrated dance – that it is ‘both form and non-form… For art to be form it needs to also 

play the part of non-form’ (Baldachinno 2012: 2). Moving bodies are a tangible form, but they 

can resist being socially constructed, socially dominant conceptual forms. Audience 

members are even given the privilege of not needing to dwell on form. In those transitory 

moments, audiencing integrated dance offers the possibility of entering a space of 

formlessness in visual form. 
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Appendix 1 

Systematic literature review process [Chapter 2] 

The purpose of the literature review was to obtain an overview of the methods used to 

document and analyse how performers and audiences’ experiences of a dance or theatre 

performance affects their understanding of a concept or condition. Theatre performances 

were included in recognition of the shared characteristics of liveness99 between dance and 

theatre.  

 

A wide range of online databases were searched using a selection of key words. The key 

words included synonyms, plural forms, adjective forms, and culturally specific forms of 

terms. A set of inclusion and exclusion criteria were drawn up. To be included an article or 

PhD dissertation/thesis had to be peer-reviewed, use primary sources of qualitative data, 

involve only adult participants, include experiences of performers and audiences of live 

integrated performances, be in English, be examined or published in a peer-reviewed journal 

between 1999-2018. The year 1999 was chosen in view of the publication of Auslander’s 

work Liveness: Performance in a Mediatized Culture, which I argue was significant in 

generating debate surrounding the distinct impact of live, non-mediatised performance as 

opposed to that of mediatised performance. In asking the question ‘What is the status of live 

performance in a culture dominated by mass media?’, Auslander indirectly draws attention to 

the raison d'être of performance, live or mediatised- the audience. Highlighting the difference 

between these two types of audience provides an impetus for differentiating impact research 

into the two contexts. Additionally, a wider, more segmented audience meant more areas for 

content producers to compete for audiences in, also leading to more interest in audience 

impact studies. Note that the academic journal Participations: Journal of Audience & 

Reception was established in 2003 with the aim of publishing research in the area of 

audience and reception studies. The decision to remove the inclusion criteria of having to be 

an approach or framework to explore how performers’ and audiences’ sense-making of 

integrated live performances is affected by the performance was removed after two searches 

using that criteria found the search too limiting.  

 

Databases searched included ProQuest Arts and Humanities, EBSCO Host Academic 

Search Complete, EBSCO Communications and Mass Media complete, ProQuest: 

Dissertation and theses (UK and Ireland), Ethos, Sage Premier, Sociology Database, Taylor 

 
99 Liveness in Auslander’s (2008) sense of experiencing a performing arts event as it is taking place and/or 
being present as it is taking place. Liveness thus covers both temporal and spatial events.   
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and Francis, JSTOR, Participations: Journal of Audience & Reception, Informit (Humanities 

and Social Sciences). 

 

A detailed list of inclusion and exclusion criteria were developed. Unless they were PhD 

theses, the papers had to be from a peer-reviewed journal, have full text-access, be 

published in English, and have been published between 1999-2018. The paper had to focus 

on performers and audiences of integrated live performances and included some form of 

audience or performer experience research. The qualitative data had to be from primary 

sources. All participants had to be adults. The design had to be an approach or framework 

exploring how performers’ and audiences’ cognition/sense-making is affected by the 

performance. Thematic analysis was then used to analyse the papers. 

 

The searches provided a total of 6254 search results. When the inclusion/exclusion criteria 

were applied, 14 of the papers/articles were relevant. Three of the relevant works did not 

relate to disability but were relevant to the area of performer-audience relationships, studying 

how audiences are affected by a piece of aesthetic work, and are all related to studying 

dance audiences. Additionally, there are some works that are relevant to disability and 

dance but are not discussed in the literature review. These are either discussed in Chapter 2 

or Chapter 6. 

 

The relevant works from the systematic review in February 2018 can be grouped into three 

areas. The first consists of works that address disability, live performances of dance or 

theatre, and audience research. The second includes works that focus on how audiences 

engage aesthetic experiences. My interest in this group of work is in the researchers’ data 

collection methodology. The third includes two groups of works, both focusing on dance 

audiences. One group focuses on Matthew Reason and his colleagues’ work, the second 

consists of several more recent papers that are not from the systematic review.  
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Appendix 2  

Date and timings of long interviews [Chapter 4] 

 

Dancers 

  
Date Time 

1 D1 16/04/2018 34:22:00 

2 D2 20/04/2018 29:02:00 

3 D3 20/04/2018 40:31:00 

4 D4 20/04/2018 20:28:00 

5 D5 20/04/2018 37:13:00 

6 D6 20/04/2018 22:02:00 

7 D7 20/04/2018 20:41:00 

 

Audience 

  
Date Time 

8 A1 15/06/2018 42:47:00 

9 A2 15/06/2018 36:21:00 

10 A3 18/06/2018 40:23:00 

11 A4 13/07/2018 38:25:00 
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Appendix 3  

Verbal consent script and a copy of the written consent forms 

Oral consent and questions for audience research (Candoco Face In/Let’s Talk About Dis; 

Letchworth, April 24, 2018) 

 

Hi, I’m a researcher from the Centre for Dance Research, Coventry University. Candoco and I 

are collecting our audiences’ thoughts about their understanding of disability in relation to 

dance based on their experience of the performance tonight. May I ask you a few 

questions?  [Audience replies yes/no; if no, say thanks and go; if yes, continue] Is it alright if 

I anonymously audio record our conversation so it can be transcribed and analysed in the 

research?  [Audience replies yes/no; if no, say thanks and go; if yes, continue] 

------------------------- 

 

 

I consent to being interviewed for the purposes of research on 9/10 March 2018 and Sadler’s 

Wells. I understand that this interview may be recorded and used for evaluation of Candoco’s 

performance and impact. I understand that any data from this interview is gathered, stored, 

used, and securely destroyed in accordance with the the General Data Protection Regulation and 

the Data Protection Bill (2017-2019). 

I agree that my feedback alongside my name can be used to promote Candoco Dance Company 

Yes/No 

Are your day-to-day activities limited because of a health problem or disability which has lasted, or is 

expected to last, at least 12 months? Yes / No / Prefer not to say 

I would like to be considered for further research Yes / No 

If yes, please provide your email address: 

I would like to be added to the Candoco mailing list for updates on touring dates, company activity 

and relevant news from Candoco peer organisations Yes / No 

If yes, please provide your email address: 

Content removed on data protection grounds
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Appendix 4 

Sample of report written to Candoco [From Chapter 5] 

  

 
Analysis, and basic report format by Vipavinee Artpradid (PhD Researcher, Centre for Dance Research 

(C-DaRE), Coventry University) 
 

Interviews conducted by Lucy Fox, Floriane Laroche, and Vipavinee Artpradid 
 

-------------------------------------------------------------------------------------------------------------------------------------- 

A report submitted on March 23, 2018 to Candoco to contribute to the understanding of Candoco’s 

audiences. The report is based on a thematic analysis of short interviews with 19 audience members 

who watched the Face In/Let’s Talk About Dis Double Bill at Sadler’s Wells, 09-10 March, 2018. 

External 
experience, 
internal 
encounters, 
expressions 
of thought 
A summary of 

audience 

comments from 

the Face In/Let’s 

Talk About Dis 

(Sadler’s Wells, 

09-10 March, 

2018) 
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This report details the findings of a thematic analysis of 18 short structured interviews of 19 

audience members who watched the Face In/Let’s Talk About Dis Double Bill at Sadler’s Wells 

on either March 9, 2018 or March 10, 2018. 

Section 1: Overview of the method and interviews 

The interviews were 3-5 minutes long and were based around the following areas: 

• The audience member’s background with disability, Candoco, and professional 

integrated dance 

• Their experience of the performance i.e. memorable moments, insight, thoughts and 

questions on what the performance was about 

• How their understanding of disability and dance have been affected by their experience 

of the performance 

Participants were asked to sign a consent form prior to taking part in the short interviews. The 

forms also asked if they had any longstanding conditions that affected their daily life. They 

were also asked if they would like to take part in further research and to provide an email 

address for further contact. 

Relevant parts of the recording were noted down in a table based on the questions. The labels 

for each column are Q1-Q5 and correspond to the following descriptions: ‘Background’, 

‘Experience of show’, ‘Thoughts on disability/dance’, ‘Day to Day’ (where possible), ‘Email 

address’ (where possible). The completed table can be found at the end of this report in Table 

2.  

Section 2: Analysis and key findings 

7 out of the 19 audience members who were interviewed said it was their first time watching 

a performance by Candoco. 3 of the 19 audience members said it was their second time. 

The thematic analysis revealed three different approaches from which to look at the feedback. 

The first is based on audiences’ experiences of what they felt happened internally as well as 

what external elements (such as lighting and space) they were affected by the most. The 

second is based on what the performance triggered audience members to think about and 

comment on. The third is based on comments that were specifically about each performance 

in the double bill.  

Here is a brief outline of the approaches: 

i. Key Audience Experiences 
a. The feeling of what happened100 (internal encounters) 
b. Describing what was seen (experience of external elements) 

ii. Categories of thoughts triggered by the performance (expressions of thoughts) 

iii. Aspects of audiences’ experiences of specific performances Face In/Let’s Talk About 
Dis (experiences of specific performances 
 

 
100 This is a reference to Antonio Damasio’s book titled The Feeling Of What Happens: Body, Emotion 
and the Making of Consciousness 
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Sections 2.1 - 2.3 provide the main points from the analysis of the three different approaches. 

Tables 1, 2, and 3 provide examples of audience comments that are representative of the 

main points.  

2.1 Key Audience Experiences (internal encounters and experiences of external 

elements) 

 

 

Diagram 1: Overview of internal encounters and external experiences 

 
o Curiosity- There was a desire to know more about a specific show, especially Face In, 

citing that it was the more abstract piece. Other aspects of curiosity were about the 
physicality of the dancers in relation to their unique artistry. 

o External elements- When asked about what they remembered most about the 
performances, some audience members said lighting, colours, space, music, and 
clothing. 

o Aesthetics- All audience members interviewed had their own understanding of how 
they ‘saw’ in the context of watching an artistic work. This was related to notions of 
beauty, dance as a visual art, and perceptions of normality and how dance can affect 
such perceptions. 

o Artistry in movement- A majority of audience member brought up dancers’ technical 
skills and the integration of their physicality into their movement. 

o Athleticism- Several audience members discussed the strength demonstrated by the 
dancers, referring to sportspeople and the Paralympic games. 

o Series of emotional responses- While the majority of audience members did not feel a 
meaning or narrative was necessary for Face In, they were aware of their own emotional 
responses to what they were seeing, even if the emotions resist textual definition. 

Audience 
experiences

Curiosity Elements 
(lighting, space, 

music, 
movement, 

clothing)

Aesthetics of 
the 

performance

Artistry in the 
movement

Strength & 
Athleticism

Series of 
emotional 
responses

Enlightenment

Exploration

Like observing 
a work of 

abstract art

letting 
entrainment 

take place

Internal encounters 

The feeling of what 

happened (Ref: 

Damasio, 1998) 

External experience 

Describing what was 

seen 
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o Enlightenment- Audience members who were unfamiliar with or had limited exposure 
to integrated dance felt that they had a greater understanding of disability in the context 
of dance, as well as being able to expand their thinking about the two concepts. 

o Exploration- Several audience members who were more familiar or experienced with 
integrated dance wanted to see an exploration of psychological and physiological 
boundaries, especially in relation to dancers’ particular physicality.  

o Work of abstract art- A few audience members said that they experienced the 
performances as works of abstract art, which saw them having the mindset of not 
needing to find meaning or a narrative in the performances. 

o Entrainment effects- A few audience members felt they connected with the movement 
of the dancers and felt a physiological synchronization with what was happening on 
stage.  

 

Table 1. Examples of Key Audience Experiences (internal encounters and external 

experience) 

 

 

Curiosity "I’m curious about how do you feel a body that is not normative, or how do you feel a body 
that is seen as a… that something is lacking. There are different expressions, how they 
express, like it’s the same as me, but in another way, or not. It’s complicated to talk about."

Elements (lighting, 
space, music, 
movement, clothing)

I quite liked that they kept changing clothes. I don’t know why I liked it, It just sort of struck 
me that they coming off and coming on with something different. 

Aesthetics "I liked the trance phase where the music played that they had during the first half. It was ethereal I would 
say. Yes that’s the kind of thing that I remember."

"It was an incredibly atmospheric piece. It was the combination of both the dance and the sound design 
and the lighting all working together to create an absorbing experience."

Artistry in movement "Would have wanted to see more exploration of what is uniquely possible by the diversity of 
people on stage. I thought the dancer in the chair was really great both in and out of the chair. 
He had a really interesting physicality. However, sometimes movements were more typically 
contemporary dance."

Atheleticism "I’m always… kind of moved… by artistry at such a high level with people that have disabilities. I think it 
shouldn’t take you by surprise, but sometimes it does and it is kind of a (___) to see such movement 
performed. You know, for example, the dancer who was in a wheelchair- seeing him being able to support 
his whole body weight and the weight of the chair just on his arms, it’s impressive as atheleticism."

Series of emotional 
responses

"I was swept along by the…through its effect was the form. Its effect was the form of it. I had 
an emotional response to it, but not in any sort of…I didn’t care what it was about or not. I just 
had a range of emotional responses to what I was seeing."

Englightenment "I didn’t quite know what to expect. To be honest I thought Candoco was a company for 
disabled people so it’s interesting to know that it’s also a company for non-disabled people. I 
suppose the interaction between everyone was slightly different and unexpected because of 
that?"

Exploration "I think it links to seeing the potential of performers and their distinctiveness. Anything 
around how a body can be interesting to look at, it’s not necessarily linked to dance 
technique, it is about the physicality of that particular body that I find really interesting and I 
suppose wanted more of. More exploration."

Abstract art "A lot of words would be sort of abstract in ways that you might look at an abstract painting. I 
might have an emotional response to that but I think most people would find it difficult to put 
into words." 

Entrainment "I loved the bit where the wheelchair was chasing everybody around the room because I kept 
saying go on I know you’re going to catch them! And he did!" 
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2.2. Categories of thoughts triggered by the performance (expressions of thought) 

 

Diagram 2. Categories of expressions of thought 

Table 2. Examples of audience comments for each category of thoughts triggered by 

the performance 

 

 

What creates 
perception and 
understanding?

What are the 
different ways 
of being and 
expression?

What is ability?

What is my 
comfort zone? 
How is it being 

challenged?

How can we 
challenge the 
human form?

What creates 
perception and 
understanding?

"… somewhere into the performance, I couldn’t remember… I was like, how many 
people have all four limbs, and how many don’t in the company. I can’t remember 
because you stop seeing it."

What are the 
different ways 
of being and 
expression?

"Different ways of being, different experiences, how different bodies move, how 
different bodies experience different things, the impact of different stresses on 
different bodies, and the effect that that has. Being able to demonstrate such a rich 
material in terms of internal and external narratives."

What is 
ability?

"The term able-bodied really stops meaning sort of very much after a while because 
you just start seeing these bodies and a lot of these extremely able bodies. All of 
them were very able bodies, whether or not all four limbs or in a wheel chair or 
not." 

What is my 
comfort zone? 
How is it being 
challenged?

"I think anytime a person who’s disabled can stand up and talk about their disability 
in such a manner that doesn’t make you feel sympathetic towards them, it just 
makes you feel empathetic with them and it makes you feel like there isn’t any 
disability. I think that’s why I felt the second piece really talked to me as somebody 
who might find it disturbing to see disabled people."

How can we 
challenge the 
human form?

"I think it links to seeing the potential of performers and their distinctiveness. 
Anything around how a body can be interesting to look at, it’s not necessarily linked 
to dance technique, it is about the physicality of that particular body that I find 
really interesting and I suppose wanted more of. More exploration."
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2.3 Aspects of audiences’ experiences of specific performances 

 

Diagram 3. Aspects of audiences’ experiences of specific performances 

 

 
Table 3. Aspects of audiences’ experiences of specific performances 

 Face In Let’s Talk About Dis 

Themes 
raised (What 
themes did it 
bring up?) 

Creating the experience of: 

• The carnivalesque  

• Awareness and fluidity 

• Incorporation 

• Colour-play 

• Exploration of relationships 

• Sequence of unexpected events 

• Rebelliousness 

• Contemporary art piece 
Questioning  

• Sexuality 

• Wholeness (what wholeness means) 

• Physicality (atheleticism, strength, 
beauty) in the context of the 
particularity of dance and disability 

Integration  

• Integration of sexuality 

• Integration of disability 
Celebration  

• Celebration of variation 

• Celebration of diversity 

• Physicality 

• Particularity 

• About a range of human emotions 
and experiences 

 

Identity 

• Self-identity 

• Perception of identities 
 
Comedy 

• Dancers as comedians 
 
Irony 
 

Associated 
feelings 
(What did it 
make me 
feel?) 

• Touching 

• Comedy 

• Uncertainty (about the narrative) 

• Caring 

• Intimacy 

• Like experiencing an abstract work of 
art 

• Ironic 

• surprising  

• Relaxed 

• At ease 

• Felt more ‘encompassed’ as an 
audience member 

 

What themes did it bring 
up?

Associated feelings 
(What did it make me 

feel?)

Questions raised (What 
did I ask myself?) 

Performative nature 
(What did it do?)

Performance-
specific 
aspects
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• Stylishness 

• Eloquence 

• Beauty 

• Anger 

• Busy-ness 

• Animated 

• Liveliness 

• Interesting and confusing at the 
same time 

• Atmospheric 

• Absorbing 

• Ethereal 

• Discomfort 

• Shock 

• Can’t anticipate what’s next 

• Thought-provoking 

• Intrigued 

• Weirdness 
 

Questions 
raised (What 
did I ask 
myself?) 

• What is the hidden purpose? 

• What does the programme say it’s 
about? 

• is it dance? 

• Candoco is integrated? (I didn’t 
know that) 

 

Performative 
nature (What 
did it do?) 

• Raised the struggles of disability and 
how they are overcome 

• Created a new dance form 
 

• ‘verbalised’ the ways we can talk 
about disability 

• Pictorial representation of disability 
in the context of normalcy 

• Addressed, encompassed, and 
involved the audience 

• Creating irony to make a point 
about disability 

• ‘encompassed’ (involved) the 
audience 

 

 

3. Conclusion and summary of findings 

Audience members’ comments can be categorised into three shared spaces, namely, 

external experience, internal encounters, and expressions of thought. These spaces are 

found within the context of individuals’ experiences of specific performances. By describing 

what they struck them most about what they saw, audience members shared their 

experiences of environmental/atmospheric elements of the performance, creating verbal 

expressions of their external experience. These elements are combined with audience 

members’ existing life experience and understanding of the world to create internal 

encounters which were also verbally expressed to create a textual space of its own. The 

following diagram provides a visual representation of this interplay. 
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Diagram 4. Visual representation of the interrelation between external experience, internal 
encounters, and expressions of thought, within the context of experiences of specific 

performances. 
 

 

 
In summary… 
 
Audience experiences of their own internal encounters included a range of indescribable 
emotional responses that they felt did not need to be defined, to experiences of finding new 
ways of understanding physicality and movement, triggers for further exploration, and feeling 
a physical connection with the dancers’ movements.  
 
Audience experiences of external elements of the performance focused on the ambiance 
created by the lighting and colour-play, the combination of music and movement, the 
juxtaposition of spaces they had experienced performances and the stage in front of them, 
and the choice of clothing worn by the dancers. 
 
The interplay between audiences’ internal and external experiences were made into a space 
created by their expressions of thought. The space enabled a questioning of how 
perceptions and understandings about social concepts- such as ability and dance- are 
created, challenged, and changed, and the different ways of being and expression. 
Audiences stepped in and out of and explored the boundaries of their own zones of comfort 
and discomfort. Their understanding of the human form and the particularities of individual 
physicality were either reinforced or challenged. For some, it was a satiation of their curiosity 
of the body and its ability.  
 
Audiences shared their thoughts and feelings about each specific performance. While few 
could find a clear narrative in the Face In, the majority also felt that there was no need for 
one, enabling their experience of Face In to be a sequence of emotional responses to events 
they were unable to anticipate. Themes of questioning, integration, and celebration were 
raised. Audience member shad a clearer response to Let’s Talk About Dis, identifying 
humour in the context of irony as the main foundation. Some found themselves questioning 
the notion of dance altogether. There was also an appreciation for being made to feel part of 
the performance. 

Expressions of 
thoughts

External 
Experience

Internal

encounters

Experiences of  

specific  

performances 
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Appendix 5 

Details of each of the categories of the external horizon [From Chapter 6] 

1. Components of the performance (1) 

• Choreography 

• Lack of message 

• Choreography: pulling clothes, pretending to be dogs, putting crutch on nose, 
being an elephant 

• Niche- for a specific audience 

• Choreography didn’t facilitate passion in the dancers 

• What was missing was a deep story about what was going on 

• Choreography (didn’t like it) 

• Performance was abstract and out there 

• Different from classic contemporary dance 

• Music 

• Use of music  

• Storyline 

• A lot going on stage 

• Choreography- structure- freestyle 

• Different themes 

• The programme helped with understanding and appreciation 

• Sequence, movement,  

• Anecdote about language use about disability by media personalities 

• the performance as an act of dialogue 

• Open dialogue situation vis a vis participatory art 

• Diversity of performers 

• Gestures, expression, silent screams 

• Juxtaposition between colourful costumes + expression of joy but there is 
something underneath that is not being articulated 

• Creativity in choreography 

• Choreographic composition and how people treat each other and interact 

• The way the pieces are made (professional) 

• Contemporary dance in relation to structure of the society 

• it didn’t touch upon the structural elements which are who gets to work, who 
doesn’t get to work. 

• Fluidity in meaning 

• Choreography (use of solos and duets and trios to bring about feelings of stability 
and instability) 

• Use of prostheses (wheelchair and crutches) 

• [the rest is not specifically about Face In] 

• Ability to recreate choreographed moves 



 
 

282 
 

 

2. Nature of dance (2) 

• Different from classic contemporary dance 

• Typical contemporary dance 

• Dance is a visual art 
 

3. Interpretation of the performance (3) 

• What was missing was a deep story about what was going on 

• Performance was abstract and out there 

• Storyline 

• Fluidity in meaning 

• Interpretation: drug orientated frenzy 

• Adult themes 

• Turning things into a fantasy and because people are frustrated in reality from being 
misrepresented and miscommunicated 

• (not necessarily a narrative, but has a purpose) 

• stylish 

• Interpretation- dog type relationship 

• Watching the performance as experience 

• Like a piece of contemporary art 

• Didn’t see a story 

• Interpretation of choreography 

• Different emotions with different dancers 

• Interpretation: wacky 

• Interpretation: rave 

• Interpretation- parties 

• Interpretation: relationships 

• Interpretation- parody 

• interpretation- carnival 

• Interpretation:  

• identity and self-identity and other peoples’ perception of identities 

• Mood/vibe: celebration of different ways 

• Interpretation: about human emotions 
 

4. Related to performers’ experience and ability (4) 

• Presence of the performers on stage 

• Skills and aptitudes 

 

5. Publicity material (5) 

• The programme helped with understanding and appreciation 

• Synopsis and publicity material 
 

6. Meta external horizon (6) 

• Comparison with previous pieces 

• Link to society 
 

7. Target audience (7) 

• Niche- for a specific audience 

 

8. Link to personal experience (8) 

• Anecdote about language use about disability by media personalities 
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9. Performativity (9) 

• the performance as an act of dialogue 

• Open dialogue situation vis a vis participatory art 
 

10. Diversity (10) 

• Diversity of performers 

 

Appendix 6 

Details of the categories of audience internal horizons [From Chapter 6] 

1. The emotions they experienced (1) 

• 'you were really gosh, what's happening? What's happening? What's the matter?' 

• emotions- anger, frustration, joy 

• sympathy- empathy 

• feeling- intimacy 

• curiosity and interest as emotion 
 

2. Their perception of physicality (2)  

• physicality (perception of) 

• there are different bodies 

• bodied- all the dancers are able-bodied 

• different bodies experience different things 
 

 

3. Themes they saw in the performance (3)  

• Appearance and superficiality 

• conformity 

• diversity 

• being part of a group, not being part of a group,  

• challenge 

• acceptance 

 

4. Their interpretation of what the performance was about (4)  

• difference between surface and the hidden  
 

5. Questions the performance brought to their mind (5)  

• Can dance be a career? 

 

6. Observation about possibilities in engaging diversity (6) 

• Many different ways that we could include many different types of people (context: 

physically integrated dance co) 

• integration 

  

7. Aspects of the performance that they focused on (7)  

• Layers of movement and interpretation 

• Capacity for play 

• How professional is the work? 



 
 

284 
 

• 'full of dialogue' 

 

8. How they made choices about what to look at (8)  

 

9. Critical of disability as a social construct (9)  

• Disability is something you ‘see’, observable, noticeable 

• Disability can be ‘lessened’ 

• Society considers having an impairment to be something that causes a difficulty 

• 'exposure is important' (especially to people who would be bothered seeing that kind 

of disability' 

• Work created by a disabled individual isn’t disabled art 

 

10. What dance is about to them (10)  

• people as a source of movement; people creating movement 

• Dance is not about acting or speaking- its about your body and expressing the way 

you feel 

• familiarity with contemporary dance and integrated dance 

 

11. Expectations of contemporary dance (11)  

 

12. Their use of the concept of disability (12)  

• Dancing on stage is a ‘normal’ thing 

• Disabled peoples’ activities are limited 
 

13. Critical of expectations in dance (13)  

• dance dominated by a particular perception of the body 

 

14. Felt like they needed more explanation about the performance (14)  

 

15. Experiential effect of performance (15) 

• enlightening 

• in or out of comfort zones 

• The performance was able to hold my attention (kept me engaged) 

• facial expression, because it's physical comedy' 
 

16. Perception of Candoco as a physically integrated dance company (16) 

 

17. Company's choice of impairment (17) 
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Appendix 7 

Contextualisation of audience focus of variation into dancers’ categories of description of 

Face In (ways of understanding Face In) [From Chapter 6] 

 Category of description 
(Dancers’ understanding of 
Face In) 

Audience focus of variation that is present in 
the category of description 

A
u
d

ie
n
c
e
 i
n
te

rn
a

l 
e
x
p
e
ri

e
n

c
e
 (

F
V

1
) 

 

Awareness of audience presence 
and possibility of audience 
interpretation 

(ALL) 
1. Movements and communication by, strength 

and skills of performers (specific and non-
specific) (1)  

2. Nature of physicality (2)  
3. Experience and professionalism of dancers 

(3)  
4. Interpretation of performance (can be 

related to understanding of disabillity) (4) 
5. Dancers of all physicalities working together 

(5) 
6. Nature of dance (6) 
7. Source of emotions in choreography (7) 
8. First time seeing a performer with a different 

physicality (8) 
9. Approach to experiencing live dance (as an 

audience) (9) 
 

Audience's internal experience of 
the relationships between the 
dancers 

The relationship between the 
source of the choreography and 
how the audience experiences the 
performance  

Audience's internal experience in 
relation to dancers' interpretation 
of the nature of the work  

D
a
n
c
e
r 

in
te

rn
a
l 
e
x
p
e
ri

e
n
c
e
 a

n
d
 e

x
te

rn
a

l 
m

a
n
if
e
s
ta

ti
o

n
 

(A
p
p
ro

a
c
h
e
s
 t
o
 e

n
g

a
g

in
g
 t

h
e
 a

u
d
ie

n
c
e
) 

(F
V

2
) 

 

Awareness of how the self is 
relating or not relating to the 
audience  
 

 

(ALL) 
1. Movements and communication by, strength 

and skills of performers (specific and non-
specific) (1)  

2. Nature of physicality (2)  
3. Experience and professionalism of dancers 

(3)  
4. Interpretation of performance (can be 

related to understanding of disabillity) (4) 
5. Dancers of all physicalities working together 

(5) 
6. Nature of dance (6) 
7. Source of emotions in choreography (7) 
8. First time seeing a performer with a different 

physicality (8) 
9. Approach to experiencing live dance (as an 

audience) (9) 
 

Dancers' internal experience of 
their interaction with each other 
on stage and how these 
relationships are manifested 
externally to the audience through 
movement 

Reflecting on the source of the 
choreography and how it relates 
to dancers' internal experience 
and manifesting this internal 
experience externally as ways to 
engage the audience  

How dancers' internal experience 
of their interpretation of the nature 
of the work is manifested 
externally, and how the audience 
engages that manifestation.  

D
a
n
c
e
r 

p
u
rp

o
s
e
 a

n
d
 i
n
te

n
t 

(F
V

3
) 

 

Awareness of how own purpose 
and intentions create movement 
and the performance 

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  

• Nature of physicality (2)  

• Nature of dance (6) 

• Source of emotions in choreography (7) 
 

How dancers' purpose and 
intention influence their interaction 
with each other on stage 

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  

• Nature of physicality (2)  
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• Experience and professionalism of dancers 
(3)  

• Dancers of all physicalities working together 
(5) 

• Source of emotions in choreography (7) 
 

The relationship between the 
dancers' experience of the source 
of the choreography and their 
purpose and intention in 
performing 

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  

• Nature of physicality (2)  

• Experience and professionalism of dancers 
(3)  

• Source of emotions in choreography (7) 

How dancers' interpretation of the 
nature of the work influences the 
purpose and intention going into 
their performance  

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  

• Interpretation of performance (can be 
related to understanding of disabillity) (4) 

• Nature of dance (6) 

• Source of emotions in choreography (7) 
 

P
ro

c
e
s
s
 o

f 
m

a
k
in

g
 t
h

e
 w

o
rk

 (
F

V
4
) 

 

Awareness of how the process of 
making the work makes the 
'present' in the performance  

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  

• Dancers of all physicalities working together 
(5) 

• Nature of dance (6) 

• Source of emotions in choreography (7) 

• Approach to experiencing live dance (as an 
audience) (9) 

How the process of making the 
work influences their interaction 
with each other on stage 

Reflecting on the source of the 
choreography through recounting 
the process of making the working 
(Recoreography? 
Metachoreography?- 
rechoreographing in one's mind 
how the work was choreographed 

Reflecting on the relationship 
between dancers' perception of 
the work and their experience of 
the process of making the work 

P
a
th

w
a
y
s
 w

h
e

n
 p

e
rf

o
rm

in
g

 (
F

V
5
) 

 
Awareness of the cognitive, 
affective, and energy (movement) 
pathways engaged when 
performing  

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  

• Nature of physicality (2)  

• Experience and professionalism of dancers 
(3)  

• Source of emotions in choreography (7) 
 

How the pathways into the work 
that are engaged by the 
performers influence their 
interaction with each other on 
stage 

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  

• Nature of physicality (2)  

• Experience and professionalism of dancers 
(3)  

• Dancers of all physicalities working together 
(5) 

• Source of emotions in choreography (7) 

Reflecting on the pathways 
engaged when performing 
(including rehearsals and pre-
performance warm up) in relation 

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  
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to the source of choreography and 
choreographic process) 

• Experience and professionalism of dancers 
(3)  

• Source of emotions in choreography (7) 
 

Reflecting on how the pathways 
engaged when performing 
(including rehearsals and pre-
performance warm up) are 
informed by dancers' interpretation 
of the nature of the work 

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  

• Nature of physicality (2)  

• Experience and professionalism of dancers 
(3)  

• Dancers of all physicalities working together 
(5) 

• Nature of dance (6) 

• Source of emotions in choreography (7) 
 

P
e
rc

e
p
ti
o
n

 o
f 

m
e
s
s
a
g
e

 (
F

V
6
) 

Awareness of own and others' 
perception of the message of the 
performance  

 

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  

• Source of emotions in choreography (7) 
 

How dancers' perception of the 
message of the performance (if 
they believe there is one) 
influences their interaction with 
each other on stage 

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  

• Nature of physicality (2)  

• Experience and professionalism of dancers 
(3)  

• Dancers of all physicalities working together 
(5) 

• Source of emotions in choreography (7) 
 

The relationship between dancers' 
knowledge of the source of 
choreography and dancer's 
perception of the message of the 
performance (if they believe there 
is one) 
 

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  

• Nature of physicality (2)  

• Experience and professionalism of dancers 
(3)  

• Source of emotions in choreography (7) 
 

The relationship between dancers' 
interpretation of the nature of the 
work and their perception of the 
message of the performance (if 
they believe there is one) 
 

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  

• Nature of physicality (2)  

• Experience and professionalism of dancers 
(3)  

• Source of emotions in choreography (7) 
 

U
n
iq

u
e
 n

a
tu

re
 o

f 
th

e
 w

o
rk

 

F
V

7
 (

i.
e
. 

e
a
c
h
 p

e
rf

o
rm

a
n
c
e

 

is
 d

if
fe

re
n
t)

 

 

Awareness of own interpretation 
of the unique nature of each 
performance of the work  

• Movements and communication by, strength 
and skills of performers (specific and non-
specific) (1)  

• Nature of physicality (2)  

• Experience and professionalism of dancers 
(3)  

• Interpretation of performance (can be 
related to understanding of disability) (4) 

• Dancers of all physicalities working together 
(5) 

• Source of emotions in choreography (7) 

How unique nature of each 
performance influences their 
interaction with each other on 
stage 

Reflecting on the connection 
between the source of 
choreography and the unique 
nature of each performance of the 
work 
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Reflecting on the connection 
dancers' interpretation of the 
nature of the work and how that 
interpretation influences their 
performance in each unique 
performance of the work 
 

 

 

 

Appendix 8 

Full table of groups of categories of description and their parallel quotes [From Chapter 6] 

Group of category of 
description 

Parallel quote 

Audience internal experience 
(FV1) 

• Awareness of audience presence 
and possibility of audience 
interpretation 

• Audience's internal experience of 
the relationships between the 
dancers 

• The relationship between the 
source of the choreography and 
how the audience experiences 
the performance  

• Audience's internal 
experience in relation to 
dancers' interpretation of the 
nature of the work  

• ‘Yeah…moment by moment I think. Yeah, I think 
there’s so much freedom in this piece to be affected by 
what’s going on even though it’s set to a certain extent. 
Tiny things that happen in one moment can affect the 
next moment or you might be really close to the front of 
the stage and you see someone. You make eye contact 
with them and that’s …that can never be same two 
times in a row. It affects what comes after. Yeah, I think, 
I feel like, how I acknowledge it is to let those things in, 
whatever’s around. And choose- you can never make 
a choice whether to respond to it or not or to be affected 
by it or not… Sometimes I can’t make a choice. 
Sometimes I’m just affected. Yeah, it’s actually a really 
important part of the work. It’s sort of what makes it 
alive I think 

 

• I hope the audience will sort of experience a way of 
looking into themselves a bit. Or to not be afraid of 
themselves and their… sort of inner demons. [___] but 
we still carry it and them sometimes they sort of come 
up. And to not be afraid of it, but to know about it…. 
Know when these things are happening and how 
certain things make one feel and…I think that’s the 
main I see from the piece.. that we sort of highlight 
those things by actually doing them. But not in relation 
to each other. But I’m going through my own journey in 
the piece and others are going through their journey. 
And then we can sort of meet. 

 

Dancer internal experience and 
external manifestation 
(Approaches to engaging the 
audience) (FV2) 

• Awareness of how the self is 
relating or not relating to the 
audience 

• Dancers' internal experience of 
their interaction with each other 
on stage and how these 
relationships are manifested 
externally to the audience 
through movement 

• ‘I kind of see the audience as an observer. I don’t really 
feel like I’m engaging with the audience as a task or as 
a maybe more a task for myself. But as… I notice that I 
realise they’re there but I kind of see through them and 
it’s my own reflection of things.’ 

• ‘it’s a complex one. Because the work requires so 
much- the process is quite inward. For a lot of moments, 
and to be able to sort of divide that attention or decide 
when it’s just okay to be with myself or when I need to 
open my awareness out and let myself be seen- that 
also lets something in. And that affects you as well. 
Yeah, it’s a complicated… it’s very different to 
performing an abstract piece of pure dance movement 
where it’s mainly aesthetics involved. I think this is… 
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• Reflecting on the source of the 
choreography and how it relates 
to dancers' internal experience 
and manifesting this internal 
experience externally as ways to 
engage the audience 

• how dancers' internal experience 
of their interpretation of the 
nature of the work is manifested 
externally, and how the audience 
engages that manifestation.  

 

there’s so much of yourself involved in every moment 
that it’s…for me it’s a kind of constant shift in balance 
between how much of that I’m sharing and how much 
I’m keeping for myself or for other people I’m dancing 
with.’ 

• ‘Sometimes when you…when we perform it’s 
because… you feel different every day. In terms of your 
emotional systems. And that sometimes that can take 
over. So even though know what you’re doing on stage, 
Then in terms of how you feel personally, that can kind 
of make that state of mind even stronger. And I 
remember I was with … we were performing in Italy this 
summer- last summer, and all of a sudden I found 
myself in this place where I knew…My body wanted to 
go that place but I also at the same time was completely 
aware of that I’m on stage, I’m performing right now I 
can’t let myself go there  because then I wouldn’t know 
where it would end. I didn’t know what would come 
across or how I would be perceived. So I had to pull 
myself a bit back from it again. Not allowing myself to 
go into that state of mind. And that was quite… that was 
a bit scary actually.’ 

 

Dancer purpose and intent (FV3)
  

• Awareness of how own purpose 
and intentions create movement 
and the performance  

• How dancers' purpose and 
intention influence their 
interaction with each other on 
stage  

• The relationship between the 
dancers' experience of the 
source of the choreography and 
their purpose and intention in 
performing   

• How dancers' interpretation of 
the nature of the work influences 
the purpose and intention going 
into their performance  

 

‘That I found it funny because I relate to everybody on 
stage. But I know that we are in the same state of mind. 
And I know that we are … we’re not doing the same 
movements but we are doing the movements with the 
same intensity and the same things in mind, and then all 
of a sudden we are not in the same state of mind. And 
that creates such a different atmosphere between us. 
That it’s hard to clock into each other. And it still is.. it’s 
challenging actually. It’s still quite challenging.’ 

Process of making the work (FV4)
  

• Awareness of how the process of 
making the work makes the 
'present' in the performance 

• How the process of making the 
work influences their interaction 
with each other on stage  

• Reflecting on the source of the 
choreography through recounting 
the process of making the 
working rechoreographing in 
one's mind how the work was 
choreographed 

• Reflecting on the relationship 
between dancers' perception of 

‘I think letting people see you. Letting people see all sides 
of you. Or all imagined sides of you. In a way that is, that 
you’re in a vulnerable place, and that we don’t necessarily 
always show to people. And even in an everyday situation 
but then to stage that and perhaps even embellish your, 
exaggerate those steps, can be a very vulnerable place. 
Or even in the studio, because you’re vulnerable, and the 
first moment that you do it in front of people that you know 
and yeah. Putting yourself in places that you’re not 
comfortable with.’ 
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the work and their experience of 
the process of making the work 

 

Pathways when performing (FV5)
  

• Awareness of the cognitive, 
affective, and energy 
(movement) pathways engaged 
when performing  

• How the pathways into the work 
that are engaged by the 
performers influence their 
interaction with each other on 
stage  

• Reflecting on the pathways 
engaged when performing 
(including rehearsals and pre-
performance warm up) in relation 
to the source of choreography 
and choreographic process) 

• Reflecting on how the pathways 
engaged when performing 
(including rehearsals and pre-
performance warm up) are 
informed by dancers' 
interpretation of the nature of the 
work 

 

‘when I’m [doing] Face In I sometimes, I don’t feel 
myself…I’m really mad… I [feel I] need to keep control… 
[But] I never put my colleagues in risk… I think with Face 
In I go [very deep] and sometimes it’s [hard] to come back. 
It’s harder for me as a dancer when I go deep in [to] the 
character, it’s a bit hard to disconnect to [my self] in 
seconds… I can disconnect in a few minutes, but when I 
go, I [really] go deep… And the relation with the 
audience…I look [at them]… we look all the time, but we 
have, I think we have this wall in Face In that we build… 
[And we see these] colours, these eyes, and these faces, 
some strange, some beautiful…  We look, we touch the 
audience, but we touch the audience I think, with another 
[set of] eyes. It’s a different eyes [than the ones we use] 
in [another work].’ 

 
 

Perception of message (FV6)  

• Awareness of own and others' 
perception of the message of the 
performance  

• How dancers' perception of the 
message of the performance (if 
they believe there is one) 
influences their interaction with 
each other on stage  

• The relationship between 
dancers' knowledge of the 
source of choreography and 
dancer's perception of the 
message of the performance (if 
they believe there is one) 

• The relationship between 
dancers' interpretation of the 
nature of the work and their 
perception of the message of the 
performance (if they believe 
there is one) 

 

‘Well I hope that they’ll see people. And how complex 
people are. And recognise that that’s something that 
we’re parrying everyday. I think, to be able to put that in a 
space, like stage, to sort of present it somehow, is to 
acknowledge that it’s okay, to be all those things all at the 
same time. Yeah. I sort of hope they’ll embrace absurdity 
a bit. I think it’s so easy to live our lives everyday and do 
our jobs everyday and forget that absurdity exists and to 
value it. So it’s nice to just have a space for it. And to 
acknowledge that it’s linked to very real things, that it’s 
associated to very real things…’ 
 

Unique nature of the work FV7 (i.e. 
each performance is different)  

• Awareness of own interpretation 
of the unique nature of each 
performance of the work  

• How unique nature of each 
performance influences their 
interaction with each other on 
stage 

[on going beyond what was choreographed] ‘Yes, yeah, 
we can do that. Our pathways are always the same, but 
our state of mind, they will always change. It will always 
be with a different intensity and a different, like the 
imagery of it will always change. It does for me at least. 
Yeah, and I think that’s the challenging part of it. And the 
interesting bit as well that there is so much freedom in my 
mind to actually go through things.’ 
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• Reflecting on the connection 
between the source of 
choreography and the unique 
nature of each performance of 
the work  

• Reflecting on the connection 
dancers' interpretation of the 
nature of the work and how that 
interpretation influences their 
performance in each unique 
performance of the work 

 
 

 

 

Appendix 9 

Categories of description and their parallel quotes (audience foci of variation in relation to 

conception of disability as a limitation or obstacle) [From Chapter 6] 

 

Foci (that which 
varies between the 
different categories) 

as a limitation, 
challenge, or 

obstacle 
imposed by 
self or other  

Parallel quote 

movements and 
communication by, 
strength and skills of 
performers (specific 
and non-specific) (1) 

overcoming 
struggle, dealing 
with impairment- 
inspirational 
(1A) 

… I can’t imagine even being able to do a headstand, let 

alone being able to do a headstand with a wheelchair. 

The weight of that, and just making it look absolutely 

effortless. Kind of just blew me away. 

nature of unique 
physicality 
(difference) in 
relation to 
creativity(2) 

focus is on 
impairment 
and/or 
accessibility 
equipment (2A) 

‘We were just talking about the choice of impairments. 
People with impairments. I’m feeling that it’s perhaps a 
little bit stereotyped, I don’t know. Wheelchair users and 
amputees. Apart from that one comment, I think it’s 
absolutely beautifully choreographed. Absolutely drawn 
into it. I’m not sure what I was watching but I was 
completely absorbed by it.’ 

experience, 
professionalism, 
individualism of 
dancers (3) 

professionalism 
makes the 
dancers look 
normal (3A) 

It’s just like the way they move- yeah, it’s just…For one, 

I’ve never seen anyone move like that in a wheelchair, 

so that is very very different. It was just like there is no 

limits at all to anyone. What their ability or disability was, 

so it’s pretty cool.  

interpretation of 
performance (can be 
related to 
understanding of 
disabillity)  (4) 

performance is 
a response to 
impairment (4A) 

R2: I picked up the animal imagery but we weren’t quite 

sure whether they were exploring the animal side- the 

physicality or… a parody 

 

R: Or extremes of disability almost to shock us perhaps 

or almost exaggerating some aspects of some 

disabilities. Like you said parody, didn’t you? 
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dancers of all 
physicalities working 
together (5) 

separation, 
inclusion (5A) 

the whole time I was kind of thinking, what am I getting, 
what am I getting from it? I don’t know if it was anything 
specific, but I really enjoyed the interaction between the 
dancers, the sort of able-bodied and disabled- it’s just so 
beautiful the way they were able to sort of work off each 
other. And not that the able-bodied dancer was 
supporting, it was both ways and just sort of completely 
using that amazing strength where you’re just like, how 
are you doing that- I don’t know how you’re doing that. 

nature of dance and 
a dance performance 
with all its 
components(6) [what 
dance can do to our 
experience of the 
body] 

there is a 
historical 
dancing body 
(6A) 

I thought the dancer in the chair was really great both in 

and out of the chair. He had a really interesting 

physicality. However, sometimes movements were more 

typically contemporary dance. 

 

source of emotions 
in the choreography 
and the 
choreography itself 
(7) 

presence of 
impairment is 
the source of 
emotions (7A) 

I also found it really powerful and moving and emotional 

and everything that’s been said, you know. Actually, I feel 

a bit ignorant of words to use to describe different body 

parts and I’m worried I’m going to say the wrong thing, so 

it’s made me think about my language, and how I use 

language, so the people without arms, I don’t know how 

you refer to that. (I: it’s alright) But I’m aware, it’s made 

me think about that. And they looked sore to me, you 

know. They looked red, and sore, and painful. Which 

reflected some of what was going on in the dance.  

 

experience of 
contemporary dance 
- first time seeing a 
performer with a 
different physicality 
(8) unfamiliar (8A) 

Certainly opened my mind to what can be achieved. And 

also with abled and disabled working together, that’s a 

new concept to me.  

approach to 
experiencing live 
dance (as an 
audience) (9) 

freedom of 
moving 
regardless of 
your physicality 
(9A) 

You get a bit of a WOW effect because I’ve never seen 

someone with a disability move before so quickly and so 

fast and just like any other dancer really. 

  

[Dance and disability together] doesn’t seem to be a 
problem. And I thought it might have been but it wasn’t. I 
mean it’s just so free 
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Appendix 10 

Disability, dance, and your practice: A resource sheet 

This sheet is a resource that can facilitate internal and interactive conversations 

about makers’ relationships with disability. This could be in relation to their practice, 

their work, or their potential audience.  

How it works [supposedly]: Below are questions that makers can ask about their 

work and practice in relation to disability. Respond to the questions in each series by 

identifying which category or categories of description they identify with most. 

Select one category of description under each of these series, based on your 

response to the following questions: 

• What is your relationship to disability? 

• What is your work’s relationship to disability? 

• What would you like your audience’s relationship to disability to be? 

• What do you perceive to be society’s dominant relationship to disability and 

dance? 

• In an ideal world, what would your relationship to disability be? 

 

 

Series 1: Focus on Movements and communication by, strength and skills of 

performers (specific and non-specific) (1) 

 Overcoming 
struggle, 
dealing with 
impairment- 
inspirational 
(1A) 

Disability is 
not 
noticeable- 
normalisatio
n (1B) 

Transcende
nce of the 
physical- 
moveability 
(1C) 

Performanc
e of plurality 
(1D) 

Innovation 
(1E)  

Externalisati
on (1F) 

What is your 
relationship to 
disability? 

      

What is your work’s 
relationship to 
disability? 

      

What would you like 
your audience’s 
relationship to 
disability to be? 

      

What do you perceive 
to be society’s 
dominant relationship 
to disability and 
dance? 

      

In an ideal world, 
what would your 
relationship to 
disability be? 
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Series 2: Focus on the nature of unique physicalities (which create difference) 

in relation to creativity (2) 

 Focus is on 
impairment 
and/or 
accessibility 
equipment 
(2A) 
 

Focus is on 
the absence 
or presence 
of 
impairment 
(2B) 
 

Focus is on 
ability to 
move with 
own 
physicality 
(2C)  
 

Focus is on 
shared 
humanity 
and 
diversity of 
individuality 
(2D)  

Focus is on 
how 
physicality 
enables 
innovation 
(2E)  
 

Focus is on 
physicality 
as social 
critique (2F) 
 

What is your 
relationship to 
disability? 

      

What is your work’s 
relationship to 
disability? 

      

What would you like 
your audience’s 
relationship to 
disability to be? 

      

What do you perceive 
to be society’s 
dominant relationship 
to disability and 
dance? 

      

In an ideal world, 
what would your 
relationship to 
disability be? 
 

      

 

 

Series 3: Experience, professionalism, individualism of dancers (3) 

 Professiona
l-ism makes 
the dancers 
look normal 
(3A)  

Professiona
l-ism makes 
disability 
unnoticeabl
e (3B) 

Professiona
l-ism is 
separate 
from 
impairment 
(3C)  
 

Professiona
l-ism means 
equality of 
standards 
for all (3D) 

Anticipation 
of 
possibilities 
(3E)  
 

Professiona
l-ism 
challenges 
social 
construction
s of 
disability 
(3F) 

What is your 
relationship to 
disability? 

      

What is your work’s 
relationship to 
disability? 

      

What would you like 
your audience’s 
relationship to 
disability to be? 

      

What do you perceive 
to be society’s 
dominant relationship 
to disability and 
dance? 

      

In an ideal world, 
what would your 
relationship to 
disability be? 
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Series 4: Interpretation of performance (can be related to understanding of 

disability) (4) 

 Performanc
e is a 
response to 
impairment 
(4A)  

Performanc
e is a 
representat-
ion of the 
possibilities 
of 
integration 
(4B)  

Performanc
e is 
choreograp-
hy of 
movement 
through 
bodies (4C)
  
 

Performanc
e is a 
personal 
experience 
(related to 
self) (4D)
  
 

Performanc
e is an 
abstract 
experience; 
performanc
e facilitates 
[the] 
questioning 
[of 
concepts] 
(4E) 

Performanc
e is a 
provocation 
(4F) 
 

What is your 
relationship to 
disability? 

      

What is your work’s 
relationship to 
disability? 

      

What would you like 
your audience’s 
relationship to 
disability to be? 

      

What do you perceive 
to be society’s 
dominant relationship 
to disability and 
dance? 

      

In an ideal world, 
what would your 
relationship to 
disability be? 
 

      

 

 

Series 5: Dancers of all physicalities working together (5) 

 Separation, 
integration 
(5A)  

Normalisati-
on, 
inclusion, 
(5B)  

Equalisation 
(5C)  
 

Pluralisation 
(5D)  
 

Innovation, 
re-creation 
(5E)  

Revolution 
(5F) 
 

What is your 
relationship to 
disability? 

      

What is your work’s 
relationship to 
disability? 

      

What would you like 
your audience’s 
relationship to 
disability to be? 

      

What do you perceive 
to be society’s 
dominant relationship 
to disability and 
dance? 

      

In an ideal world, 
what would your 
relationship to 
disability be? 
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Series 6: Nature of dance and a dance performance taking all its components 

into consideration (6) [what dance can do to our experience of the body] 

 There is a 
historical 
dancing 
body (6A)
  

There is a 
normative 
dancing 
body (6B)
  

There is a 
moving 
body (6C)
  
 

There are 
multiple 
dancing 
bodies (6D)
  
 

The body 
becomes 
the dance 
(6E)  
 

The dance 
is the 
audience 
member's 
relationship 
with society 
and the 
body (6F) 

What is your 
relationship to 
disability? 

      

What is your work’s 
relationship to 
disability? 

      

What would you like 
your audience’s 
relationship to 
disability to be? 

      

What do you perceive 
to be society’s 
dominant relationship 
to disability and 
dance? 

      

In an ideal world, 
what would your 
relationship to 
disability be? 

      

 
 

Series 7: Source of emotions in the choreography and the choreography itself 

(7) 

 Presence of 
impairment is 
the source of 
emotions 
(7A)  

Apparent 
absence of 
disability is 
the source of 
emotions 
(7B)  

Engagement 
with 
physicalities 
is the source 
of emotions 
(7C)  
 

How 
individual 
audience 
members 
relate to 
performers is 
a source of 
emotions 
(7D)  

Experiencing 
dissonance, 
expansion, 
and opening 
of conceptual 
spaces is a 
source of 
emotions 
(7E) 

Juxtaposition 
of society on 
and off stage 
as a source 
of emotions 
(7F) 
 

What is your 
relationship to 
disability? 

      

What is your work’s 
relationship to 
disability? 

      

What would you like 
your audience’s 
relationship to 
disability to be? 

      

What do you perceive 
to be society’s 
dominant relationship 
to disability and 
dance? 

      

In an ideal world, 
what would your 
relationship to 
disability be? 
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Series 8: Experience of contemporary dance - first time seeing a performer 

with a different physicality (8) 

 Unfamiliar 
(8A)  

Familiarity 
contextualise
d by 
disabled/non-
disabled 
binary (8B)
  

Familiarity 
contextualise
d by 
skills/strength 
in movement 
(8C)  
 

Familiarity 
irrelevant 
(8D)  
 

Familiarity 
contextualise
d by a desire 
for the 
unfamiliar  

Familiarity 
contextualise
d by critique 
of society 
(8F) 
 

What is your 
relationship to 
disability? 

      

What is your work’s 
relationship to 
disability? 

      

What would you like 
your audience’s 
relationship to 
disability to be? 

      

What do you perceive 
to be society’s 
dominant relationship 
to disability and 
dance? 

      

In an ideal world, 
what would your 
relationship to 
disability be? 

      

 

 

Series 9: Approach to experiencing live dance (as an audience) (9) 

 Freedom of 
moving 
regardless 
of your 
physicality 
(9A)  

Absence or 
presence of 
impairment 
are neutral 
aspects of 
physicality 
(9B)  

Ability, 
strength, 
and 
physicality 
coming 
together to 
provide a 
counterpoin
t to the 
ideology of 
ability/ableis
m (9C) 

Every 
individual 
performer is 
part of the 
same 
company 
and part of 
making the 
performanc
e happen 
(9D)  
 

Provides a 
space to 
reflect on 
the existing 
contempora
-ry dance 
context and 
the ideology 
of ability 
and ableism 
(9E) 

As an 
approach to 
questioning 
of society's 
whole 
premise 
of/for 
ableism and 
disableism  

What is your 
relationship to 
disability? 

      

What is your work’s 
relationship to 
disability? 

      

What would you like 
your audience’s 
relationship to 
disability to be? 

      

What do you perceive 
to be society’s 
dominant relationship 
to disability and 
dance? 

      

In an ideal world, 
what would your 
relationship to 
disability be? 
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Appendix 11 

Flexible interview questions for audience members 

1- Your background and motivation 

• If you are comfortable to, please share some of your personal experience with 

disability. 

• Is this your first time attending an integrated professional dance performance? 

• How did you hear about the performance? 

• What were your reasons for attending the performance? 

• What expectations did you have of the performance? 

• Have you had a chance to experience other disabled artists’ work? Whose has struck 

you the most? Why? 

 

 

2- Your experience of the performance  

• In your experience, what was the performance about? 

• What are some of your favourite moments from the performance? 

• Describe one or two ways in experiencing the performance has had an impact on 

you. 

• Can you share some of the feedback or responses have you have heard/experienced 

from other audiences/viewers? 

• Did you learn or experience anything unexpected? 

 

 

3.  Post-performance and disabilities awareness 

• How has your experience of the performance affected your understanding of dance 

and disability?  

• What would you have liked to see done differently about the performance or the 

concept of the performance? 

• What do you feel should be the next step for the performance or company? Where 

would you like to see it go from here? 

• In your view, is it possible to go about changing public perceptions towards dance 

and disability without needing to show visible disabilities? 

• Have projects such as this performance have affected the way the public perceive 

dancers and disability? 
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Appendix 12 

Flexible questions for long interviews with dancers 

Version 4 Date: 16 04 18 

Interview Schedule and prompts 

ID  Date: 

 

Prior to Interview 
 

Extra batteries for recorder 
 

Pen and pad 
 

Skype and skype audio recorder 
 

 

Pre-Interview Checklist 
 

Answer participant questions 
 

Consent form 
 

 

Preamble: 

Thank you for your time having the interview with me today. It is much appreciated. Before 

we start there are a few things that I need to go through with you. You’ve signed your 

consent form, I want to remind you that all of your data will be anonymised but the transcripts 

might be seen by the supervisory team for the purposes of validity checking. The interview 

will be recorded so it can be transcribed verbatim and I will be making a few notes 

throughout by again these are to aid my own understanding. 

The interview should last somewhere between 30-45 minutes depending on how much or 

how little you would like to say to me. But if you would like to stop the interview at any point 

just let me know and we will stop. 

Feel free to speak your mind- overall I am interested in you and your experiences. Think of 

this as a one-sided chat. I also need to point out that some of my questions may appear 

naïve or self-evident to you but this is because I’m trying to develop a clearer sense of how 

you understand things, not how I do.  
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Here are the questions: 

Section 1- Your relationship with the audience 

• What is the role of the dancer? What is the role of the audience? 

• What is your relationship with the audience as a dancer? 

What is Face In to you? 

• What do you hope audiences to experience through this work? 

• Specifically in relation to this work, describe your relationship to the audience. 

What is Let’s Talk About Dis to you? 

• What do you hope audiences to experience through this work? 

• Specifically in relation to this work, describe your relationship to the audience. 

 

Section 2- Your experience of the project  

• What are your entry ways, if any, into the choreography? (both works) 

• Are there any specific sections of the choreography that resonate most with you? 

Why? (both works) 

 

Section 3: Specific experiences of impact 

Describe one or two ways in which being part of these works have affected you. 

• Did you learn or experience anything unexpected from being part of these works? 

Any unexpected insight? 

• Can you share some of the feedback or responses have you received from 

audiences? 

 

Section 4: Thoughts on disability in relation to dance 

In your view, what is a person’s understanding of disability in relation to dance based on? 

What about public understanding? 

Can public understanding towards dance and disability be influenced without needing to 

show visible disabilities? Why or why not? 
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Appendix 13 Transposition (Full Table) 

Utterance Transposed Statement 

16. can use what’s normally considered as a difficulty to do something new 
17. possibilities in difference 
18. different capacities 
 
19. it doesn’t have to do with only a certain type of body or rhythm or way of moving. It has to do 

with a combination of different bodies and different kinds of movements 
20. Enjoy watching bodies move 
 
21. fear when the lady was barking and biting 
22. tender moments when people were being really gentle with each other 

 
 
 

23. some of the moves were quite yoga-like, like when the guy was balancing on his head, and I’ve 
never seen that with a wheelchair before, but that was impressive 

 
24. how people move with the crutches or wheelchair. I’ve not seen anything like that before.  
 
 
 
25. How confident they were and how much they know their bodies. And are confident in their 

bodies. 
 
26. Loving and biting 
27. Animal physicality 
28. A parody of disability 
 
29. Exaggerating some aspects of disability to shock 
30. the way the movement works with able-bodied and people with disabilities and how fluid 

that is and how [simple?] it is. 
31. people with disabilities just doing normal things like dancing on a public stage. And how 

important that exposure is 
32. I got a lot of kind of frustration and for people feeling like they’ve been misrepresented or 

miscommunicated in some way. 
33. it was quite grotesque and it was quite emotive in a kind of…it was really powerful and dark. 

Dark is a good word for it 
34. human stories- it is always helpful because obviously every individual’s experience is different 

and so maybe not disability as a whole, but the kind of individual stories behind peoples’ 
experiences 

35. I’m really interested in [____] dance to portray things that words can’t. I’m really interested 
in the way that dance can do that. So I really wanted to see this company. See if it inspires me. 

36. It kind of reminded me of some of the parties I went to when I was at uni. You know where 
you’re kind of having a nice time and everything goes a bit surreal, a little bit weird. And then 
kind of go back to your normal life and then at the weekend you go nuts again. 

37. I really enjoyed the interaction between the dancers, the sort of able-bodied and disabled- it’s 
just so beautiful the way they were able to sort of work off each other. And not that the able-
bodied dancer was supporting, it was both ways and just sort of completely using that amazing 
strength where you’re just like, how are you doing that 

38. at points where there was sort of like curiosity, and interest, but then disgust but then the 
disgust just seem to make them form a sort of, a disgust in themselves for feeling disgusted- 
do you know what I mean- I was just getting those kinds of … yeah it almost felt like an internal 
monologue. 

39. because I kept thinking I wonder where this is going to go? Where’s it going to go? 
40. nostalgic thing, like, I was saying to you, it sort of reminds me of going to parties kind of thing. 

And curiousity of where things are going, and I guess , there’s like a lot of humour in it as well. 
SO quite a lot of fun and humour and not taking yourself too seriously 

41. I can’t imagine even being able to do a headstand, let alone being able to do a headstand with 
a wheelchair. The weight of that, and just making it look absolutely effortless. 

42. I was really fascinated by if your body must be slightly balanced weight-wise, how perhaps 
you have to counter that as a dancer? I just found that really interesting because so much of 
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how you move when you’re dancing is about your balance and your placement. You know, 
you use right to the end of your fingers for your balance, so how that changes, I think, yeah, 
that was fascinating 

43. it’s just fired up more interest in future projects that I would like to do, which is kind of why I 
came, because I thought it’d be inspiring. 

44. I just really like to watch dance, so yeah, in different forms, so it’s interesting to see how 
people do it differently. 

45. parody but also interaction between the performers. You know, I don’t know. It seems to like… 
not a mish mash but a lot of things all at once. It kind of took me on a bit of a roller coaster 
emotionally. 

46. it was kind of madness and calm, and laughter and seriousness, and also sorts, kind of made 
together. But I just loved how everyone moved and then how everyone interacted with 
everyone and yeah, the abilities of all the dancers was really really strong. 

47. some shock in there. There was a lot of chuckling in there. And then I guess every now and again 
there was just a bit of what’s going on, and then there’s a little bit of tension 

48. I’m very much used to traditional style dancing so the bit where they all danced together in 
unison that was really really beautiful 

49. the choice of impairments 
50. I’m feeling that it’s perhaps a little bit stereotyped, I don’t know. Wheelchair users and amputees 
51. Absolutely drawn into it. I’m not sure what I was watching but I was completely absorbed by it. 
52. There were two dancers that stood out for me (excuse the favouritism). The wheelchair user 

stood out and the soloist with the crutches stood out. 
53. the playfulness with the material. It seems to be, not an overuse per se, but there’s quite a lot 

of use with that. 
54. I just found it enthralling just to see what people can do. I don’t really know what is being 

shown. I just found it really- just watching what they can do and what’s going to come next. 
 

55. your normal perception would be that this is a disabled dance group but it didn’t come across as 
that at all. It was just a professional dance group. 

56. I really liked the thing about the movements. It’s about people with disabilities, but it’s not like 
…(__) The movements are very professional.  
 

57. I’ve never seen anyone move like that in a wheelchair, so that is very very different. It was just 
like there is no limits at all to anyone. What their ability or disability was, so it’s pretty cool.  

58. The way they all like moved as one. It kind of told a story. No matter what they were, all joining 
in, so it didn’t hold any of them back. 

59. we’d never ever be able to move like that, but I’d give it a go (laughs). I’m speechless to be 
honest, because the way that they all move, you don’t even see the disability. Those that do 
have them. It’s just like they’re moving in sync (____). It’s brilliant. 

60. how much more you can do dance. Like she said, we dance, but we wouldn’t do like flipping each 
other.  

61. Like even the people who weren’t in wheelchairs, who were amputees and things like that. Like, 
no matter what, they could all do (___) see it. There is no limit to dance. 

62. It was good in seeing someone dance normal. 
63. (?) I think it’s all different how they’re using different materials 
 
 
64. So it’s really helped me with more ideas when I’m doing our dance 
65. the concept was so abstract that I found it hard to connect on any level. 
66. I really, really, did not like the second half of the show. I couldn’t connect with it on any level. 

Instead of appreciating the dancers or the message I was just waiting for it to end. 
67. I’m always… kind of moved and… by artistry at such a high level with people that have 

disabilities. I think it shouldn’t take you by surprise, but sometimes it does and it is kind of a 
(___) to see such movement performed. You know, for example, the dancer who was in a 
wheelchair- seeing him being able to support his whole body weight and the weight of the 
chair just on his arms, it’s impressive as atheleticism, I guess. (aesthetic qualities: artistry in 
movement, athleticism, strength) 

68. I’m not sure [whether or not they were trying to say anything]. I felt there were moments of 
comedy, and there were definitely moments that were kind of more touching or more thought-
provoking. 

69. About…caring, intimacy… About irony (___) body as well.  
70. Sometimes there is no message. The (expectations?) is that they try always to discover 

something behind. In this case, I think that all choreographers try to do something with a 

 
 
 
Movement as inspiration 
 
Movement as diversity 
Movement as variety 
Movement as parody 
 
 
Movement as conveyor of 
binary 
Movement as interaction 
Movement as emotional 
trigger 
Movement as reinforcer of 
expectations 
Movement as context 
Movement as context 
Movement as attractor 
Movement as highlighter 
 
Movement as play 
 
Movement as potential 
Movement as capacity 
Movement as presence 
Movement as challenger 
(of perceptions) 
Movement as characteristic 
(of what is professional or 
not) 
Movement as initiator 
Movement as capacity 
Movement as synchronicity 
 
Movement as trigger 
Movement as normative 
Movement as synchronicity 
Movement as potential 
 
Movement as potential 
Movement as capacity 
Movement as normative 
Movement as creativity 
Movement as creation 
Movement as variety 
Movement as inspiration 
Movement as abstraction 
Movement as barrier 
 
Movement as capacity 
(maximiser) 
Movement as surprise 
Movement as athleticism 
Movement as trigger 
 
Movement as conveyor (of 
emotions) 
Movement as presence 
 
Movement as purposeful 
Movement as narrator 



 
 

303 
 

purpose. So, even if it’s abstract, it’s not a story, but maybe there is a purpose. Something that 
is behind. 

71. I’m curious about how do you feel a body that is not normative, or how do you feel a body that 
is seen as a… that something is lacking.  

 
72. There are different expressions, how they express, like it’s the same as me, but in another way, 

or not. It’s complicated to talk about. 
73. I think twice I heard some very good music, synthesized with the dance. It eloquently all came 

together. I wished perhaps there was more music at times to paint that landscape 
74. Integration, and ability, I think, isn’t it. Life. 
 
75. The merry-go-round of the friends for the night. And I will be spotifying that music track when I 

go home. Just that merry-go-round, the carnivalness (moments, carnival)  
76. I was swept along by the…through its effect was the form. Its effect was the form of it. I had an 

emotional response to it, but not in any sort of…I didn’t care what it was about or not. I just had 
a range of emotional responses to what I was seeing. 

77. A lot of it I found beautiful I suppose some of it was… there were sort of moments of intimacy 
as well. I found that kind of touching for want of a better word. Sentimental word. But um, yeah, 
I don’t know.. I lot of words would be sort of abstract in ways that you might look at an abstract 
painting. I might have an emotional response to that but I think most people would find it 
difficult to put into words.  

78. I couldn’t remember… I was like, how many people have all four limbs, and how many don’t in 
the company. I can’t remember because you stop seeing it. After you’ve seen everyone in the 
company being on the stage, leaving the stage, coming back on, then it all gets a blur because 
you sort of stop seeing it. 

79. The term able-bodied really stops meaning sort of very much after a while because you just start 
seeing these bodies and a lot of these extremely able bodies. All of them were very able bodies, 
whether or not all four limbs or in a wheel chair or not. They’re more able than most people. 

80. how stylishly the (dancers) interact. 
81. they incorporate their disabilities into the flow of the dance 
82. dance suggests, as I said, that there is nothing wrong with them because they can dance like 

that. They are able to dance and express with dance what people express with dance. Which is 
the stated point of view from their point of view. 

83. So when you see disabled people dancing like that with an obvious awareness and fluidity then 
you realise the problem is really yours when you look at them. 

84. By the fluidity of the dance, they demonstrate how they can actually use these abilities to do 
dance moves that able-bodied dancers can’t do. 

85. They are actually using it to create a dance form. That in the end is what it’s about. (creating a 
new dance form) 

86. there are lots of things that I can take away from it…Some sort of like, questioning sexuality in 
some way… And a kind of celebration of different ways 

87. They’re all nominally doing the same moves, but obviously some of them have two hands and 
some of them don’t and some of them have two feet and some of them don’t , and they’re still 
the same moves but I think it’s a sort of celebration of what you can do and what you can’t do 
or what you… doesn’t matter. 

88. I was intrigued by this idea that… almost the dog-type relationship between…the growling, and 
the…that was particularly sort of intriguing. 

89. …to say that we can all have something different on the outside, but we’re literally the same on 
the inside 
 

90. I don’t come to see dance that often so anything that I do see increases my knowledge of what 
people can and can’t do with their bodies. It is always amazing 

91. think there’s a degree of normalization within it, which I appreciate. It’s almost not stating this 
really kind of pushing that note over that ‘oh, look what we can do’, but it’s so integrated that 
you don’t really notice it 

92. importance of challenging the human form, of finding different ways to move, ways that aren’t 
immediately obvious 

93. Different ways of being, different experiences, how different bodies move, how different bodies 
experience different things, the impact of different stresses on different bodies, and the effect 
that that has. 

94. Being able to demonstrate such a rich material in terms of internal and external narratives. 
That was really interesting. Yeah, and just challenging the general view on ability, and what 
ability is. And who can dance, and who is able to dance.  

 
 
Movement as experience 
(of a body that is not 
normative/seen as lacking) 
Movement as relation (to 
some aspect of life) 
Movement as component 
 
Movement as integration 
(holistic) 
Movement as 
interpretation 
Movement as trigger 
Movement as effect 
Movement as form 
 
Movement as aesthetic 
Movement as conveyor of 
emotion 
Movement as abstract art 
Movement as aporia (see 
Baldachinno) 
Movement as opener 
Movement as moment 
Movement as integrator 
Movement as ability 
Movement as capacity 
Movement as style 
Movement as trigger for 
reflection 
Movement as unique 
 
Movement as social 
construct 
Movement as creation 
Movement as capacity-
based ability 
Movement as creation 
Movement as diversity 
 
Movement as component 
Movement as ability 
 
 
Movement as relationship 
Movement as conveyor 
Movement as capacity 
Movement as diversity in 
difference  
Movement as ability in 
difference 
Movement as normative 
Movement as integrated 
 
Movement as challenger 
 
Movement as experiencing 
difference 
 
Movement as conveyor of 
internal and external 
narrative 



 
 

304 
 

95. it’s challenging what is seen to be the norm or what is expected. I mean it’s just building new 
ground. There’s been such a big shift recently in terms of equality and hopefully that can be 
extended to this arena as well. It’s really thrilling to be able to see this kind of work happening 
because it’s so necessary. 
 

96. I liked the trance phase where the music played that they had during the first half. It was 
ethereal I would say. It was …. Yes that’st he kind of thing that I remember. 

97. it links to seeing the potential of performers and their distinctiveness 
 
98. how a body can be interesting to look at, it’s not necessarily linked to dance technique, it is 

about the physicality of that particular body that I find really interesting and I suppose wanted 
more of. More exploration. 

99. . I wanted to see stuff that I couldn’t see on stage with a group of more standardly uniform 
non-disabled dancers.” It was surprises and innovation that I was interested in seeing. 

100. Would have wanted to see more exploration of what is uniquely possible by the diversity 
of people on stage. 

101. He had a really interesting physicality. However, sometimes movements were more 
typically contemporary dance. 

102. wasn’t sure if it was about integration and disability between people that do and don’t 
have disabilities or if it was about being gay maybe or integration of different sexualities, I wasn’t 
quite sure 

103. Something about love and a bit of drama and crazy. 
104. I like the one in the wheelchair and when he danced with the other guy, it was quite 

intimate and impressive. (favourite moment) 
105. You get a bit of a WOW effect because I’ve never seen someone with a disability move 

before so quickly and so fast and just like any other dancer really. 
106. Struck by the colour, very brightly lit compared to other dance pieces. 
107. There is a lot going on, so it makes it quite interesting and confusing at the same time. 
108. rebellious performance showing the struggles of disability but how disability be overcome 

and how it wins in the end. 
109. I loved the bit where the wheelchair was chasing everybody around the room because I 

kept saying go on I know you’re going to catch them! And he did! 
110. I wish that I would have had something inclusive like that when I was younger and wanted 

to dance. I am so happy that my daughter can access this. 
111. I thought the first half particularly appealed to me because into me it felt like a 

contemporary art piece, almost like a conceptual piece of contemporary art. 
112. It was an incredibly atmospheric piece. It was the combination of both the dance and the 

sound design and the lighting all working together to create an absorbing experience. 
113. I found it quite abstract but at the time it seemed to be about a range of human emotions 

and experiences but it was difficult to put into words at the same time. 
 

114. I really enjoyed the change of pace occurring with the break in the middle of it when it 
went from the sort of absorbing atmospheric sound into the much more upbeat percussive 
sounds and the movement of the piece changed. 

115. It’s made me realise how able those with disabilities can be. 
116. For me the first piece, I could see that in the tate modern. For me that was a link with art 

as much as with theatre/dance. 
117. I felt very uncomfortable in the first piece, I am not sure why 
118. the first one demonstrating the capability of the dancers working together 
 
119. I think I didn’t understand what the message was and as a result of that I saw it as a 

sequence of events that demonstrated skills and aptitudes but not necessarily a story. 
120. The way I look at disabled people is so different now, it’s quite enlightening what it did 

for me. I can’t wait for the Paralympics now as well. 
121. , it was high energy and high quality but at the same time I suppose there were 

unexpected things that happened like when the lady with the crutches suspended herself by 
balancing on the crutches.  

122. I think you have to be prepared to be shocked by certain things that occur. 
123. quite in your face 
124. thought-provoking. I thought it made me think about physicality and appearance and 

superficiality. 
125. conformity, about diversity, about the difference between surface and the hidden, 

about being part of a group, not being part of a group, about challenge, about acceptance,. 
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126. the guy in the wheelchair did some lovely floorwork. Beautiful. 
127. I think that…because dance traditionally has been very focused on a particular look in 

terms of how bodies look and behave on stage, I think it’s great to see this work which blows 
that out the water and just- anything’s possible, why not 

128. powerful experience. I cried 
129. It was like they were kind of fighting with their disabilities, and then they were kind of 

mirroring. I just thought it was a really emotional and powerful piece 
130. it was nice to see sort of people who were different, with different conditions, kind of 

being able to take part and integrate in a performance where, you know usually you wouldn’t- 
you know, I’ve never seen anything like that before 

131. what can be possible, but also it was really interesting sort of watching and how it was 
kind of portrayed sort of like society’s view of disability, and I can really relate to that and like, 
how it was portrayed within the piece. 

132. The bit where they were pulling the tops over their heads as if to hide from [something]. 
And there was like, this moment where she was sitting at the front- only her on the stage with 
her jumper over her head and the music changed, and there like a calm bit of music. And it 
was just like, yeah you can just see how sort of like that ignorance is bliss, really.  

133. Unexpected 
134. it’s made me think about my language, and how I use language, so the people without 

arms, I don’t know how you refer to that 
135. seeing the able-bodied and the disabled dancers supporting each other with their dance. 
 
 
136. Anger 
137. Frustration 
138. Joy 
139. different emotions going on with the different dancers. Like, each movement, like, you 

can feel, like something different.  
140. upside down movement in his chair. That’s just awesome! 
 
141. Strength and power 
 
142. The statement 
143. the thing at the end with the crutches- that really got me. 
144. disability and dance really come together, don’t they? 
145. And that’s how it really comes… And seeing professional dancers do this, just impounds 

what the girls are doing. Because when we said – when I said to you, how about going to this- 
she got really excited. And to see that professionals are already doing this. Whilst it might be 
something that she chooses as her life career- to know that it’s already happening- that 
integration is already happening 

146. there’s a lot of busyness on stage, a lot of the time, and then versus these really simplistic 
moments that are often humorous but not always 

147. seeing inclusive dance isn’t just sort of one type of disability. It’s exercises in performing 
plurality 

148. to show that people can be at a level of excellence together in their own- navigating their 
own particular way of being. 

149. go into something that’s pretty wacky and has a lot of weird facial expressions 
150. shock the people first 

 
151. we don’t receive any less information because it’s facial expression, because it’s physical 

comedy 
152. neither of them feels less. They both feel very full of dialogue. 
 
153. And with so much capacity for play in the pieces. I think it’s always going to be different 
154. I was making choices, because I knew I had seen something in tech or in the show 

beforehand, and I was like, no, I have to force myself to watch this one because maybe it 
wasn’t grabbing my attention for whatever reason- maybe where I was sitting or what have 
you, but to see more of the piece every time. 
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