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Abstract 

This research is a critical examination of the intersection between dance, 
disability and public interventions in the UK, aiming to analyse perceptions of 
disabled dancers, and how these are created and changed through interventional 
activity. 

Emerging from a mixed-methods evaluation of UK dance organisation People 
Dancing’s ’11 Million Reasons to Dance’ (11MRTD) strategic touring project 
(November 2016 – November 2017), this thesis explores the exhibition of 
photographs that featured disabled dance artists recreating famous dance 
scenes from popular films. Not only did this project raise concerns about framing 
disabled artists within non-disabled ‘norms’, it also prompted questions regarding 
the effects of photography as a method for transmitting messages about inclusion 
in dance. Using a grounded theory methodology, this research investigates the 
concept of ‘impact’ on project participants and audiences, within a framework of 
interventions, exploring how interventional endeavours can be designed to 
change perceptions regarding disabled people who dance. 

A core component of how disability is discussed and consequently both 
experienced and perceived is the use of language. Through investigations of 
prefix etymology, this thesis considers the use of vocabulary in the design, 
creation and evaluation of interventions that aim to shift public perceptions. I 
argue that the use of RE prefixes in the framing and promotion of interventions 
that involve disabled people is complicated and can lead to the perpetuation of 
disability stereotypes. 

As a result of the early evaluation of the 11MRTD project, I developed an 
intervention using zines as a medium of communication between the artist 
community and wider public audiences. Zines are explored as a tool most often 
used within marginalised communities to relay and share lived experiences. From 
evaluation of this intervention I argue that interdisciplinary approaches to public 
interventions and the way in which these present disabled voices through 
language and photography work to expand discussions and develop a culture of 
enquiry that disrupts perceptions. My research, using a mixed-methods approach 
that involves close examination of how disabled dancers are represented in 
photographic media, a detailed analysis of how cultural organisations support and 
promote disability in dance, and my own experiment in intervention design, leads 
me to conclude that readings and perceptions of disability remain susceptible to 
misinterpretation and misunderstanding. 

v 
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Chapter 1: Introduction 

This research is focused on the intersection between dance, disability and 

audience engagement, linked to public-facing intervention activity. Exploring 

the way particular intervening projects are designed and delivered leads to 

consideration of how these activities are received and understood, as well as 

their effect on the communities they seek to benefit. Interventions within the 

field of dance and disability often focus on the emotional benefits of the 

physical activity (Judge 2003; Surujlal 2013; Nelson et al 2017; Teixeira-

Machado et al 2017; Fernández Sánchez et al 2019). Less common are 

interventions that engage with the public, investigating the ways viewers 

interpret professional dance performances by disabled people. Herein lies the 

context for this research: it is to explore perceptions held by the public 

regarding dance and disability activity. It seeks to explore how these views 

are created, held and altered, through interventional approaches that seek to 

positively profile disabled dancers. 

This PhD is the outcome of a Collaborative Doctoral Award, funded by the 

Arts and Humanities Research Council (AHRC). The collaboration is between 

Coventry University and People Dancing (PD formerly known as the 

Foundation for Community Dance). One specific intervention project, entitled 

the 11 Million Reasons to Dance (11MRTD) project1, is the focus for this 

research. PD conceived this project and produced the first stage in 2013. This 

first stage, known as 11 Million Reasons (11MR)2, involved the curation of a 

photography exhibition that consisted of twenty images shot by photographer 

Sean Goldthorpe. This exhibition focused on reimagining “iconic dance 

moments” from films, with deaf and/or disabled dancers as the subjects 

(People Dancing 2020a). It toured nationally and internationally, accompanied 

by a series of short films which either profiled a particular disabled dance 

artist from the photographs, or focused on behind-the-scenes activity from the 

1 More information about the 11 Million Reasons to Dance Project can be found at: 
https://www.communitydance.org.uk/creative-programmes/11-million-reasons-to-dance 
2 Please note that 11MR refers only to the photography exhibition, created in 2013. 11MRTD refers to 
the strategic follow-on project, which began in late 2016. 
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photo-shoot, such as asking the performers a series of disability- and dance-

related questions and recording their answers. 

The films included in the first incarnation of the project, 11MR, were Billy 

Elliott, Black Swan, Blues Brothers, Chicago, Dirty Dancing, Flashdance, 

Grease, Hairspray!, High School Musical, Pulp Fiction, Saturday Night Fever, 

Singin’ in the Rain, Smooth Criminal, Step Up 2, Step Up 4, Strictly Ballroom, 

The Full Monty, The Red Shoes, The Sound of Music and The Wizard of Oz. 

This project was a new experience for PD, who had not previously worked 

with photography as an artistic medium. These images were shot by 

Goldthorpe, but artistically managed with PD. Performers, amateur, 

professional or from local inclusive educational institutions, wore costumes 

that closely resembled the original costuming from the film they were 

recreating, as well as demonstrating poses identifiable from the original film 

and in locations that resembled the original film sets or scenery. PD was 

responsible for the organisation of the tours and logistical aspects of delivery 

of the images, but galleries took responsibility for the duration of the exhibition 

in their space. The impact of this photography exhibition tour instigated the 

application for strategic touring funding and the growth of the 11MR project 

into the 11MRTD project. As the 11MRTD project originated exclusively from 

the photography exhibition, this emphasises the importance of photography 

for both this project and for this research. 

The second phase of the 11MRTD strategy built upon the first, developing the 

project beyond the photography exhibition and designing accompanying 

strands of activity. The 11MRTD project toured six locations in the Midlands 

and north of England, which were identified by PD as having low levels of 

dance engagement for people with disabilities or generally low levels of dance 

activity due to lack of provision or socio-economic factors (see Section 5.7 for 

more detail). The three new strands of activity within this second phase of the 

project included the photography exhibition, community dance classes or 

workshops and a performance event that included both community and 

professional dance performances. The core part of this research focused on 

this stage of the project, exploring its background and development, followed 

4 



   
 

  

         

          

       

         

         

  

 

        

     

        
          

     
        

       
       

        
      

     
           

       
 

        

      

        

     

          

          

  

           

      

 

         
    

         
       

   
         

         

 

by a thorough evaluation report that engaged with participants, partners and 

audiences. I then carried out further analysis of the 11MRTD project, based 

on the findings of this report, which formed the basis for my own intervention 

activity, which utilised zines as a creative medium, looking at how 

photography can be used as a means for transmitting ideas about dance and 

disability activity. 

This research has four main aims, which seek to structure the different stages 

of this multifaceted study. These are: 

1. To examine the history, development, delivery and legacy strategy of 
11 Million Reasons to Dance through an evaluative exploration of the 
project, engaging with PD’s aims and objectives. 

2. To devise a methodology to support the development of public 
intervention that engages with perceptions of dance, disability, 
audience and impact to change attitudes to disability. 

3. To create an intervention that tests and evaluates the methodology for 
public interventions and evaluates change in public reception and 
appreciation of ‘difference’ in dance. 

4. To situate this research in a broader theoretical context of dance and 
disability, specific to dance and disability activity in the UK. 

This study has been led by a number of questions, which focus on 

interrogating particular elements identified through the aims, such as public 

intervention formats, audience responses, perceptions and the concept of 

impact. The research questions (and sub-questions) for this study are: 

• To what extent does a specific project focusing on dance and disability 

develop out of and reflect back on dance and disability discourse more 

generally? (RS1) 

• What does ‘impact’ mean in the context of initiatives that focus on the 

intersection between dance, disability and audience engagement? 

(RS2) 

Þ How might new forms of communication about dance and 
disability activity attract new audiences? (SRQ2.1) 

Þ How does the viewing of disabled bodies through dance affect 
the perceptions that are created from it? What factors affect this 
viewing process? (SRQ2.2) 

• What are interventions within the context of dance and disability activity 

and how can interventions be used to support perception change? 

(RQ3) 

5 



   
 

  

          
    

        
   

         

      

           
     

 
 

         

       

      

         

        

       

       

       

        

          

          

            

        

         

           

        

      

      

       

 

            

     

           

       

           

         

Þ How can evaluation be utilised to engage with wider discussions 
around disability and dance? (SRQ3.1) 

Þ What features of evaluation and impact are valued by 
stakeholders (including participants)? (SRQ3.2) 

• How might an alternative creative medium, such as photography, 

effectively transmit messages about inclusion in dance? (RQ4) 

Þ How can this research navigate and respond to the breadth of 
potentially polarised responses to disability and dance activity? 
(SRQ4.1) 

While the 11MRTD project may be the primary focus for this research, I have 

also considered what ‘intervention’ means more generally within an arts 

context. Contextually underpinning this research is consideration of the 

purpose of interventions and how these are conceptualised, designed and 

delivered. Thinking more closely about the particular context of dance and 

disability activity, the role of interventions in changing public perceptions can 

often focus on audience development, a popular area of focus within the 

performing arts and public-facing theatre activity. This research looks more 

closely at public opinions focused on dance and disability, linked to wider 

views of disabled people in society and how the public engage with disabled 

people. Disability focused charities, such as Scope, who in 2018 found that 

36% of people claimed not to know a disabled person, have been 

encouraging of research about interventions that seek to change perceptions 

about disabled people. Scope suggested that, if attitudes towards people with 

disabilities are to improve, then “it is clear there needs to be an increase in 

meaningful interaction between disabled and non-disabled people” (2018: 18). 

If interventions encourage interactions between disabled and non-disabled 

people, then increased intervention activity could change attitudes towards 

disabled people in the context of dance. 

Scoping the research field is the purpose of the next chapter in this thesis, the 

Literature Review (Chapter 2). As previously highlighted, this research 

explores the field of dance and disability, which, in research contexts, is a 

relatively new and developing sphere. Dance and disability activity is often 

linked to the development of the disability arts movement, which grew in the 

mid-1980s with the formalisation of the social model of disability (Oliver 1983). 

6 



   
 

  

          

       

             

      

      

       

        

      

   

     

        

      

           

   

 

        

       

       

       

      

        

        

         

         

         

        

      

 

          

         

     

         

        

       

In the literature review chapter, disability research in the UK is explored, with 

models of disability analysed, considering their relevance and significance in 

the context of this research study. Literature relating to the field of dance and 

disability is discussed, investigating developments in the UK, prevalent 

concepts and their meanings. As this research considers the impact of 

photography as an intervention tool, the history and development of 

photography as an art form is explored. In addition, I consider literature that 

examines the connections between dance (and movement) and photography, 

from early discoveries by pioneer scientist photographers to current day 

dance photographers such as Chris Nash, and their approaches to 

documenting movement in an intransient form. Finally, I consider language 

used for this research, gathering literature on language from disability studies 

and dance scholars, with the aim of outlining my own approach to language 

use in this thesis. 

In Chapter 3, which focuses on research methodology, multiple research 

approaches are explored. The complexity and multi-layered design of this 

research requires a mixed methods approach, which is justified through this 

chapter. Aspects of evaluative research are explored, considering their 

significance for this project. An overarching research methodology approach 

of Grounded Theory (GT) is considered and justification for its use is 

examined. Aspects of archival research processes are reviewed, to support 

my principal methodological approach of GT to the exploration of PD’s history 

and development, which included visiting their physical archive of material, 

housed at the University of Leicester. In the final sections of this methodology 

chapter, I reflect on my position as the researcher, considering outsider 

research concerns as a non-disabled researcher and dancer. 

Chapters 4 and 5 focus on PD as an organisation and their project 11MRTD. 

Using the archival research methods identified in the previous chapter, the 

chapter on PD documents their development, from their formation as the 

National Association of Dance and Mime Animateurs in 1986 to their present-

day incarnation as PD, the trading name of the Foundation for Community 

Dance. Alongside this tracking of historically significant milestones, the 

7 



   
 

  

        

       

        

     

  

 

        

        

         

      

           

       

       

         

        

          

        

 

 

          

      

      

        

        

       

        

           

       

       

      

       

      

       

         

development of the 11MRTD product as an output from the organisation’s 

dance and disability strand of activity is analysed. This required consideration 

of past dance and disability activism projects, recognising how the 

organisation has engaged with wider disability conversations and dance 

debates. 

From the contextual underpinning provided in Chapter 4: A History of People 

Dancing, Chapter 5 explores the 11MRTD project focusing on the conclusions 

of the evaluation report (PD) that was created for the organisation after the 

project was completed. This chapter seeks to examine the findings from the 

project and to give analytical insight as to how the project was experienced by 

both participants and public alike. Drawing upon audience feedback surveys, 

interviews with dance artists and researcher observations, a range of insights 

are explored, considering project activity, acknowledging the creation and 

content of dance and disability interventional activity. All quotes taken from 

interviews are listed in Appendix P, but to preserve anonymity as agreed with 

the interviewees I am not attributing comments to any particular individual. 

Chapters 6-8 explore three key areas of these findings: the use of the ‘re-‘ 

prefix as a frame for dance and disability interventions, photography as a 

means for transmitting images of disabled dance artists and finally the modes 

of viewing and experiences of public audiences within interventions. The first 

of these chapters, Chapter 6, recognises that the 11MRTD project was 

framed as a project that re-created or re-imagined dance scenes from films. 

This introduces a plethora of considerations regarding the application of a RE 

prefix to frame a disability-related intervention It also considers the use of the 

RE prefix in changing perceptions and notions of ableist cultural history, for 

example dance scenes from films that do not include disabled performers 

being re-created by disabled practitioners. The next chapter (Chapter 7) 

focuses on PD’s decision to use photography as the chosen medium for the 

11MR exhibition. This chapter considers the significance of using photography 

for dance and for disability interventions. In Chapter 8, entitled ‘Ways of 

Viewing’, how a dance and disability intervention is viewed and understood by 

8 



   
 

  

      

          

       

      

       

  

 

         

          

            

          

         

          

     

          

       

        

        

            

         

         

        

          

 

          

          

     

           

     

        

        

  

 

audiences is explored. This examination considers the physical experience of 

viewing dance, and also of viewing photographs of dancers, in this case 

disabled dancers. Chapter 8 presents research on responses to what is 

viewed, considering concepts such as embodied spectatorship and 

kinaesthetic empathy and how these may be harnessed or framed to 

encourage particular responses. 

From the learning experience of completing the 11MRTD project evaluation 

and the subsequent examination of concepts, I devised my own intervention 

activity. This took the form of a zine project, aiming to investigate the notion of 

‘intervention’ in more depth and specifically from my own experience of what it 

means to create, manage and evaluate from the ‘inside’. This is discussed in 

Chapter 9, which begins by tracing the history of zines, which are a new form 

of communicative intervention activity within scholarly discourse. 

Methodologies that are often used for zine exploration, although these are not 

formalised, are reviewed, considering the implications for this study in 

particular. Zines are often utilised by marginalised groups, due to their 

accessibility, low production costs and ability to engage with targeted 

audiences. Then I seek to outline the approach to creating a zine specific to 

this project, tracking how the early stages of this research have influenced the 

decisions that led to its design. I document the creation process, 

dissemination procedures and evaluative discoveries, giving insight to the 

content of the zine and explaining the reasons behind them. 

Finally, in the Conclusion (Chapter 10), I summarise the findings from both the 

11MRTD project evaluation and the zine intervention. The focus here is on 

drawing conclusions regarding approaches to public interventions within the 

field of dance and disability activity, with reference to the discussions in the 

previous four chapters. These conclusions cover framing approaches, the 

significance of language, the need for what I refer to as ‘conscious 

consultation’ and the impact of utilising photography within dance and 

disability interventions. 

9 



   
 

  

          

       

       

           

          

         

        

           

         

     

    

        

     

         

          

          

        

          

      

 

        

           

           

         

        

             

      

         

         

              

          

         

         

        

Based on my analysis of the data produced throughout this research, I will 

make a number of key arguments that contribute to sector knowledge 

regarding dance and disability interventions, which specifically seek to change 

perceptions. I make an argument regarding the use and importance of 

language within intervention design and how this can impact on the way a 

project is received and perceived by viewers. I present my rationale for the 

concept of ‘conscious consultation’ and what this process does to root an 

intervention in the insights and lived experience of the population it seeks to 

serve. Through an exploration of a project that uses photography as the 

artistic format for communication and engagement, I conclude that 

photography frames disabled dancers in a way that allows greater 

consideration of their presence by audiences. However, I also discuss the 

complexity of using photography together with an artform that prioritises 

movement and is often considered to be ephemeral. Lastly, my zine 

intervention uncovers new knowledge about the use of zines within a dance 

and disability project. I argue that zines, as an alternative communication tool 

with a history closely link to expression of disabled experiences, offer an 

aesthetic and tactile experience that values difference linked to the impact of 

zine culture, especially within dance and disability interventions. 

It is important to recognise how my approach as a researcher has influenced 

features of this thesis structure and aspects of the writing. I have chosen often 

to describe images used in the 11MRTD project and also the zine 

intervention. The decision to describe these images is two-fold. Firstly, I 

acknowledge my position as researcher, but also as observer. I cannot 

remove myself from how I view these images, but I can attempt to describe 

them objectively and justify how I construct theory from these images. 

Subsequently, it should be noted that these descriptions are, as performance 

theorist Matthew Reason highlights, my interpretation of what I observe, 

based on how I view the content of the images (Reason, in Reason and Nash 

2012). Secondly, I acknowledge that there are different ways of accessing the 

work of the 11MRTD project. For example, people who are visually impaired 

might use audio descriptions to experience the images. Therefore, I consider 

how this descriptive form of engagement can bring forth responses to 

10 



   
 

  

        

             

     

 

     

      

        

        

     

          

         

         

     

 

           

       

     

      

        

        

  

 
        

        

photographic images. With this is mind, I suggest that the 11MRTD images 

are viewed before reading on, in order to understand the context in which the 

first stage of this research is rooted3. 

For this research, ethical approval was sought following Coventry University’s 

ethical procedures (ethical documents are supplied in Appendices H-K). This 

was first submitted for the 11MRTD project evaluation and then further 

reviewed before the data collection stages of the later intervention 

development. Participants or their parents/guardians were issued with a 

Participant Information Sheet and asked to complete a Participant Consent 

form, both of which were approved by an ethics committee. Issues of 

confidentiality, right to withdraw, disposal of data and anonymity were 

explained through these documents. 

While the 11MRTD project is a significant focus of this research, and it is often 

a core reference point, this thesis seeks to expand discussions surrounding 

dance and disability interventions beyond this single project. This 

acknowledges that, while the research might stem from one particular stream 

of activity rooted in the work of a single organisation, this study addresses 

topics of interest to the wider dance sector and disability sector. 

3 The 11MR photography images are available at: https://www.communitydance.org.uk/creative-
programmes/11-million-reasons-to-dance via a video link under the ‘View the Exhibition’ heading. 
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Chapter Two: Literature Review 

This research is situated in the intersection between dance, disability and 

photography, seeking to understand the potential impact of and the 

experience that comes with viewing photographic images of disabled dancers. 

Seeking to change perceptions around disabled dancers, which are often 

linked to common stereotypes such as supercrip idolisation (Longmore 1987), 

pitying responses or emotional reactions, this research draws upon theories 

within disability studies, dance studies and photography studies, and looks at 

how they interconnect, illustrated in Figure 1, within the context of two national 

intervention projects. As this study initially focuses on audience perceptions 

regarding dance and 

disability, the 

literature I have 

surveyed serves to 

build a foundation 

framework, mapping 

the history and 

development of dance 

and disability, as well 

as drawing upon key 

discussion points that are relevant 

in contextualising the research. 

In keeping with the protocols of my chosen principal methodology, grounded 

theory, this literature review was conducted in two stages. The first stage was 

completed early on in the research process, exploring the three areas of study 

in Figure 1, building contextual understanding for locating the research and 

planning the data collection. These are presented in Sections 2.1 to 2.4, as 

well as 2.8. The second stage was conducted after the data was collected and 

analysed, helping to construct and support theories that are presented later in 

this thesis. This second stage reviewing of literature is presented in Sections 

2.5 to 2.7. 

Dance 
Studies 

Photogra
phy

Studies 

Disability 
Studies 

Location 
of this 
research 

Figure 1: Locating this research 
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Disability studies is a relatively new field of study and is the focus of Section 

2.1 of this literature review. Formalised in the mid to late 1980s, UK-focused 

disability studies was strongly influenced by the development of the social 

model of disability (Oliver 1983; UPIAS 1997; Shakespeare 2013), focusing 

on collective experience of disability within society, rather than centring 

attention on the impairments of individuals. In Section 2.2, I review literature 

mapping the history and development of a number of models of disability, 

including the social model, and the development of disability studies as an 

area of research. Furthermore, I review literature exploring a number of 

concepts that are prevalent in discussions within the field of disability studies, 

including issues surrounding representation, and I provide a brief examination 

of the connection between disability studies and arts research, from my 

analysis of the literature. 

The field of dance and disability research is relatively small. However, in 

recent years there has been a significant increase in the volume of research 

being undertaken in this area, and it is a growing area of discourse. By 

conducting a literature search, I located twenty peer-reviewed journal articles 

that explicitly reference ‘dance and disability’ in the title or in the body of the 

writing, within the area of arts and humanities, from the past decade. From 

these twenty articles, one fifth were published in 2018, with six of these 

articles located in the UK, and the other fourteen articles contributed from 

USA, South Africa, Brazil, Holland, Canada, Spain and Taiwan. 

In Section 2.3, I focus on exploring the different areas of dance and disability 

activity in the UK, to shape this as a historical backdrop. Whilst I briefly 

explore dance therapy, I explain why it is not relevant for this study in 

particular and focus instead on dance and disability practice within community 

dance and how community dance operates within the UK dance sector more 

widely. As the body is important to understanding these areas of activity, I 

also survey literature on the ‘othered’ body, theoretical notions of the body 

and corporeal understanding of the body in performance, as well as 

judgement of disabled bodies through dance criticism. These areas of study 
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are relevant to this research as I build a framework for the 11MRTD project, 

which is located in the sector of community dance due to PD’s position as a 

community dance organisation. This supports the first research aim for this 

study in that this scoping of community dance as a field seeks to examine the 

history and development of the 11MRTD project and how this project fits 

within the wider field of UK dance and disability practice as a whole. 

Additionally, these areas of study help attend to RQ1 of this thesis by 

considering how the 11MRTD project developed out of the dance and 

disability sector and how well it reflects this back or critically comments on its 

current state. 

Arising from the themes explored through the research process, photography 

is of particular significance to this project. As a new area of study to myself as 

a researcher, and a largely unexplored area in terms of dance and disability, I 

review literature that charts the history of the image and its development, 

before considering the myriad ways in which photography and movement are 

interconnected. Subsequently, I consider literature that explores the 

significance of photographic practice and disability, looking at key 

photographers who have photographed disabled people in the past, including 

Diane Arbus (1923-1971) and Margaret Bourke-White (1904-1971). 

Literature on interventions is scoped in Section 2.5, looking at texts that 

document interdisciplinary intervention activity, as well as focusing on arts 

projects. Themes linked to the use of prefixes, focusing on the RE and DIS 

prefixes, are explored in the next section (2.6). The penultimate section (2.7) 

discusses significant literature that explores the history and development of 

zines as well as zine communities and cultures for zine production. Finally, 

this chapter concludes by discussing language and terminology used for this 

research, drawing on literature to justify terms that are used. 

The 11MRTD project is situated in the UK, delivered in the Midlands and 

North of England. Therefore, it could be argued that the project emerges out 

of a specific UK context. However, my reference points are drawn from 

international writing due to the global locations of key disability and dance 
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researchers and the relevance of their research to this study, and as the field 

of dance and disability research is relatively new and developing. 

2.1 Disability Studies 

One of the key texts within the field of disability studies is the Disability 

Studies Reader (first edition), edited by American disabilities scholar Lennard 

J. Davis, published in 2013. This drew together writings by a number of 

experts in disability studies, which explore issues around politics, disability 

and culture, historical developments and notions of identity. Another text of 

the same time period is the Routledge Handbook of Disability Studies edited 

by Nick Watson, Alan Roulstone and Carol Thomas, published in 2012. Its 

scope and size make it a useful resource, as it gathers contributions from 

researchers across the globe that seek to illuminate or introduce discussions 

surrounding disability studies. The content of this handbook ranges from 

theorising disability to personal accounts of experience of disability to 

disability and social policy. Particularly relevant to this study, due to its cross-

disciplinary nature, are the articles exploring disability and interdisciplinarity, 

such as disability and sport (Smith and Sparkes 2012), psychology (Goodley 

2012) and cultural representation (Bolt 2012). There is also considerable 

focus on responses to disabled people, with Bill Hughes (2012) exploring 

emotional responses to representations of disabled people, as well as 

intersectional disability concerns such as disability and race, gender and 

aging. 

Exploring the development of the field of disability studies also requires a 

survey of literature concerning historical experiences and documentation of 

disabled people. Many disability studies scholars explore or document 

historical aspects of the development of disability studies to give context to 

their discussions (Watson et al 2012; Davis 2013; Owens 2015). However, 

Nadja Durbach (2009) writes specifically on the history of disability in her book 

Spectacle of Deformity. Early examples of disability and performance related 

activity are discussed by Durbach, who analyses ‘freak shows’ of the 1800s, 

and argues that “…these shows should not be dismissed as merely marginal, 
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exploitative, or voyeuristic forms of entertainment. In fact, displays of freakery 

were critical sites for popular and professional debates about the meanings 

attached to bodily difference.” (2009: 1). This connects the early experiences 

of disabled people who took part in ‘freak show’ activity and the discussions 

prevalent today in disability studies discourse. Writing about the disabled body 

in the 1800s appears to be embedded in the medical model (Johnstone 2001; 

Durbach 2009) thinking around disability and, as Durbach highlights, were 

important at the time for reinforcing the social status quo, classifying 

difference and reinforcing disability’s identification as deviating from the norm 

(2009: 23). 

The development of disability studies as a specific field of research followed 

the creation of a growing community of disability scholars in universities and 

the introduction of the social model of disability (Oliver 1983; UPIAS 1997), 

which is discussed later in Section 2.2. Social scientists Watson et al identify 

three key elements that instigated or contributed to the development of the 

disability studies schema, 

First was the idea that disabled people are a marginalized and 
disadvantaged constituency; second was the idea that disabled 
people constitute a minority group; and third, and perhaps key, 
was the idea that disability be reconstructed as a social rather 
than a medical problem 

(2012: 3) 
More recently, and specific to the UK, developments such as the Disability 

Discrimination Act (1995) and the Equality Act (2010) demonstrates policy 

markers’ attention to disability issues and discussions. Introduced in 1995, the 

Disability Discrimination Act (now only applies to Northern Ireland) sought to 

define disability and protect disabled people from the five identified forms of 

discrimination: direct discrimination, disability related discrimination, failure to 

make reasonable adjustments, victimisation and harassment (RNIB 2019). 

This Act was replaced in 2010 by the Equality Act that identified minority 

groups in society who were susceptible to discrimination and sought to defend 

them in the ‘workplace and wider society’ (HM Government 2018: 6). This Act 

was updated in 20194. 

4 This most up-to-date version of the Equality Act can be found at 
http://www.legislation.gov.uk/ukpga/2010/15/contents 
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It is important to acknowledge here that literature that focuses on dance and 

disability, such as Candoco’s5 co-founder and artistic director Adam 

Benjamin’s Making an Entrance (2002), which provides practical examples for 

the studio, often provide historical overviews of the development of disability 

studies as a scholarly field. These publications include significant collections 

such as disability, art and culture scholars Carrie Sandahl and Philip 

Auslander’s 2005 edited book Bodies in Commotion: Disability and 

Performance, which tracks the development of disability studies linked to arts 

activity, plus the relationship between the medical and social models of 

disability and ‘roles’ played by disability in both society and performance 

contexts. Arts and disability scholar Petra Kuppers’ 2000 article entitled 

Accessible Education: Aesthetics, bodies and disability, discusses disability 

activism and models of disability, arguing that activists seek rights not ‘special’ 

treatment, and stating that this can only be achieved through “anti-

discrimination laws, and not through attempts to ‘normalize’ people” (121). 

These publications demonstrate how the inclusion of historical information in 

dance/arts and disability literature is necessary to build understanding of the 

context in which dance and disability activity is situated. This is relevant to 

RQ1 of this study that acknowledge the need to establish a broad theoretical 

context for dance and disability practice in the UK, in order to situate the 

11MRTD project and explore an intervention that has intended impact for the 

dance and disability sector. 

2.2 Models of Disability 

Considering the need to build a theoretical framework for dance and disability 

practice in the UK, understanding disability as a construct is imperative. 

Models of disability have developed throughout history and have had an 

impact on social policy, on lived experience of disability and on perceptions of 

disabled people. The first model of disability I explore is the medical model. 

This is a model that has been formulated as a result of centuries of medically 

5 Candoco Dance Company is often described as the UK’s leading inclusive dance company and was 
founded in 1991. More information can be found at: http://www.candoco.co.uk 
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focused engagement with disabled people, emphasising a need to ‘correct’ 

impairments. Emphasis in the medical model is on the individuals being 

disabled by their physical and/or mental conditions. Johnstone claims that the 

“interpretive strength of the medical model is grounded firmly in the principles 

of normalisation, and a return to ‘wholeness’” (2001: 18). However, Johnstone 

does acknowledge that this attempt to achieve completeness or what is 

viewed as normality in terms of the body might not be desired or wanted. The 

medical model can be seen as viewing disabled people as ‘victims’, restricted 

by the conditions of their body and with bodily issues that have to be ‘cured’ or 

overcome. 

This medical model was dominating for centuries, with Durbach (2009) 

suggesting that the medical model of disability was introduced when 

performers within circus ‘freak’ shows accepted their identities as medical 

marvels or medical specimens. However, it is then suggested by Durbach that 

some performers resisted this identification as it shifted the focus of the stare 

or gaze from onlookers from that of fascination to that of medical 

objectification (2009: 17). In his discussion of representation in media and 

performance, Kama (2004) states that the majority of representations of 

disability stem from the medical model. These representations are based on 

the views of non-disabled people, imagining that disabled people want or seek 

to overcome or cure their ‘defects’, highlighting how the medical model is 

developed through non-disabled experiences and perceived understandings 

of disability. 

Key criticisms of the medical model stress how the emphasis and suggested 

blame is placed on the individual and how their success is perceived 

according to how well they match up to the ‘social standard’. Other 

researchers believe that the medical model is too simplistic in its view of 

disability, by reducing individual experiences to “personal tragedy” (Johnstone 

2001: 20) and that the medical model is institutionally-bound meaning that 

“bureaucracy and limitations” are inherent (21). It is also suggested that the 

concept of disability is socially constructed by Western modernisation and 

medical technology developments. Iwakuma and Nussbaum suggest that, 
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historically, industrial revolutions and progression in workplace equipment, 

rendered disabled people as “needy” and unable to keep pace with societal 

developments (2000: 201). This is also explored by disability researchers 

Barton and Oliver (1997), who identify industrialisation as the point of change 

for disabled people and how they were perceived by society. 

There is still evidence of the model’s attitude in society in the 21st century. 

While medical intervention is rooted in the medical model approach since it 

aims to ‘heal’ people or provide ‘solutions’ to medical ‘problems’, there is also 

evidence of the medical view of disability in other aspects of society, including 

attitudes and language. However, the natural focus of medical staff and 

medical institutions on healing and rehabilitation does indicate that there are 

good reasons for medical intervention, and that the medical model is not 

wholly negative. Disability Studies author Colin Barnes noted how, historically, 

academic research around disability focused on “conventional, individualistic 

medical explanations” (2012: 17). In my own surveying of the literature in this 

area, I found a number of journal articles (Bachman and Sluyter 1988; 

Tsimaras et al 2012; Murrock and Heifner Graor 2014) that emphasised 

rehabilitation or correction of mental and physical disorders, clearly stemming 

from the medical model of disability. Nevertheless, there were attempts to 

resist and find an alternative to the medical model of disability, resulting in the 

creation of the social model of disability, which became part of a revolutionary 

movement in disability history. 

It seems important to note that the medical model is influenced by ‘personal 

tragedy’ theory and this is often used to describe the medical model (also 

known as the individual model). This theory of ‘personal tragedy’ is explained 

by Swain and French as “reflect[ing] a deep irrational fear by non-disabled 

people of their own mortality…[or] the tragedy perspective has a rational, 

cognitive basis constructed through experiences in disablist social contexts” 

(2000: 573). The ‘personal tragedy’ theory (and model) evokes pity and views 

impairments as ‘tragic’ and unfortunate. The ‘personal tragedy’ theory was 

pivotal in developing the social model of disability as it is so closely linked to 
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medicalised views of disability and therefore “underpins the charitable and 

compensatory social policy response to disabled people” (Hughes 2012: 71). 

The social model of disability is probably the most prevalent model in modern, 

liberal societies, but its ideas have also been criticised and critiqued. The 

social model aimed to change how disabled people were viewed. The social 

model of disability is, as Barnes describes, “not a denial of the importance or 

value of appropriate individually based interventions”, but, rather than viewing 

individuals as disabled by their particular impairments, seeks to “shift attention 

away from the functional limitations of individuals with impairments onto the 

problems caused by disabling environments, barriers and cultures” (2012: 18). 

For example, applying the medical model of disability, a wheelchair user is 

disabled because they cannot use their legs to walk and therefore need to use 

a wheelchair. In the social model, the wheelchair user is disabled due to a 

lack of ramps or accessible solutions, attitudinal barriers and cultural 

expectations of people’s locomotive abilities. This refocusing emphasises that 

individuals are disabled by society, environment and attitudes not by their 

particular impairments or conditions. 

There are a number of key researchers who have written about the social 

model of disability. The term was coined by disabled academic Mike Oliver 

(1983) and the model has been explored and critiqued by many researchers, 

as well as being adopted by other countries as the basis for legislation. It has 

been noted by disabled sociologist Tom Shakespeare (2013) that the social 

model seeks to separate ‘impairment’ from ‘disability’ and compares this to 

feminist scholars’ attempts to separate biological sex from social gender. 

However, this analogy has since been rejected because one can choose how 

one’s social gender is viewed whereas a disabled person does not have the 

same choice as to how their disability is viewed (Shakespeare 2013: 219). 

International distinctions are made by Owens who identifies the North 

American implementation of the social model as being more focused on 

“issues of ‘psychology, identity, personal affirmation and moral development’” 

whereas Britain emphasises “issues of ‘equality in political and material 

participation’” (2015: 387). This distinction not only highlights the potential 
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difference in experience for disabled people in each of these locations, but 

also suggests that research from these two countries could vary or have 

different approaches to discussing the social model. It was intended that the 

social model of disability in the UK could liberate disabled people from 

societal persecution and exclusion by not only being a theoretical basis for 

society and culture, but also by suggesting practical ways in which society 

could be more accessible (Shakespeare 2013: 216). 

There is a continuing process of redefining and reframing the social model of 

disability, as it has been often critiqued by researchers (Shakespeare 2013; 

Owens 2015) and even reviewed by the academic who first proposed the 

social model (Oliver 2013). Shakespeare raises the concern, shared by 

others, that the social model of disability aims for a “barrier-free utopia”, which 

is deemed to be difficult to “operationalize” (2013: 219). Another critique 

argues that learning or mental disabilities are not always considered, with the 

social model of disability overemphasising physical disabilities. For example, 

Owens suggests that people with learning disabilities, 

may be excluded from a social model analysis because 
adjusting the social environment is not always possible, leaving 
personal and social differences unacknowledged and 
undifferentiated, rendering the social model of disability 
essentialist… and limiting understandings of disability… 
highlighting differences, and excluding experiences. 

(2015: 389) 
Finally, other criticisms of the social model focus on lack of clarity as to the 

meaning of illness (Owens 2015: 388) and on overemphasis on impairments 

not being of any importance, when actually these greatly impact the lives of 

disabled people (Shakespeare 2013: 217-218). However, social policy scholar 

Peter Beresford acknowledges that, as each criticism of the social model has 

been declared, steps have been taken to make changes and corrections in 

response (2012: 157). 

Swain and French (2000), in their article justifying the argument for an 

affirmation model of disability, suggest that the void exacerbated by different 

perceptions of disability in the main two models requires that alternative 

models be sought. They state that this divide is in perceptions of the meaning 
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of disability and that the social model of disability was created by disabled 

people and accepted by non-disabled people, but in a superficial way. They 

give the example that non-disabled people who accept the social model of 

disability can understand that stairs to a building disable a wheelchair user, 

but they are “far more threatened and challenged by the notion that a 

wheelchair-user could be pleased and proud to be the person he or she is” 

(2000: 570). Alternative models of disability are needed to bridge the gap and 

to address other views within society. 

In opposition to the personal tragedy/individualistic model, the affirmation 

model of disability emphasises identification of disability as a positive 

attribute. Benefits as a result of disability are demonstrated, such as 

“escap[ing] class oppression, abuse or neglect by virtue of being disabled” 

(Swain and French 2000: 574). Other benefits look to the avoidance of social 

oppression or restraints due to a liberated view of the world. This affirmative 

model attempts to challenge perceptions of disability based on the medical 

model and the societal norms linked to these perceptions. By positively 

affirming their disability and impairments as part of their identity, disabled 

people are “actively repudiating the dominant value of normalcy” (Swain and 

French 2000: 578). Therefore, the affirmation model is positioned as more 

revolutionary and challenging in its approach than other models of disability. 

Moving on from the models of disability, a common area of discussion in 

disability studies is the concept of representation, often linked to media and 

public-facing representation of disabled people. Representation is an integral 

part of understanding how public perceptions of disabled people might be 

formed or influenced by external factors. Analyses of cultural and media 

representations of disabled people are provided in literature, and serve as a 

warning to those working in public-facing disability activity to consider how 

disabled people could be viewed. This is an important consideration for the 

exploration, analysis and design of dance and disability interventions resulting 

from this research, therefore addressing RQ3 of this study, which considers 

factors influencing how perception change can be achieved through 

interventional activity related to dance and disability practice. 

22 

http:linkedtotheseperceptions.By


   
 

  

 

      

           

          

         

         

   

           

         

           

       

     

       

    

 

          

          

     

        

     

       

          

        

        

        

      

  

        
      

     
       
 

   
        

    

       

A number of researchers have explored representations of disabled people 

and the effect of stereotyping (Braithwaite and Thompson 2000; Harnett 2000; 

Kama 2004; Siebers 2008; Jackson et al 2015). In this context, as there are 

different meanings of the term, representation refers to the portrayal of 

someone, something or a group of people. In exploring meaning, film studies 

academic Richard Dyer (1985) identifies four “senses of ‘representation’” (in 

Harnett 2000: 26). These four senses are the re-presentation of the world in 

the media, the typicality of portrayals as reflections of society, an act of 

speaking for people and, finally, how do those watching these depictions 

understand the portrayals. These ideas around representation serve as 

significant focus points for understanding, analysing and developing 

representations. This will certainly be significant through the intervention 

design process of this research project. 

Representation is often discussed in literature surrounding the social model of 

disability, but the medical model is often where the most dominant 

representations derive from, a viewed shared by communications researcher 

Amit Kama. Kama’s 2004 article Supercrip versus the pitiful handicap 

explores audience responses to media representations of disability. 

Representations within this medical model ‘frame’ seek to encourage the 

perception of ‘normality’ according to societal understandings of the ‘norm’. It 

is these representations, Kama argues, that encourage spectatorial gazing or 

staring at disabled people, placing them as objects of fascination, pity, 

concern or sympathy (2004). The task laid before disabled people through 

many of these representations is complex and often positioned as impossible, 

as Kama notes, 

Individual actions seem to provide the sole solution to the 
ontological hardships for those who are seen as isolated agents 
who are supposed to single-handedly overcome various 
obstacles. Yet, at the same time, they are never truly 
independent. 

(2004: 447) 
The treatment of disabled people through these representations often 

supposes that disabled people cannot speak for themselves or express their 

own, true and honest experiences of disability. 
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The need to address representation of disabled people can be linked to the 

development of the arts and disability movement. Uneasiness with the 

representation of disabled people in cultural outlets and media triggered, as 

Barnes (1992) notes, the creation of the ‘London Disability Arts Forum’ in 

1986, which held significant conferences addressing these issues of 

representation. In Jackson et al’s book exploring prevalent images and 

representation at the London 2012 Paralympics, it is emphasised that there is 

a connection between promoted representation and public perceptions, 

explaining how popular representations often lead to an eagerness ”to 

promote an inspirational message by emphasising how disabled people have 

overcome so much” (2015: 255). These inspirational narratives are 

sometimes referred to as ‘inspiration porn’ and have contributed to the theory 

of the ‘supercrip’ (Longmore 1987: 75). The concept of the ‘supercrip’ can 

often develop unrealistic expectations of disabled people. This is because it is 

expected that every disabled person will be able to achieve and/or overcome 

their disabilities to reach the same standards as Paralympians. 

Issues around representation often refer to misrepresentation, revealing and 

reflecting people’s prejudices, and many researchers have identified different 

types of stereotypes, associating these to the need for more lived experience 

representations. Two examples of common stereotypes are identified above, 

‘inspiration porn’ and ‘supercrip’ from discussion of Kama’s (2004) article, but 

Wolfson and Norden’s (2000) examination of representations of disabled 

people in films categorises ten disability stereotypes. These vary from the 

civilian superstar to the tragic victim and the high-tech guru to the sweet 

innocent. It is suggested that the creation of stereotypes reflects the way in 

which the observer views disabled people and also how they read the world. 

This reading will develop a narrative that “will by definition create the 

abnormal, the Other, the disabled, the native, the colonized subject, and so 

on” (Davis 2013: 9). Therefore, careful consideration of how interventions can 

influence or challenge these misrepresentations and disability stereotypes is a 

key aspect for this research study. 
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2.3 Dance and Disability 

As this research is located within the field of dance and disability practice, 

intersected with audience engagement and organisational activity, it is 

imperative that the literature regarding dance and disability is scoped in order 

to develop a strong foundational understanding of it as a sector. RS1 asks 

how a project that focuses on dance and disability develops out of this area of 

discourse and also how it might reflect back on this discourse more generally. 

This means that it is important for this study to demonstrate clear 

understanding of the context for a project (such as 11MRTD) that is located 

within dance and disability practice in the UK. Here, literature regarding dance 

and disability history in the UK, key theoretical discussions and different 

strands of dance and disability discourse, is analysed. 

There are a number of significant disability studies researchers who explore 

the intersection between disability and performance. Significant works in the 

field of theatre and disability include disability scholar Petra Kuppers’ 2011 

book Disability culture and community performance, while disability and 

performance studies are explored by social work and communication 

researchers Bruce Henderson and Noam Ostrander in their edited volume 

Understanding Disability Studies and Performance Studies (2010). Similarly, 

Sandahl and Auslander bring together writers from the fields of disability 

studies and performance studies to examine understandings of bodies that 

“dance across artistic boundaries” (2005: 4) in areas such as drama, ballet 

and literary performance works. 

Key scholars in the early stages of the development of the field of dance and 

disability were Adam Benjamin, with his book Making an Entrance (2002), and 

dance theorist Ann Cooper-Albright, with her work Choreographing Difference 

(2010, first published in 1997). More recently, dance scholar Sarah Whatley 

has written on aspects of dance and disability activity, including training 

experiences and in relation to the screen (2007; 2010; 2018). Additionally, 

discussing disability and performance, identities of performers and the 

concept of a separate sector are dance artist researchers Kate Marsh and 
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Jonathan Burrows, in their 2017 publication Permission to Stare: Arts and 

Disability. Scholarly and ‘trade’ publications are both relevant for this study. 

For example, PD publishes Animated, a sector-facing magazine that includes 

articles from artists, researchers and workers in the field of community dance 

activity that often cover issues relating to dance and disability. 

2.3.1 ‘Different’ bodies in performance 

To develop an understanding of the treatment of different bodies in 

performance, it is beneficial to explore literature that focuses on the ‘othered’ 

body in performance. Owen Smith’s (2005) writing, Shifting Apollo’s Frame, 

charts the historical context, from the sixteenth century until the late 2000s, of 

the emergence of ideas concerning disability, dance, and disability dance. He 

outlines the development of what is known as ‘Apollo’s Frame’, a traditionalist 

view of the idealised body for dance, based on the strong and upright posture 

of the Roman and Greek god Apollo. Smith explores the impact this concept 

had on the progress of practitioners with disabilities working within dance. 

This could also reflect the perceived bodily ‘norm’ that is promoted in society 

and thus emphasise a binary between the societal ‘norm’ and whatever does 

not conform to this. This binary is explored by Durbach who explores the 

perception of ‘freaks’ from the 1800s, in relation to the discourse of 

monstrosity, and highlights how “…it is this corporeal and cultural volatility— 

this refusal to uphold the natural order that in turn sanctioned the social 

order—that made the freak so socially and politically disruptive and thus so 

frightening.” (2009: 3). This discussion of the body in relation to disability is 

perhaps even more significant within the context of dance due to the 

corporeal experience of dance and its focus on the body as an instrument 

(Green 2002: 115-117). 

Smith traces the traditionalist ideals of poise, elegance and uprightness in 

dance to the early development of court dance and ballet, viewed as the 

physical representation of nobility and good manners. While both Smith 

(2005) and Albright (2010) cite ballet as the leading style that still favours 

these traditional aesthetic principles due to their being bequeathed to each 
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new generation of dancers who undertake formal ballet training, contemporary 

dance is also recognised as a style that conforms to such ideals. However, 

Whatley’s (2007) experience seeks to rebut these ideas by showing that 

formal, codified contemporary dance technique can be a style that all can 

engage with and ‘master’, disabled or non-disabled. While the principles 

underpinning different codified techniques may historically support 

“normalized” (Smith, 2009: 78) bodies, these principles can also be explored 

and embodied by disabled dance artists. 

The way the body is viewed in dance and the way the body is viewed in 

disability studies differ, according to Collette Conroy in her book Theatre and 

the Body (2010). Using phenomenology as a frame for classifying 

perceptions, Conroy states that phenomenology infers that we “reflect on 

perception to find the underlying truth of all systems of perception” (2010: 57). 

Conroy continues to acknowledge that disability studies scholars would 

dispute this view as they propose that the world responds to differences in 

bodies (2010: 57). If we are to adopt this view, we suppose that each 

individual has a different body and that, because of those differences, each 

person will perceive the world differently. Therefore, even if there is an 

underlying truth to all systems of perception, individuals cannot perceive it, 

whereas phenomenologists argue that we can find that underlying truth by 

reflecting on our perceptions, even though they may differ from individual to 

individual. Similarly, Kuppers explores the idea of our understanding of the 

body as being constructed according to the knowledge “available to us” (2003: 

5). This presupposes that knowledge and meanings transmitted by the body 

are created by the social, cultural and historical constraints placed on it, as 

these are influences on the knowledge that is available to us, and Kuppers 

(2003) refers to Foucault’s notion of Biopower6 as a method by which varying 

modes of knowledge gathering occur. 

6 Biopower is the term used by Foucault to describe the power used to manage populations, through the 
process of collecting information about large groups of people. Often it is used in relation to 
technological advancements used by nation states to regulate and control their populations. 
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In relation to the potentiality of the body, significant in discussions relating to 

dance and disability, performance studies scholar André Lepecki asks, “what 

can a body do?” (2006: 6), building on the work of philosophers Deleuze, 

Spinoza and Nietzsche. To apply Kuppers’ understanding (2003), the 

meaning of the body may be constructed by social understandings of the body 

such as shape, size, features and normative ways of moving, but the 

potentiality of the body in dance is ambiguous and unknown. This is to say 

that assumptions should not be made regarding the limitations of the body, 

and the body may refuse to conform to the social constraints placed upon it. 

The concept of virtuosity is also a widely discussed feature of disability dance 

practice, perhaps largely due to the societally and culturally accepted 

understandings of what is judged as ‘good’ in performance and what is not. 

Whatley et al (2015) use Nicholas Till’s exploration of what virtuosity means, 

explaining how virtuosity is grounded by the skill, technique and bodily ‘know-

how’ that is then built upon (67). The potentiality of a body, as discussed in 

the previous paragraph, and of the virtuosity that can be developed in a body 

could provide a new understanding of aesthetics and therefore alter the 

perceived classifications of ‘virtuosity’ in dance. In her 2012 article Performing 

Between Intention and Unconscious Daily Gesture. How Might Disabled 

Dancers Offer Us a New Aesthetic Sensibility, performance studies theorist 

and practitioner Margaret Ames explores the concept of virtuosity. Discussing 

Edward Wadsworth, a performer with cerebral palsy, Ames states that, 

If we can bear the shock, discomfort, and the burden of looking 
and attend to a disabled body in this extra-daily condition of 
performance… may we also begin to perceive a wider definition 
of what it means to be virtuosic? 

(2012: 146) 
Not only does Ames acknowledge the need for audiences to be in a place of 

openness regarding the potential of virtuosity in dance, she also 

acknowledges that a particular version of the virtuosic is not repeatable or 

achievable by others, due to the uniqueness of the body which created that 

aesthetic. 
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Ames’ discussion of the virtuosic acknowledges the audience’s part in the 

judging of what constitutes virtuosity in dance. What is also significant 

regarding audience interventions in the field of dance and disability practice, 

and is pertinent for this study, is how people view this practice and the bodies 

that are involved. This could be said to connect to the earlier discussion 

regarding representations and stereotypes of disabled people, especially 

within art, culture and media contexts. One concept with relevance to a 

researcher’s contextual understanding in this field of research is the idea of 

‘victim art’ and the impact that this label can have on shifting perspectives and 

changing perceptions regarding dance and disability performances and 

judgement of virtuosity. 

2.3.2 Criticism and sector debates 

The term ‘victim art’ was first introduced in Arlene Croce’s 1994 criticism of a 

dance work that featured terminally ill dancers, Still/Here by choreographer 

Bill T. Jones (1994). This highlights an issue faced by all disabled artists in 

how their work is viewed, a challenge for any artist who wishes to be viewed 

and respected as ‘a performer’ and not categorised as ‘a disabled performer’ 

(Campbell 2009: 28). Whatley describes the ‘victim art’ reaction that can occur 

when observing disabled artists performing and the embedded historical 

ideals that can influence this viewing, explaining how 

at one extreme, this patronising and uncritical stance reaffirms 
notions of the unable or the grotesque, in the Bakhtinian sense, 
and assumes that, based on fear of contagion, what happens to 
an(other) will happen to self 

(2007: 18) 
Herein lies a challenge facing researchers exploring perceptions of disabled 

performers regarding how to navigate the breadth of potentially polarising 

responses to performances. It could be said that Croce could not make an 

informed judgement on the virtuosity of the performers due to her refusal to 

attend the performance. As a critic, Croce had a responsibility to inform 

audiences and, by assigning work the label ‘victim art’, she could be seen as 

discouraging audiences from engaging in a positive way. By refusing to attend 
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the performance, it could be said that Croce was doing audiences a 

disservice. 

‘Victim art’ is also explored by Smith (2005), who emphasises that the 

perspective of ‘victim art’ can limit a viewer’s ability to appreciate the wider 

impact of a performance, such as the themes explored and its broader political 

or cultural impact. In addition, Smith suggests that this position tends to rely 

more on the critic’s perceptions of the potential of disabled dance artists than 

upon the quality of the performance itself (2005: 82). In terms of spectator 

perspectives, dance artist Fiona Campbell, in her article entitled ‘Re-

constructing the image of the disabled performer’, insists that ‘victim art’ is a 

concept that one must be aware of due to the potential adoption of this view by 

audiences (2009: 28), as Whatley also identifies in her “passive oppressive” 

viewing strategy (2007: 18). Therefore, someone researching the views of 

audience members at disabled dance performances must also be aware of 

possible responses that indicate adoption of the ‘victim art’ view. This 

discussion regarding the viewing and judgement of disabled dance 

performances is important for this study due to its focus on investigating 

perceptions held by audiences and potential for perception change. Not only 

are the perceptions of audiences important for building a broader theoretical 

context for dance and disability practice in the UK, but also how the field itself 

is viewed and understood by the public and by members of the wider dance 

sector. 

Within the UK, there are debates about whether the dance and disability field 

should be categorised as a performance area in its own right. A look at some 

recent initiatives helps to unravel these issues. For example, Marsh and 

Burrows (2017) invited disabled artists, from a variety of disciplines (not just 

dance), to write a letter to their fellow artists and offered this as a space to 

discuss aspects of their work, life, identity, audience or role(s). These letters 

touch on a number of concerns regarding the field of disability art, including 

whether it should be considered as a sector separate from mainstream art 

activity. There is a fear, as Marsh and Burrows discuss in their accompanying 

essay, that this parting “opens the way to a separation between a sector 
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which is the ‘norm’ and one that is the ‘non-normative’, linked to notions of 

‘right’ (dominant / non-dis- abled) and ‘other’ (passive / impaired).” (2017: 27). 

While some artists acknowledge that their aesthetic is interwoven with their 

identity as someone with a disability, and expect this to be acknowledged by 

audiences, there is debate around whether working within the sphere of 

disability arts changes the way the performers are viewed. Marsh and 

Burrows also acknowledged that often disabled artists are viewed through a 

“politicized lens” (2017: 29), which emphasises difference. This could relate 

back to the discussion of virtuosity and ‘victim art’ in how judgements can be 

made of performers, their potential and their abilities, before they are even 

seen in performance. 

Criticism of dance and disability productions (formally or informally) or defence 

and promotion of the work of disabled dance artists are two factors that could 

determine or influence how this area of activity is received. Reception is a key 

theme for this study as perceptions held by audiences and viewers contribute 

to how a performance might be received. As dance performance involves 

subjective engagement and personal interpretation, it is important to 

understand that everyone might not positively perceive the same performance. 

To comprehend people’s opinions about performances involving disabled 

people means a need to understand the elements that contribute to the 

forming of these views. By discussing the elements that influence people’s 

perceptions, details may emerge regarding how these perspectives may be 

shifted and altered to more positively recognise and understand the work of 

disabled dance artists. 

Critics reviewing performances involving disabled artists may experience fear 

of being viewed as politically incorrect, or others may wish to be controversial, 

as in the case of Arlene Croce (1994). The reason for exploring literature on 

critics and their analysis of disability and dance performances is their influence 

on public audiences. These underlying conflicts and contradictions between 

critics and disabled dance advocates are important considerations to a 

researcher in this field and raise important questions regarding the 

complexities of viewing dance performed by those with disabilities. 
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2.3.3 Strands of dance and disability practice 

Arts and disability activity is often primarily associated with the use of arts as 

a form of therapy, in many cases undertaken to monitor or suppress the 

effects of certain impairments. It is a common misconception that dance 

therapy for disabled people is the only form of dance practice for disabled 

people. Literature in this area is briefly examined to address such responses 

and misconceptions in this research and any intervention airing from it. This 

also addresses SRQ4.1, concerning how this research can navigate and 

respond to different responses to dance and disability practice. While 

acknowledging the role of dance therapy and its work with disabled people for 

the treatment of both physical and mental conditions, this is not the focus on 

dance and disability for this study. I am centring this research on dance as a 

professional practice and with those participating in the 11MRTD project. 

Although for some, participation in the 11MRTD project might have been as a 

recreational activity, this activity was not regarded as therapy. 

Surveying the literature in the area of dance therapy, there are a great 

number of dance and disability articles, often in medical journals, concerning 

the effect of dance on emotional wellbeing (Lopez et al 2016), dynamic 

balance (Tsimaras et al 2012) and physical function (Murrock and Heifner 

Graor 2014). Such articles have been produced for many years, with 

examples from the late 1970s (Dendinger and Trop 1979) to present day 

(Swaine et al 2018). What can be deduced from these articles is that much 

dance therapy activity logically stems from the medical model of disability, due 

to therapy being a health-improving endeavour. This is not only evident 

through the types of journals these articles are published in (Annals of 

Physical and Rehabilitation Medicine and Journal of Strength and 

Conditioning Research to name but two), but also through the language used. 

Terms that are discredited and rejected in the social model of disability as 

being discriminatory and outdated are used in these journals, such as 

“retardation” (Tsimaras et al 2012) and “inappropriate behaviours” (Bachman 

and Sluyter 1988). Additionally, many articles refer to “rehabilitation” (Swaine 

et al 2018) or to “reducing” (Bachman and Sluyter 1988) some feature of 
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behaviour, which also reflects the medical approach. While it is acknowledged 

that these journal articles are from different time periods, with earlier papers 

more likely to adopt the medical model of disability, it is important to note that 

the language use is similar across timespans. 

Moving away from dance as therapy, the 11MRTD project is situated within 

the context of community dance practice in the UK. Exploring the archive of 

PD, which is often cited as the UK’s leading organisation for community dance 

work, enabled me to track the birth and development of the community dance 

field. Jayne Stevens, a dance researcher, tracks the progression of the 

participatory dance sector, which began with the National Association of 

Dance and Mime Animateurs (NADMA), (animateurs being a term often used 

to describe dance teachers, facilitators or co-ordinators who worked in 

community contexts), recognising “the need to develop pedagogical practices 

capable of engaging a broad range of people and of realising the creative 

potential of individuals and communities through dance (2017: 8). The 

community arts researcher, François Matarasso, describes the community 

arts sector, sometimes also termed participatory arts, as “a specific and 

historically-recent practice that connects professional and non-professional 

artists in an act of co-creation” (2019: 19). Community dance is often 

considered to cover all dance activity that happens in communities beyond 

formal dance training such as private dance school classes. This includes 

activities that may focus on dance and disability, dance and the elderly, pre-

school classes and sometimes state-school non-curricular dance provision. 

Formerly known as the Foundation for Community Dance, PD do connect with 

various ‘community’ groups but are not solely or exclusively focused on 

community dance activity in the UK. PD claims that its work focuses on 

“driving excellence in community dance practice” (People Dancing 2020b), 

The organisation does help to support professional disabled dance artists and 

connect venues with performance companies, as well as supporting 

community initiatives aimed at widening dance participation for disabled 

people. 

33 



   
 

  

     

 

         

        

       

           

         

              

        

          

         

      

        

         

      

          

         

         

      

       

       

       

   

 

        

       

       

          

             

      

    

       

        

      

2.4 Photography: history, production and engagement 

As this research is focused on the impact of photography within dance and 

disability interventions, it has been important to understand the history and 

development of photography as an art form, surveying theoretical debates 

within the field. As someone with an interest in photography but no formal 

training of the practice, nor a thorough understanding of photographic theory, 

it has been useful to explore the discipline and to be able to draw on key 

concepts and relevant discussions to inform my analyses. Also the 11MRTD 

project was centred on an exhibition of photographic images, and was the first 

time that photography had been the principle arts medium for PD within a 

strategic programme context (separate from their experience of using 

photographing for marketing means). Topics covered by literature in the field 

of photography range from instruction on the actual practice of photography to 

explorations of the history, theory and application of photography within 

diverse fields, including dance. RS4 asks how photography can be used as a 

mode of message transmission about inclusion in dance, which requires study 

of photographic theory to develop an understanding of the purpose and 

potential of photography as a communication tool. Additionally, as 

photography was a feature of later intervention design, practical aspects of 

photography production were investigated in this section, to address RS3 

regarding how interventions can support perception change, with specific 

reference to photography. 

Looking at the history of photography, early incarnations of the photograph 

involved the creation of images transferred onto fabric. This exemplifies 

photographer and photography educator Michael R. Peres’ definition of the 

concept of a photograph, describing it as “a reasonably stable image made by 

the effect of light on a chemical substance” (2007: 27). There are a number of 

key books that track the history, scientific understanding and theory of 

photography. Photographer Terence Wright’s 2004 book The Photography 

Handbook is an information reference tool, documenting theoretical debates 

and practical applications of photography. A useful text for understanding the 

detailed history and timeline of photography is Peres’ edited anthology The 
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Focal Encyclopedia of Photography (2007). Another key text is Photography: 

A Critical Introduction by media arts scholar Liz Wells, first published in 1996, 

which articulates in detail the theories and concepts in photography discourse. 

Another text that gathers writings and theories on photography is Photography 

(2010) by Stephen Bull. In terms of wider discussions around images, viewers 

and conceptual understandings of photography, two sources have been 

drawn on and, as philosophers, these authors write on photography through a 

philosophical lens, unlike many of the other writers cited here. The first is 

Roland Barthes’ Camera Lucida, first published in 1980, which explores the 

essence of photography and meaning elegiacally Barthes’ book has become 

a key text within photography discourse. The second is On Photography 

(1973) by Susan Sontag, a collection of essays debating the role and purpose 

of photography in the context of 1970s capitalist society. These texts have 

been selected as they are regularly cited in other literature dealing with the 

theory of photography (Wright 2004; Wells 2009; Peres 2013) and they have 

helped build an understanding of photography as a mode of transmission 

(RQ4) with a view to considering its wider use for communicating ideas about 

disability and dance through interventions. 

During the growth of photography as an artistic and scientific field, there was 

an interest in developing understanding about how the eye views and then 

reflects images that are processed in the brain. Wright notes how the camera 

can be seen as “similar in construction to the eye and forms an image in much 

the same way as our natural organ of visual perception” (2004: 13). 

Therefore, according to Wright, this understanding has been linked to 

justifications of the use of photography as a means of documenting truth of 

the world, because the photographic process is recognised as similar to the 

way our eyes perceive the world. Similarly, many photography researchers try 

to define and explore the question: what is a photograph? Susan Sontag 

describes the process of photography as “essentially an act of non-

intervention” (1973: 8) that might reflect a perceived reality of the world, but 

also serves to distance us from that reality. There is debate around whether 

photographs really reflect reality and, if they do, about what the reality is that 

might be reflected in a photograph. Roland Barthes argues that the detailed 
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meaning of photography can be “that has been” (1980: 115), suggesting that 

while photographs might reflect reality, this is a reality that has passed or 

gone before. This suggests the photographs might be viewed as remnants or 

traces of the past, rather than reflecting current reality. It could be argued that, 

even the moment that an image has been captured, the reality that the 

photograph might reflect has immediately been altered, but that single 

moment of reality will forever be remembered in this static object. 

In the field of photography and movement, the first pioneers were Eadweard 

Muybridge (1830-1904) and Étienne-Jules Marey (1830-1904), whose work 

can be considered as the early development of a filmic style of photography. 

In the mid-1800s Muybridge was seeking to prove that horses’ hooves all 

leave the ground as they gallop and that the horse is momentarily suspended 

in mid-air (Peres 2007). Later in the 1800s, Marey developed 

chronophotography, a process in which images were created on plates and 

then arranged to move in quick succession, giving the effect of a moving 

image. 

Considering the use of photography and movement, specifically dance, in 

more recent years, Matthew Reason’s paper entitled Still Moving: The 

Revelation or Representation of Dance in Still Photography (2004), seeks to 

uncover the meaning and purpose of photographing dance and the 

subsequent effect of its images. Reason challenges the idea that photography 

reveals the world and suggests that a photograph merely provides a distorted 

version of what it is aiming to reflect (2004: 46). He suggests that 

photographic images of dance are either representing movement or only 

revealing something of the movement moment they seek to capture (2004: 

46). Similarly, Wright discusses photographing movement and supports the 

idea that blurred elements in movement images could be viewed as 

representing movement but acknowledges that knowledge of the “conventions 

of the photographic system of representation” (2004: 86) is needed to 

understand what this effect means. Alternatively, viewers need to learn that 

“such a phenomenon as a blur…symbolises movement” (2004: 86), which is 

the most likely scenario for non-photography enthusiasts who view blurred 
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images of movement. This is significant for this study as it suggests that a 

deeper understanding of photographic phenomenon is needed to process 

certain images that suggest movement. This presents an additional challenge 

for any researcher or organisation such as PD looking to use photography as 

a way of transmitting messages about inclusion in dance. 

2.4.1 Photography and Disability 

As this research is focused on intervention within the context of dance and 

disability practice, both specifically in relation to this research concerning 

11MRTD and more broadly, literature around photography and disability is 

also explored. The majority of publications in this area deal with specific 

photographers from history who have focused, in whole or in part, on 

photographing disabled people, analysing the photographer’s history and 

process, rather than underlying theoretical and conceptual debates. These 

texts include Gross’ (2012) exploration of Diane Arbus’ anthropological 

photography work and Watson’s (2017) analysis of Margaret Bourke-White’s 

theatricalisation of disabled bodies for photographic means. This means that, 

while there is a breadth of literature documenting photography and disability 

activity, there is less that engages in debates about the issues these analyses 

raise. However, David Hevey’s (2013) chapter in The Disability Studies 

Reader, entitled ‘The Enfreakment of Photography’ purposefully analyses a 

selection of books which contain images of disabled people, and debates the 

purpose and meaning of such images. The fact that Hevey himself is disabled 

increases the relevance of his readings of photographic works and his writing 

about photography. 

Much of the literature reflects the discussion from earlier in this chapter 

around representation and the need for attention, including Hevey (2013) and 

Newbury (1996). Many of these texts acknowledge that photographers often 

impose their intentions and aesthetic on the image that is being documented. 

Disabled people are often objectified through the images, either due to the 

photographer’s fascination with the subject, their self-interest or an intent to 

document for preservation. Hevey calls for more photography of disabled 
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people to portray disabled people as the “symbol of [a] new (dis)order” (2013: 

434). This view acknowledges the narratives of pity or sympathy usually 

placed upon or interpreted from photographs of disabled people from history, 

reflective of the tragedy model of disability. Hevey proposes a challenge to all 

photographers to embrace the unique aesthetics of the disabled body and 

better reflect the activity of disabled people, in order to more effectively 

represent disabled people in the 21st century. While Hevey cannot represent 

the views of all disabled people, this plea is made all the more significant by 

Hevey’s identification as disabled. 

In the book Disability and Art History (2017), photography scholar Hiles 

suggests that a viewer’s reading of a disabled body in a photograph is 

understood according to their understanding of ‘opposition’. Using the 

relational concept of binary opposition introduced by Ferdinand de Saussure 

in relation to the visual understanding of photographs, Hiles argues that 

“disability is defined by its distinction from its opposite, or what was 

considered the able-bodied normal [and] important to our comprehension of 

this construct is…[the] understanding of oppositions as inherently carrying an 

encoded binary” (Hiles 2017: 100). This binary is a socially entrenched 

understanding that what is opposite to ‘normal’ must be ‘abnormal’ and the 

impact of the hierarchy is that anything that is considered ‘other’ is devalued 

by society. This is a view also shared by disability scholars, including 

Johnstone (2001: 28), who suggests that understanding this hierarchy is 

essential in understanding the social construction of disability and how 

disability is represented in society. 

2.4.2 Viewing 

An understanding of the different ways of viewing and engaging with images of 

disabled dance activity can help one to evaluate the response of audiences 

and the effectiveness of projects in raising awareness concerning disabled 

dance artists. This should also take into consideration the preceding 

discussion regarding understanding of binaries and representation of disability 

in society. Whatley’s ‘Five Strategies for Viewing’ proposes a way of 
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categorising the different viewing positions, suggesting that there is variety in 

how people engage with work involving disabled dance artists (2007: 18). 

Importantly, Whatley’s research elucidates how viewers can shift within the 

strategies and how engagement is not static, thus suggesting that audiences 

can be moved and influenced to view disability dance work in new ways. This 

is in one sense supported by the idea that in photography roles are reversed. 

Dancers who move and are usually viewed by still spectators are now being 

stilled and observed by spectators who have greater capacity to move in this 

relationship and in this viewing moment. 

In relation to the viewing of disabled dance work, one should be aware of 

research regarding ‘the stare’ or ‘the gaze’ from audiences and of how 

performers and choreographers respond to this. The stare/gaze is not limited 

to performance work, but rather the terms are used to describe how disabled 

people experience being stared at, in a variety of circumstances and on a day-

to-day basis. Rosemarie Garland-Thomson’s 2009 book Staring: How We 

Look examines different types of stares, as well as the cultural, historical and 

social contexts of staring. Regarding disability, Garland-Thomson addresses 

how the historical “hiding” of disability has led to fascination when disability is 

made visible (2009: 20). 

Smith traces ‘the stare’ historically to the medical hospitals of the 1600s, which 

encouraged the objectification of disabled people on the grounds of medical 

discovery and advancement (2005: 80). Thus, the stare, unfortunately, seems 

to have become engrained in societal and cultural behaviours of the public, 

stemming from a fascination with difference. Nevertheless, Campbell 

highlights how dance and theatre performance provides an opportunity to 

“reverse the gaze” (2009: 28) and shift the position of power from the audience 

to the performer. This can, therefore, allow manipulation of the viewer for 

choreographic intentions or to heighten awareness of (sometimes 

subconscious) objectification or discrimination. It seems important for those 

exploring audience perceptions of disability in dance (RQ3) to examine how 

the gaze is guided, manipulated or curated and how this can affect reactions 

to watching disabled practitioners in dance. However, a photographic image 
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operates differently to a live performance in terms of ‘reversing the gaze’, thus 

giving the potential for an alternative creative medium to effectively transmit 

messages about inclusion in dance, or at least to challenge perceptions. 

2.5 Exploring Interventions 

The aims and research questions for this thesis emphasise interventional 

activity. This includes the development of an intervention format specifically 

linked to this research and the evaluation of interventional activity by PD as an 

organisation. Therefore, exploration of the concept of intervention(s) and 

current literature regarding interventional activity, is needed. Much of the 

literature concerning interventions can be found in two disciplinary fields: 

health (Kerr 2007; Smith et al 2015) and business (Midgley 2000). More 

specifically, arts and dance interventions are often linked to the health 

benefits of engaging with the arts as a form of intervention (Burkhardt and 

Brennan 2012; Koch et al 2007; Hwang and Braun 2015), with particular focus 

on well-being (Mansfield et al 2018; Swindells et al 2013a, 2013b). However, 

these studies often state that an intervention has been conducted as part of 

an experiment, with many of these research studies being scientifically 

focused, but largely overlook the notion of what an intervention actually is or 

can be. 

In order to start forming a clearer idea of what is meant by an intervention and 

the different forms it can take, the definition of interventions within healthcare 

and business settings is explored, bringing together different interpretations of 

meaning. Tropical epidemiology researchers Smith et al use the term 

intervention to relate to “any activity undertaken with the objective of 

improving human health” (2015), and categorise two different types of 

intentions for interventions. The first is concerned with preventative measures 

for illness and the other with therapeutic treatment of illnesses. However, 

other industries take a slightly different approach in their definition of 

interventions. For example, business systems researcher Gerald Midgley 

defines intervention as “purposeful action by an agent to create change” 

(2000: 8) and describes systemic intervention as the process of intervening 
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with consideration of boundaries, which are the limits to our knowledge of 

situations. Similarly, arts organisations seem to adopt parallel definitions, such 

as a report published in 2018, entitled ‘Active Ingredients: The Aesop planning 

and evaluation model for Arts with a Social Purpose’, which sought to explore 

how arts interventions work with a social and community focus, and which 

discusses the triggering of benefits as a result of intervention activity (Aesop 

and BOP Consulting 2018). This highlights the focus in interventions on 

instigating change in activities, scenarios or outcomes. 

Looking more closely at the literature on arts interventions, there are many 

project reports that document the outcomes of particular interventions, in a 

variety of scenarios (Swift 2006; Bilby et al 2013; Aesop and BOP Consulting 

2018). However, in 2014 a document was published that reviewed the breadth 

of literature on the arts in therapeutic interventions, entitled ‘The Value of the 

Arts in Therapeutic and Clinical Interventions: A critical review of the 

literature’. This report identified that, while art interventions had an 

overwhelmingly positive affect on patients in clinical settings, there was a 

distinct lack of research that moved beyond a single healthcare setting 

(Bungay et al 2014). Additionally, it was identified that more mixed-method 

and qualitative research projects would help to expand discussion regarding 

why and how arts are deemed useful and impactful when used as intervention 

activities (Bungay et al 2014: 51). While arts and therapy are not the foci of 

this research study, this 2014 report is the most thorough research conducted 

on a variety of arts interventions studies and raises important points 

concerning methodological approaches to intervention research, which is 

pertinent to this research, as RQ3 asks what interventions are within the 

context of dance and disability activity in the UK. 

Other investigations explore the way that the change that has occurred as a 

result of an intervention is measured, with less focus on the design and 

implementation of the activity that caused it. When discussing their definition 

of arts therapy as a form of intervention, medical science and health and 

social care researchers Bungay et al explained that it is not the production of 

artwork that is of interest, but rather the therapeutic relationship that is 

41 



   
 

  

           

              

             

           

      

 

            

            

            

           

          

    

 
    

 
        

        

          

            

        

             

     

            

     

          

 

        

       

            

       

           

        

         

           

initiated from the intervention opportunity (2014: 19). Therefore, it could be 

said that, in this context, the created artwork may be the intervention, but the 

focus and interest is the change that has resulted from the intervention. The 

therapeutic connection or noted benefits, that are measured, are of greatest 

significance, not the intervention itself. 

This overview of literature on interventions has identified that the meaning and 

form of interventions varies depending on the subject discipline within which it 

is being studied. These variations are important to consider as the meaning 

and definition of interventions related to dance and disability activities are 

investigated, assessing the importance of features such as intervention form, 

impact and design. 

2.6 Use of the RE prefix 

In Chapter 6 of this thesis, the RE prefix is explored as a frame for 

interventional activity. This section is concerned with RQ3, which asks how 

interventions can be designed to support perception change. If the language 

used has an impact on how disabled people are viewed as part of an 

intervention, this should be explored to better understand what this impact 

could look like and how the design of a project could influence responses to it. 

This investigation into prefixes developed after this topic was highlighted as a 

significant feature of the 11MRTD from the evaluation of the project, due to its 

emphasis on ‘reimagining’ popular dance scenes from films and how this was 

communicated through photography, again responding to RQ3 of this thesis. 

What is evident from surveying research into the RE prefix is that literature 

discussing prefixes explicitly is uncommon. It is more common to find RE 

prefixed terms used in article or chapter titles, but not discussed in the body of 

the text (Thomas 2003; Warburton 2011). Additionally, particular RE terms are 

also explored, but the effect of the RE prefix is not interrogated. Therefore, I 

have drawn from a variety of subject disciplines, including business and 

linguistics, that overtly investigate the effect of a RE prefix. This decision 

regarding literature selection is rooted in an ambition to examine the purpose, 
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role and meaning of the RE prefix specifically, in order to understand how its 

application for different interventions can affect the intervention’s impact 

(RQ2). 

Exploring the etymology of the RE prefix from a linguistic perspective is an 

important initial step in uncovering reasons for its use in different disciplines 

and scenarios. A significant writer regarding RE is linguistic scholar Stephen 

Wechsler, whose 1989 conference paper explores the complexity of RE and 

suggests that the use of RE indicates “accomplishments” (5), resulting 

outcomes or states of achievement. This text raises a key concern for those 

exploring the RE prefix, in that it is often used without careful consideration of 

the implied before state and the implied result state (1989). Edgar Morin, a 

French philosopher, has also considered the implications of RE use in a 

semantic study of RE from an ecological and biological perspective. His 2005 

article RE: From Prefix to paradigm proposes the theory that the use of RE 

emphasises and implies evolution due to RE’s dual meaning. Exploring RE at 

a micro level, considering the RE processes inherent in bodily processes, 

Morin suggests that RE use is complex due to its multi-faceted meaning. For 

example, Morin proposes that RE use unites “the disjointed and simplified 

notions of retro and meta, of old and new, of events and structures” (2005: 

266). This mirrors the dual meaning of RE, which is to look back or to create 

anew, thus highlighting the complexity of its application in different 

circumstances due to ambiguous intentions. This could suggest that an author 

using a term containing the RE prefix should be clear as to which meaning of 

RE they intend to communicate to be sure that the RE term they are using will 

be understood in the way that the author intends, otherwise the author’s 

intention is obscured and the meaning of their words can become ambiguous. 

Beyond semantic investigation of RE’s etymology, prefixes have been 

discussed within disability studies and by disability scholars. Dance scholars 

Ann Cooper Albright and Gabriele Brandstetter (2015) explored the political 

complexity of prefixes, conducting an analysis of the prefix DIS similar to that 

detailed above for the RE prefix. They state that DIS is detached from the 

suffix term that follows it and this offers a transformative opportunity. “Not only 
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does the prefix dis allow us to look back and begin to understand… unmarked 

aesthetic, cultural and economic ideologies… it also leads us forward, helping 

us to imagine new possibilities.” (2015: 4). This highlights the connection 

between DIS prefix use and the dual meaning of the RE prefix. In the second 

edition of The Disability Studies Reader (Davis 2013), American disability 

consultant Simi Linton discusses prefixes and disability (2006). Again, 

discussing the DIS prefix, Linton begins by stating how DIS connotes 

separation or pulling apart, followed by suggestions of how the suffix attached 

to the prefix DIS can alter the exact meaning of DIS (2006: 162). Linton’s 

chapter scopes and analyses a variety of terms regularly used in disability 

discussions, from ‘crippled’ to ‘suffers from’ and ‘normal’ to ‘ableism’, drawing 

from historic context and etymological underpinning to critique language use 

(2006: 164-170). This is an important piece of writing regarding not only prefix 

use for disability contexts, but also terminology use for researchers engaging 

in disability research. However, this chapter is not included in more recent 

editions of this edited collection, and its omission is a loss, since there is a 

very limited number of other resources that consider a connection between 

prefixes and disability, a subject which is relevant to this research’s focus on 

how interventions can be used to support perception change (RQ3). 

Considering RE use with dance research, there are a number of texts which 

explore particular terms linked to dance activity that use a RE prefix, such as 

repetition, re-enactment, rewriting. Some of these texts focus on documenting 

the process of RE-doing something to a piece of dance work. For example, 

dance performer and film maker Liz Aggiss wrote in 1999 about her 

experience of reconstructing a dance work from the 1980s, defining 

reconstruction as meaning “to construct or build again, recreate a lost or 

damaged original form, deduce from fragmentary evidence” (1999). Similarly, 

but from a non-dancer perspective, cinema scholar Vera Dika (2016) 

discussed the process of ‘remaking’ Loïe Fuller’s Serpentine dance from the 

early 20th century. This article was selected for analysis due to its focus on 

filmic recreation, drawing upon films of the serpentine dance made by the 

Edison company (1895) and the Lumiére Brothers (1896). It illustrates some 

of the challenges faced by the person undertaking the RE process. Dika 
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highlights how the filmmaker “transformed” and “updated” (2016: 34) the work, 

choosing to alter the original and create something new and purposely 

different. This highlights not only how the RE process can provide an 

opportunity to change an original state and produce something new, but also 

the influence of the person conducting the RE process. 

Discussing filmic use of RE, another work which is relevant is film researcher 

Anat Zanger’s 2006 book Film Remakes as Ritual and Disguise. As 11MRTD 

recreated scenes from films from the past, it seemed important to consider the 

RE process and prefix use within the field of film studies. In this book Zanger 

analyses the relationship between original films and their remakes, 

considering the purpose and the cultural and aesthetic reasonings behind the 

remakes, emphasising the old and new dichotomy of the RE procedure (2006: 

9). 

The discussion of RE prefix use by authors from a variety of different 

disciplines covered in this section highlights different features of RE use and 

meaning, which, in Chapter 6, helps to analyse the use of RE in the context of 

the 11MRTD project and how the use of RE and/or other prefixes, particularly 

DIS, could developed or changed to impact positively future discourse re 

dance and disability. 

2.7 Zines 

Due to the choice of zines as the format for the intervention activity discussed 

in Chapter 9 of this thesis, it is important to explore them further in this 

literature review. This discussion of zines is expanding and broadening the 

discussion regarding RS2, RS3 and RS4, considering new ways of engaging 

audiences, exploring the design of dance and disability interventions, as well 

as contemplating the impact of alternative creative mediums as a way of 

transmitting messages and instigating discussions about inclusion in dance. 

A common occurrence in many of the texts concerning zines is reference to 

their history and development. Often these historical overviews detail early 
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zine-like activity such as Martin Luther’s nailing of his Ninety-Five Theses to a 

church door (Buchanan 2012: 71), zine development as part of science fiction 

fan activity (Ramdarshan Bold 2017: 218) and punk music culture using zines 

as an outlet (Zobl 2009: 2). This could be because zines are a relatively new 

phenomenon in mainstream culture and academia, so explanation about the 

origins of the zine is often supplied to readers to aid their understanding. 

Another feature from the literature on zines more generally is the geographic 

divide. The majority of the research on zines is US based, although more 

literature has developed recently in the UK. However, research outside these 

western countries is difficult to find, suggesting that either research is lacking 

in other areas or, perhaps, that zine activity is currently still embedded in 

western cultural movements such as the science fiction and punk rock music, 

and zine activity outside of these areas is limited. 

A significant feature of the literature regarding zines is the variety of literature 

formats, including books, blogs and websites. While there are some books on 

zines (Todd and Watson 2006; Biel 2008; Klanten, Mollard and Hubner 2011), 

many of these focus on the creation process for making zines, or document 

different types of zines from history. However, American feminist scholar 

Elizabeth Piepmeier’s book Girl Zines: Making Media, Doing Feminism 

(2009), takes a more immersive and analytical approach to zines. Piepmeier, 

whilst commenting on American zine culture, investigates the purposes of 

zines as a form of rebellion within the third wave feminist movement of the 

early 1990s. Drawing greatly from the influential early 1990s zine Jigsaw, 

Piepmeier discusses the zine as both an artistic outlet of free speech as well 

as a sculptural artefact (2009: 18). What Piepmeier is proposing here is that 

zines should be valued not only for their content and message, but also for 

their physical form as a piece of sculptural artwork (2009). Much of the 

theoretical discussion in this text draws from media and culture scholar 

Stephen Duncombe’s book Notes from Underground: Zines and the Politics of 

Alternative Culture (2008). First published in 1997, Duncombe’s book is 

described by Piepmeier as “the only book-length scholarly study of zines 

(2009: 2). This highlights one of the frustrations of zine literature, in that there 

are limited scholarly texts. However, it is important to acknowledge that the 
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anti-establishment, revolutionary intentions of many zines may discourage 

zine scholars and writers from examining them in traditional, academic 

literature. Instead, common formats for zine texts are online blog posts (Bedei 

2016; Ayoade 2017), newspaper articles (Thompson 2016; Wortham 2017; 

Harper 2019), websites (Zobl n.d.), as well as journal articles (Guzzetti and 

Gamboa 2004; Guzzetti et al 2015; Ramdarshan Bold 2017). 

Aside from the format of literature on zines, the topics these texts explore are 

of significance, as they can be grouped according to particular community 

groups that utilise zines. The early examples of writing on zines, such as 

sociocultural anthropologist Julie Chu’s 1997 journal article, focus on youth 

culture and zines as a developing phenomenon for young people. Given the 

surge in zine activity in the early 1990s amongst punk rock enthusiasts, the 

connection between zines and youth culture is, perhaps, an obvious one. In 

her article ‘Navigating the media environment: How youth claim a place 

through Zines’ (1997), Chu examines the role zines have had in providing an 

opportunity for young people to document their lived experiences, attempting 

to combat stereotypical narratives that were a feature of political and media 

debates of that decade. This links to a common purpose of zines as a form of 

activism, being a form of protest against the mainstream (media, society). 

This is significant when considering the development of zines as a mode of 

communication for different marginalised groups, including disabled people. 

Youth culture is not the only population for whom zines are significant. This is 

demonstrated by a number of texts from the early 2000s that emphasise how 

zines were widely used by feminists to address issues of gender inequality 

and mistreatment of women. Aside from Piepmeier’s book, which is discussed 

earlier in this section, there are other significant texts and resources that 

document the impact of zines and feminism. One of the most prolific writers 

and zine activists is Elke Zobl, the founder of grrrlzines.net, a website 

dedicated to feminist zine culture. The website contains pages of resource 

links, timelines of the history of zines and links to different feminist and 

LGBTQ zines (Zobl n.d.). While the website might be a useful online resource, 

accessible to the wider public, Zobl has also co-edited a book (with Ricardo 
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Drieske) entitled Feminist Media (2012), as well as writing a number of journal 

articles exploring the potentiality of zines for feminist progression. 

Another writer exploring the culture of zines and feminism was new media 

scholar Barbara Guzzetti, whose 2004 journal article (written with Margaret 

Gamboa) explored zines as a literary tool for narrative documentation 

amongst young females. This not only reflects similar feminist ideas of other 

literature explored previously, such as using writing to fight “against gender 

stereotypes and for social justice” (2004: 432), but also reflects another strand 

of zine discourse, which is the educational potential of zines. Literacy 

practices scholar Rebekah Buchanan has also explored education and zines. 

Buchanan (2012) explores not the writing experience offered by zines in 

education as Guzzetti does, but how zines can be used as an entry point for 

reading practice and literary analysis. It seems important to note that Guzzetti 

has also written about zine activity amongst male populations (2015), and this 

is one of only a few texts to explore the impact of zine writing exclusively for 

males. 

From surveying the literature on zines, it is clear that, while discourse does 

recognise key groups who engage with zine activity and address fundamental 

issues pertaining to that group, there is a distinct lack of research regarding 

certain groups. For example, only in recent years has there been a surge in 

research concerning zines and people of colour (POC). In 2017, publishing 

scholar Melanie Ramdarshan Bold conducted a study into zine use by POC. 

This included an in-depth analysis of previous literature concerning zines, with 

Ramdarshan Bold citing how prevalent literature on zines, such as 

Duncombe’s book, often excluded discussion of racial identity and that POC 

zine activity is often not discussed in historical overviews, despite clear 

evidence of a thriving zine publishing culture among POC (2017: 219). This 

exclusion of certain groups from research into zine literature also applies to 

disabled people. While zines exploring disability, inclusivity and accessibility 

are available to purchase on zine-selling websites, there is little to no research 

exploring this cultural activity and its impact, which emphasises the 
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contribution of this research to the wider field, addressing thesis aim number 

four. 

2.8 Language and Terminology 

Not only is it important to define key terms as part of a research project, but 

as the research is situated within the field of disability, where language is a 

regularly shifting and evolving area of debate, analysis of language choices 

for this study is important. Firstly, it is important to emphasise that language 

around disability is not only changeable, but also varies depending on the 

context, individuals and history. There is a significant lack of literature by 

disabled people, which indicates that theories of language concerning 

disability is often constructed by non-disabled people, perhaps exacerbating a 

divide between language around disability in academia and the language 

used through a lived experience of disability. This discussion also correlates 

with Section 2.6 as it considers how prefixes impact the meaning of the terms 

they prefix, as in the word ‘disability’. 

Within disability studies, language is interwoven with culture and socialisation, 

often used to oppress and control, upholding socially ingrained hierarchies 

(Owens 2015: 389). Disability scholar David Johnstone (2001) proposes a 

model for constructing inclusive language, which seeks to avoid allowing a 

single dominant voice from controlling the narrative. In this model, also 

displayed visually in Figure 2, 

The notions of disability as loss and restriction are removed. 
Instead they are replaced by the more affirmative language of 
inclusion, through contact with a diverse range of related and 
relevant participants. This creates new alliances and shared 
experiences. 

(2001: 13) 
Figure 2 suggests that there are common sub-sets of inclusive language used 

in the three sets that apply to disabled people, with these being 

‘race/gender/culture’, ‘children with special needs’ and ‘politics/subcultures’. 

This framework could avoid the criticised language ‘pitfalls’ that many 

contributors to The Routledge Handbook of Disability Studies (Watson et al 

2012) identify as detrimental, such as not addressing intersectional language 

49 



   
 

  

        

       

        

      
 

       

      

      

       

        

         

           

       

          

         

        

           

       

            

        

          
 

Figure 2 The construction of an inclusive language from Johnstone
(2001:13) 

and overemphasis on unstructured language use (Bê 2012: 371). This 

language is recognised as prevalent in much government documentation, 

policy information and organisational discourse and includes language of pity, 

charity, impairment, care and “neutral-identity form[ation]” (Scully 2012: 118). 

Discussing specific disability-related terms within the framework of dance and 

disability activity is important for establishing the terms that are used for this 

particular study. While Whatley (2007) and Campbell (2009) examine the 

professional implications of language in words such as “integration” and 

“disability” for the impact it can have on audiences, Albright asserts her 

personal views on the language of disability discourse. Albright, being a key 

writer in the area of theatre and disability, explains her distaste of the word 

“disabled” and why she adapts this to “dis/abled” (1997: 58) to avoid the 

negative connotations as a result of the prefix and the impact it has on 

disregarding the abilities of disabled people. Regarding the history of the term 

‘disability’ in Britain, Durbach recognises that the term was originally used to 

mean inability to serve in politics, and then meant “incapacitated because of 

physical injury” (2009: 18). This reflects the negative connotations of the term 

that Albright references, and also its use in the medical model of disability. 

However, Durbach also asserts that American scholars are more “sensitive” to 
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language concerns and that Britain has “tended to be less invested in 

historicizing the concepts and terms associated with bodily aberrance” (2009: 

18), which seems contentious. 

Regarding the commonly used terms ‘inclusive’ or ‘integrated’ in dance and 

disability activity, Adam Benjamin defines the former as “a group who has 

moved away from segregated dance structures and that is open to disabled 

and non-disabled participants” (2002: 13), which reflects the current common 

understanding of the term within community dance settings. Regarding 

‘integrated’, Benjamin highlights that the derivative term ‘integrity’ could be the 

aim, achievable through personalised approaches and attitudes, to give 

individuals autonomy and encourage integrity. The broader definition of 

‘integrated’ opposes segregation and emphasises the bringing together of 

groups of people who may have previously been separated. However, 

Benjamin does acknowledge that integration and disability are not 

interdependent or mutual, but that integration is achievable by all, beyond the 

‘category’ of disability (2002: 16). 

Concerns about the use of particular language in relation to disability research 

usually reflect the negativity associated with much of the vocabulary used 

when discussing disabilities. Albright does, however, acknowledge that by 

changing language or introducing new vocabulary to try and empower, one 

can generalise and it may be seen as an attempt to avoid political 

incorrectness7. This, Albright argues, can lead to “stripping difference of its 

disruptive power” (1997: 59), which can leave disabled artists feeling invisible, 

as a result of attempting to find inclusivity in an emerging vocabulary. This 

highlights the precarious route for a researcher exploring the realms of 

disability discourse. For the purposes of this research, I use the terms 

disability, disabled people and inclusivity throughout this thesis. As my 

research draws upon disability studies discourse, using the term disability 

acknowledges this field of study. As I favour the social model of disability, I 

7 Political correctness is a term to describe language and behaviour that aims to avoid offence, through 
exclusion, marginalisation or insult. Therefore, political incorrectness is behaviour and language that is 
often seen to cause offence, or show a lack of concern about insulting certain groups. 
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believe that people are disabled by environment, attitudes and lack of 

adaption, rather than by individual impairments. The focus of this research is 

on inclusion, transmitting messages about the presence of disabled dance 

performers in the dance industry. 

2.9 Conclusion 

This chapter has sought to scope the literature on the key issues and 

concepts central to research in the fields of disability in general, disability and 

dance and photography, as well as across all three fields. The first section 

explored different models of disability, including the medical model, social 

model and affirmative model. The literature revealed the strengths of many of 

the models as well as criticisms. This surveying of the models of disability has 

helped to contextualise the grounding for this research study, which is rooted 

in the social model of disability. 

‘Dance and disability’ was the next topic that was discussed. The three 

strands of disability and dance activity in the UK were investigated to clarify 

which strand this research is situated amongst. Key topics from the literature 

concerning dance and disability were identified and discussed, including 

understanding of the body in dance and how this can impact perceptions and 

expectations concerning disabled people and dance aesthetics. Viewing 

processes were explored and historical debates regarding critiquing of dance 

and disability performances by critics and how this can affect or influence the 

reception of disability and dance activity were discussed. 

Literature on photography surveyed in this chapter not only focused on the 

history of photography, but also on the theoretical underpinnings of 

photography studies. Selected chapters from photography theory books 

helped to build understanding of the relationship between photography and 

movement, looking towards early scientific investigation for insight. Literature 

on disability and photography was analysed, including a survey on specific 

photographers who photographed disabled people, and which linked to 

notions of representation and misrepresentation. The photographing of dance 

was also explored, considering the effect of photography on the stilling of 
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movement and how this affects communication of movement to viewers of 

photography. 

Interventions were also explored, with a range of diverse literature surveyed, 

from organisational evaluation reports to medical journal articles to business 

proposals. This breadth revealed the complexity of defining interventions as 

they are often viewed as a habit of practice, rather than a conceptual 

approach to investigation. It was identified that often interventions can focus 

on intended change, with the outcomes of the intervention being of most 

importance, whereas other literature valued the act of intervening or found the 

site of the intervention to be of most interest. 

The discussion that surveyed the literature on prefixes, specifically looking at 

DIS and RE prefixes, revealed the need for an interdisciplinary approach to 

understanding the impact and meaning of prefix use. Drawing from the 

disciplines of linguistics, biology, ecology and dance has helped to build 

understanding about the etymology and use of prefixes in different contexts. 

This interdisciplinary approach to the literature was taken in order to develop 

an understanding of how prefixes are used across disciplines, identifying 

patterns in their use and how their impact is measured in different context 

(RQ2). 

Exploration of literature regarding zines detailed the origins of this media 

format. Literature on the various population groups that zines have been used 

by, such as women, young people and POC, was surveyed. It became 

apparent that there is a gap in zine research and more is needed to document 

disabled people’s engagement with zines, both as creators and as readers. 

The final section looked at terminology and language use for this study. 

Drawing from a diverse range of published resources from dance scholars to 

disability studies academics, the complexity of language in disability research 

was highlighted. The next chapter in this thesis details the methodological 

choices for conducting this study. This literature review has served as the 

foundation upon which the methodological framework builds, creating the 

context for the study and the data collection that has been undertaken. 
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Chapter 3: Research Methodology 

This chapter scopes the key methodologies appropriate for this study, 

exploring their processes and application. These methodologies include 

evaluative research, grounded theory and archival research. Aspects of 

ethnography and phenomenology are examined for philosophical insights into 

the exploration of perception, which is fundamental to this research, 

particularly considering that it is carried out with a marginalised disabled 

population by a non-disabled researcher. Paradigms within which this 

research is conducted are also examined, focused on identifying connections 

between the intentions of the paradigms and the purpose of this research. 

Justification for a mixed-methods approach is made, drawing upon debates 

regarding the adoption of this research approach. The focus on methodology 

in this chapter addresses research aim 2 of this study. 

This exploration of multiple methodologies and the adoption of a mixed-

methods approach to this research acknowledges the complexity of this 

project. The 11MRTD evaluation report (PD) was the first stage of this study 

and the multiple groups of participants, assorted geographical partner 

organisations and varied stakeholders made it a multi-layered venture that 

required different research approaches in different phases. As this research 

includes this evaluative approach, this directly responds to RQ3 and SRQ3.1, 

which asks how evaluation can be utilised. The choice of grounded theory as 

the principal methodology is justified and then additional core methodologies 

are explored, including archival research and evaluative research. In addition 

to outlining the methods used in the evaluation report (PD) and wider 

evaluation of the 11MRTD project, this chapter examines insider and outsider 

research, as well as issues of validity and bias. 

The process of designing a research project is “as much an art as a science” 

according to educational psychologist Leo Cronbach (cited in Patton 2002: 

12). For this study in particular, this statement seems pertinent. The use of a 

mixed-methods approach, drawing on statistical data and analysis as well as 
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in-depth qualitative methodologies, balances traditional artistic research 

traditions alongside scientific methods. When approaching the design of a 

research study, there are a number of questions that need to be considered in 

order to ensure that there is a clear focus for the design strategy. Evaluation 

researcher Patton outlines six questions that can be used to guide a 

researcher through the method selection process: 

1. What are the purposes of the inquiry? 
2. Who are the primary audiences for the findings? 
3. What questions will guide the inquiry? 
4. What data will answer or illuminate the inquiry questions? 
5. What resources are available to support the inquiry? 
6. What criteria will be used to judge the quality of the findings? 

(2002: 13) 

By using these questions to interrogate the aims of this research, I intend to 

outline the perspectives, methodologies and methods that were chosen for 

this study, as detailed in the overview diagram in Figure 3, with a clear focus 

on the purpose and aims of the research. 

Figure 3: Methodological Overview 
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3.1 Paradigmatic Considerations 

Research paradigms are described by education scholar Gina Wisker as the 

“underlying set of beliefs about how elements of research fit together, how we 

can enquire of [them] and make meaning” (2008: 78). It is these beliefs that 

guide how research is designed, conducted, analysed and disseminated. 

Nevertheless, education theorist Lather (1991) highlights issues with the 

concept of paradigms in research, pointing out the danger for a researcher of 

rigidity in the application of a paradigm which can restrict the outlook of the 

research study. Therefore, Lather advocates moving away from the 

segregation of paradigms and suggests that researchers look towards 

drawing from a range of paradigms (1991: 7-8). These are organised 

according to the aims of the research and the processes of predicting, 

understanding, emancipating and deconstructing, rather than being restricted 

to the one paradigm adopted at the study’s outset. This approach seems 

appropriate for this particular research, as the breadth of inquiry and the 

multiple layers to the stages of the study may each draw upon different 

aspects and viewpoints within the post-positivist approach, including 

constructivism and phenomenology, connected by the aim of uncovering 

perspectives on the subject being researched. 

The development of the post-positivist paradigm transitioned away from the 

traditional, scientific considerations of positivism and emphasised how beliefs, 

values, experiences and perspectives held by the researcher can contribute to 

the development of research aims and influence research design. This 

particular research is rooted in post-positivism, not only because of my 

experience, position and beliefs as a researcher, but also due to the focus of 

the study, which is concerned with people’s experience and perceptions of an 

arts project. This focus on perceptions aligns itself with post-positivist views of 

reality and how it is created. As Wisker explains, 

[post-positivists] ask questions but never gain absolutely final 
answers; that all data collected will need to be interpreted in 
context; that we make meaning rather than discover it as a fixed 
entity; that we understand through making links, interpreting 
contexts, and perceiving; and that our understanding of the 
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meanings we determine from the findings produced by our 
research could be differently interpreted in different times and 
places by different people 

(2008: 66) 
This outlines the post-positivist position that as humans we create our own 

realities, and realities differ based on an individual’s respective experiences, 

beliefs, interactions and values. The concern for a post-positivist researcher is 

not simply to investigate the measurable, but to uncover multiple truths rather 

than one single truth. Wisker also suggests in this quote the idea of post-

positivist research being objective free; emphasising the role interpretation 

has in determining meaning. This view is also explored by Richardson (1988) 

who suggests that any research is subject to researcher influence and that 

the values we hold and our position as researchers embellish the writing and 

presentation of our findings, regardless of our paradigmatic position or mode 

of data collection. This is important in this research as it involves the 

researcher’s interpretation of interviews and photographs and the design of a 

specific intervention based on that interpretation. 

With ontology centred on aspects of human ways of being, this research is 

primarily concerned with the ontological query regarding the categorisation of 

objects. Epistemologically, this research is seeking to understand people’s 

perceptions of a particular phenomenon, and to decipher how these 

perceptions have been constructed. Therefore this study, while rooted in a 

post-positivist paradigm, draws upon similar post-positivist approaches, such 

as constructivism and phenomenology, bringing forth specific aspects of the 

research focus and interrogating these to uncover deeper paradigmatic 

interests. 

As already highlighted, participant perspectives and individual experiences 

are significant within this study and therefore there is a need to explore how 

these views could be or have been constructed. Firstly, constructivism holds 

that reality is constructed by individuals through acceptance of our ability as 

humans to take an experience and, through our own mental capacity 

(thoughts, ideas), reconstruct this or personalise it based on our own 

thoughts, ideas, processes, history and held values. This suggests that a 

57 



   
 

  

      

         

        

         

     

         

          

           

    

 

       

       

       

          

       

          

       

       

         

              

      

            

        

        

         

         

        

 

  
 

     

     

      

        

researcher working within the perspective of constructivism will encounter 

multiple realities. As a researcher exploring perceptions, I had to be aware of 

the context surrounding the object or phenomenon that was being studied, 

which in this research was that of disabled dance performers. This is because 

constructivism requires considerations about how research is collected and 

analysed based on the particularities of each individual participant and their 

personalised engagement experience, implying that I also should have been 

aware of the context surrounding the viewers of the 11MRTD project as well 

as the disabled dance practitioners. 

While constructivism acknowledges the role an individual plays in shaping 

their perceptions of reality, social construction offers an alternative way of 

viewing the influences on perception creation. This concept acknowledges the 

impact of social and cultural values on our ability to interpret and personalise 

reality. Its pertinence for this study is rooted in societal views of disability that 

could be seen to affect or shape an individual’s view(s) of those with 

disabilities. While sociologists might argue that this is a naturally occurring 

process and that humans rationalise their views by drawing upon the same 

shared views held within society, one must beware of simply accepting this as 

a process that cannot be altered or disrupted. In fact, it could be seen that a 

researcher exploring transformative experiences, such as perception change, 

and seeking to achieve and measure impact is involved in attempting to 

disrupt or alter views that could have been constructed and influenced by 

societal and cultural values. Therefore, social construction as an 

epistemological approach to this research is of great relevance, and the 

underpinning of social construction is important in my understanding of 

perception creation and the potential for perception change. 

3.2 Phenomenology 

Phenomenology was first conceptualised by philosopher Edmund Husserl and 

later cultivated by philosophers Alfred Schutz (1899-1959) and Maurice 

Merleau-Ponty (1908-1961). Phenomenology is interested in an individual’s or 

group’s process of creating meaning through the consideration of experience 
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through conscious attention (Patton 2002). This focus on consciousness 

stems from the process of meaning making and the development of 

judgments made from attention being paid to an experience. Merleau-Ponty 

succinctly describes this progression by explaining that, 

Perception becomes an ‘interpretation’ of the signs that our 
senses provide in accordance with the bodily stimuli, a 
‘hypothesis’ that the mind evolves to ‘explain its impressions to 
itself’. But judgement also, brought in to explain the excess of 
perception over the retinal impressions instead of being the act 
of perception itself grasped from within by authentic reflection, 
becomes more a mere ‘factor’ of perception, responsible for 
providing what the body does not provide…it becomes simply a 
logical activity of drawing a conclusion. 

(2002: 39) 
There are a number of features of significance here. Firstly, the connection 

between perception and the senses, including sight in particular, stimulates 

discussion regarding the disability ‘gaze’ and judgment. This is not only 

referring to the day-to-day public stare that people with a disability can 

experience (Garland-Thomson 2005), but also the experience of being 

watched by an audience in a performance setting, which is surveyed in 

Section 8.2. Therefore, investigating perceptions within the context of a dance 

and disability project that utilised photography as a medium for inviting 

responses to images will greatly be affected by the use of the senses. By 

using observation within the exhibition spaces, questionnaires after exhibition 

and performance viewing, as well as semi-structured interviews, this research 

uses multiple methods to construct and describe participant experiences of 

viewing the photography exhibition and/or taking part in the project activities 

as a dancer. 

One aspect of phenomenological inquiry is the emphasis on consciousness 

as a route to formulating perceptions. This is important as it highlights the 

need to bring awareness or reflection to one’s experience in order for one to 

be able to identify and articulate perceptions of an experience. People’s lived 

experience of the project under investigation, PD’s 11MRTD is important to 

this research. Therefore, an emphasis on in-depth, qualitative methods, which 

explore feelings and thoughts in detail with regard to a participant’s 

experience of the project, is key. These perceptions could be individually 
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constructed, perhaps as a result of a solitary visit to the photo exhibition, or 

they could be influenced by communal reactions, such as the response of an 

audience to one of the performances within the project. This is one of the 

challenges faced by the researcher in this study, to establish how responses 

are formed and what influences their creation. 

Another process used to aid the pure reporting of lived experiences of a 

phenomenon is being in dialogue with the participants. Sociologist Saukko 

discusses this process of dialogism as a measure of great importance within 

post-positivist research, explaining how one is not “view[ing] research in terms 

of describing other worlds from the outside, but in terms of an encounter or 

interaction between different worlds” (2003: 20). Saukko also emphasises 

dialogic interaction within research as addressing issues of validity, using the 

collaboration between researcher and participant to validate the research 

collection process. This concept favours being in dialogue and discussion with 

participants as opposed to simply reporting or accepting the description of the 

experience. Therefore, semi-structured interviews with a range of project 

partners, participants and stakeholders have been used in this study to 

address this dialogic need and to emphasise collaboration as one focus of the 

interviews involved discussing the evaluation process. Social media 

interaction and online communication regarding experiences of the 11MRTD 

project have also been examined as another form of dialogue about the 

subjects/phenomena experienced in this study. 

This exploration of phenomenology as a paradigmatic framework for this 

study has recognised the focus of the research as being on perceptions and 

experience of the 11MRTD project, including the photography exhibition. 

Discussed in the next part of this chapter are the specific methodologies and 

specific methods that were employed to investigate these perceptions and 

experiences, detailing how the data was collected, organised, transcribed and 

analysed. 
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3.3 Grounded Theory 

The following section is focused on the principal methodology adopted for this 

research, which is grounded theory (GT). Other methodologies were 

employed for the evaluation of the 11MRTD project specifically and these are 

discussed in Sections 3.4 and 3.5. GT was selected as the principal 

methodological approach as GT emphasises theory being created and 

constructed from the data. This inductive approach was appropriate for this 

research as the evaluation of the 11MRTD project and the data collected from 

it was completed in order to develop an approach to intervention design 

derived from analysis of first stage findings. The data, findings and theory 

created through the 11MRTD evaluation report (PD) fed into a wider and more 

detailed critical analysis of the 11MRTD project, forming stage two. Then 

these analyses led to the zine intervention activity, which comprised the third 

stage of the methodology. 

As mentioned above, GT employs an approach focused on developing theory 

out of the analysis of data. GT’s cyclical or rebounding process of interaction 

between data and theory and process of regularly returning to the data, aims 

to enable theoretical advances to emerge out of the intricacies of the data 

analysis. Commonly used within healthcare settings, GT often utilises 

qualitative data collection methods (although not exclusively) that strive for 

breadth and depth of data, regularly focused on participant experience and 

social contexts surrounding it. To demonstrate how GT was evaluated as a 

viable method for this research, the history and development of GT, its core 

values and benefits, as well as documented criticisms of using GT as a 

research methodology are discussed in the following paragraphs. 

GT first developed as a methodological design in the 1960s, through Barney 

Glaser and Anselm Strauss’ studies of the dying in hospital environments 

(1967). As Ritchie et al explain, the creation of GT was greatly influenced by 

‘symbolic interactionism’, a school of thought which values “the interactions 

between people and the symbolic meanings and interpretations people attach 

to their social actions and environments as a means of understanding human 
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behaviour” (2014: 14). It was this interest in the specificity of human 

interpretation and how meaning is made and shared amongst individuals that 

led Glaser and Strauss to focus their research first and foremost on the 

collected data, rather than embarking on their research with a predetermined 

hypothesis or theoretical framework. It was intended that GT would provide 

“systematic, yet flexible guidelines for collecting and analyzing qualitative data 

to construct theories ‘grounded’ in the data” (Charmaz 2014: 2). These 

guidelines, although criticised by some as being too prescriptive, aim to 

encourage researchers to engage and immerse themselves in the data in 

order to analytically draw out theoretical aspects that are intrinsically linked to 

the data itself. 

One of the advances of GT, significant for this research, was developed by 

leading GT scholar Kathy Charmaz and is known as the constructivist 

approach to GT. As Charmaz here illustrates, 

In the classical grounded theory works, Glaser and Strauss talk 
about discovering theory as emerging from data separate from 
the scientific observer. Unlike their position, I assume that 
neither the data nor theories are discovered. Rather, we are part 
of the world we study and the data we collect. We construct our 
grounded theories through our past and present involvements 
and interactions with people, perspectives and research 
practices. 

(2014: 17) 
This highlights how Glaser and Strauss’ original form of GT may have the 

researcher immersed in the data, and simultaneously moving back and forth 

from data to theory, but the researcher themselves seems to remain detached 

from the theory that is uncovered. This thinking is very much embedded in a 

positivist paradigmatic approach to research, which traditionally values 

quantitative methods and data, believing that “there is a reality out there to be 

studied, captured, and understood, whereas the post-positivists argue that 

reality can never be fully apprehended, only approximated” (Denzin and 

Lincoln 2013: 17). So, although GT focused on the value of qualitative data, 

the original GT framework seemed to embrace a positivist view regarding the 

emergence of theory, or theory discovery. 
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To use the metaphor of archaeology to elaborate, Glaser and Strauss 

encourage the use of GT processes as excavation tools that serve to uncover 

and reveal the bones of theory, which are embedded in the data and emerge 

wholly intact. In contrast, Charmaz’s constructivist approach (2014) identifies 

not only GT approaches but also the researcher as tools that mould, shape 

and influence the findings. The theory does not simply emerge from the data 

uninfluenced but is constructed from it by the researcher. Charmaz (2014) 

considers the values, experience, knowledge and understanding of the 

researcher as integral to how the theory emerges and is constructed. This 

also connects with the earlier discussion regarding the paradigmatic features 

of constructivism and social construction, as discussed in Section 3.1. For any 

researcher who has been immersed in evaluating a project as part of the 

research, it is difficult, if not impossible, to try and remove oneself from the 

processes of handling the data and forming the theory. Nevertheless, there is 

a risk of embracing immersion in the data so entirely that any sense of 

researcher objectivity or analytical power is lost, which is why the 

constructivist view of GT values and encourages reflexivity in order to retain 

an analytical approach to the data and the process of constructing theory 

(Willig 2013: 78). 

While the main use or purpose of GT has been debated and revised through 

its many developments, there are some core values that are integral to GT’s 

identity as a methodology. As stated before, a GT researcher moves back and 

forth from data to theory in order to ensure that theory is embedded in the 

data and in order to try and achieve what is known as theoretical saturation, 

which is when the data cannot be categorised or analysed any further (Willig 

2013: 71). Using this method of encouraging detailed interaction between 

data and theory construction, it is intended that momentum be maintained 

throughout analysis, so that the similarities and differences in the data can be 

abstracted and detailed theoretical frameworks can emerge. Additionally, it 

serves to ensure that the theory is entirely embedded in the data or entirely 

emerging from it, rather than being subject to external influences, which is 

why GT instructs that literature reviews are undertaken post the analysis of 

the data and construction of theory. This process was followed in this 

63 



   
 

  

        

       

         

   

 

         

        

           

       

      

         

      

      

     

 

          

          

        

     

      

       

      

        

           

       

      

         

     

    

            

         

        

     

 

research, only conducting contextual literature research to develop evaluation 

tools (dance, disability and photography) and completing the majority of the 

review of literature after the analysis of the 11MRTD evaluation data 

(interventions, RE prefixes and zines). 

The constant comparison of data is intended to ensure that analysis is 

extracting the theory from the data as far as possible rather than being merely 

descriptive. However, to try and keep the analysis linked closely to the data, it 

is suggested that titles of categories and the wording for codes is taken 

directly from participants’ comments, to try and “avoid importing existing 

theory into analysis” (Willig 2013: 70). Another significant feature of the GT 

process is memo-writing. This is the activity where researchers “keep a record 

of their developing analytic thinking” which serves to construct theory, 

explaining codes and categories (Ritchie et al 2014: 280). 

When discussing GT, it seems sensible to explore what theory is and, more 

specifically, what the theory is that is to be produced through participating in 

GT processes. This leads me to discuss the two paradigms in research: 

positivist and post-positivist (or interpretivist). Charmaz suggests that 

positivists view theory as “a statement of relationships between abstract 

concepts that cover a wide range of empirical observations” (2014: 229). 

Positivists, traditionally emerging from the scientific views of research, view 

concepts as variables, which interact (or not), the relationships of which are 

documented and explained and then compared to a prediction of expected 

outcomes. The focus for positivists in terms of theory is to explain 

phenomena, whereas post-positivists look to understand based on individual 

perceptions rather than to find a single truth that explains a phenomenon. 

Post-positivists believe in “emergent, multiple realities…truth as 

provisions…and social life as processual” (Charmaz 2014: 231). This 

contrasts with the common positivist view that truth can be proved and that 

there is one single truth to be explained. Post-positivist views value 

interpretation and how truths are interpreted and transformed by humans, 

including both participants and researchers. 
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Writing from her position as a dance researcher, Hanstein summarises the 

contrasts in theory definition in saying how, 

Some of these [definitions] are narrow and restrictive, requiring 
a theory to be derived from quantifiable data and capable of 
being tested. Other definitions are more inclusive and consider a 
theory to be a systematically organized set of statements that 
analyse and explain the nature and behaviour of a specified set 
of phenomena 

(1999: 62) 
While some may argue that positivists do analyse data as well as post-

positivists, and that not all positivist research is ‘restrictive’, what Hanstein 

does highlight is that post-positivist research is traditionally concerned with 

understanding the behaviour of phenomena from multiple perspectives, 

whether this be relationships between theoretical concepts, the context 

surrounding particular phenomena or the impact on phenomena in certain 

scenarios. 

The flexibility of GT, which was emphasised in the original form, has 

nevertheless led to it being regarded as a valuable research method, 

framework and a series of guidelines for researchers across a wide range of 

disciplines. As Denzin and Lincoln explain, GT can be used as “a method that 

invokes specific strategies, a general method with guidelines that has 

informed qualitative inquiry and a method whose strategies have become 

generalized, reconstructed and contested” (2013: 298-299). As with many 

methodologies, GT has been subject to criticism, not only from those who 

have used the method, but also from those who initiated the method in the 

first place. How researchers can use GT is one aspect that has been widely 

debated and, in some cases, criticised. Denzin and Lincoln warn of misusing 

GT, due to its flexibility, and encourage caution about partly engaging with the 

methodology, whether due to naivety in understanding or through choice, as 

this can lead to lax analysis and a weak construction of theory (2013). 

Another criticism of GT is how the growth and momentum gained by the 

methodology in the years since its development has led to a more prescriptive 

outline of the process of completing GT research. Some researchers believe 

this has led to limitations being placed on the potential for theories to be 
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derived from the data. By giving precise instructions regarding analysis, some 

argue (Melia 1996) that the theory does not so much emerge from the data 

organically but is restricted to only emerge according to particular focuses. 

While this may bring structure and adds, as Willig suggests, a “deductive 

element” to GT (2013: 76), others believe this undermines the creative nature 

of GT and restricts the potential findings of employing this methodology. 

It is highlighted through the writing on GT that the emphasis is on the data 

influencing or creating the theory, and engagement with relevant literature 

should follow after data analysis (Charmaz 2014; Willig 2013; Denzin and 

Lincoln 2013). However, whilst GT has been valuable for this research, 

enabling the theory to be generated from the data, exploration of relevant 

literature has supported this process, working alongside the data collection to 

develop observations and insights. It is understood by writers about GT that 

the theory which emerges is the result of only one specific reading of the data, 

conducted by a specific individual researcher, which raises the importance of 

researcher reflexivity in GT research. Reflexivity here is defined as and 

understood to be “finding strategies to question our own attitudes, theories-in-

use, values, assumptions, prejudices and habitual actions; to understand our 

complex roles in relation to others” (Bolton 2014: 7). By engaging in reflexive 

practice, a GT researcher is attempting to critically reflect on their position as 

a researcher in order to establish and recognise the specificities of their 

behaviour, with the aim of returning to the demands of the research with a 

more objective outlook. This is reflected in the two-stage approach to the 

literature review from the previous chapter. 

The coding process employed for this research followed a three-step method. 

The initial coding (sometimes referred to as open coding) was a process of 

sorting the data according to meaningful expressions and thematically 

grouping the data according to its identified features. For this, properties of 

each category were defined, linked to specific examples from the data. The 

second stage was referred to as focused coding, otherwise known as axial 

coding. Through this process links were made between the initial codes, 

grouping codes and relating them to one another. The codes created through 

66 

http:Bolton2014:7).By
http:thedata.By


   
 

  

         

           

             

         

         

        

        

           

        

    

        

           

          

 

 

       

      

         

         

        

          

           

 

    
 

           

          

      

      

           

          

        

       

        

this process were conceptual in their nature, aiming to ‘open up’ the data and 

expand the line of enquiry. This was largely due to the broad scope of the 

investigation and the breadth of data, ensuring that the data was able to be 

compared with other data sources and links made between them. While some 

GT researchers strive for a single core theory as the outcome of their enquiry, 

I looked to establish a conceptual framework of findings that unites and 

concludes the research. This outcome is supported by Timonen et al (2018), 

who resist the notion that there should always be one, sole theory produced 

through GT research, but rather that theory is produced through “new or 

better conceptualization or a framework that links concepts…significant 

progress toward constructing categories, and spelling out links between them, 

with a view to achieving conceptual clarity, is a sufficient…outcome for a GT 

study.” (2018: 4). An example of this coding process can be found in 

Appendix O. 

This discussion of GT has identified it as an appropriate overarching 

methodology for this study. The advantages of GT as well as critical concerns 

over its use have been discussed. With GT as the principal methodology, 

there are a number of additional methodologies that are be employed for 

particular stages of this research study, in order to ensure that the methods 

used are most appropriate for each phase. These include evaluative research 

and archival research, which is discussed in the next two sections. 

3.4 Evaluative Research Methodology 

As an important element of this study and the primary stage of research, is an 

in-depth evaluation of the 11MRTD project, an exploration of evaluative 

research theories and frameworks is imperative. Evaluation is a core 

methodology for this study. Initially the PD evaluation report was created, 

which fed into the wider appraisal of the 11MRTD project within this research. 

Each evaluation had a slightly different approach, but they were linked as the 

findings from the report were the basis for the further investigation in the 

analysis of the 11MRTD project. This research discusses both evaluations at 

different times and makes it clear when either is specifically referred to. The 
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first stage report written for PD will be referred to as evaluation report (PD) 

and the subsequent investigation will be referred to as evaluation of the 

11MRTD project. This exploration of evaluative research methods also helps 

to build understanding in support of SRQ’s 3.1 and 3.2, which ask how 

evaluations can be utilised to engage with wider discussions around disability 

and dance. 

Evaluative methodology scholar Michael Quinn Patton synthesises the area of 

evaluative research by suggesting that 

When one examines and judges accomplishments and 
effectiveness, one is engaged in evaluation. When this 
examination of effectiveness is conducted systematically and 
empirically through careful data collection and thoughtful 
analysis, one is engaged in evaluation research. 

(2002: 10) 
This distinction between evaluation and evaluation research highlights the 

importance of developing systems and processes for the collection of data 

and consideration of the mode of analysis to ensure that efficient and 

extensive examination of the project or phenomenon is carried out. 

An important feature of evaluation research is to establish a clear purpose for 

undertaking the evaluation, to ensure systematic and empirical effectiveness 

of evaluation research. Firstly, one should consider the aim of the evaluation 

in formative and summative terms. The former looks at developing and 

improving processes whilst the evaluation is being carried out, making 

changes to the activities and content as discoveries are made through 

evaluation. Whereas the latter concerns establishing overall effectiveness and 

reporting back after full consideration of the findings. The primary aim of the 

11MRTD evaluation report (PD) was to provide a thorough and complete 

overview of its short-term/immediate impact, which addresses the aim of the 

project in summative terms. Considering the formative implications of 

evaluating the 11MRTD project, the form and provision of the evaluative 

processes were continuously reviewed, modifying the evaluation as the 

project was developing to best suit the requirements of each location. This 

entailed involvement in the practical elements and developments of the 

project, regularly attending partner meetings, helping with technical aspects of 
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the project, and spending days observing exhibition audiences in gallery 

spaces. This meant that the focus of the evaluation of the 11MRTD project 

was actively and easily able to be adjusted and shifted based on researcher 

discoveries and understanding of what was needed in order to engage with 

the audiences. 

Guba and Lincoln (1989), two of the more prolific writers on evaluation 

research, have written about the stages and development of evaluation 

research throughout recent history. Their presentation of the fourth dimension 

of evaluation processes is significant for this study, as it engages with 

formative and summative concerns but, additionally, addresses stakeholder 

relevance within the evaluation process. The engagement of stakeholders in 

research design and application can add depth and develop validity for 

research through collaborative working, but it can sometimes be viewed as a 

challenging balancing act. Research scholars Maggi Savin-Baden and 

Katherine Wimpenny explain that, 

having an understanding of particular practice concerns, 
contextually situated [from stakeholders]…can provide 
meaningful focus and help hone ideas. Yet equally, recognizing 
the various stakes of different groups can potentially sensitize 
the…researcher. 

(2014: 40) 
Many stakeholders were involved in this project, from venue hosts to partner 

leads and from organisational heads to disabled dance practitioners. Rather 

than shying away from stakeholders in order to retain control of the study, 

engagement with them can provide fruitful data collection opportunities, as 

well as develop the study design through careful collaborative critiquing of the 

tools. For example, one aspect of the semi-structured interviews with partner 

organisation leads was to interrogate, together, the evaluation questionnaires 

and examine their content. 

Evaluation methodology emphasises the role of a researcher or an evaluator 

in the research. The researcher brings a perspective and an outlook on the 

project that is also an integral part of the findings, or at least the context for 

them. This highlighted the importance of taking a reflexive approach to the 

evaluation of the 11MRTD project, involving regular reflection by the 
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researcher on the activity, their role in it and their perceptions of the 

evaluation activities. This approach was also applied to the archival research 

methods adopted for a further stage of the research process. 

3.5 Archival Research 

Archival research is considered to include any methodologies that are 

concerned with the exploration of (usually historical) primary sources of data. 

These can be physical materials or digital documents. Part of the process of 

evaluating the 11MRTD project was to explore, track and analyse the 

development of PD as an organisation over the past thirty years. Therefore, 

archival research processes were important to aid with the practicalities of 

exploring historical material and bringing together multiple types of data from 

various primary sources. Historical researcher Michael Roche (2016) 

identifies two challenges for the archival researcher. The first of these 

challenges is focused on dealing with the power relations that are inherent 

within materials and the pressure to ‘do justice’ to them through the shaping of 

the subsequent narrative, which was a significant consideration for the 

researcher in this study. The second challenge acknowledges the practical 

implications of archival research; the need to access and also understand 

documents in a variety of conditions. As the PD archive spans over thirty 

years, a lot of the material researched was printed using a typewriter, some 

had faded over time and much of the information was not categorised or 

organised systematically. 

Archival researchers Moore et al set out a number of important questions that 

interrogate the intentions of a researcher, encouraging them to consider their 

processes and approaches to the work asking, 

How many ways are there to engage with archival research and 
how have digital and other new media changed the way we do 
it? How important are the questions we bring into the archive 
and what are their possibilities and limitations? How do we deal 
with eruptions and unexpected encounters in an archive? What 
does it mean ‘to feel’ narratives in the archive and what is the 
role of spatio-temporal rhythms? How can we understand the 
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researcher and the archive as an entanglement rather than as 
separate and independent entities? 

(2017: 71) 
These questions were used to formulate the approach to attending the 

archival housing facility and also to plan for how the material would be dealt 

with. Responses to these questions were embedded into my reflexive writing 

as part of the overarching GT methodology. This archival research is part of a 

wider research approach and does not exist in isolation from other aspects of 

the research process. 

This archival research methodology has been utilised in this research study to 

investigate the history and development of PD as an organisation. This 

directly attends to the second research aim for this project, which is to 

examine the history, development, delivery and legacy strategy of 11 Million 

Reasons to Dance through an evaluative exploration of the project. This also 

engages with PD’s aims and objectives for the project. Exploration of the 

archival material belonging to PD, housed at De Montfort University Library in 

Leicester allowed the development of a detailed profile of PD’s conception, 

development and the cultural and sectoral context for commissioning the 

11MRTD project to be attempted. 

Archival research emphasises the importance of the role of the researcher in 

deciding what is included in the research, how the archival content is 

analysed and how the narrative of the archival material is shaped. It was 

initially intended to review and log the archival PD material chronologically, 

but the material is not organised into specific years or by different formats. 

The categorising of the material has only been completed for some of the 

content, and the rest has been placed in boxes rather sporadically. Therefore, 

the archival material was assessed by topic, grouping the files according to 

the themes deduced. This was a useful approach especially because the 

archive was not disability specific but contained a range of files from dance 

and health related material to early meeting notes of the organisation and to 

conference proceeding from the past thirty years. This use of archival 

research methods further supports the justification for a mixed-methods 

approach to this particular research. 
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3.6 Mixed-Methods Design 

Due to the nature of this research study, a mixed-methods approach seemed 

most appropriate for a range of reasons. This included providing statistical 

data required by PD for funder reports (as this quantitative method was in 

addition to qualitative methods), attending to the multiple populations included 

in this evaluation study, including partners, community participants and 

audiences, as well as the needs of these different groups. Mixed-methods 

research designs are often used to address issues of validity through 

triangulation and, for qualitative researchers, it can provide credibility and 

generalisability. As stated previously, this study uses multiple qualitative data 

collection methods alongside quantitative methods, so a mixed-methods 

approach seems most suitable. 

The purpose of combining quantitative and qualitative methods concerns the 

breadth of evaluation needs, the number and different groups of participants 

and multiple locations. By using quantitative methods, such as questionnaires, 

researchers are able to gather reportable information and statistics 

concerning interactions of participants with a project without geographical 

restrictions. In conducting evaluations of arts projects, being able to produce 

statistical data, which could include audience/participant numbers, pre- and 

post-project judgements and diversity information, can contribute to the 

credibility of the study. Quantitative data is useful up to a point, providing that 

there is also the opportunity to collect and analyse qualitative data. However, 

Wisker suggests that the creation of quantitative data is rooted in questions 

and concerns that are subjective, saying how, 

…collections of statistics and number crunching are not often 
the answer to understanding meanings, beliefs and experience, 
which are better understood through the gathering and 
interpretation of qualitative data. Quantitative data…are not 
mere reflections of a single established world of facts, they are 
also collected in accordance with certain research vehicles and 
underlying research questions and so are themselves touched 
and affected by the research question and context. 

(2008: 74-75) 
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Wisker points to the wealth of important understanding that can be gained 

from undertaking qualitative research, especially when exploring perceptions 

or lived experiences. 

In this study, the depth of understanding that can be achieved through 

employing qualitative research methods is the crux of exploring participant 

experiences of the 11MRTD project. These methods can include participant 

observation and interviews, where the onus is on the information supplied by 

the participant as well as allowing space and time for analysis and evaluation. 

Creswell (2013) views qualitative research as a form of empowerment for the 

participants, who are not restricted to closed questions or limited response 

opportunities that one might experience in quantitative research techniques. 

Therefore, qualitative engagement not only pushes for depth in 

understanding, but also allows participants to contribute more extensively to 

knowledge construction. 

Considering the mixed methods approach within evaluation research, and 

also aiming to balance the concerns of its critics, Patton argues that 

the practical mandate in evaluation to gather the most relevant 
possible info for evaluation users outweighs concerns about 
methodological purity based on epistemological and 
philosophical arguments. The intellectual mandate to be open to 
what the world has to offer surely includes methodological 
openness. 

(2002: 252) 
This attempts to rebut the ‘incompatibility thesis’, termed by Howe (1988), 

where critics of mixed methods research do not believe that qualitative and 

quantitative methods can be combined. These concerns largely focus on how 

the paradigms that largely underpin each method type (quantitative with 

positivist and qualitative with post-positivist) cannot merge and are, therefore, 

incompatible (Robson 2011). However, some researchers (Howe 1988; 

Reason and Bradbury 2001) suggest that integration of paradigms can be 

achieved, which supports Lather’s (1991) view that the rigidity of traditional 

views of paradigms in research is problematic (from Section 3.1). 

73 



   
 

  

   
 

        

        

      

     

      

     

    

 

       

         

         

        

     

            

       

      

         

            

      

          

    

    

 

   
 

          

            

          

         

         

   

        

3.7 Ethnographic Dimension 

Ethnography can be described as the process of studying a group or 

community of people in their natural setting, using methods that seek to 

document accounts of the group’s activities and often involves the researcher 

participating in these activities (Brewer 2000). However, ethnographic 

researchers Martyn Hammersley and Paul Atkinson (2007) acknowledge that 

the complex history and parallel developments of ethnography means that 

definitions are often nuanced. 

While this research study is not using ethnography as a methodology, there is 

an ethnographic dimension to the research that should be discussed. This 

project involved a non-disabled, white, cis woman researching within the 

intersection between dance and disability. While disabled dancers and their 

activities were not specifically being researched, ethnographic methods were 

used to learn about the 11MRTD project, such as observation of some dance 

workshop session with disabled participants. Similarly, observations were 

conducted in gallery and exhibition spaces, observing audiences as they 

interacted with the photography exhibition. The intention of the researcher 

was to learn about the impact of the 11MRTD project, not about the 

behaviours of a specific group. Nevertheless, this study did include elements 

of an ethnographic approach in the process of learning about disabled dance 

performers and researching their activities, their intentions and their 

engagement with the project. 

3.8 Methods Employed 

This section details the methods used for the first stage of this research study, 

which was the evaluation of the 11MRTD project (see also Figure 3 from 3.0). 

These methods were chosen to ensure that data was collected to satisfy the 

needs of PD and their reporting, as well as considering what would be useful 

and appropriate for my developing research. The tour consisted of the 11MR 

photography exhibition, community dance classes or workshops and a 

performance event by local dancers. The six locations were toured between 
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November 2016 to November 2017. Data collection began in January 20178 

and the methods employed were utilised in every remaining tour location for 

the project, which were Doncaster, Spalding, Durham, Coventry and 

Middleborough, as the tour visited Runcorn in November 2016. 

In each location a questionnaire was provided for visitors to the photography 

exhibition, which sought to gain demographic information about audiences 

(age, disability, gender, time travelled to location) as well as perception 

related data (reason for visit, favourite photograph, questions about disability 

in society, knowledge of the project, experience with similar dance and 

disability activity). In addition, a performance questionnaire was distributed to 

audiences attending the community performances in each location. This 

questionnaire contained only Likert scale questions and sought to gather 

audience views on a series of statements that explored how the performance 

made them feel, possible changes in perceptions and views on disability in 

society. However, there was also space for the respondents to provide 

addition comments on any of the questions or their answers. 

The sample of participants for the questionnaires was from visitors to the 

photography exhibition and/or audiences for the performance events. These 

participants were accessed via the performance venue or the partner 

organisation, with the questionnaires being offered to the participants who 

attended the event(s). The questionnaires with demographic information or 

Likert questions were analysed using SPSS software9. The qualitative 

responses were transcribed and analysed using a thematic analysis process, 

whereby the transcriptions were features of interest identified from the text 

and then coded. The data from the statistical analysis was then compared 

with the coded themes to find any cross references (more information on the 

findings from this stage of research is discussed in 5.2). 

8 Some initial data collection was undertaken by another PhD researcher prior to my collection. I was 
grateful to be able to incorporate this data within the study and continue with the data collection.
9 SPSS or Statistical Package for the Social Sciences is software provided by IBM that provides 
advanced statistical analysis. See https://www.ibm.com/uk-en/analytics/spss-statistics-software for more 
information. 
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The questionnaire feedback was supplemented by researcher observations 

from each location for the photography exhibition, and in four locations for the 

performance event(s). However, the photography exhibitions were displayed 

for at least a month in each location, with observation only possible for one or 

two days within this time period in each location, due to timing and geographic 

limitations. The observations were carried out using an observation form that 

focused on the number of people entering the space, average time spent with 

the images, body language, facial expressions and any verbal interaction 

(with other visitors or with the observer/stewards). These were then compared 

with the data findings provided through other data collection methods, to 

develop the categories and the coding of the data, as part of the wider 

grounded theory methodological approach. 

Semi-structured interviews were conducted with a range of participants from 

across the project. This included PD staff, photography exhibition participants, 

community performance participants, venue leads and partner organisation 

leads. These interviews were conducted in person, except for one which was 

completed via email. The interviews focused on evaluation of and reflection 

on the project by interviewees and their specific experiences. These were 

recorded using a voice recording application and were often conducted in 

offices or venue spaces in each location. The interviews were transcribed by 

the researcher and another stage of thematic analysis was completed. The 

analysed interview data was then compared with the data from the earlier 

stages of research to continue developing the data, moving away from 

description and towards theory construction. 

As detailed in Section 3.5, archival research was conducted at the PD archive 

in Leicester, as part of the 11MRTD evaluation process. Two days were spent 

at the library, reviewing the archive material. This material was sorted by topic 

more generally, but a chronological timeline of key activities and events was 

created to track PD’s development over the past 30 years. Some of the 

archive items that were published by PD were analysed thematically and 

compared with the previous data. 
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These methods were those employed for the first stage of this research study, 

the evaluation report (PD) and also the subsequent evaluation of the 11MRTD 

project, to develop a framework and theory about dance and disability 

interventions that would contribute to the design, content and methodology for 

the second stage, which was the creation of a specific intervention activity. 

3.9 Close Reading of Images 

Throughout this research, readings of images from both the 11MRTD project 

and the subsequent intervention endeavour have been undertaken. 

Therefore, another method used in this study has been close reading or 

analysis of images. This method brings in to question the meaning of images 

and how these meanings are constructed and ‘read’. Researcher Louisa Allen 

describes this challenge through questions, asking “does the meaning lie 

within the photo itself or is meaning produced at the site in which it was 

produced and/or is viewed? Where does meaning reside?” (2011: 762). 

Taking this into consideration, a number of sources were used to help 

construct or complete the analysis of the images here. The site at which the 

photographs were created (locations, experience from participants) was 

considered. Knowledge of the performers in the photographs (from interviews 

or research about the artists) was also used, as well as the researcher’s own 

readings of the images from the perspectives of both researcher and 

observer. 

This method could be linked with the process of photo elicitation used often in 

qualitative research. Photo elicitation is the process of using photographs to 

stimulate discussion or responses from research participants and these 

photographs can be found images or participant-produced (Harper 2002). 

Photo elicitation has been described as a method that causes “the photograph 

[to lose] its claim to objectivity. Indeed, the power of the photo lies in its ability 

to unlock the subjectivity of those who see the image differently” (Merriam and 

Tisdell 2016: 171). Not only were perspectives of viewers of the 11MRTD 

photography exhibition collected, but this process of formally reading the 

images considered different readings of the same photographs. It could also 
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be argued that the 11MRTD project, was an exercise in photo elicitation, as it 

aimed to use photography to stimulate discussion or responses from research 

participants. 

This process of close reading aims to deepen understanding of the images 

being analysed. By exploring the images in depth, their multiple meanings, 

along with the interpretations from other viewers from the photography 

exhibition, are presented. Researchers Felsted et al suggest that photographs 

are ambiguous until their meaning is interpreted through words, which specify 

their focus and intended connotations (2004: 105). Therefore, these close 

readings act as words to elucidate different meanings and interpretations of 

the images, drawing upon situational and contextual references to support this 

analysis. 

3.10 Insider and Outsider Research 

As recognised through the earlier discussion of ethnography (see 3.7), this 

study is being undertaken by a non-disabled researcher exploring disability 

theory and working within the intersection between dance and disability. 

Therefore, it is important to consider the concepts of insider and outsider 

research to examine how these might have a bearing upon the outcome of the 

research carried out by this specific researcher. 

The concepts of insider/outsider research developed from early 

anthropological studies. Researchers who were not members of the specific 

communities being researched were considered as ‘outsiders’ and members 

of the researched communities considered as ‘insiders’ (Mercer 2007). 

However, many researchers (Olson 1977; Kelleher and Hillier 1996; Ochieng 

2010; Wiggington and Setchell 2016) reject this binary of insider and outsider 

researcher identification and emphasise a fluidly shifting continuum of 

insider/outsider status. This highlights that different factors can affect when a 

researcher might be considered as an insider and how this identity can shift 

depending on other factors. 
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While as the researcher for this study, I identify as an outsider researcher as I 

am non-disabled, I am also identified as an insider researcher due to my 

closeness to the 11MRTD project activity, my experience working with 

disabled dancers and as a viewer of the 11MRTD project with my own 

perspective. In the early stages of conducting this research I wrote reflectively 

and often about my role as researcher, examining my position as an ally, 

advocate and agent, working to develop understanding around disabled 

people who dance. As this project is focused on people’s experiences and 

perceptions (with a focus on public audiences) of disabled dance performers, 

outsider perspectives on the project were primarily investigated. However, 

beyond this primary focus, insider perspectives were also analysed, these 

being the disabled dance performers from the photography exhibition. 

Furthermore, medical and psychology education researchers McCord et al 

emphasise the need for researcher awareness when collecting data from 

“proxy responders”, such as parents of young participants (2016: 563), 

denoting those participants who speak for others about their experiences. 

One of the aspects researchers should be aware of is observed insider-

outsider differences between responses from participants themselves and 

those serving as proxy responders. 

3.11 Validity and Bias 

The issues of validity, bias and power have a bearing on many aspects of 

research, including methodological considerations, qualitative methods, 

paradigm preferences and ethics. With regards to this study, issues pertaining 

to disability discourse, the role of an evaluator researcher and the 

investigation of perceptions through mainly qualitative data collection tools 

brings forth a number of issues regarding validity and bias that should be 

addressed. 

While validity has been discussed earlier in this chapter (see Sections 3.2 and 

3.4), the choice of methodologies and working within the post-positivist 

paradigm requires careful scrutiny of validity theory in order to ensure 

maximum validity for this particular research. Validity in qualitative studies is 
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regularly addressed through the employment of triangulation (Guba and 

Lincoln 1989; Patton 2002). Denzin’s four basic types of triangulation (data, 

researcher, theory and methodology), developed in 1978, highlights the 

different ways triangulation can be utilised, across the different stages of a 

research study, to address validity (2009). Patton highlights how studies that 

only employ one form of triangulation, even though they are engaging 

somewhat with the process of using multiple methods to address validity 

issues, still leave themselves vulnerable to being criticised concerning validity 

(2002: 247). 

The concept of triangulation refers to a researcher exploring two points within 

a triangle and locating their own study as the third point on a triangle, using 

the other reference points to establish their own position. However, there has 

been a theoretical shift by some towards believing that addressing validity has 

moved beyond the three points of triangulation and requires a greater number 

of perspectives in order to fully address validity concerns. This route has led 

to the creation of prismatic or crystalised validity measures. These could be 

viewed as more fitting for phenomenological studies as the exploration and 

analysis of multiple perspectives is the focus. Saukko explains that 

often the prismatic vision of research is committed to the 
projects that bring to the fore multiple perspectives on reality, or 
multiple realities, with the specific aim of challenging the old idea 
that there is one privileged way of looking a reality, or one reality 

(2003: 26) 
This review of the prismatic view of validity seems to favour post-positivist and 

phenomenological approaches, and therefore seems most appropriate in the 

pursuit of validity in this study. When discussing the practicalities of validating 

research, Green and Stinson (1999) look at validity within dance research and 

view it as a form of questioning. They advocate the use of a reflexive journal 

as a way of questioning decisions, observations, findings and thoughts, as 

well as for encouraging reflexive thinking in participants. 

Considering this discussion regarding modes of triangulation as an attempt to 

increase validity, triangulation was used throughout this research process to 

test for consistency. As mentioned throughout this chapter, reflective and 
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reflexive practice was undertaken regularly, using a research journal, 

exploring the research process, the researcher’s experience of the research 

and the developing findings. Additionally, the mixed methods approach served 

as a form of data triangulation, gathering data through a range of methods 

and from a variety of sources. After the data had been transcribed and 

analysed, with the content categorised, peer debriefing was undertaken. This 

involved peer researchers reviewing a cross-section of the data and selecting 

the categories these data examples belonged with. 

In addition to addressing validity, triangulation can also be used to combat 

issues of bias. Some researchers may suggest that working within a post-

positivist paradigm and also using a phenomenological approach would 

suggest bias through the transparency of perspectives being explored. This is 

because the emphasis on perspectives and the researcher’s role in 

interpreting these is thought to sanction bias. Triangulation is employed to 

prevent this where possible. As previously explored, objectivity can be 

regarded as an illusion (Kemmis 1991) and when researching meaning and 

perspectives, one should not strive for objectivity, as it cannot be fully and 

completely achieved. Savin-Baden and Wimpenny refer to rigour in research, 

using this term to explore beyond bias, stating that rigour encompasses 

“issues of ownership, integrity, transparency, plausibility and honesties” 

(2014: 84). By addressing these elements, a researcher could add greater 

rigour and, through integrity and honesty, lay out any researcher biases for 

the reader to be aware of and consider. 

3.12 Conclusion 

At the beginning of this chapter, justification was made for the post-positivist 

paradigm in which this research study is situated. As perceptions are a key 

area of study, phenomenology has been examined, illuminating and 

highlighting subjective, individual experience as a focus. Social construction, 

as emphasising cultural and collective influences of the creation of 

perceptions, has also been identified as a paradigmatic approach. Shifting 

between these paradigms throughout this study provides a multidimensional 
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perspective on the research, acknowledging the varied influences on 

perspective construction. 

This chapter has continually emphasised a multi-faceted approach to 

research, advocating the combination of different elements in the research 

strategy through the mixing of paradigms, multiple methodologies and mixed-

methods design. The multiple stages of this research benefit from this 

complex approach as the requirements of each stage have methodologies 

and methods that best support the data collection process and that are most 

appropriate for each element. While critical concerns have been raised over 

multiple elements being used in the research design through this chapter, the 

benefits of this approach are counter-argued, recognising their pertinence for 

this particular study. Moreover, as one of the aims for this study (see Chapter 

1: Introduction) contains reference to the creation of a methodology for public 

intervention activity, the scoping of different methodologies both in this 

chapter and in practice serves as an opportunity to evaluate the 

methodologies in order to determine which would be most apt for 

interventional design. 

The methods used for the first stage of this research study, which is the 

evaluation of the 11MRTD project, have been identified and explained. 

Justifications are made for their inclusions within the overall research design. 

Analysis methods are described, and it is shown how they correlate to the 

wider methodology of grounded theory, through emphasis on constant 

comparison of data and reflective practices. I then explored research 

concepts pertinent to the chosen methodological approach for this study. 

Explorations of validity, bias, as well as outsider and insider research 

positions have detailed the measures being taken through this research to 

advance its robustness. 

The next chapter looks at the history and development of PD as an 

organisation in the United Kingdom. The chapter draws on archival research 

data, as described in Sections 3.5 and 3.8 . While this chapter has outlined 

the wider approach to the study as a whole, the next chapter builds the 
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context for the first stage of data collection, which is the evaluation of the 

11MRTD project, which is further developed and discussed in Chapter 5. 
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Chapter 4 People Dancing: A History 

The focus of this chapter is the development and history of People Dancing 

(PD) as a leading organisation within the community dance sector. As part of 

this historical mapping, key features of the organisation’s founding and 

development over its 34-year lifespan and its current approach to community 

dance provision and support in the UK is highlighted. This serves as the 

foundation for analysing the 11MR project (and the subsequent 11MRTD 

strategic touring project), devised by PD in 2013 as part of their dance and 

disability advocacy activity. This chapter focuses on RQ1 as it considers the 

landscape of dance and disability activity (and discourse) that the 11MRTD 

project developed out of. 

The research for this chapter has consisted of literature searches, online 

exploration of the PD website and assessment of PD archive documents held 

at De Montfort University library in Leicester. One of the biggest challenges 

facing a researcher looking into the history of PD, one common for 

researchers investigating organisations, is that much of the literature is 

sourced from the organisation itself and often is a first-person perspective on 

projects or developments. Therefore, trying to elicit accuracy and to document 

events, as well as attempting to gain a full and unbiased overview of PD’s 

development, is difficult. This is something I have been aware of as I have 

conducted this research, looking at PD archive material, commissioned 

documents and website information while also looking to sources where PD 

(or one of the earlier forms of the organisation) are associated with but not 

responsible for the publication. 

Archival material that was used for this chapter includes early magazine 

articles from 1992 until 1996 that are not housed on PD’s online magazine 

database (some articles after 1996 are available on the website). Meeting 

minutes from annual general meetings from 1986 onwards and annual reports 

were also used to help construct the historical overview of PD’s development 

in Section 4.2. Furthermore, material such as evaluation reports, sector-facing 
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research reports and conference notes specifically focused on the disability 

and dance strand of activity have been utilised to develop an understanding of 

PD’s disability provision, discussed in Section 4.6. Photographs of the archive 

material can be found in Appendix B. 

The aim of this chapter is to examine the contextual landscape for the 11 

Million Reasons to Dance project, the events that led to its creation and how 

the project sits within the wider setting of PD’s dance and disability strategy, 

which is discussed in Section 4.6. Initially, this describes the development of 

the community dance organisation from the animateur period (1980s and 

1990s), discussed in Section 4.2, through to its current constitution as PD. 

Similarly, distinguishing features of the organisation, significant changes 

through its growth and the aims of PD’s current activity are tracked. This is 

followed by an exploration of the dance and disability strand of activity that PD 

facilitates. These features address thesis aim number one, which seeks to 

examine the history and development of the 11MRTD project, through an 

evaluative exploration of the project and, therefore, the organisational context 

for the purpose, creation and delivery of the project. 

PD, as the organisation is currently named, is the trading name for the 

Foundation for Community Dance. However, PD’s scope has grown beyond 

just community dance, and incorporates professional dance practice, training 

and research. Even so, ‘The Foundation for Community Dance’ is still PD’s 

tagline and community dance is mentioned in their current organisation vision 

statement, stating how their work is “focused on driving excellence in 

community dance practice” (People Dancing 2020b). Additionally, PD’s online 

vacancies directory exclusively supplies community dance job posts, from 

other organisations, and the Code of Conduct devised and promoted by PD is 

specific to “the core values of community dance” (People Dancing 2020c). 

Therefore, community dance is still a focus of PD’s activity, which warrants 

investigation of what the term community dance means and how it has 

developed through PD’s history. This involves unpicking the history of the 

term and the scope of activity that takes place within this category of dance 

work in the UK. 
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4.1 Defining Community Dance 

In 2006 an article was published in PD’s in-house magazine Animated that 

asked, ‘Is community arts redundant as a term?’ (Slade: 26). While this article 

was written by a team member from a Walsall-based community arts 

organisation, its inclusion in the PD magazine demonstrates their continual 

review of the meaning of community dance, what it is and how it might be 

changing, further supported by the four name changes the organisation has 

experienced. Through the years, and with the changes to the organisation 

(including name changes), the meaning of the term ‘community dance’ has 

developed and shifted. However, views of the term and its meaning are 

varied, which makes defining ‘community dance’ quite complex. One reason 

for this complexity is the breadth of activity and participants that are covered 

under the community dance banner. As dance and education researcher 

Gordon Curl (2006) discusses, community dance as a sector is almost 

hindered by the breadth of dance styles that are explored through community 

dance activity. Thus, this breadth can lead to confusion over what community 

dance does or does not cover. 

In 2009, current PD director Chris Stenton and former director Ken Bartlett 

attempted to clarify the scope of community dance activity, stating that, while 

it is about dance practitioners working with people (very broad), it is defined 

by three particular features. These are the “contexts in which it takes place 

(where, with whom and why).… Approaches to dance practice that are 

informed by a set of beliefs and philosophies [and] the values that [community 

dance] embodies and promotes” (Stenton and Bartlett 2009: 36). It could be 

perceived that this clarification of the scope of community dance practice was 

needed, as in 2006 Curl reported that Bartlett agreed that every kind of dance 

is community dance. The danger of this all-embracing approach to community 

dance is that the focus and integrity of the practice might be lost, preventing 

those who experience barriers to accessing dance from gaining the 

assistance they need. 
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Firstly, the word community can refer to many different contexts. These can 

include geographic communities, communities created due to similar beliefs 

or values, and communities joined due to common or shared features 

(physical or emotional). Focusing on these particular contexts for community 

dance activity, dance scholar Funmi Adewole (2019) discusses community 

dance in Animated, describing how often the process of creating dance 

performances is valued more than the performance itself. Adewole also 

discusses ‘communities that dance’, playing with the wording of community 

dance, and focuses on Black, Asian and minority ethnic (BAME) communities. 

This discussion regarding communities who dance is important, especially 

when researching disability within community dance activity, noting that, for 

Adewole, dance “features as part of religious, familial, recreational or social 

events and it’s not necessarily practiced as a profession” (2019: 10). This 

assertion is interesting as it manages to categorise the different communities 

involved in community dance activity. While categorisation can be 

controversial and unhelpful, the emphasis here is that ‘community dance 

activity’ can denote a variety of participatory modes, distinct from professional 

dance, which may mean engaging with dance as a religious endeavour, or as 

a recreational or social activity. 

The sharing of values held by community dancers and dance practitioners, 

such as religion, social interests or dance styles, is proposed as another 

defining factor of community dance activity. This introduces many points for 

consideration here, such as whether these are intrinsic or extrinsic values, 

whether aesthetics or participation is more valued and how these values are 

formalised and monitored. This shows that community dance is not an easily 

defined category. Therefore, it can be difficult to determine at which point 

dance activity stops being community dance and can just be considered as 

dance, which for some disabled dancers is how they would like to be 

perceived. This is important for PD and their dance and disability strand of 

activity. 

As mentioned in the previous paragraph, discussion of disability in relation to 

‘community’ also raises concerns about the potential categorisation and 

87 



   
 

  

          

           

              

           

           

            

             

            

            

           

     

 

             

            

        

           
            

          
             

     
               

             

                

             

            

           

            

   

 
    

 
               

            

             

           

            

identification of disabled people as belonging to a specific ‘disability 

community’. Some disabled people may not want to categorise themselves in 

this way, but instead aim to participate in dance simply as dancers, which 

challenges the idea of categorising community dance activity as relating to 

specific ‘communities that dance’. Perhaps this is where the definition of 

community dance does expand to include all dance activity, so that each 

individual person participating in dance does so simply as a dancer within a 

community of all dancers. This suggests that the meaning and nature of 

dance activity is dependent on how community dance is perceived by an 

individual, what they identify as their community, and how they identify 

themselves with that community. 

For the purpose of this chapter, I use one of community dance practitioner 

Diane Amans’ definitions, as presented in her 2017 book An Introduction to 

Community Dance. This states that community dance 

is about dance not being elitist…it can be about creating pieces 
of work that break the stereotypes of what dance is and what 
dancers are, it can be about performing dance in non-traditional 
places. It can be anything that we, the community, want it to be. 

(Amans 2017: 4) 
The reasoning for adopting this definition is not only that it was presented in a 

recent key text on community dance, but it also recognises a number of 

features that are relevant for this area of research. The first is the mention of a 

community and that the dance activity is created for the community it intends 

to serve, which for this research is the disabled dance community. The 

second feature is that it discusses breaking stereotypes, which connects with 

the aim of the 11MRTD project to change publicly held perceptions of 

disabled dance performers. 

4.2 History and Development 

The origins of PD as an organisation date back to the late 1980s when there 

was increased interest in the provision of local dance activity, often provided 

by dance practitioners known as animateurs. It is important to note that the 

organisation was not originally called PD and has gone through many 

incarnations, with changes to the scope, focus and people involved in the 
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organisation. These animateurs are often viewed as the first formalised 

manifestation of community dance practitioners (Stevens 2013: 159), although 

there is criticism of the animateur model within localised settings, with the 

activity attending to wider cultural concerns rather than the needs of the local 

community. Nevertheless, these practitioners focused on delivering localised 

dance provision for groups who may not have otherwise had access to the 

arts, as Jayne Stevens, a researcher who is interested in the history of dance 

animateur activity here describes, 

The dance animateur movement embodied some of the ideas 
associated with cultural democracy; ideas such as 
decentralisation of provision, recognition of the plurality of 
culture and an emphasis on participation and creativity rather 
than passive consumption of established arts. 

(Stevens 2013: 163) 
Not only does Stevens highlight the significance of removing dance from 

centralised geographical areas, such as London (something still being 

encouraged today), but she also recognises the need to democratise 

performing arts interest, taking this activity from somewhat elitist spaces and 

bringing it to the public. What is emphasised through the dance animateur 

movement is the attention on creativity and participation, the latter of which is 

still core to PD’s purpose today. 

The National Association of Dance and Mime Animateurs (NADMA), the 

organisation’s first incarnation, was established in 1986 (see Figure 4), with 

the aim of creating a centralised organisation to support the work of 

animateurs across the country. As community work can be isolating due to the 

particular focus on localities, the organisation was founded to serve as a 

central point of community to enable members to connect and train, as well as 

to advocate for and advise dance animateurs. A significant feature of the 

organisation was sharing practice and providing support; values which can 

still be viewed in the organisation today. Three years after NADMA was first 

formed, it was renamed the Community Dance and Mime Foundation (CDMF) 

to emphasise the community focus and to open the organisation to members 

beyond those who held the job title of ‘Dance Animateur’. Name changes 

have been common in the organisation’s lifespan, with the name Foundation 

for Community Dance (FCD) being introduced in 1995, a year after the 
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responsibility for community mime activity was assigned to the Mime Action 

Group. This name remained for nearly 10 years before the title PD was 

introduced, however the website URL still retains the FDC name as PD 

serves as a trading name for FDC. 
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It is evident from tracking the constitution and values of the organisation through its 

different manifestations that people, access and supporting professional dance 

practice remain core to the organisation’s purpose. Recognition that opportunities for 

dance should be available to all and the belief that all people can dance is evident in 

the core values for the organisation, as demonstrated in the FCD’s original core 

values highlighted below, 

Core Values of the Foundation for Community Dance 

1. That we place people, their aspirations, rights and choices at the 
centre of our understanding about the place and role of the arts in 
their lives. 

2. That we recognise the power and contribution of dance in 
transforming the lives of individuals and their communities. 

3. That we are committed to, respect and advocate the diversity of 
form and practice in dance, the diversity of reasons which lead 
people to be involve in dance activity. 

4. We are committed to dance practice which is based on democratic 
ways of working. 

5. We are committed to supporting the professional development and 
recognitions of the work of all who create opportunities for 
participation in dance. 

6. We are committed to equality of opportunity in employment practice 
and access to our services. 

(FCD 1996: 1)10 

Emphasis on diversity of participants and preventing this from being a barrier to 

accessing dance is clear in the values. Additionally, the commitment to supporting 

professional development remains a core value, perhaps emphasising the 

organisation’s roots, developing from an association created to support professional 

dance animateurs, recognising that in order to achieve access to dance for all, 

quality provision and trained facilitators are vital. 

Similarly, Amans highlights how PD views community dance as a movement that 

“creat[es] opportunities for anyone, regardless of gender, race, religion, physical or 

mental health, and ability, preconceptions (their own or others) or anything else, to 

be able to participate in a dance experience that is positive for them” (2017: 4). This 

10 PD’s core values have been refined over the years. The first value here is very similar to the first value from 
PD’s latest restructure, which is “Placing people, their aspirations, rights and choices at the centre in providing 
opportunities for individuals and communities to operate creatively and artistically”. This and the other values 
from the 2018 organisation restructure can be viewed via https://www.communitydance.org.uk/DB/animated-
library/people-dancing-looking-to-the-future-2?ps=qbFyhudEyfxDIWU3eW3ZYE9PrafWz-
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further emphasises PD’s commitment to equality of opportunity as well as 

highlighting a number of key groups that PD focuses on developing opportunities for, 

which include older people, Black, Asian and Minority Ethnic (BAME) groups, early-

years and disabled people. 

4.3 Aims and Remit 

PD itself still works as a membership organisation, where individuals and 

organisations can become members of PD in order to benefit from particular features 

such as receiving Animated, the organisation’s bi-annual sector-facing magazine and 

access to discounts on public liability insurance and to policy-related business 

information. Membership is the organisation’s most significant source of income 

(usually between 38%-45%), although they also receive approximately £200,000 per 

year from Arts Council England (ACE)11. In the 2009 Arts Council Dance Mapping 

report, the FDC are described as “a national networking, information and advocacy 

service for the practice and development of community dance” (Burns and Harrison: 

284). This highlights the organisation’s purpose at that time (being mindful that this 

report is now 10 years old) as, according to ACE, the sector-leading body for 

community dance activity, advice and advocacy. It also recognised that the signature 

purpose of the organisation was not as project deliverers or funders, but as a central 

point of contact for those working in, interested in or participating in community 

dance in the UK. 

In the Dance Mapping report, FDC was identified as a national strategic agency and 

was praised for the contribution it had made (in all its incarnations) to the 

development of community dance in the UK. While this report is now over ten years 

old, it still serves as a significant resource for mapping dance activity in the UK from 

2004-2008. Regarding community dance, the report states: 

It is worth noting that one of the major successes of the dance sector 
has been the massive expansion of the community dance movement 
over the last 30 years. The sector has grown enormously and 
continues to expand and diversify. In turn, this has stimulated a 
considerable amount of activity in creating employment structures and 
opportunities. The Foundation for Community Dance has 1472 

11 Full financial reports and accounts can be found on Companies House, under the name ‘Foundation for 
Community Dance’, available at: 
https://beta.companieshouse.gov.uk/?_ga=2.20034040.1393542465.1586849988-220838796.1586192056 
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members: 1189 individuals and 283 organisations that represent some 
4,500 professionals working within community dance. 

(Burns and Harrison 2009: 129) 
While more recent membership information does not appear to be readily available, 

not even in the organisation’s annual reports, this does indicate the importance of 

membership for PD in 2009, not only for funding and resource purposes, but in 

fulfilling its aim and purpose at that time as the centre for provision of services and 

information regarding community dance in the UK. 

In 2018, PD underwent a restructuring of their staffing and reassessed their aims 

and mission statement to reflect the focus for the next four years, in line with the 

funding received in the latest round of National Portfolio Organisation (NPO) funding 

from the Arts Council England (see below). This re-evaluated vision and the revised 

values still retain the focus on people and inclusion from the earlier values 

established with the FCD in 1996. 

(Stenton 2018, 3) 
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The inclusion of a focus on digital possibilities is new and reflects the experience PD 

has had in the past few years of exploring new ways to connect with members 

digitally. In addition, there is a sense of emphasising collaboration as an approach to 

working. This is not new for PD. The many years of shared publications, joint 

performance activities and collaborative projects attest to this; but this may suggest 

PD is moving away from project management or delivery themselves. This indicates 

that PD is a facilitating organisation rather than a delivery organisation. With the 

completion of the Big Dance initiative12 and the introduction of PD as an Arts 

Alliance13 partner, there seems to be a shift towards more exclusively engagement, 

networking, and collaborative initiatives. 

Based in Leicester in the East Midlands since its inception, PD states that it is the 

“UK membership organisation for community and participatory dance” (People 

Dancing 2020b). However, PD’s area remit, according to Arts Council England, is 

specified as the Midlands (2019), which questions how PD’s geographical activity is 

viewed from sector-wide organisations. In addition to national activity, PD have been 

involved with a number of projects internationally, including touring the 11MR 

photography project to a variety of international venues, in collaboration with the 

British Council. 

What is clear through all the changes and developments of the organisation is that 

their remit continues to be broad and multi-focused, encompassing the breadth of 

community dance activity in the UK. Community dance activity tends to focus on 

opportunities to participate in dance outside of educational institutions or private 

dance schools, which seem to operate according to a different set of principles and 

philosophies, with different expected outcomes. PD still functions as a membership 

organisation, highlighting its role as a central body for community dance activity in 

the UK, and additionally as an advocacy organisation, developing practice and 

influencing policy. The strands of activity that PD continue to progress have seen 

many changes over their history, however the crux of these strands remains the 

12 The Big Dance initiative was a festival, started in 2006, which encouraged groups of people across the country 
to participate in dance activity. The project was a collaboration between The Mayor of London, People Dancing 
and a network of dance organisations from across the UK. The Big Dance initiative ended in 2016.
13 ArtWorks Alliance is the umbrella body for a consortium of cultural and arts organisations based in the UK, who 
engage with participatory arts. The ArtWorks Alliance was founded in 2015. 
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same. These strands appear to be: Dance and Health, Dance and Disability, Dance 

and Older People and Early Years Dance. Additionally, there are a number of 

significant projects that have become core for PD, 11MRTD being one of them. 

4.4 Publications 

There has consistently been an emphasis on publications and sharing of practice 

throughout PD’s history. The most prominent of these is the in-house, bi-annual 

Animated magazine. First produced in 1989 as a newsletter for its members, 

Animated has grown into an online and printed colour magazine, which features 

articles from individual members and member organisations, as well as articles by 

PD staff and researchers. Therefore, in the Animated magazine archive (which is 

also available online through the searchable archive on PD’s website), there is a 

plethora of information regarding the development of PD, particular projects PD have 

been involved with and initiatives they have led on. In addition, there has been a 

range of themed issues of the magazine, often linked to strands of PD activity or 

prevalent discussion amongst community dance supporters. For example, in the 

Winter 2009 issue, the focus was on Dance and Health, whereas the following 

Autumn issue looked extensively at dance and health provision in the USA. 

Animated is a useful resource for tracking the development of community dance in 

the UK and has well documented key debates and discussions as part of this 

development. Animated has a specific focus on community dance activity, a shift 

which occurred after the organisation changed its name in 1995 (PD 2019: online). 

Due to this particular focus, it is worth examining the magazine’s relationship with the 

organisation overall in more depth. Therefore, in the next section of this chapter, I 

examine specific articles from Animated that focus on dance and disability activity. 

In addition to Animated, PD, have supported, contributed to or instigated a number of 

more substantial publications, including the community dance handbook Regular 

Marvels by François Matarasso in 1994. Also a range of handbooks covering a 

number of topics, including dance and disabled people, was produced by the 

National College for Community Dance, which was set up by 2009 by the FDC. 

These handbooks were devised to help practitioners with aspects of practice ranging 

from knowledge of dance and health to funding and fundraising. 
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4.5 Analysing Animated 

To more deeply investigate the topics, discussions and content of Animated articles 

over the years, I have completed a close analysis of four Animated articles. These 

articles have been selected based on the year they were published and their topic 

focus, as I have consciously avoided articles that closely discuss specific events or 

that overtly discuss practice linked to a particular company or organisation. These 

articles were selected due to their interaction with the disability and dance field more 

generally and span a 20-year timeframe between 1994 to 2014. This timeframe was 

selected as it (approximately) covers the period when the organisation was named 

the Foundation for Community Dance. 

The first article is from 1994, entitled ‘Able to Dance’ and written by Adam Benjamin, 

artistic co-director of CandoCo from 1991 to 1998. In this article, Benjamin discusses 

the ‘field’ of dance and disability and sector-wide concerns are considered, such as 

community dance provision in higher education (or a lack of it), discussion around 

language use and the need to strive for excellence in teaching disabled students. 

While Benjamin does refer to CandoCo throughout the article, drawing upon their 

practice and experiences, it is established from the outset that this is a “personal 

view rather than a company statement” (1994: 4), personal reflections being a 

prominent feature of Animated articles and style over the years. 

Throughout the article, Benjamin raises some significant concerns. One concern that 

is most relevant to this discussion regarding PD’s publications is Benjamin’s 

assertion that within Animated there are missing voices, describing how there “are 

numerous projects not listed here, leading practitioners without a namecheck”, 

highlighting how a magazine cannot be “definitive or even comprehensive” (1994: 4). 

The voices that are prioritised in this publication are important, and it is worth noting 

that Benjamin has contributed to the magazine at least four times. Being a strong 

voice in the dance and disability sector, perhaps this is to be expected. 

Another aspect Benjamin discusses is the lack of training focused on integration and 

encouraging disabled dancers to achieve excellence. He uses this educational failing 

as a reason for CandoCo’s isolation as one of the few integrated dance companies 
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in the UK (1994: 5). Sadly, viewing this article retrospectively, there have been only 

minor improvements with regards to higher education provision for disabled dancers, 

suggesting that many of the issues that were concerning in the early 1990s in terms 

of dance and disability training are still a problem. However, Benjamin does highlight 

pockets of effective practice, such as the provision at Hereward College in Coventry, 

and describes his hope that soon a wheelchair user will complete an undergraduate 

degree in Dance. It is good to note that there have been wheelchair users graduating 

in dance since this article was written. 

The second article is a series of extracts from A New Aesthetic? A weekend of 

seeing and writing about disability and dance with Royal Festival Hall Education, a 

conference event. These had been structured into an Animated article (Jeff et al 

2002). The article was collated by Susan Jeff and featured contributions from artistic 

director Claire Russ, head of education Shân Maclennan, head of dance and 

performance Julia Curruthers, dance journalist Donald Hutera, freelance writer 

Catherine Hale and freelance projects coordinator Cindy Gower. This article, from 

2002 and entitled ‘Daring to Resist’, focused on the categorisation of dance and 

disability as a separate sector to mainstream dance, and reflected on how this 

affects the way performances are viewed and discussed. Gathering multiple views 

on this topic is a strength of this article, as it illuminated the multiplicity of responses 

to dance and disability work, and the spread of positions held by the contributors 

(critic, programmer, dance artist) really emphasised the benefits of a multi-

perspective approach to discussing the topic. Analysing these articles today brings 

home how writing and commentary have changed through the subsequent 

development of PD and prompts consideration of how the issues raised are reflected 

in PD’s work today. 

These articles highlight tensions, some of which are still present in today’s 

discussions regarding dance and disability and others which have been resolved, 

and whose voice is heard or represented in disability discourse. Multiple important 

and challenging questions were raised in Jeff’s article about political correctness and 

common responses to disabled dance performances, which is relevant to the 

examination within this study of perceptions of disabled artists through dance and 

disability interventions. Claire Russ proposes the questions “…do we honestly still 

98 



   
 

  

                  

             

             

            

              

               

             

             

              

           

               

             

         

 

             

             

            

           

            

          

               

          

          

           

 

             

            

           

          

           

        

          

              

            

see disability as a defect? Does some part of you not want to touch it because it is 

painful or confrontational?” (Jeff et al 2002: 12). This suggests that this publication 

was not evasive when it came to presenting challenges to its readers. However, 

investigating the people asking the questions in this article raises concerns, again, 

regarding whose voices are being prioritised. It is believed that the writers in this 

article were not disabled, and while, as this is an article about observing and writing 

about disability and dance meaning, this could be seen as entirely appropriate, some 

of the language suggests that perhaps the inclusion of other voices might have 

served to lift the debate somewhat. For example, who got to respond to Russ’ 

provocations or speak from the perspective of the observed dancer? Additionally, 

some of the language used by the writers suggests the adoption of a position of 

power over disabled performers, such as the use of first person when discussing 

how disabled dancers should train or be trained. 

The third article was published in 2009 and focused on rethinking how disabled 

dancers are observed and discussed (this article is also examined in Sections 2.3.2 

and 2.4.1). Written by dance writer Fiona Campbell, ‘Re-constructing the image of 

the disabled performer’ (2009) explored notions of integration; the placement of 

disabled people alongside non-disabled people in companies, a term used often by 

Benjamin (1994). Beyond integration, Campbell discussed failure to “use the 

disabled body to its full potential” (2009: 28), and asserted that this is a common 

feature of some dance performances. Campbell claimed that integrated companies 

emphasise otherness, juxtaposing difference in bodies, at times attempting to 

challenge “the traditional dichotomy of classical and grotesque” (2009: 27). 

While Campbell addressed a number of key issues regarding the viewing of disabled 

performers, many of these issues reflect tensions between the performer and the 

viewer. From my reading of Campbell’s argument, the discussion regarding the 

‘gaze’ referenced the power afforded to disabled performers through performance 

events, although other considerations placed the disabled performer as powerless to 

influence the viewer’s perspective. Nevertheless, Campbell acknowledged that 

understanding these ways of viewing the disabled performer, and their 

interpretations, is needed in order to raise awareness about their impact and to seek 

to open new interpretive ways of seeing the disabled performer (2009: 29). 
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The final article explored the possible benefits for the wider dance sector if inclusivity 

and accessibility were to be prioritised. Written by dance artist Eluned Charnley and 

published in 2011, ‘Towards a new vision of dance’, investigated the concept of 

inclusivity, asserting that the standards against which dancers are judged reinforces 

exclusivity and that this needs to be challenged. While there appears to be some 

mixed language with regards to the different types of barriers for disabled people 

accessing dance opportunities (it is unclear at times whether what was being 

discussed is a conceptual or a structural barrier), the article concisely presented the 

challenges for disabled dance activity to participate in the dance sector (Charnley 

2011). 

Specifically in terms of training barriers, Charnley (2011) recognised the CandoCo 

foundation course as an excellent training provision, but then noted that this course 

is no longer operating due to funding constraints. This not only raises the issue of 

funding for the arts, which took a large hit in the early 2010s, but also echoes the 

concerns of Benjamin (1994), who was writing over fifteen years earlier. This 

highlights how the dance and disability sector appears to be continuously striving to 

develop sustainable, funded and accessible training opportunities, but there are 

multiple barriers. Additionally, many of the points raised in this article were reaffirmed 

in Redding and Aujla’s 2013 article about barriers to dance training, furthering the 

discussion Charnley presented. Charnley’s article ended with a clear call to arms, 

proposing that accessibility, virtuosity and inclusivity are vital to contemporary 

dance’s growth in the years to come (Charnley 2011: 27). 

Through this analysis of Animated articles, a number of themes have emerged, 

which reflect not only issues pertinent to the dance and disability sector over the 

years, but also how PD have presented people’s views on these issues. The first is 

around missing voices in the sector and whose voices are prioritised. The second is 

concerning language, particularly the terms inclusivity and integration and their 

meaning for the sector, with the third being issues around formal training 

opportunities. The last common theme considered dance and disability as being 

distinct from other dance activity in the UK. 
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From anecdotal knowledge, and from the content in the text, none of these writers 

had a disability, at least not a visible one. One of the articles asserts “isn’t there a 

deep-seated assumption that the animateur…is bound to be non-disabled?” 

(Benjamin 1994: 4). However, it appears that it is not just the animateur that is 

assumed to be non-disabled, but also company directors, marketing managers, 

dance critics, researchers and venue programmers are often non-disabled, which is 

concerning. A question is to be raised here about whose voices are prioritised in 

Animated, especially those voices speaking about wider-sector concerns, concerns 

that will directly affect the voices that appear to be absent. From looking at other 

issues of Animated, disabled people do contribute articles, however these are often 

linked exclusively to a specific project or reflecting on their personal dance history, 

and less often contributing to wider sector discussions on the development and 

future of disability and dance activity in the UK. This could suggest that disabled 

people appear to not contribute general articles to the publication. 

At the finish of each article, there was a call to arms of some nature. One article 

asked for significant events to be reflected upon (Jeff et al 2002), another proposed 

that new training opportunities be sought to develop new generations of disabled 

dance artists (Benjamin 1994). Nevertheless, activism, or at least the 

encouragement of activist thinking, was promoted through this publication. This 

leads to consideration of who is being called to arms and who is the audience for the 

publication. With Animated being distributed to members of PD, it is likely that 

audiences will be involved in dance, with a proportion of these engaged in disability-

related dance activity. Therefore, some of the audiences receiving these questions 

and proposals are likely to be those already actively striving for new opportunities for 

the development of the sector. This suggests that new channels for disseminating 

Animated, and their ‘call to arms’, should be sought in order to widen the discussion 

in the hope of developing new opportunities for growth in the sector. 

Another feature that has been highlighted through analysis of these selected pieces 

of writing is how Animated articles are reflective, subjective pieces of writing, often 

written from a specific point of view. There is not a peer-review process for 

Animated, so to what extent the content is scrutinised by PD is unclear. On the other 

hand, as PD is the publisher and has control over the content, they might have 
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decided to commission articles that correspond with their perspective and their 

position within the dance sector, more so than if there was a peer-review process in 

place. 

This analysis of a selection of magazine articles from Animated has aimed to draw 

out both wider sector concerns within the context of UK dance and disability activity 

over the past 25 years, as well as scrutinising how these reflect PD’s intended 

position as a sector-leading organisation. Some of these concerns have been 

addressed by PD over the years, such as the need to build national networks to 

connect practitioners or providing training opportunities for community artists and 

participants through their online training course initiative. Nonetheless, other issues 

are still prevalent today and not as visible in PD’s activity, such as lack of funding for 

community dance initiatives (LSC 2007; Waldram 2010; Nichol and Uytterhoeven, 

2010) or dance and disability provision by Higher Education institutions (Whatley 

2008; Aujla and Redding 2013; Panagiotara 2019). In order to build upon these 

findings, more of PD’s sector-engagement needs to be interrogated in order to 

cultivate a deeper understanding of the company’s history, focus and development. 

4.6 Disability Strand 

Looking more specifically at the disability and dance provision historically delivered 

by PD, there are some significant features. The dance and disability strand has 

traditionally been one category of activity alongside others, such as dance and 

health, as well as dance and older people. Looking through the archival documents 

from PD history, such as the AGM minutes and executive board meeting notes, 

coupled with early Animated articles and conference proceedings, it is clear that the 

focus of PD’s dance and disability work has shifted and grown over the past 20 

years, along with the conversations around dance and disabled people. PD also still 

holds a database of members who are working with dance and disabled people, as a 

useful resource for those wanting to network or participate in dance and disability 

activity14. 

14 https://www.communitydance.org.uk/useful-contacts-and-links/dance-and-disabled-people 
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As with other strands, there have been regular dance and disability themed issues of 

Animated, which sought to highlight examples of quality provision or which publicly 

discussed issues regarding dance and disability in the UK. According to the ‘Dance 

and Disabled People’ compilation of Animated articles gathered by PD, one of the 

first articles published around this topic was in spring 1994, entitled Able to Dance 

(discussed in Section 4.5), where the concept of empowerment was interrogated and 

discussion of power and hierarchy looked at the role of the dance animateur 

(Benjamin 1994). What is clear from these early articles, compared with more recent 

Animated articles discussing disability and dance, is that, while progress has been 

made, many of the same points are still being discussed. This is well illustrated by 

former trustee of PD, Caroline Bowditch, who in spring 2018 wrote a farewell article 

for Animated discussing the many successes of her career and the progress that she 

had witnessed, but also outlining her ‘manifesto’ for the future, what change is still 

needed and how long that change usually takes to be realised. Speaking about 

disabled dance artists, Bowditch explained how 

We need to be in those board rooms, at those tables, on the stages 
and screens (large and small). We need to not be a mythological or 
anthropological group that you talk about under the heading of ‘access’ 
once a week but real people that are your friends, colleagues, lovers, 
students, teachers and leaders. 

(2018: 8) 
These two articles by Benjamin and Bowditch, published in Animated, sought to 

progress dance and disability activity in the UK through documenting practice, 

raising questions, challenging assumptions and reflecting on research. 

There have been a number of dance and disability themed conferences and training 

days organised by PD over its 33-year history. One of these was a seminar event in 

2001, where (the then) FDC joined with Yorkshire Arts to gather organisations and 

people working with disabled people and ‘develop a better understanding of the 

needs of disabled people and their dance’ (FDC 2001: 2). The event had the 

following aims: 

- To improve the understanding between professionals working in dance 
and professionals working with disabled people, helping to establish 
partnerships for the future 

- To introduce dance professionals to the issues and needs which affect 
disabled people and their dance 
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- To introduce non-dance professionals to different approaches and the 
contributions that dance can make to the lives of disabled people 

(FCD 2001: 2) 
The inclusion of ‘introduce’ in each of these aims suggests that in the early 2000s, 

FCD needed to design activities that focused on spreading knowledge and 

developing understanding of dance and disability work amongst dance practitioners 

and dance organisations. These aims also could have intended to engage non-

dance practitioners and organisations, particularly those working with disabled 

people, perhaps due to this being a developing field of activity. 

The language used in the aims for the 2001 seminar also reveals how language use 

and understanding of disability and dance by PD itself has developed. Referring to 

disabled dancers’ dance activity as ‘their dance’ could suggest separation and 

alternative dance forms performed only by disabled people, supposedly because of 

their inferred difference. Additionally, there is a sense of dance being placed on 

disabled people and a focus on the benefits of dance for disabled people, rather than 

an emphasis on disabled people themselves being able to choose to participate in 

dance and create their own work. 

A training and development day organised by PD in 2017 entitled ‘Providing Better 

Arts Experiences for Disabled People’ (planned as part of the 11MRTD delivery 

strategy) suggests development by PD and progress made by the dance and 

disability sector in actively pursuing quality provision and equality of opportunities for 

disabled people who dance. Speeches by leading practitioners covered language 

choice and dispelling myths, what organisations can do to better engage disabled 

people in the arts and offering high quality experiences (People Dancing 2017: 2). 

This points to the onus being placed on the industry to make changes to ensure 

disabled people have opportunities to be creative, to be leaders and to participate 

how they wish to in dance and the arts generally. This highlights PD’s growth not 

only in helping others develop their knowledge and understanding of dance and 

disability provision, but also in developing their own. With the focus for PD shifting 

towards more significant, individual programme-based activity, 11MRTD appears to 

be the flagship disability project for the organisation. 
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4.7 Public Engagement 

The first community dance summer school was 

delivered by NADMA in 1987 as an opportunity to 

gather together animateurs from around the UK to 

share practice, train and together explore ways 

forward for the field. This was a significant event in the 

life of the organisation, but also for community dance 

practitioners as well, and the summer school event 

format is a feature of PD that continues, with the most 

recent summer school taking place in July 2019. 

Figure 5: Summer School Leaflet While many features and projects that were 

established with the NADMA organisation may have 

run their course and ceased as they were, many aspects of action and activity have 

continued in one form or another. For example, it is difficult to identify exactly when 

or how the National College for Community Dance ceased to exist through literature 

alone, but the online training courses run by PD could be a reinvention of this 

training and education strand of activity. The online courses provide training 

opportunities for those interested in particular areas of community dance provision, 

much as the National College had intended. Additionally, while Big Dance might 

have concluded as a project, there is a new large-scale, participatory performance 

programme running from 2018 to 2020, labelled ‘People Dancing: Together’. 

Membership still remains a core feature of PD, with advocacy being at the heart of its 

agenda, as the lead organisation for community dance in the UK. The new vision for 

PD from 2018 highlighted seven key programmes of activity, of which 11MRTD is 

one. The other programmes are Health and wellbeing, Dance for people living with 

Parkinson’s, Early Years dance, Older people dancing, Museum of Us and People 

Dancing: Together. Rather than grouping current and future activity under 

categorised strands such as dance and disability or youth dance, the organisation 

will now be working on these seven projects or programmes primarily, aiming to 

encompass all organisation activity underneath these specific remits. Of course, the 
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key areas of community dance work are still encompassed within these 

programmes, but there seems to be a broader and more strategic overview to the 

work of PD planned for the coming four years. 

4.8 Conclusion 

This chapter has sought to explore the history of PD as a leading organisation for 

community dance activity in the UK. This discussion of PD’s history and remit was 

intersected with discussion of wider sector and cultural debates regarding the 

complex definition and shifting meaning of the term ‘community dance’. Animated, as 

the organisation’s most consistent sector-facing publication, was examined and the 

inclusion of articles relating to dance and disability discussion was critically reviewed. 

Key developments in the dance and disabled people strand of activity that PD 

provides have been explored in order to build a context for the design and delivery of 

the 11MRTD strategic touring project. The aspects of sectorial development and 

PD’s part in this that have been discussed, raising considerations for how 

interventional approaches to dance and disability activity should be formulated and 

constructed. 

In the next chapter the design of the 11MRTD evaluation study is presented, 

discussing the mixed-methods approach to the collection of data. The 11MRTD 

project is examined in more detail with the geographical scope, project aims and 

range of stakeholders presented to help contextualise PD’s intentions and the project 

outcomes. I present my findings from the evaluation of the 11MRTD project, 

referencing both the evaluation report (PD) and the subsequent evaluation research. 
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Chapter 5: 11 Million Reasons to Dance 

In November 2017, the 11MRTD strategic touring project visited its sixth and final 

location of Middlesbrough, completing a national Midlands and North-England tour. 

Developed by People Dancing (PD), the project comprised a photographic exhibition, 

community-engagement classes culminating in a performance event and an 

associate artist programme. The project was intended to: 

• Extend [PD’s] work across a broader geographic area and share 
knowledge, skills and experience with a range of partners 

• Increase opportunities for the public to engage in dance and 
support Deaf and disabled artists to explore new markets and 
contexts for their practice 

• Develop new audiences through implementing a creative approach 
to securing and retaining audiences. 

(People Dancing 2015: 10) 
Upon completion of the tour, the evaluation data that was collected was 

accumulated, transcribed and analysed and, as evaluator for the project, I created a 

formal evaluation report (PD) (see Appendix C). 

The evaluation that was first conducted was primarily for PD as part of the 

collaborative nature of this PhD. This initial evaluation aimed to do two things: to 

provide an evaluation report that directly provided PD with information they required 

for reporting purposes and to provide a valuable insight into the project as a basis for 

my own, more detailed and probing, evaluation. Emphasis on evaluation and 

intervention analysis in this chapter, through the dual evaluation processes, 

addresses RQ3’s enquiry regarding how interventions can be used to support 

change in perceptions. The exploration on different types of impact throughout this 

chapter directly attends to RQ3, due to its focus on what impact means in different 

contexts and factors that can affect the impact that is made from an intervention. 

The project evaluation process endeavoured to gather feedback from a range of 

participants, audiences and project delivery partners, using a mixed-methods 

approach including audience surveys, questionnaires, semi-structured interviews 

and researcher observation. As the evaluator for the project, I travelled to each of the 

six locations during the tour on multiple occasions, visiting the photography 

exhibition, attending performance events and observing workshop classes. The data 
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gathered was transcribed and analysed; the quantitative data was analysed using 

SPSS software15 and the qualitative data thematically analysed. All this data was 

then accumulated and an evaluation report was produced in March 2018 (see 

Appendix C for the full Evaluation Report (PD)). This chapter unpacks some of the 

wider successes or concerns raised by the evaluation, in order to more explicitly 

probe what could be learned from visitor, partner and participant experiences of the 

11MRTD strategic touring project, and how this should influence future dance and 

disability interventions. As there was no formal evaluation completed for the first 

stage of the 11MR project (which was the photography exhibition alone), the 

evaluation process explored a lot of material about this first stage. Reviews of 11MR, 

analysis of the photographs and the reasoning behind their creation (which are 

referenced throughout this chapter), was examined and explored to unpack how the 

strategic touring project was developed and shaped by that which came before it. 

Feedback from audiences and participants was overwhelmingly positive on the 

surface, with many sharing how the work was ‘inspirational or ‘beautiful’. Reviews of 

the photography exhibition and the performance evenings also reflect inspirational 

experiences, with one audience member labelling the photography exhibition ‘life-

affirming’ (DLuxe 2015). However, another describes the 11MR project as potentially 

“promoting celebratory narratives around disability, edging us into the ‘superhuman’ 

rhetoric” (French 2016). What these reviews highlight is that this is a project that has 

triggered discussions around disability and dance, with differing or polarised views 

as to the project’s success. These discussions and responses are not always 

progressive, but could perpetuate patronising rhetoric or generate simplistic, often 

one or two word, responses. One reason for this could be a lack of awareness of 

deeper issues around dance and disability, or as a result of practical factors, such as 

time limitations. This responds to SRQ 4.1, which asks how this research can 

navigate and respond to a variety of responses to dance and disability activity. 

The topics explored in this chapter include the notion of interventions, the 

significance of touring as part of the 11MRTD project, the experience of audiences 

engaging with a new visual art form and the issue of resourcing such a project. Then 

15 A platform that offers a range of statistical analysis opportunities, developed by IBM. For more information visit: 
https://www.ibm.com/uk-en/analytics/spss-statistics-software 
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the concepts of impact and legacy are investigated, considering their relevance to 

the 11MRTD project. As over a year has passed since the end of the strategic tour 

and the submission of the evaluation report (PD), I have decided to further explore 

key findings from the report. The evaluation report (PD) was designed and structured 

to suit the requirements of a formal arts evaluation report and also to include the 

information required by PD for their funder reporting and Arts Council evaluation 

needs. The process of analysing the data for the evaluation report (PD) informed my 

thinking in this thesis, through which I am developing a deeper level of criticality and 

revisiting some of the themes (language, communication and use of photography) to 

further explore the intended and actual impact of the project as an intervention. The 

process of building on the finding from the evaluation report (PD) draws upon project 

reviews (some of which are recently published), research reflections and blog posts 

written by tour partners and PD (all of which have been written since October 2018). 

This is to produce a richer analysis of the project and to provide a basis for 

expanding on core ideas in the thesis. 

While not described explicitly as an intervention by PD, there are strong indications 

that suggest that the 11MRTD can be considered an arts intervention. In order to 

demonstrate how this might be, this chapter explores the notion of interventions and 

the particularities of 11MRTD as an arts intervention, as a contextual basis for its 

evaluation. This builds on the discussion regarding interventions from Section 2.5, 

considering the purpose of 11MRTD and its success at effecting change. 

5.1 ‘11 Million Reasons to Dance’ as an Intervention 

The 11MRTD project could be labelled as an intervention within the dance and 

disability landscape, with the intention of changing perceptions around disabled 

people who dance. Interventions are often used within the community arts 

landscape, but they are also prevalent in the fields of business, healthcare and 

education. This chapter explores the etymology of the word intervention, its use 

within different fields and to what extent its definition is realised within the practice of 

interventions. The 11MRTD project is then be considered in the light of this 

examination, to assess the extent to which the project meets the criteria for an 

interventional activity. Features of interventional activity are then identified that are 

relevant for the design of an intervention as a result of this research. Interventional 
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impact is also be considered, directly addressing RQ2, which asks what ‘impact’ 

means in the context of initiatives that focus on the intersection between dance, 

disability and audience engagement. 

Firstly, the word intervention, stemming from the verb to intervene, is described in 

the Collins Dictionary as the process of “tak[ing] a decisive or intrusive role in order 

to determine events”, with an alternative definition being “disturb[ing] or hinder[ing] a 

course of action” (1987: 530). What these definitions appear to suggest is an 

element of control over a situation with the terms ‘decisive’ and ‘hinder’ indicating 

possible power held in determining subsequent events and outcomes. However, a 

more recent definition of to intervene reflects a slightly different approach, such as 

Cambridge Dictionary online, which defines intervening as the process of 

“intentionally becom[ing] involved in a difficult situation in order to improve it or 

prevent it from getting worse” (Cambridge University Press 2019). Not only is control 

indicated here through the inclusion of ‘intention’, but also there is suggestion that 

interventions tend to have positive outcomes, which is not as apparent in the first 

definitions discussed here. It is also implied here that intervening involves changing 

the course of events by participation (becom[ing] involved) rather than simply trying 

to change things from afar. 

While dictionary definitions give us an idea of what interventions mean in the 

abstract, their realised meaning is likely to be affected by the context of the culture or 

discipline in which they take place. Smith et al (2015), who explore interventions 

within healthcare settings, use the term to relate to “any activity undertaken with the 

objective of improving human health” (5-6), and categorise two different types of 

intentions for interventions. The first is concerned with preventative measures for 

illness and the other with therapeutic treatment of illnesses. Other industries take a 

different approach to the definition of interventions, as discussed in Section 2.5. 

The use and definition of interventions in healthcare settings highlight one 

consideration that is particularly relevant when exploring interventions within the 

academic field of disability studies. The healthcare sector’s emphasis on prevention 

and treatment of impairments through interventions appears to support and uphold 

the medical model of disability. This view could also be linked to the common 
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assumption that dance and arts activities in which disabled people participate in 

must be therapeutic (Gould 2002; Aujla and Redding 2013; Matarasso 2019) or 

activities to alleviate the side effects of impairments, rather than creative and 

enjoyable endeavours that disabled people may choose to participate in. This 

questions the notion of ‘positive change’, as different contexts or fields will have 

different understandings of what positive change is and who defines it. Through 

these different definitions of intervention there seems to be emphasis on context and 

intention. For healthcare settings, it appears that the context (or the setting) and 

intention are interlinked, with the aim being prevention of death or deterioration of 

health. However, while it is useful to explore different meanings of the term 

intervention in practice, this thesis is specifically investigating art interventions within 

the dance and disability field. 

Different interventions place greater emphasis on particular aspects of change or 

impact. For some it may be that the act of intervening is of greatest importance; for 

others it may be that the impact and outcome as a result of the intervention is what is 

important. For example, some investigations exploring which interventions are most 

effective are focused on the development of the intervention itself and how the 

process or design triggers an outcome, such as Midgley’s investigation into the 

process of systemic intervention that emphasises the planning, design and 

implementation stages of the intervention activity (2000). However, other intervention 

investigations focus on measuring the change that has occurred and emphasising 

this, with less focus on the design and implementation of the intervention that caused 

it. For example, cultural organisation Arts Alliance published a report in 2013 of their 

findings from a project investigating the effect of arts interventions on criminal 

desistance. This report focuses on the effect on the participants and whether their 

views on reform had changed, as signs of successful interventions (Bilby et al 2013). 

When discussing their definition of arts therapy as a form of intervention, medical 

science and health and social care researchers Bungay et al explain that it is not the 

production of artwork that is of interest, but rather the therapeutic relationship that is 

initiated from the intervention opportunity (2014: 19). Therefore, it could be said that 

in this context, the provision of arts activities is the intervention, designed to create a 

therapeutic connection. Creating an artwork is not the focus because it is not the 

primary benefit sought from the intervention. 
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In addition to considering the focus of an intervention it is important to assess who 

the intervention is for. In the medical field, interventions generally aim to benefit 

those being ‘intervened on’. Within business sectors, interventions tend to help 

organisations or projects in gaining knowledge that is of use to the company. In 

education settings interventions are sometimes used by educators to address issues 

in management or planning, but can also be used to benefit individual students or 

groups of students. The 11MRTD project could be viewed as having multiple groups 

of beneficiaries, much like the stakeholder considerations in Figure 9. Dissimilar to 

many dance interventions, 11MRTD was not primarily aiming to have an impact on 

the dancers who feature in the images, but rather on audiences. However, there was 

an intended secondary benefit here for dancers in that audiences would be affected 

by the project in the hope of positively promoting disabled dance artists and their 

work. It could also be deduced that there was an organisational layer of impact for 

the 11MRTD project in how local partner organisations might gain experience and 

knowledge through the project that will positively impact their practice and 

programming. Due to the community strand of the project, there was an expectation 

that the intervention would benefit dance artists or dance participants in the local 

area, as a result of the organisational impact from the intervention activities. One 

partner lead highlighted their hope that this project might be a catalyst for change in 

the local area, discussing the Billy Elliott film locations and saying how this part of 

“Durham hasn't done much since the pits closed and needs regeneration. You know, 

when I said I was interested in the project and what it's doing, I don't just mean for 

several people and the opportunities they've got. Society on the whole, in this region. 

Yeah. Can benefit from, from this sort of intervention.” (excerpt from Appendix P, 

Participant G). 

In most cases the focus of an intervention, the act itself, or the measured outcome, is 

influenced greatly by the intention and design of the intervention from the outset. For 

example, some interventions are prefixed with a word that highlights its intention, 

such as solution-based interventions or care-focused (often used for addiction-

relation) interventions. With a solution-focused intervention, it is likely that the 

outcome holds the greatest significance. For the 11MRTD project, based on my 

analysis, the photographic images from the exhibition seemed to be valued greatly 

by audiences as artefacts themselves, acting as catalysts for changes in perceptions 
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or sparking questions around dance and disability. The strategic touring project 

(11MRTD) had a significant emphasis on legacy, as detailed in the ACE funding 

agreement and in contracts with partners, suggesting that the outcome and impact 

were of equal importance to the process for achieving it, which was the creation of 

the photography exhibition. For each location, legacy has taken on its own form, 

from employing agents for change16 (disabled artists who work with venues to 

develop their disability programme of activity), to annually showcasing local disability 

groups’ performance work and to continuing community dance classes that were 

started during the project’s visit. Legacy here is referring to the continued impact that 

is made by an intervention that has passed or completed. Legacy success for 

11MRTD was referred to by a venue lead as “rely[ing] on its ongoing impact” (Barker 

2018). For 11MRTD, legacy refers to the continuing activity, attitudes or discussions 

that were initiated during the delivery stages of the project in each partner location. 

Considering the definitions outlined here and the parameters of intervention activity, I 

argue that the 11MRTD project adheres to many of these features, within an arts 

sector context. With its emphasis on changing perceptions, its focus on positively 

profiling disabled dancers and the intention of improving opportunities for 

professional and local disabled people to participate in dance activity, the project 

addresses key requisites identified in order to be categorised as an intervention. 

5.2 Evaluation Structure and Data Collection Tools 

The 11MRTD strategic project began touring in November 2016, starting in Runcorn, 

Cheshire. The tour then moved to Spalding, Lincolnshire, in January 2017, to 

Doncaster in February, to Durham in March, to Coventry in April and to 

Middlesbrough (the final location) in November 2017. In all locations except for 

Coventry, the exhibition was displayed for one month and in Coventry it was 

displayed for two months. The aims for the evaluation report were rooted in the first 

research aim for this thesis, which is to examine the history, development, delivery 

and legacy strategy of 11 Million Reasons to Dance through an evaluative 

16 Also known as ‘Change Makers’, the Agents for Change scheme was created by Arts Council England, with 
the aim to develop leadership roles in the arts for black, minority ethnic and disabled artists, working with NPO’s 
to offer opportunities to grow in experience, skill, knowledge and confidence. See 
https://www.artscouncil.org.uk/funding/change-makers#section-3 for more information. 
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exploration of the project, which engages with PD’s aims and objectives for the 

project. The specific aims for the evaluation research were: 

1. To explore the different ways in which audience members might have been 

affected by their attendance at the 11MRTD exhibition and/or performances 

2. To investigate the perceived impact of the 11MRTD project on a range of 

stakeholders, including partner organisations, venues, community 

participants, PD staff 

3. To examine the design, planning and delivery of the 11MRTD project, 

4. To evaluate to what extent the 11MRTD project has achieved its aims. 

Separate for the evaluation process aims, the aims of the 11MRTD project itself, 

created by PD, were to: 

• improve access to great art created by deaf and disabled artists through 

unique partnerships that support high quality artists to lead the development 

of new approaches to greater public engagement through participation and 

touring. 

• increase access to the arts by new attenders 

• focus on areas of low engagement in the arts, where there are limited 

services, access routes, training programmes and cultural activities (sources: 

Active People Survey (ACE 2010), Creative People and Places (2015) and 

National Government statistics, such as the Family Resources Survey 

2015/16 (DFWP 2017)) 

• build connections between venues, cultural agencies and new audiences, 

particularly those from hard to reach communities, diverse backgrounds and 

first-time attenders. 

• instigate collaborations with the local dance workforce and agencies to build 

relationships between venue dance programmes and communities. 

• present new perspectives on how non-dance specialist venues can develop, 

grow and retain audiences and engage in dance touring performances and 

events. 

• develop legacy to support programming disability arts, broadening the range 

of venues presenting and touring work by Deaf and disabled artists. 
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More information regarding the aims and objectives of the 11MRTD project, as well 

as detail about the project design is supplied in Appendix C, the final evaluation 

report for the project (PD). These aims are taken from the successful ACE funding 

bid document. 

In each location, three areas of activity were delivered, which included the 11MR 

photography exhibition, community engagement workshop sessions and a 

performance event that showcased local community work and professional artists. 

Additionally, there was an expectation that each location would engage with 

professional dance artists to deliver workshops, be programmed for performances or 

consult on organisational aspects of inclusivity. The photography exhibition was 

displayed in a partner venue location for five out of the six locations (DARTS in 

Doncaster was a gallery venue as well as the location partner organisation). 

Participants for the community engagement classes and performance varied 

depending on the needs of the particular location. In Coventry the participants were 

pupils from liaison schools exclusively, whereas the other locations had a variety of 

groups either with separate children’s groups as well as older aged groups, or all-

age, mixed groups. The number of participants in the engagement strand, focusing 

only on those who took part in community dance sessions organised by the local 

cultural partner organisation, are documented in Figure 6. Due to staffing changes 

within the cultural organisation in Runcorn the numbers for the engagement strand 

were not submitted. 

Figure 6: Participants in the Engagement strand of the 11MRTD project 

For the evaluation, mixed methods were employed, with audience surveys being 

circulated to photography exhibition visitors as well as performance event audiences. 

Observations of the photography exhibition spaces were conducted by myself as the 
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researcher in each location. After the completion of the main project delivery in each 

location, interviews were conducted with the project lead from the local partner 

organisation and also with venue representatives. Runcorn did not participate in the 

interview stage of data collection, due to staffing changes at the venue and with the 

partner organisation. Additional semi-structured interviews were conducted with 

performers from the photography images and with a staff member from PD. 

Information from PD’s photo booth (discussed further in Section 5.5.), as a 

questionnaire, was also analysed, however this questionnaire was designed by PD 

themselves. Overall, 57 performance survey responses and 46 photography 

exhibition survey responses were received and 189 photo booth questionnaires were 

completed. In total, 12 interviews were conducted and these consisted of five partner 

leads, three venue representatives, one performance participant and three 

photography exhibition performance participants (the interview questions can be 

found in Appendix L and an interview schedule is included in Appendix M). The 

semi-structured interviews were between 25 and 71 minutes in length. Observations 

were conducted in each location, with five observation days located in the 

photography exhibition space and four occasions observing community workshops 

or classes, across all of the locations. The qualitative data was transcribed and 

thematically analysed, with the statistical data examined using SPSS software. The 

overall findings of the evaluation are displayed in Figure 7 below. 
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Figure 7: 11MRTD evaluation findings 



  
 

 
 

 

             

             

            

            

            

  

	
       

             

               

             

            

              

           

           

                

             

             

            

          

      

 

            

            

            

              

            

           

            

In addition to these data collection tools, numbers of visitors to the photography 

exhibition were tallied. This was conducted either by footfall through parts of the 

venue that housed the exhibition, an electronic door counter or by volunteers 

stewarding the exhibition. These statistics are documented in Figure 8, with the 

estimated number expected to attend supplied by PD from their strategic touring 

funding application. 

Figure 8: Estimated and actual exhibition visitor numbers 

What the visitor numbers reveal is how many people have viewed the exhibition, 

even if only very briefly (in a number of locations visitors walked into the space 

and then almost immediately back out). However, the gap between the number of 

visitors and the number of visitors who completed feedback forms for the 

evaluation, is quite big. It is estimated (Figure 8) that 6,048 people would have 

encountered the photography exhibition, but there were only 87 valid and 

completed feedback forms. There were multiple reasons for these numbers. For 

some of the reported visitor totals, the footfall in the building or the tickets sold for 

a performance within the vicinity of the exhibition had been given, therefore this 

might not be a true representation of those who actively engaged with the 

exhibition. Additionally, all except one location did not have invigilators or people 

monitoring the exhibition space, therefore there was little encouragement for 

visitors to complete the feedback forms. 

In addition to the physical visitors to the exhibition, online 11MRTD activity 

(facilitated by PD and their Marketing Manager), was also monitored. The social 

media and website views, for only 11MRTD activity, reached an estimated 76,590 

views and the timeframe for this is from the inception of the 11MRTD strategic 

touring project (2015) to the date these statistics were requested (2018). This 

online viewing total was calculated from the number of Twitter impressions, 

reaches of Facebook posts, views on YouTube and 11MRTD site visits. 
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5.3 Identifying Impact 

Evaluating community arts projects requires careful consideration of impact, 

balancing where the impact is located, who is impacted and how the project has 

created impact. For the 11MRTD project, with its multiple stakeholders and multi-

faceted activities, it quickly became apparent that there were many layers of 

(potential) impact. It was important to clearly establish what is meant by impact 

and what it encompasses before attempting to measure it. For this, I drew upon 

this explanation of impact from policy and programming researcher Michelle 

Reeves who details that, 

[Lingayah et al (1996)] identify inputs, outputs and outcomes as the 
three basic components of performance used to measure the '3Es' 
of economy, efficiency and effectiveness, respectively…the 
differences in measurement of inputs, outputs and outcomes can be 
viewed in terms of a spectrum, where measurements at one end are 
relatively easy and 'objective' and move gradually to the other end 
where they are much more difficult and subjective. It is the measures 
concerned with outcomes, with their notions of quality and quantity, 
which concern us when we talk about impact. They suggest that the 
starting point for measuring outcomes must begin with an 
acknowledgement of the purpose of cultural activities, against which 
their effectiveness can be judged. 

(2002: 21-22) 
This definition is especially relevant for the 11MRTD evaluation as it took a mixed-

methods approach, which included objective, statistical data collection as well as 

more subjective interviews (see Figure 9). I used the aims and objectives that PD 

outlined for the 11MRTD project as my focus for exploring the data (which were 

very broad and multiple in themselves), and the aims of the evaluation as part of a 

wider research study. As this section is primarily concerned with exploring impact, 

this directly addresses RQ2. 
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      Figure 9: 11MRTD stakeholders and data collection tools 

As the 11MRTD project had many stakeholders, I was very aware that the partner 

organisations and their associated venues would also have their own approaches 

to evaluative work. One partner used social return on investment as a guide to 

measuring their impact, whereas others focused on developing new audiences 

and the number of visitors. This emphasised the need to consider the multiple 

meanings/dimensions of ‘impact’, reflecting areas of social, economic, personal, 

relational and organisational impact or change. 

In terms of social impact, local practitioners who delivered the engagement 

sessions noted improvements in the cohort’s dance technique, based on 

workshop leader’s judgement, through their reflective feedback. In addition, some 

parental/guardian feedback highlighted increased confidence in their children, as 

was eagerness to participate and enhanced performance skills. One parent 

commented that their child was “happier to go on stage than previously when they 

have been very scared. They talk about dancing to their friends and teachers at 

school. I also think their body awareness has improved since they started dancing 

(although they still fall over!!)”, with another parent commenting how “S seemed 

happy to go on stage where previously they’d been really anxious and scared (at 
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Christmas they went on stage but they were TERRIFIED beforehand)”. These 

comments recognise and identify change in participants’ behaviour and this 

change has been attributed to their participation in dance activity. What was also 

significant for the community engagement groups was the pleasure and sense of 

achievement experienced from getting the opportunity to perform on a 

professional theatre stage (in all but one location). 

The financial resources that were allocated to the project, per partner, was limited. 

As a result of this many partners sought additional funding. While entrance to the 

photography exhibition was free in all locations, attendance to the performance 

events was ticketed at a cost. Financially, this was not a money-making project; 

that was never its intention. This is a project where the social return on investment 

was the focus of the project’s aims and therefore the focus of the evaluation 

process also. However, feedback from some partners in their interviews did 

suggest that more financial investment and support was needed to fulfil the 

multiple aims and intentions of the project, suggesting the project aims were too 

broad and too ambitious for a single project, which is discussed further in Section 

5.7. 

There were many examples of impact of the 11MRTD on a personal level; from 

the partners, to photography participants and PD staff, to audiences. Some 

partners highlighted what a learning process the whole project was for them in 

terms of thinking about inclusivity and accessibility for their work. Some of the 

dance practitioners who were subjects of the photography images spoke of how 

the invitation to take part in the project inspired them to return to dancing and 

pursue it professionally. However, other practitioners discussed how they greatly 

disliked their image and this had an adverse effect on their relationship to the 

project. Over 90% of performance event audience members (who completed the 

evaluation survey) claimed that the 11MRTD project had changed their opinion of 

dance and disability in a positive way. Half of the audience members agreed that 

the performance had changed their perceptions of disabled people in their 

community. However, 36.1% of respondents from the photo exhibition highlighted 

that they were unsure if dance is a viable career path for people with disabilities in 

121. 



  
 

 
 

 

                

              

 

           

              

             

           

           
             

         
               

            
         

             
    

            

            

                  

              

           

             

              

 

             

           

            

             

           

          

             

             

                

 
       
                

       
       
           

         

the UK, which implies that there is a lack of awareness about what a dance career 

means and presumptions made about who can succeed within dance in the UK. 

For the partner organisations, many highlighted in their evaluation interviews that 

one of the most successful aspects of the project was the opportunity it provided 

for them to instigate or develop relationships with local venues or other cultural 

organisations. One partner explained how the 11MRTD project has, 

kind of solidified our relationship with [the] district council. It's opened 
up a door for the [venue] because, like I said, they would never 
previously have even entertained anything related to the performing 
arts. So that's opened up a door now. So I think in the future that's 
definitely on our radar as a venue to start hosting things, running 
events, possibly performances as a site-specific venue. Yeah, that's 
very exciting. So it's kind of open both sets of eyes really. 

Partner lead17 
Many partners also indicated that they had always been interested in beginning 

these conversations and arranging meetings, but hadn’t had the space or capacity 

to do so, but 11MRTD provided this as it was one of the aims of the project, with 

one venue lead describing the delivery of the project as a “catalyst” for change 

and new activities. What many hoped was to continue cultivating these 

relationships for future projects, linked to the legacy of the project, with one 

partner hoping to submit a joint Strategic Touring funding bid in the near future. 

In terms of organisational change, I have observed this happening on two levels. 

First was the organisational shift that occurred amongst the partner organisations 

and venues. There was certainly evidence of these businesses using the 11MRTD 

project as a catalyst for change or development, most commonly linked to issues 

around accessibility and inclusion. For example, one theatre venue invested in 

externally training their front-of-house staff in accessibility and inclusion aspects, 

which was then evident in the relaxed performance event18 that the venue hosted 

as part of the performance strand for the project. Another organisation was invited 

to be a member of their partner venue’s arts policy “as a direct result of the 

17 Excerpt from Appendix P, Participant F. 
18 Relaxed performances are when shows are adapted and the venue environment is modified to benefit 
audiences who require or would benefit from viewing in a more relaxed environment. This often includes 
house lights being higher than usual, spaces available for audiences to use during the show and 
entrances/exits available to use as needed, although this list is not exhaustive. Also, noise-making and 
moving around is accepted at relaxed performances. 
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project…with a special kind of remit for disability and kind of inclusion” (excerpt 

from Appendix P, Participant E), the partner lead explained in their evaluation 

interview. 

The second layer of organisational change concerns PD. Since the 11MRTD tour 

finished, PD has undergone a structural overhaul and is prioritising 11MRTD as an 

umbrella strand of their disability and dance provision. The decision to keep the 

’11 Million’ part of the brand’s name is noteworthy as some visitors to the 

exhibition did not understand this reference, with one online reviewer explaining 

how they ‘didn’t quite understand what the title stood for’ (Cook 2016). I use the 

term ‘brand’ here as PD have now included 11MRTD as one of their core 

programmes, alongside People Dancing: Together and Dance for people living 

with Parkinson's. From conversations with PD staff I believe that there is an 

intention to build 11MRTD as a brand, with much disability and dance associated 

activity such as the 11MRTD network group being housed under this label. With 

the number of disabled people in the UK increasing19, the title of the project or 

strand of activity might have to change as the numbers shift. For example, there 

are now 14.1 million people in the UK who identify as disabled, compared to 11.3 

million people from the year the 11MRTD project was first conceptualised. 

5.4 Online Engagement 

One focus of PD’s work on 11MRTD has been developing the online presence of 

the project, considering the digital impact of the activities. This included a series of 

films exploring the images created in 2018 with The Space, an online audience 

outreach organisation. However, these videos, along with the audio descriptions of 

the images, raise questions regarding the style, purpose and presentation of the 

digital and online presentation of the photography exhibition. Were the artists 

consulted about the presentation? Who wrote the audio that accompanied the 

images? How were specific images chosen for the additional, poetic treatment? 

19 The total was reported to be 14.1 million in 2018/2019 Department for Work and Pensions (2020) Family 
Resources. London: DfWP. Available from: https://www.gov.uk/government/statistics/family-resources-survey-
financial-year-201516 
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What was the intention of dramatising some of the images? These questions are 

explored briefly in this section (see Appendix D for more detail). 

There are currently two different digital presentations that explore the 11MR 

photography exhibition online. The first is the videos produced with The Space in 

collaboration with PD. Three videos explore three of the 11MR images: Black 

Swan, Chicago and Singin’ in the Rain. While audio description was the starting 

point for these videos, the images are not ‘traditionally’ or, even, clearly described. 

A narrator dramatically explores features of each image, with one video narrated 

by a participant in the original photography exhibition. Subjective interpretations of 

the images and the possible meaning behind the scenes are made. Over-

emphasis is often used to highlight particular features, such as in the Black Swan 

(2010) video, the narrator states “A ballerina. A beautiful ballerina white as a 

swan. Tutu skirt. Net. White. White as a swan. A beautiful ballerina. Head-dress of 

feathers at the side of her head, floating, still white as a swan.” (People Dancing 

2020d). However, this description seems to detach or disengage the particular 

artist in the image from the image itself. Continual reference to ‘her’ and ‘she’, 

compared to ‘we’ and ‘our’ as the viewers, not only questions the artist’s agency, 

but also disembodies the identity of the artist from their position in the image. 

The second set of online explorations of the images is the audio descriptions. 

While these are provided for all the images (the videos only cover three selected 

images) and are a useful way of supplying aural descriptions of features from the 

image, I question some of the subjective interpretations and descriptions of the 

dance artists. For example, in the description of The Red Shoes (1948) image, the 

cause of Welly O’Brien’s loss of limb is revealed. This is not only sensitive 

information (and I am unsure whether O’Brien was consulted on this, although I 

believe the artists were not), but the information seems irrelevant for appreciating 

the image20. Additionally, in the description of the Pulp Fiction (1994) image, 

20 Excerpt from Appendix D, in which I document an experience from my time with O’Brien during the project 
tour: “This reminds me of being with Welly and Kate in Durham after their evening performance at the 
community event. We were surrounded by audience members and one young lady came up to congratulate 
the performers, but she asked about what happened to them both to lose their limbs. I remember discussing 
this afterwards and both emphasised that it isn’t people’s business to ask or even to know about this. What 
does it do to their understanding of them as performers if they know this information?” 
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emphasis is placed on the location, spending time debating why the dancers were 

in this space and what they might have drunk beforehand, discussing aspects that 

do little to challenge the viewing of the dancers in the image. Across all the audio 

descriptions, how the dance artists are described varies, with some labelled 

‘professional dancer’, some as ‘dancers’ and some just referred to by name. This 

alerted me to the captioning of the images in the physical exhibition, where the 

labelling of performers was similarly sporadic and uneven, suggesting more 

careful attention needed to be paid to consistency in the presentation of the artists 

and in consideration of how the images are described21. 

Only two of the artists from the photography exhibition were involved in the 

creation of the poetic descriptions of the images, and only then used as a 

voiceover. This suggests that there was a greater need for consultation with the 

disabled dance artists who were portrayed in these images during the creation of 

these online resources. The audio descriptions and the text for the poetic 

descriptions can influence how the images are viewed and how the artist in the 

image is perceived. These were potentially going to reach a broader audience due 

to their position on PD’s website but also as more permanent features of the 

11MRTD project than the images themselves (due to the images being in storage 

when they are not on tour). Greater consultation with the artists, I suggest, should 

have been employed in order to gain feedback on how the artists would like to be 

represented through this project. While PD are an organisation who work regularly 

with many of the artists, a more conscious and deliberate approach to consultation 

(i.e. ‘conscious consultation’) might have tackled some of the troubling outcomes, 

earlier. 

Issues raised from my analysis of the online videos and audio descriptions in the 

previous paragraph suggests that the 11MRTD format and content could 

perpetuate potentially damaging stereotypes of disability. While much of the 

impact of the 11MRTD project discussed previously and through the audience 

feedback is encouraging, there were some issues or concerns raised through the 

evaluation report, and through subsequent research, that raised questions about 

21 More of my analytical reflections on these online exhibition videos and audio descriptions, from my own 
observations and discussions with others, are available to view in Appendix D. 
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the original concept and the project design. Feedback from visitors and audience 

members, coupled with observations from reviewers of the photography exhibition, 

highlighted that there was a concern that this project is potentially perpetuating 

disability stereotypes, rather than encouraging audiences to question beyond this. 

Considering PD’s online engagement around the 11MRTD project highlights how 

these routes can reach new audiences, in a way that theatre performances 

cannot. Statistics from the performance events revealed that the majority of the 

audience were already supporters of dance and disability activity (family members 

of performers or teaching staff, etc.). This suggests that the performance element 

of the project did not necessarily reach out to new audiences, perhaps due to the 

culture that surrounds theatre attendance. By this, I am suggesting that, although 

the project was intending to reach new audiences, the location of performances in 

theatres and performance venues may have prevented some audiences new to 

dance activity from feeling as though they were able to participate. Theatre 

attendance often requires an understanding of the procedures involved (ticket 

buying, etc.) and can seem intimidating to those not used to the way theatres 

work, for example the expected behaviour of patrons, the process of entering the 

space and the expense. I suggest that if performance events had been taken out 

of the theatre spaces, and indeed the photography exhibition also, more new 

audiences could have been reached. These are important points to consider not 

only for the future of the 11MRTD strand of activity, but also for my own 

exploration of a dance and disability intervention design. This consideration of new 

audiences and methods for communicating with new audiences about dance and 

disability activity, such as through online channels, responds directly to SRQ2.1. 

5.5 Tour Locations: Reasoning and Experience 

Whilst the 11MR photography exhibition alone had toured to various parts of the 

United Kingdom and internationally, the strategic touring project targeted areas of 

the North and Midlands which were revealed to have low levels of arts 

engagement by people with disabilities. The information used to select these 

locations was taken from a range of different reports including Arts Council 

England’s Active Lives survey (ACE 2010; 2017), Creative People and Places 

reports (2015) and the Royal Society for Public Health’s report on the health of 
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high streets (2015). From this information, it was calculated that there was a need 

in terms of addressing low-levels of engagement between disabled people and 

arts or physical activity, plus there was interest among local cultural organisations 

in developing dance and disability provision for these particular areas. The 

locations were selected by the 11MRTD staff team at PD in collaboration with the 

appointed Artistic Director for the project. The particularity of these locations and 

the responses from the local population to the project has provided interesting 

observations and enquiries regarding the significance of location for specific 

populations, some aspects of which I discuss below. These include connections 

between the films and the locations based on feedback from visitors, the 

importance of place for some disabled people due to the emphasis of this project 

on developing disabled dance communities and shifting away from an emphasis 

on arts activity in England’s capital city to address the needs of rural areas. 

It became apparent that some of the selected locations had special connections 

with some of the images from the photographic exhibition, which was also 

reflected in audience’s responses to the images. For example, in Durham, a 

community group of adults with learning disabilities visited the display and I 

conversed with a visitor who recalled visiting the street that Billy Elliot (2000) was 

being filmed on in the 1990s. This visitor was very eager to share this story and 

became more enthused about the whole exhibition after this encounter, 

demonstrating a sense of belonging or familiarity which gave them a new 

perspective on the exhibition. What this experience highlighted was not only how 

the filmic images had the ability to trigger specific memories or experiences 

associated with the films that the exhibition explored, but also how these can be 

linked to location or local experiences, highlighting the importance of location. 

This led me to consider the significance of location not only for the selected 

touring areas, but also for the location(s) present in the images and the films they 

represent and, more specifically, the significance of location for those with a 

disability. What this anecdote from the tour highlights is how these images, 

transported to the locations, can emphasise recognition and familiarity, perhaps 

linked to what Whatley characterises as ‘nostalgia’ (2018: 174). This may be even 

more significant given the importance of familiarity and routine for those with 
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certain disabilities, such as autism (Atkinson and Richardson 2015: 318). 

Therefore, the visitor who I met at the event in Durham had a moment of 

recognition, realising that this image reflected something of the place in which she 

lived and that she was familiar with, perhaps emphasising a moment of belonging. 

The original 11MRTD strategic touring proposal outlined the possibility of adding 

to the collection of images by creating a photograph in each location using 

participants from the community engagement strand of the project. From 

discussions with partner leads, it was suggested that this would have involved a 

group of disabled dancers from each location recreating a dance scene from a film 

of their choice, photographing it and having this image join the tour, building as the 

tour progressed until there were six additional images in the collection. Sadly, this 

was not realised (and was mentioned by partners as a disappointment in their 

evaluation interviews) as it could have added a different dimension to the project 

and the exhibition. The reasons why this was not completed are unclear, but there 

are a number of features from the original project proposal that were not realised 

due to financial constraints, timing pressure and lack of capacity. It also 

emphasises the significance of travelling to these locations in order to have impact 

on the dance and disability provision in and/or local engagement with the local 

communities. Similarly, the inclusion of a photograph of local dancers in situ might 

have further developed the sense of belonging experienced by some visitors to 

the exhibition through recognising their local area and people within an image. 

Having local dancers represented in a project that was being toured in and beyond 

their local area could have made a bold statement regarding representation in 

media, films and cultural activity. Nevertheless, it should be acknowledged that 

this additional photography activity would have been an expensive feature and 

have been another task that the partners needed to complete in addition to 

organising the exhibition visit, the performance event and the community 

engagement classes. 

Another significant aspect concerning location for the 11MRTD project is how the 

choice of areas to visit moved away from what is often referred to as London-

centric or London biased arts provision (McGregor 2013). Focusing on grass-roots 

level development and bringing the tour to these six areas, Runcorn, Doncaster, 
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Spalding, Durham, Coventry and Middlesbrough, placed value on the artistic, 

creative and developmental arts and disability provision within these locations with 

smaller populations. While some of the 11MRTD touring locations are cities 

(Coventry and Durham) and others are towns (Middlesbrough, Doncaster, 

Runcorn and Spalding), there is a shared purpose and focus for the project, 

looking to improve opportunities for dance engagement for disabled people. This 

conscious effort to develop arts provision away from established places of power, 

such as London, is a move to challenge what Theatre and Performance scholar 

Margaret Ames refers to as the ‘experience of geographic and cultural 

marginalisation’ (2015: 173). Thus, the implication of locations in intervention 

activity is, I suggest, significant for the impact of the intervention on local 

communities. 

It was identified through the evaluation report that thinking needs to prioritise new 

audiences and potential new locations for the project to visit. One suggestion was 

that the project could deliver new physical tours, looking at other areas of the UK 

for building partner relationships and networks, with a maintained focus on 

engaging public audiences who are new to dance and disability practice. This may 

not necessarily be only geographical audiences, but rather consideration of how to 

engage with new audiences through other means, harnessing the transportability 

of the digital version of the photographic exhibition. Another suggestion is to 

develop the digital presence of the project in new ways beyond the images being 

available virtually, reaching new online audiences, inviting them to engage in the 

project through a different mode, such as a 360° digital exhibition tour. 

5.6 An Interdisciplinary Approach 

A significant feature of the feedback from audiences engaging with the 11MRTD 

project, was the impact of the photography exhibition. Not only did engagement 

with photography attract new audiences for PD, but it also offered PD a chance to 

work with new partners who were not dance specialists. As Helen Jones from 

project partner Doncaster Community Arts (DARTS) highlighted, the project 

offered an attractive opportunity to expand the work DARTS were doing beyond 

their usual activity, saying, 
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I’m not a ‘dancer’ and to me, a visual artist and someone who 
manages a gallery and participatory arts organisation, the dance 
world is an alien one – a fun, beautiful and engaging one – but still 
otherworldly and unfamiliar. 

(Jones 2019) 

DARTS is an organisation that delivers performing and visual arts sessions for the 

population of Doncaster. Similarly, Martin Wilson from TinArts in Durham 

explained how the project provided a chance to engage with new audiences other 

than the ‘usual suspects’ (2018). TinArts is a social enterprise organisation that 

delivers participatory dance classes across north-east England. Therefore, the 

decision to employ a visual art form enabled new audiences to be reached and 

relationships with new arts organisations to be developed. 

While the project format engaged new partners and audiences, it could be said 

that the decision to create a photographic exhibition was a brave step for PD as 

an organisation who are dance specialists. As producer of the 11MRTD 

photography exhibition, Louise Wildish has spoken about how responsibility for 

the curation and design of the exhibition lay with the partners and how she, 

love[d] seeing how people curate and present the work, both in 
terms of the locations and also alongside other artwork, exhibitions 
or performances. Having worked on the exhibition for so long, it is 
still humbling to see how it inspires other art or ideas, how it still 
stands proud 

(Wildish 2018) 
This decision to give autonomy over the project delivery to the partner 

organisations not only enabled them the opportunity to personalise the offer based 

on the needs of their location, but also allowed PD to facilitate without having to 

deliver the project themselves. Here I am distinguishing delivery responsibility 

from facilitation, understanding delivery to mean the process of practically carrying 

out project tasks and taking on responsibility for project delivery. Conversely, I 

view facilitation as the act of supporting the understanding of common objectives 

and assisting a plan for achieving these objectives. However, there were still 

incidences throughout the tour that raised a question about who was ultimately 

responsible for the overall delivery and organisation of the project. For example, 

the evaluation photo booth, which was created by PD to engage visitors, was 

often temperamental and as the partners were not the producers of this item, it 

was difficult for them to resolve technical issues. 
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The photo booth for the 11MRTD tour was designed and created by PD as part of 

the photography exhibition. The booth comprised two vintage cinema seats within 

a booth-type box, facing an interactive touch-screen. Visitors could use the screen 

to navigate through a number of options. Videos created as part of the 11MRTD 

exhibition were available to watch, visitors could take ‘selfies’ using the camera 

and send the images to an email address and there were a variety of digital 

games that could be played. Additionally, and as mentioned previously, there was 

a questionnaire that visitors could complete, and the data could be abstracted 

remotely from the device. While the photo booth was a popular addition to the 

tour, there were a number of technical problems, including an issue in one location 

where the booth could only be used for one week out of the two months the 

exhibition was on. This was not only reflected in the audience feedback, with one 

visitor explaining that they “Enjoyed watching one video, however before it had 

ended the application appeared to log me out and was sent back to main menu 

and would have had to go through the whole signing up process again to use the 

feature and access other videos”, but also from the partner interviews, with one 

stating how “I think the booth was a really lovely idea and it looked beautiful, it 

really did look beautiful and actually, in the main, it did work but I think it was a 

really clunky process, actually getting through to the point with which you actually 

wanted to do it…it was interesting whenever I spent any time in the gallery that it 

was kids that engaged with the booth, other people didn’t really” (excerpt from 

Appendix P, Participant H). This demonstrates that the idea of the booth was 

positively received, but that the practical reality of the booth was less of a success. 

A learning point raised here concerns using different media and evaluation 

methods to reach different age groups. The booth seemed to be more popular 

with younger people, with children writing feedback about the games and puzzles 

you could do in the booth. This was also supported by my researcher observations 

from spending time in the gallery space. The booth was used more often by 

younger visitors, with older generations preferring to browse in the space and look 

at the paper literature that was provided. Therefore, having a different formats for 

engaging viewers, both for communication information about the project and for 

collecting evaluation data, engaged visitors across a range of ages. 
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It is clear from visitor feedback that the photographic exhibition made a significant 

impact. There were many who identified themselves as photography enthusiasts 

or who were passing by the venue and were attracted to the additional visual 

advertisements created by the venues, which suggests that photography, with its 

emphasis on visual form and impact, has the potential to engage with more 

diverse audiences than a pure dance activity. The visual advertisements in one 

location were banner posters placed in lobby areas of the theatre and in another 

location a specialist window sticker was funded in order to be externally viewed 

and ran along a quarter of the window space. Reference was also made in 

evaluation comments to the lighting, framing and composition of the images, with 

one visitor commenting on The Wizard of Oz (1939) image saying “I like the 

composition, the lighting and also the humour from using the toy dog. I think it has 

an interesting atmosphere about it.”. Other feedback was more general, such as 

“Just incredible images - wonderful composition” and “Just passing but attracted to 

fantastic photography - came in to see more”. These comments from the 

exhibition feedback surveys suggest that photography was a motivational factor 

for visiting the exhibition. 

Feedback from the partner organisations also supported the suggestion that new 

audiences were engaged, with one partner specifically linking this to the use of 

photography, saying how they knew “that there were many people that 

stumbled…across the [photography] exhibition and purely because they'd never 

seen anything like it. And I was really struck by that. So certainly - it certainly did 

engage new audiences.”. This could be linked to data from the audience surveys 

for the exhibition as 39% of respondents identified that they had not attended a 

dance and disability activity in the last twelve months. While these visitors may 

have attended events prior to one year ago, it does indicate that more events like 

this might offer more opportunities for people to engage with dance and disability 

practice. 

While some visitors welcomed the design of the exhibition tour, and partner 

organisations enjoyed the opportunity to curate the exhibition, there has been 

some feedback that perhaps acknowledges PD’s inexperience when it comes to 
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the visual art form. As arts reviewer Jade French, a reviewer for Disability Arts 

Online who attended the 11MR exhibition at the Southbank centre in 2016, 

explains, 

the large antique gold frames dominate, and rob the exhibition of a 
contemporary feel. Similarly, to this curatorial decision, information is 
displayed in small writing on shiny silver plaques which are not only 
tricky to read in the glare of the gallery lights, but again, look dated. 

(French 2016) 
Not only does this highlight a possible disconnect between the contemporary 

images and the ornamental frames, but also a possible accessibility issue with 

regards to the accompanying captions for the images. This could suggest that 

more conscious and deliberate consultation with disabled practitioners, perhaps 

even those who were subjects of the photographs, could have helped to improve 

the design of accompanying support materials. Even though this review was 

published in 2016, no changes were made to the layout or design of the exhibition 

in response and some visitors to the strategic touring project also raised similar 

concerns. 

Some project partners had limited experience of curating exhibitions, whilst others 

were extremely knowledgeable. This meant that some exhibitions were not 

designed to emphasise the full potential of the images, with some frames placed 

on the floor, which meant that visitors had to crouch or even lie down in order to 

fully appreciate the images. Again, this was identified by some visitors to the 

exhibition, with one commenting that they “liked the images very much, [but] the 

frames are not very appropriate to my eye – very old fashioned and ornate…The 

exhibition needed a curator and hanging expert to oversee the installation in the 

space and to consider the audience pathway to visit the work. It was also poorly 

located in the building”. This demonstrates that while using photography was 

highly beneficial for this project, the exhibition required more specialist attention to 

consider the location and positioning of the images. This is highly relevant for RQ4 

for this thesis, which asked how an alternative creative medium, such as 

photography, might effectively transmit messages about inclusion in dance. It 

highlights that an interdisciplinary approach did have a positive impact in 

introducing new audiences to dance and disability activity. It is also apparent that 

there are aspects of using photography that need greater consideration in order to 
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pre-empt avoidable criticism and better present messages visually, with the aim of 

increasing effectiveness. 

5.7 Funding and Resources 

The decision taken by PD to design a project that centres on engaging project 

partners to cultivate new relationships with venues and local organisations, 

highlights their position as a development organisation. While PD designed, 

oversaw and managed the project primarily, it was the partners’ responsibility to 

deliver the aspects of the project that were outlined in their contracts. These 

contracts were between PD and each partner organisation, with PD contracting 

the partners. While the onus on the partners to deliver the project meant there was 

an opportunity for bespoke provision depending on the needs and wants of each 

location community, it did raise some issues regarding financial input, resources 

and communication. 

In terms of funding for the project, partners highlighted in their evaluation 

interviews (five out of six partner organisations participated in a semi-structured 

interview after the tour visit) how the money provided to each location for the 

project did not stretch far given the scale and length of each project event. To 

design, create and house a month-long exhibition, in addition to the performance 

event and community engagement classes, and fund an associate-artist initiative 

(as detailed in Section 5.2) required considerable financial input. As explained 

here, some partners sought additional funding from external organisations to 

subsidise the project, 

..the resources (for resources read funding) attached to the 
exhibition were limited and to make the kind of impact we wanted to 
make -a big one - we needed more resource. Not long before my 
hunt for partners had begun I had coincidentally been in 
conversation with the chief executive of a local charity who was 
looking for innovative, exciting new ways to raise the profile of its 
organisation and its work. Meeting set-up. Conversation (or actually 
quite a few conversations) had. Partner on board. Tick. 

(Wilson 2018) 
However, not all partners were as experienced in this field of work, or had access 

to similar funding opportunities. Therefore, there is a question about whether the 
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funding of the project was sufficient to create the impact this project had the 

potential to create. 

Each partner was allocated approximately £6,000 to deliver the 11MRTD project 

in their area, with extra funds released after the tour for the legacy strand of 

activity. These funds were intended to cover the photography exhibition expenses, 

community classes and workshops, the community performance event and any 

additional activities. Unfortunately, many of the partners admitted that the funds 

from PD did not cover the basic elements of the tour delivery and other funding 

had to be sourced in order to market and promote the events. Those locations 

who sourced significant extra funding were able to deliver wraparound events that 

engaged more with community groups and the local partner venue, raising their 

participant/visitor numbers and establishing activities that were sustainable 

beyond the end of the project tour, reinforcing the point that greater financial 

investment enabled greater impact. 

When it comes to community arts projects, the issue of funding can be a 

contentious one. Arts funding in the UK has experienced significant cuts in recent 

years, which has impacted organisations that have previously been generously 

funded. This has also affected how the funding system spreads the funding 

amongst organisations. In addition to the cuts to Arts Council funding, a report that 

ACE published in 2016 ‘estimated that, since 2010, local authority investment in 

arts and culture had declined by £236m – equivalent to 17% – and warned that 

cuts were likely to continue’ (Richens 2017). Therefore, arts providers are faced 

with a challenge in how to apply for a funding amount that is agreeable with the 

funding body, but that does not undervalue the community arts work being carried 

out. 

5.8 Conclusion 

This chapter has sought to bridge the gap between the exploration of PD’s 

organisational history from the previous chapter and the outcomes of the 11MRTD 

strategic touring project, with a view to taking forward findings for the design of my 

intervention activity. The details of the project design and description of each 

stage of the project delivery helped to construct a clear outline of how the 
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11MRTD strategic touring project was delivered. Evaluation aims and data 

collection tools were discussed, linked to the aims of the 11MRTD project itself. 

The notion of 11MRTD as an intervention activity was explored, which helped to 

contextualise the 11MRTD project, and its purpose, within the field of dance and 

disability activity in the UK. I concluded that the 11MRTD project should be 

considered an intervention due to its attempt at instigating organisational change 

and being used as a catalyst for perception shift amongst different stakeholders 

and beneficiaries. 

Regarding the aims of the 11MRTD project outlined at the beginning of this 

chapter, the first aim sought to extend PD’s work across a greater geographic 

area and encourage sharing with a range of partners. Certainly the strategic tour 

of the project meant that the photography exhibition travelled across the Midlands 

and North of England, showcasing features of PD’s work. However, much of the 

delivery was from the local partner, in partnership with PD, so the focus was more 

on cultivating grassroots dance and disability activity than presenting PD as an 

organisation. Knowledge, skills and experience for local, cultural partner 

organisations were certainly developed, with some partners really building their 

dance and disability provision through participation in the project. However, it was 

also highlighted that opportunities to share experience were limited due to 

communication issues and failure to establish a partner support network. 

The second aim was to increase opportunities for the public to engage in dance 

and support deaf and disabled artists to explore new markets and contexts for 

their practice. As every partner location presented the photography exhibition, 

held community classes and staged a performance event, there were certainly 

new opportunities created for people to access dance and disability practice in a 

variety of different ways. However, the content of the photography exhibition 

raised concerns regarding the messages that were being communicated, which is 

explored further in the next three chapters. Additionally, there was a question 

about the sustainability of these events beyond the strategic tour year and how to 

maintain contact with these ‘new’ audiences beyond the dates of the project being 

delivered in each location. While events were held to promote the work of disabled 
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dance artists (at the networking day and with guest performances in each location) 

the main focus of the project was on grassroots provision, which indicates that this 

particular aim was too broad or ambitious given the time, resources and funding 

allocated. 

The final aim was to develop new audiences by implementing creative approaches 

to securing and retaining them. The use of a photography exhibition to transmit 

messages about inclusion and dance was a different, creative route for engaging 

new audiences, for both PD and the partner organisations. This enabled members 

of the communities who might not normally attend dance and disability 

performance events to engage with the project through a shared interest in 

photography or a desire to support a local, cultural venue. Partnering with these 

local venues also gave partner organisations access to a new audience profile 

and database. As indicated by the partner feedback, marketing was a challenge 

for this project however, and much of the local advertising relied on the partner 

organisation’s resources and networks. Through exploring these aims throughout 

this chapter, it is apparent that the project achieved features of each aim to a 

certain level, but that more resources, time and funding could have enabled the 

project to abundantly achieve each broad aim. 

Initial analysis of the data acknowledges the positive response to the 11MRTD 

project, highlighting affirmative public reactions to the photography exhibition and 

enthusiastic participation in the community workshops and performance events. 

However, this evaluation process has revealed significant aspects of the 11MRTD 

intervention design that need to be further explored. Given the significance of the 

11MR photography exhibition being described as reimagining famous dance 

scenes from films, framing of interventions and the implications of this framing is 

explored in the next chapter. The following three chapters consider three specific 

aspects of intervention activity, based on the findings from the 11MRTD project. 

The first of these (Chapter 6) considers the conceptualisation of interventions and 

the impact of their content for disabled dance artists. The following chapter 

(Chapter 7) explores the creative medium of photography for intervention that 

seek to change perceptions around disabled people who dance. The last of these 

three chapters (Chapter 8) considers how the intervention is received, exploring 
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different viewing experiences and the impact interventions can have on 

audiences. As highlighted, the next chapter studies the use of the RE prefix for 

designing interventions, specifically in relation the participation of disabled dance 

artists and their recreation of normative narratives and popular film scenes. 
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Chapter 6: Re-constructing Ableist Dance Images 

A key finding from the evaluation of the ‘11 Million Reasons to Dance’ (11MRTD) 

project, as discussed in the previous chapter, was the choice and use of 

language, including how PD framed and promoted the ‘11 Million Reasons’ 

(11MR) photography exhibition. When PD’s 11MR project was first advertised, the 

vision for the photography exhibition was to “recreate iconic dance moments in 

film” (2013). When the follow-on project 11MRTD was conceptualised, the 

exhibition’s premise was described as commissioning “images of iconic dance 

moments from film, all reimagined by Deaf, sight impaired and disabled dancers” 

(2020a). This shift from ‘recreated’ to ‘reimagined’, as well as the decision to use 

a RE approach at all for an intervention, was of interest to me as evaluator for the 

project. 

This chapter explores the meaning, purpose and use of the RE prefix, evaluating 

how it is used in dance contexts, its impact when used within disability contexts 

and, more specifically, its use for the 11MRTD project. Thus, this chapter is 

addressing the second aim of this thesis by exploring features that can contribute 

to the creation of a methodology that can be used to create an intervention that 

seeks to change perceptions around inclusion in dance (also RQ4: How might an 

alternative creative medium, such as photography, effectively transmit messages 

about inclusion in dance?). By analysing the development of the project through 

reflective writing, choice and shifts in the language used to discuss the project 

became significant and audience responses to the premise of the exhibition led 

me to consider how prefixes might influence perception construction and change. 

Terminology with the RE prefix is widely used within dance discourse, as a 

discipline with a certain focus on repetition and examples of recreation as 

preservation. The RE prefix is used in technique classes, rehearsal sessions, 

throughout the choreographic process and in discussions regarding 

documentation. Often, adding RE prefix may create a word which has various 

connotations or meanings, for example ‘recreations’ can also be confused with 

‘recreational’ activities (here meaning hobby-like activities), emphasising a need 
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for clarity in how prefixes are used. The most appropriate term for a dance event 

is reliant on the root word it is placed before to translate its meaning, for example 

a dance performance might be labelled as a reconstruction, but this often does not 

define whether this repeated construction concerns the choreographic process 

being repeated, the movements (as ‘bricks’) used to build a new work or simply 

that a dance work has fallen and is now being ‘rebuilt’. Additionally, how the RE 

itself is interpreted through its use in dance activity is important as understanding 

could vary due to RE‘s dual meaning: back and again. This chapter focuses on the 

RE prefix as it primarily appears in the context of dance but I also explore its 

relevance for dance photography and its use for dance and disability interventions. 

As I have argued that the 11MRTD project is an intervention that explores the 

intersection between dance and disability (see Section 5.1), it is important to 

consider the relevance of the RE prefix not only within a dance context but also 

within disability discourse. With RE meaning either back or again, as discussed in 

Section 2.6 in the literature review, this chapter investigates how its usage might 

affect an audience’s perception of disabled dance performers and their positioning 

within the 11MRTD project specifically. I explore the concept of ‘representation’, 

as a commonly used RE term within disability discourse, and draw upon disability 

literature to illuminate discussions regarding the labelling of the 11MRTD project 

as a REcreation or a REimagining. In addition, this chapter evaluates the potential 

impact and complexities for other kinds of interventions that use the RE prefix in 

their approach and consider whether an alternative approach to language in 

dance and disability interventions might serve better and progress the discussion 

regarding dance and disability performers within the dance industry. In particular, 

this chapter argues that closer attention needs to be paid to the use of prefixes 

within dance activity, to ensure the framing of activities (or interventions) do not 

mislead the viewer. 

6.1 The RE Prefix 

To explore the significance of the RE prefix for the 11MRTD project, dance more 

generally and the relevance in disability studies, it seems logical to first explore 

the literature regarding the prefix itself and its definition. Therefore, topic searches 

led to surveying literature from disciplines including linguistics, biological sciences 
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and ecology. These fields were selected as they have literature that directly 

addresses the use and intention of RE processes within their area, as opposed to 

simply using RE terms without consideration of its impact. Through analysis of 

these writings, different meanings and uses of the prefix are uncovered, before 

looking more closely at its use in dance studies and then its significance within 

disability discourse. 

To begin, the complexity of RE’s use can be demonstrated through linguistic 

studies, exploring, in almost mathematical terms, the purpose and use of the 

prefix within the English language. The linguistics researcher Víctor Acedo-

Matellán explains that, 

Semantically, [the RE] prefix adds the presupposition that there has 
been some previous stage in which the entity referred to by the 
direct object was in the same state as that indicated by the verb 

(2014: 25) 

For example, the statement ‘Jessica reheated the pasta’ suggests that Jessica 

caused the pasta to be heated and also indicates that, at some point, the pasta 

had previously been hot. A connection is made, therefore, between the current 

state of the object and a previous state before the reoccurrence. This suggests 

that the RE prefix has a particular focus on referencing the past or going back in 

order to emphasis a change or shift in state. 

Additionally, consideration as to whether a verb requires or allows for the addition 

of the RE prefix depends on the particular verb itself and its meaning. In particular, 

Wechsler indicates that it is important whether the verb indicates an 

accomplishment or an activity, as “…path accomplishments lack result states and 

accept re-, while activities lack result states (by definition) and disallow re-

(*resleep, repush a cart).” (1989: 4). What is being described here is how some 

root words do not require the addition of the RE prefix when describing something 

happening again, such as resleep or repush, as mentioned, because the root word 

implies an activity being undertaken without any indication of the result state 

accomplished at the end of it. However, other words require the RE prefix in order 

to highlight how something is being completed again, usually because they are 

things that are accomplished, rather than an activity without a specific 

accomplishment or result state. Therefore, the RE prefix, as seen in the examples 
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quoted by Wechsler, rarely accompanies regularly occurring activities that do not 

result in a change in outcome. This suggests that RE references a past state or 

circumstance, but also recognises that there can be a possible change in the 

object that is the focus of the phrase. However, Wechsler also highlights that the 

RE prefix, as well as more generally connoting a return to a previous state, also 

connotes something being achieved again, with no suggestion of significant 

change in form or state (1989). 

Looking more closely at the interpretation of the RE prefix meaning to go back, 

returning to or referencing the original root concept, object, verb or idea, one must 

consider what they are returning to. In ecological studies, the RE prefix is 

commonly used, especially when attempting preservation or restoration initiatives. 

However, as ecologist Richard Corlett mentions, close attention must be paid to 

what state one is returning something to, suggesting that the question of return 

condition is “[i]nherent in the use of the ‘re’ prefix” (2016: 453). This suggests that 

researchers exploring the use of the RE prefix, or those who are attempting to 

achieve a RE state, should carefully examine the roots of their RE attempt and the 

conditions for achieving the RE state. 

The suggestion that change can occur through the RE process is one explored 

largely through the sciences, and biology in particular. The French writer and 

thinker Edgar Morin (2005), suggests that the prefix RE should not be simply 

considered as a prefix, but rather a “paradigmatic concept that informs all our 

thinking” (2005: 255). Through his analysis of RE terminology from physics and 

biology, Morin seeks to shift the perception of the RE prefix away from the process 

of achieving the exact same result state (cloning) to the process of achieving the 

same result state but with differences (evolving). What is highlighted through 

Morin’s writing is the newness of concepts and objects that are spawned through 

the RE prefix. The duality of the prefix, of generating and also re-generating, is 

emphasised by Morin and supports the linguistic analysis, of returning back to an 

original or root state. However, Morin goes beyond this analysis to suggest that, 

[The re- prefix] fabricates new events, forms, and structures from the 
procession of past events, forms, and structures. So, in the sense of 
the grand diaspora of time, living RE revives in the present 
fragments/islands of a dead past… Thus, each self-organizing 
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process that seems to be only the execution of a program and 
maintained by a status quo, in fact displays a repetition that is a 
resurrection. To be resurrected is to be the bearer of renewal. 

(2005: 261) 
Rather than viewing RE processes as cyclical repetition, it is being proposed that 

each rotation results in the production of a new form. However, this would suggest 

an inability to return to an original state, as even returning to a seemingly original 

state would not be achievable due to the process of RE being undertaken. The 

state of the subject will be altered in some way due to the affecting process of 

being made RE. 

Discussion of RE as looking back and of creating something new requires 

recognition of the original subject or root that has been affected by the RE 

process. Therefore, it offers the question, what does one need to know about the 

original in order to best understand the RE that has been created from it? These 

original subjects, or in linguistic terms ‘roots’ (Acedo-Matellán 2014), may have to 

be understood in their original form in order to be understood after the process of 

RE has taken place. Exploring science, ecology and linguistic studies may not 

appear relevant to this research, but exploring debates around prefix use (RE in 

particular) are useful for thinking more expansively about the application of RE 

within dance and disability interventions. Taking the 11MRTD project as an 

example, to understand what is meant by labelling the exhibition photographs as 

‘reimaginings’, I would suggest that in order to comprehend the meaning of a 

‘reimagining’ there needs to be understanding of what an ‘imagining’ is in the first 

instance. 

6.2 RE and its Use in Dance 

Building upon the above exploration of the prefix RE, it seems necessary to now 

investigate the role and use of the prefix within the context of dance and 

performance. Dance is an art form replete with RE prefix vocabulary: repetition, 

restaging, refine, reset, rewind, react, record, rehearse and re-do, for example. 

However, it is important to note that some of these usually hyphenate and some 

do not, which may be why some activities that are labelled as RE might mislead 

people as to their true meanings. Performance theorists Kartsaki and Schmidt 

illustrate this further by demonstrating how, 
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We might think of performance as the art of the ‘re’: from the labour 
of rehearsal and systems for remembering to the broad spectrum of 
restored behaviours that are ‘not for the first time’; from tragic 
scenes of recognition and reversal to conventions of citation and 
recitation; from the dream of representation without reproduction to 
the ethics of reenactment and the care for what remains. 

(2015: 1) 
Dance is a discipline that emphasises and utilises a cyclical process of 

development and progression, therefore reflecting the definition of RE as a way of 

looking back or referencing the past, as well as the production of something new 

or changed. Much of the literature regarding RE in dance focuses on the act of 

moving, the rehearsal process and/or the choreographic process. While the 

11MRTD photography exhibition focuses on still images of dance, the available 

literature will appraised and concepts explored that could be relevant for still 

images of movement or the staging of dance photography involving disabled 

practitioners. 

One of the more commonly referenced RE processes used in dance study and 

practice is that of reconstruction. While there has been considerable research 

regarding the reconstruction of historical dance works and their significance (Adler 

1984; Martin 2000; Dika 2016), discussion of what the term reconstruction means 

seems limited, with focus more on approaches to and analysis of the process of 

reconstruction than the meaning of the term reconstruction itself. However, dance 

researcher Helen Thomas has investigated the concept of reconstruction in dance 

and suggests there are two key concepts that are prevalent in the reconstruction 

process and must be considered in any discussion regarding reconstruction and 

before embarking on a reconstruction attempt: authenticity and interpretation 

(2003: 121). This links to aspects of RE discussed in Section 6.1 and its dual 

definition: looking back (authenticity) and creating again with a possible change of 

state (interpretation). The inclusion of the verb to construct within reconstruction 

has connotations of building, piecing together something from supplied materials. 

Reconstruction in dance often implies famous works pieced back together as an 

attempt at preservation or celebration and to keep the work ‘alive’, usually after a 

choreographer’s death. 
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What happens to the original dance work is something that must be considered 

when exploring the RE process and it has been suggested that the process of 

reconstruction can result in the creation of, as Ramsay Burt describes, corpses 

(2000: 22). Burt continues by explaining how, 

To perpetuate a particular dance or ballet by freezing the style in 
which it was originally performed is…to run the danger of turning it in 
to an illustrated corpse. But there are nevertheless cases where the 
disappearance of a particular style of performing is a diminution of 
the overall range of possibilities. 

(2000: 23) 
While this illustrates how RE could be viewed as limiting a work by removing the 

liveness from it, resulting in its preservation in death, this also highlights the 

possible implications of losing particular works by not preserving them. Many 

popular ballet works that have been reconstructed are still performed, with at least 

some ‘original’ choreography, after over 100 years, Marius Petipa’s Swan Lake for 

example. Dance critic Judith Mackrell has even commented that “the way to re-

energise the 19th century classics is by reinventing their stories” (2015). Therefore, 

perhaps continual reconstruction of dance works aids longevity and, through 

preservation, the styles, detail and context for works are sustained. 

However, there may be a question regarding the allowance for interpretation or 

innovation when reconstructing a dance work; of when something changes from 

being a recreation of the original to the creation of something new. One 

choreographer whose works have been labelled as reconstructions in reviews is 

Matthew Bourne, who creates new versions of traditional ballet repertoire, with a 

contemporary ballet movement style and highly theatrical approach to set design 

and costume (Hirschhorn 2004). Other labels given for Bourne’s dance works 

include ‘adaptations’ (Acocella 2017), ‘remakes’ (Higgins 2006) and ‘re-

imaginings’ (Bowie-Sell 2015). There is no denying that Bourne’s works engage 

with the RE process by both looking back at the original and inventing something 

new, as defined earlier in this chapter. However, it could be asked whether a 

dance work can be a reconstruction if the majority of its elements are not original 

materials. Helen Thomas suggests that it can, and proposes that there are “two 

different views of reconstruction, the one ‘authentic’ to the original work, the other 

‘interpretative’ of the spirit of the work” (2003: 123). Therefore, Bourne’s work can 

be considered not only as utilising a RE process of creation, but can also be 
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understood as reconstructions of previous ballet works, through the bringing 

together of past characteristics of the former repertoire. Nevertheless, there might 

be a question regarding ownership for a re-constructed dance work concerning 

who is credited for the choreography, design, or concept. 

From the discussion above, it appears that there are often multiple RE terms used 

to describe a single, particular process, as detailed above regarding Matthew 

Bourne. This could be due to a misunderstanding around the innate detail and 

nuances of RE terminology that is used without careful consideration of the 

specific word choice. If the RE prefix is defined by its reference not only to the 

past but also to the new creations devised through a cyclical process, I propose 

that RE words can be categorised depending on their alignment with either of 

these definitions, or with both. Not all RE terminology connotes personalisation 

and there are a number of dance researchers whose work seeks to resurrect past 

dance work only to preserve it, not to reinvent it, for example, Lesley Main’s work 

with the Doris Humphrey Foundation (Main 2012) or Carol Martin’s exploration of 

Frederick Ashton’s history and legacy (Martin 2000). This practice might be more 

appropriately labelled revision, revival or restaging. Words that suggest the 

creation of something new such as remake, reconstruct and reimagine, might be 

more in line with dance practitioners who seek to evolve or innovate from the past. 

This discussion regarding terminology suggests a number of possible 

explanations for the multiple and varied use of the RE prefix in writing or 

discussing dance. Firstly, the purpose and intention of a dance researcher or 

choreographer embarking on the RE process should influence how a work (or 

works) is discussed. Secondly, perhaps this is more of a comment on the nature 

and practices of dance writing than of terminology understanding. 

Innate in discussions surrounding the replication of dance and dance works are 

debates concerning ephemerality in dance. Dance movement, as with music in an 

aural sense, is experienced visually for a moment and then departs and, as dance 

theorist and practitioner Rebecca Schneider describes, “performance [is] a 

process of disappearance, of an ephemerality read as vanishment (versus 

material remains)” (2001: 100). If we adopt Schneider’s view of performance as 
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fleeting moments this supposes that our ability to re-create, re-construct, re-enact, 

re-stage or re-vise dance works will be inhibited by this ephemerality. Many 

debates surrounding these topics of ephemerality and revision look to 

documentation tools and archiving as possible solutions to ‘accurately’ record 

dance (and therefore preserving it for potential use in the future). There are those 

who view what remains from a performance, in participants’ memories or through 

supporting documentation, as useful to take forward into a possible RE process. 

For example, it is through the traces of historical dance works, such as notation 

scores, choreographer notes, photographs, that new recreations or productions of 

these work can be created. One method of documenting dance, which reduces 

the inhibition of ephemerality in recreating dance is film or video, as it records the 

nuances of movement that might not be captured by other documentation tools. 

In discussing Stephanie Wuertz’s 2014 recreation of Loïe Fuller’s Serpentine 

dance (1891), Vera Dika (2016) takes the opportunity to analyse and examine the 

political, cultural and artistic issues that surround Fuller’s work. This particular 

remaking is discussed here because it intersects live dance performance and 

documentation through film and photography. Fuller’s performances were often 

documented on film and are regarded by some as an early development of 

“narrative cinema” (Parfitt 2014: 111). Dika’s writing indicates that while Wuertz’s 

process is labeled “remaking”, there is a sense of development and interpretation 

in how Wuertz “updated the performance…and, ultimately, challenged it” (2016, 

34). With the passage of time between Fuller’s original performance and Wuertz’s 

performance, over 100 years, it is perhaps inevitable that the remake would 

involve elements of change, because the context surrounding the original work is 

unachievable given the years that have passed and the changes that have 

occurred over that time. Regardless of whether the context and time shift has 

influenced the choreographer, it could be said that there is a question as to 

whether such a work is deemed an accurate remake of the original if this is at all 

possible or a remake which is simply an interpretation of the original22. 

22 Another reference for reconstructed dance activity is dance historian Millicent Hodson and art historian 
Kenneth Archer’s work with recreating Nijinsky’s (and other Ballet Russes choreographers) choreography. 
Their work, although thoroughly researched and attentive to evidence, has been criticised for its exaggeration, 
haphazardness and relatability in a different space and time to the original, thus highlighting the tensions and 
complexity of dance reconstruction. https://www.newyorker.com/magazine/2001/05/07/the-lost-nijinsky 

147. 

https://www.newyorker.com/magazine/2001/05/07/the-lost-nijinsky


  
 

 
 

 

 

           

         

      

 

       
    

        
       

      
      

   
   

        

          

      

         

        

         

 
    

 
         

     

          

            

          

    

 

         

             

         

            

        

        

      

      

Due to its ephemeral nature, it has been suggested that dance, once performed, 

cannot be repeated exactly as it was. It becomes history immediately. Discussing 

the ontology and preservation possibilities of performance, Peggy Phelan writes 

that, 

Performance’s only life is in the present. Performance cannot be 
saved, recorded, documented, or otherwise participate in the 
circulation of representations of representations: once it does so, it 
becomes something other than performance. To the degree that 
performance attempts to enter the economy of reproduction it 
betrays and lessens the promise of its own ontology. Performance’s 
being…becomes itself through disappearance. 

(1993: 146) 
While Phelan’s notion of performance has been somewhat refined since her 

original proposal (Phelan and Smith 2003), and faced significant criticism and 

debate (Schneider 2001; Auslander 2008), there is still relevance for this 

discussion regarding the repeatability of dance. If each performance is its final 

performance, each new performance of the ‘same’ work is instantly different or 

varied in some way, namely from the passage of time. 

6.3 RE and Disability Discourse 

The complexity of RE language within dance discourse is something shared with 

disability discourse. Language within disability studies is widely discussed and 

often shifting. An examination of disability literature in relation to the RE prefix 

follows, with the aim of gaining insights relevant to the field of language within 

disability studies, and also of drawing connections to debates that have been 

discussed earlier in this thesis. 

As explored at the beginning of this chapter, the RE prefix can be used to 

reference the past and to achieve a new creation. By referencing the past and 

attempting to recreate this, one may ask how things move forward beyond this 

one state of being. Writings on the development of the Social Model of Disability 

contain a number of illustrations of the RE process in disability studies, such as 

Tom Shakespeare’s discussion on the much needed ‘re-definition’ of disability that 

moved away from emphasis on over-medicalisation and onus on the individual’s 

impairments (2013: 198), or Hughes and Paterson’s possibility of ‘reconstructing’ 
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the view of impairment away from fearful responses and towards positive 

understanding (1997: 338). 

A common RE prefix widely used in disability discourse is representation. It is 

important to distinguish here the difference between representation and re-

presentation. Representation refers to portraying or speaking for a particular group 

and re-presentation is the process of presenting something for second time (or 

more). The discussion here focuses more on the former, not on re-presenting 

something prior, which questions its identity as a ‘prefix’ term, considering my 

exploration of prefixes in Section 6.1. While the meaning between the two is 

potentially quite different, there is a possible interpretation that representation 

might involve re-presenting what might be viewed as normative. Nevertheless, 

representation is an important element of disability discourse and due to ambiguity 

in the understanding of prefixes (representation or re-presentation), the relevant 

issues will be explored here. 

The representation of disabled people in media, film, advertising, sport and politics 

has been widely researched, both in academic fields and sector-facing 

publications. In order to investigate the RE prefix within disability discourse, 

representation seems important to explore as a foundation; to consider what is 

meant by representation. Representations, as disability scholar Grue describes, 

are 

reference points for both individuals who definitely consider 
themselves disabled, individuals who definitely consider themselves 
non-disabled, and for the large number of people who may or may 
not see themselves as disabled 

(2015: 109) 
What is emphasised here is how representation is subjective and is deeply 

embedded within people’s perceptions of themselves and others. This goes some 

way to explain why representation for marginalised groups is so widely researched 

and debated. 

Similarly, Rosemarie Garland-Thomson (2013) writes about the systems of 

representation through feminist theory, stating how the elements within the system 
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work together to perpetuate stereotypes, reinforce ableist norms and sustain 

discrimination, explaining how, 

Discriminatory practices are legitimated by systems of 
representation, by collective cultural stories that shape the material 
world, underwrite exclusionary attitudes, inform human relations, and 
mold our senses of who we are. Understanding how disability 
functions along with other systems of representation clarifies how all 
the systems intersect and mutually constitute one another. 

(2013: 339) 
This might suggest that in order to subjugate the norm and disengage from the 

common systems of representations, a more radical approach to intervention is 

needed. 

If we consider the RE prefix to revert to or reference the past, as explored 

previously, there is the need to analyse what effect this process of returning to ‘the 

original’ has in terms of disability discourse. If the original object, source, concept 

is viewed as normative, it is likely that any re-incarnations of that will be viewed as 

non-normative. Therefore, the RE prefix could be viewed as reinforcing the binary 

between normative and non-normative, perpetuating the ‘other’. Taking the 

example of the Paralympics, the ‘original’ or first form, from which the Paralympics 

is derived and built upon, is the Olympics. Though the Paralympics continually 

strive to re-establish themselves as an independent sporting event alone, 

comparisons are consistently made to the Olympics, either through discussing the 

bias in media coverage, particular athletes such as debating Oscar Pistorius’ 

attempt to participate in both events, or simply the connection in name, location 

and timeframe for the events. However, as Bertling highlights, without the Olympic 

movement, the Paralympics would not necessarily exist as we know it (in Jackson 

et al 2015). Although in this example it is the suffix ‘lympics’ that connects the two 

events by name, it illustrates how a disability-focused event can be compared to a 

‘normative’ original state if they are closely linked in style, name and content. 

One way in which this discussion regarding the use of the RE prefix could have 

been introduced and addressed at an early stage for the 11MRTD project could 

have been if the original concept for the photography exhibition was examined by 

a focus group in the early stages of its conception. This example of early 

consultation and a conscious attempt to examine the concept behind the project 
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from multiple perspectives might have developed or adapted the ideas to better 

attend to the needs and interests of the artists the project aims to positively profile. 

Additionally or alternatively, a similar discussion could have been arranged when 

the photography exhibition was evolving from the 11MR project to the 11MRTD 

project. Therefore, regular and continuous consultation and discussion regarding 

projects is needed, with the communities that are the focus of the project being 

consulted. 

6.4 RE-calling: The Complexity of Comparison 

The discussion of the use of the prefix RE more generally in dance, performance 

and disability discourse, now moves to focus specifically on its role within the 

11MRTD project. The 11MR photography exhibition was a public display of 

images, created and toured with the intention of being viewed by the public. By 

portraying the disabled dance performers in a photography exhibition, there was 

an expectation that more people would engage in spectatorship through viewing 

the images than would through watching a live dance performance. However, due 

to the reimagined nature of the images, scenes from popular films being recreated 

with a disabled dancer as the protagonist, audiences could be encouraged to 

recall (another RE term) the original film scene and connect it in some way to the 

image they see before them. Therefore, a processing experience would take place 

through the viewing, which could affect perceptions of the images, and those 

bodies on display through them. 

This process of recalling engages in an experience of comparison, perpetuated by 

the identification of recognisable features from popularised film scenes. The RE 

process within film studies is often utilised, with film remakes being a popular 

route of creation by producers. Film and television researcher Zanger’s work has 

explored film remakes and the repetitive nature of remakes as rituals, with an 

emphasis on difference as contribution to the progression of film, explaining that 

“since repetition and difference function in mutual interdependence, the economy 

of cinematic versions is that of difference in repetition” (2006: 16). Here Zanger is 

accentuating the need for difference in remakes to prolong the life, and popularity, 

of a film. This could support the approach to the 11MRTD photography exhibition 
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as it could be seen as bringing new life to films through the emphasis on 

difference. 

Zanger also describes the experience of an audience member viewing a film 

remake as interacting with an individual’s ‘imaginary archive’. This mental archive, 

collated in the spectator’s mind, contains filmic artefacts that have been retained 

by the viewer and can, therefore, produce a “network of comparisons among 

them” (Zanger 2006: 13). Thus, viewers of the 11MRTD photography exhibition 

will bring with them a bank of knowledge and perceptions of the films being 

reimagined (varying depending on whether they have actually seen the film, how 

many times they have seen it or their knowledge of the film if they have not seen 

it), and in viewing the images can make new network comparisons within their 

imaginary archive, referencing Zanger’s concept (2006: 13). 

The experience of referencing or recalling an original image or work is linked to a 

form of nostalgia, as discussed by Whatley, who also posits a possible reading of 

the 11MRTD images as “an ersatz stand-in for the original images” (2018: 175). 

Here Whatley presents the idea that these images can be experienced positively 

or negatively through nostalgic viewing, with the negative risk of the images being 

seen as inferior copies of the originals (2018). The images were recreated with an 

emphasis on difference in order to attempt to change audience perceptions and 

therefore embraced innovation in order to avoid being viewed simply as a 

reproduction of the original scenes. Whatley also makes connections to the 

concept of ‘false nostalgia’ and the longing for times that we ourselves have not 

experienced (2018: 174). The dazzling ‘pzazz’ of dance scenes from films, usually 

replete with extravagant costumes and/or engrossing plotlines (although not 

always, such as the simple costuming of Billy Elliott (2000) or the urban setting of 

Step Up 4 (2012)), engage viewers in a way that creates a sense of aspiration for 

a time that has passed. 

Taking the image of Billy Elliot (2000) for example, this photograph had particular 

resonance and tapped into notions of nostalgia for particular visitors to the 

exhibition. This image, set in a what appears to be a school sports hall, with its 

plain, grey walls and colourful grid lines on the floor, shows Billy being watched by 
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his father. Billy, played by Jake Maguire, stands on his left leg with the right leg 

extended slightly to the side. Wearing a striped green polo shirt, navy blue shorts 

with a white trim and black plimsolls, Jake’s focus is on his feet, with his tongue 

poking out of his mouth, seemingly in concentration. Off to the left of the shot is Gil 

Maguire, Jake’s father, who takes on the role of Billy’s father from the film. 

Standing upright and observing his son, Gil is dressed in black, with a leather 

jacket and beanie hat. One of the tour locations, Durham, was only twenty miles 

from one of the key locations from the film, and this image seemed to particularly 

resonate with some exhibition audience members there. For example, an 

anecdote from the 11MRTD tour, referenced in Section 5.5 linked to belonging, is 

also useful here to support this point concerning nostalgia. One visitor, who 

happened to be from a community group participating in a workshop at the venue, 

told me about their experience of visiting the set of Billy Elliott (2000) as it was 

being filmed, because it was only a few streets away from their own house. This 

story was eagerly and enthusiastically recalled and the visitor clearly had a 

nostalgic experience. However, not all visitors will have this intensity of nostalgia. 

While the intention of dance interventions that involve the RE process, including 

11MRTD, may be to positively recreate something with the aim of shifting 

perceptions or opinions, the use of RE in the approach could be viewed as either 

challenging or perpetuating audience’s current understanding of the disabled 

dancer experience. In his discussion regarding representations of disabled people 

in the media, Colin Barnes (1992) highlights how the positioning of people with 

disabilities within ‘normal’ scenarios, settings and contexts does not do enough to 

confront or unpick non-disabled people’s understanding of disability, explaining 

how 

[an] emphasis on youth and commerciality represents little more 
than a 'normalisation' of disability which does not really challenge or 
undermine its meaning to non-disabled people. Like all media 
portrayals of disabled people they do not reflect the racial, gender, 
and cultural divisions within the disabled community as a whole -
disabled people do not fit neatly into able-bodied perceptions of 
normality. 

(Barnes 1992: 19) 
Barnes is highlighting the need for representations of disabled people that do 

more to challenge perceptions that are held by non-disabled people, and avoid the 
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easy acceptance of disabled people ‘fitting’ the norm. While Barnes might have 

been writing over two decades ago, his observations are still relevant and perhaps 

discussion around disability interventions needs to look more closely at the 

process of comparison and recalling within spectatorship. This view seems to shift 

the focus away from prefixes that simply present disability artists as a new 

alternative to a normative ‘original’ and instead seeks to find a prefix that can do 

more to dismantle or confront people’s perceptions of disabled dance artists. This 

need to go further in expanding the discussion and dismantling traditional 

representations of disabled dancers. This was a view shared by one of the 

location partner leads who explained that 

..the exhibition didn't explore whether what you see is different 
because of who's dancing as opposed to can disabled people dance. 
No one's going to say that it's like saying well can black people go to 
school? No one's going to turn around and say “well of course they 
can't”. But no one ever asks question, how do black people inform 
and influence education? Cause that's a completely different 
question…this [project] hasn’t gone far enough.23 

A new approach might seek to interrogate the sources of perceptions or the 

influences on perception creation, rather than to simply change or shift a 

perception on a superficial level. 

6.5 DIS-rupting Memories 

While this exploration thus far has been discussing the 11MRTD project in terms 

of the RE process and approach, there needs to be consideration of whether a RE 

approach is the most appropriate or impactful for an intervention hoping to change 

public perceptions of disabled dancers. Discussion has explored how the RE 

prefix can connote referencing the past or acknowledging ‘the original’, which 

could be seen to perpetuate normative ideals. The idea that RE evokes 

comparison could be seen as going backwards, rather than looking ahead with the 

aim to progress change. However, the sense that RE suggests the creation of 

something new might oppose this view and encourage a new way of looking at the 

past that creates something new in its place. To further this discussion, the use of 

DIS as an intervention approach is examined, proposing that it not only allows a 

chance for more radical interrogation of audience perceptions than the RE prefix, 

23 Excerpt from Appendix P, Participant B 
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but it also offers an opportunity to take ownership of the DIS prefix used within a 

disability context. This is, therefore, an approach that is considered for the 

intervention activity discussed in Chapter 9. 

The 11MR photography exhibition presented disabled dance artists recreating (or 

reimagining) dance scenes from popular films that each illustrate a particular 

dance genre and presentation style. By deciding to reimagine something that has 

been arranged previously in a particular way, and by encouraging replication of 

specific features of the dance scenes, there seems to be a lack of originality in 

how the dancers in the images are presented. Many of the dancers who took part 

in the project have different aesthetic preferences and artistic approaches to 

character, costuming and movements than those that were curated for the 

images, with one artist explaining that “I suppose I see myself, um, firmly 

positioned in the contemporary dance sector, and I think what makes me feel 

slightly at odds with the exhibition overall and particularly with my image is I don't 

think my nondisabled counterparts would do [this]. I'm not quite clear on what that 

means to me yet. So I think there's something about integrity that I can't quite put 

my finger on.” (excerpt from Appendix P, Participant A). This raises issues around 

agency and also how the artists’ personal and professional identities were not 

necessarily communicated through the project. 

While the aim of the project was not exclusively to share the performers’ individual 

identity, abilities and professional practice to audiences, it was detailed in the 

funding application for 11MRTD that the project sought to develop new job 

opportunities for professional dance artists. This was stated by PD as the project 

being 

carefully constructed and planned to ensure that we make a 
significant impact to increase the opportunities for Deaf and disabled 
artists nationally and skilling a local workforce to better understand 
diverse audiences in order to create a broader spectrum of practice 
and touring of disability-led work. 

(People Dancing 2015: 19) 
There is an emphasis here on the 11MRTD project seeking to develop future work 

prospects for artists, but also for future performance and touring opportunities. 

The presentation of the dance artists as recreations of particular characters, and 

conforming to particular aesthetics, does little to support the presentation of their 
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own artistic practice to wider audiences for potential job opportunities. The images 

in the 11MR exhibition may be seen as artists striving for a particular non-disabled 

aesthetic that has been presented in the films that have been reimagined, rather 

than presenting their own, unique movement and performance aesthetics. 

An example of this can be recognised in the image recreating Singin’ in the Rain 

(1952). In the image, Mickel Smithen is seen playing Gene Kelly’s character 

Stanley Donen and recreating the iconic lamppost shot made famous during the 

rain scene from the film. Dressed in a grey suit, red tie and wearing a fedora-style 

trilby hat, Smithen is positioned in the street with rain pictured pouring from the 

sky. Standing on his left leg with the right leg extended slightly to the side, 

Smithen leans away from the ornately decorated black and gold lamppost he is 

holding on to with his right hand. Looking along the line of his right arm, Smithen 

smiles broadly with a bright expression, reflecting the jovial atmosphere of the 

scene being reimagined. In Smithen’s left arm is his white cane, revealing a subtle 

indication or physical representation of Smithen’s visual impairment. This image 

stays loyal to the aesthetic and character of the original film, with the suit and hat 

that Smithen wears, but it transmits nothing of Smithen’s varied artistic style or 

practice. Smithen is also a drag artist, who performs as Ebony Rose Dark. This 

aspect of Smithen’s performance and artistic style is not evident in the image from 

the exhibition. 

Given this discussion regarding the impact of RE as a prefix, and as a frame for 

dance and disability interventions, and the potential negative impact, I am 

proposing that a more radical or challenging approach to intervention design is 

needed. Consideration of how interventions can work to challenge perceptions 

rather than to change them could have a greater impact for, or give more agency 

to the disabled dancers who are the intended beneficiaries of a project. This 

alternative approach could utilise the DIS prefix, over the RE, as discussed earlier 

in this section. With DIS connoting separation, this shift in approach to 

interventions might have an alternative impact and provide space to reflect on and 

interrogate perceptions more deeply. Rather than looking to repeat, reaffirm or 

refer to normative ideals, DIS could have the power to avoid comparison and 

affirm the abilities of disabled dance practitioners on their own terms. 
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The term disability itself is prefixed with the DIS prefix, which has caused much 

debate over the past decades. This will now be examined further to illuminate the 

discussion regarding prefixes. The complexity of language within disability 

discourse has been widely discussed (Grue 2015; Albright 2010; Shakespeare 

2013) and there are contrasting views regarding the DIS within Disability. Dance 

scholar Ann Cooper-Albright highlights her uneasiness with the DIS prefix within 

disability, saying 

Although I struggle…with the adjective disabled, I have come to 
appreciate the word disability, which I sometimes write as dis/ability. 
I have coined this new spelling in order to exaggerate the intellectual 
precipice implied by this word. The slash, for me, refuses the comfort 
of a stereotype. 

(2010: 58) 
While this is Albright’s personal view and experience of using the word ‘disabled’, 

it does highlight the potentially negative viewing of the word and, subsequently, 

those people who are labelled as such. With DIS meaning ‘apart’ or ‘reversing’, its 

location next to the word ‘ability’ can connote lacking ability or having alternative 

abilities. 

However, by taking ownership of the word, Cooper-Albright is attempting to 

disassociate the term dis/ability from the normative and non-normative binary by 

disrupting the ease to which it can be (and is) used, causing people to consider its 

meaning. Lennard J. Davis, emphasises how understanding of ‘normal’ is needed 

as a prerequisite for exploring disability, as the binary of normative and non-

normative is inherent in the language of disability (2013). Therefore, while DIS as 

a prefix can be viewed as suggesting separation or reversal in some frames, it 

also appears to have power in its use with some words, such as ‘disrupt’ or 

‘disturb’, connoting a shift or rupture, although power here could be inherent in the 

root word concepts (rupture and turbulence). Compared with the RE prefix, DIS 

seems to have more uses that suggest a greater change, or change at a deeper 

level, and doesn’t refer to an original state, which can be complex when used to 

discuss disability. 

It is proposed that thinking about particular DIS words that connote rupture or 

transformation can help to develop a framework for intervention activities that 

seeks to change perceptions around disability and dance. For example, 
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‘disruption’ or ‘distortion’ as a focus for an intervention could help to lead a shift 

away from normative ideals or ‘originals’. This referral to an original state brings 

about a process of comparison, which is complicated when occurring in 

interventions that involve disabled people. Using a DIS approach to an 

intervention seeks not only to avoid this complex and potentially damaging 

response, but also to encourage viewers to examine and question their own 

reactions. This is an approach that 11MRTD If disabled artists are also involved in 

the design and production of the intervention, through a conscious consultation 

process, more accurate representation of their practice will be communicated, 

which seeks to avoid unrealistic and erroneous expectations of performers being 

shared. 

This approach also connects with the discussion regarding constructivism as a 

paradigm for this research, explored in Section 3.1. Constructivism asserts that 

people construct their own understanding of the world and that this understanding 

is liable to change and adapt through our own mental capacity, through 

experiences, thoughts and ideas. Therefore, a DIS approach to intervention 

design could help trigger these perception changes and shifts through 

questioning, challenge and new perspectives. By adopting a DIS approach to 

intervention design, there might be a greater challenge for the viewers of disability 

and dance activity. The use of the DIS prefix within the word ‘disability’ has 

already been discussed (Section 2.8), where it is often viewed as a negative prefix 

that connotes undoing or reversing. This investigation has explored how the use of 

a prefix can affect the audience viewing the intervention. 

6.6 Conclusion 

This chapter aimed to explore the impact of the RE prefix as a catalyst for change 

within dance and disability interventions. The duality of the prefix highlights the 

possible dual interpretations of a re- term, either being seen as something done 

again (possibly with a difference) or as referring back to an original state and 

highlighting the distance/change/shift between the two entities. By exploring the 

RE prefix within a variety of different disciplinary fields, the multiplicity of its uses 
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within different subject areas highlights a need for clarification regarding how it is 

used within dance. 

While much of the dance literature on the RE prefix discusses live performance, 

exploration of the use of RE within an art form that is so widely viewed as 

ephemeral is of great significance to all forms of dance events, including dance 

interventions. This ephemerality not only highlights the key role that photography 

can play in capturing (and re-capturing) movement so that it can be referenced 

repeatedly, but also brings forth the complexity in RE processes that are used in 

dance, due to the uniqueness of each performance, and where relevant, the 

struggle to attempt an ‘accurate’ representation. 

The relevance of RE within disability discourse can be complex, with the 

(comparative) connotation of RE potentially perpetuating normative ideals through 

its own definition suggesting ‘other’, by referring to an original or going back. 

However, RE can also suggest newness; the creation of something fresh and 

different, which has links to an original state that is no long present, but assigned 

to the past. Therefore, the use of RE within disability interventions could have two 

potential impacts, depending on how the intervention is framed and the audience’s 

responses. Firstly, disabled participants in the intervention might be compared 

with the ‘original’ non-disabled participants, highlighting expectations placed on 

disabled people to achieve or ‘live up to’ the standards set by non-disabled 

people. Secondly, disability interventions might present a new way of viewing 

disability and inclusion through a process of disrupting familiarity and nostalgia. 

Through this chapter I am making an argument regarding the impact language can 

have on an intervention and how it is subsequently received by audiences. 

Language is important, not only for general understanding of what is being 

communicated, but specifically (as detailed in this chapter) when communicating 

messages about inclusion. Exploration of the RE prefix, and consideration of 

possible alternative prefixes such as the DIS prefix, highlights the complexity of 

language that can subtly accentuate differences and can, therefore, influence 

respondents’ perceptions. Careful consideration of language used to frame, 

market and present an intervention involving disabled bodies is vital, not only to 
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ensure that communication is clear, but also to avoid misrepresentation and resist 

contributing to damaging narrative or stereotypes of disability. 

Through this chapter it has been suggested that RE prefixed interventions have 

the potential to perpetuate normative and ableist ideals. Due to this, there seems 

to be merit in searching for alternative approaches to designing interventions that 

seek to challenge viewers and interrogate current perceptions or interrupt the 

creation of new perceptions of what has been viewed or experienced. By exploring 

the DIS prefix, I have investigated alternative terms for framing an intervention, 

which might have greater potential than the RE prefix. This alternative approach 

has the potential to expand and probe people’s perceptions of disabled dancers, 

thus changing the way disabled dance performers are viewed as performers in 

their own right, rather than altered ‘copies’ of performers or characters that have 

gone before. 

The focus of this chapter has been on the framing of interventions and the impact 

of this framing on audience understanding of their content. The next chapter 

delves further into the content of the 11MRTD project specifically and its use of 

photography as the artistic format for transmitting messages about inclusion in 

dance. 
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Chapter 7: Photography, Dance and Disability 

The most common example of the use of photography within the field of 

professional dance practice is likely to be the images used for marketing purposes 

and promotional material for dance works. However, the 11MRTD project touring 

exhibition of dance images recreated dance scenes from popular films placing 

disabled performers in the lead roles. The recreative approach to these images 

was explored in the previous chapter, surveying how the photography exhibition 

was designed and framed. This chapter builds upon this context and analyses the 

images themselves in more detail. The use of photographic images of disabled 

dance artists within a touring exhibition raises questions both regarding the use of 

photography combined with dance as an art form, and also regarding 

spectatorship in relation to the viewing of non-normative bodies. Not only 

photography is significant for this discussion concerning (in)transience and non-

normative bodies, but also considerations of other aspects of ‘image-making’ in 

dance and how bodies are used and represented through symbolism and images. 

This chapter investigates photographic theory and its interaction with movement, 

from the early developments of capturing motion to more recent explorations of 

what can be revealed about dance movement through photography. Focusing on 

photography addresses a particular finding from the evaluation of the 11MRTD 

project, which identified appreciation of photographic techniques and aesthetics as 

significant amongst exhibition visitors (from Figure 7 in Section 5.2). The concept 

of image making, its development through dance and how it is relevant in an 

advocacy discussion regarding disability and dance is also scrutinised. In addition, 

the concept of spectatorship is analysed, considering the interaction of audiences 

with photographic images and, more specifically, images that display performers 

with a disability. These discussions are be supported by examination of a 

selection of images from the 11MRTD collection, describing them as aesthetic 

objects or resources, from my own perspective as an observer and a researcher 

embedded in the research project. 

161. 



  
 

 
 

 

    

         

       

       

        

       

      

 

  
 

         

         

           

     

       

      

        

        

     

 

         

         

           

            

         

      

         

          

         

       
           

         
      

          
        

        

This chapter directly addresses RQ4, which asks how alternative mediums for 

transmitting messages about inclusion in dance, such as photography, might be 

effective. The focus of this chapter is thus on photography, examining the history 

and theory of photography to better understand why photography could be 

considered successful in communicating about disability and dance, as well as 

considering the effect of photography for the photography participants, those 

presenting the images and those receiving them. 

7.1 Photographic Theory 

In Chapter 5 it was proposed that 11MRTD is an intervention that uses 

photographs in an artistic format, as images intended to be interacted with by the 

public. I also posited that the 11MRTD images are a multi-modal approach with 

the intention of influencing and/or transforming the viewer’s perceptions. 

Therefore, exploration of photographic theory and the development of 

photographing motion is necessary to better understand the bases for these 

proposals. The relationship between photography and dance is also investigated, 

with dance experts who have experimented with photography or explored it 

theoretically, also being considered. 

One significant discussion within the field of photography theory concerns how a 

photograph relates to or reflects the reality of the object it is documenting (Wells 

2009). Reality, in this context, is the judgement of something to be truth or rather 

the extent to which an image can be seen as empirical proof of the photographic 

object truly existing as it has been portrayed in the photograph. Traditional 

photographic processes aimed for exact portrayals of the object being 

photographed, almost viewing accuracy of detail as a symbol of success. 

Filmmaker and philosopher Susan Sontag refers to the use of the photograph as a 

source that can both incriminate and justify, stating how 

Photographs furnish evidence. Something we hear about, but doubt, 
seems proven when we're shown a photograph of it. In one version 
of its utility, the camera record incriminates. In another version of its 
utility, the camera record justifies. A photograph passes for 
incontrovertible proof that a given thing happened. The picture may 
distort; but there is always a presumption that something exists, or 
did exist, which is like what's in the picture. 
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(1993: 175) 
Sontag’s view not only highlights the photograph’s potential role as proof but also 

acknowledges the role of perception by the observer, which is explored later as 

part of a discussion regarding spectatorship and photography. 

With the development of digital technologies and the invention of editing software, 

the creative possibilities of the photograph expanded, with the ability to manipulate 

and distort an image beyond recognition. However, it could also be said that the 

advances in photographic and image technology could allow for more accuracy in 

the photographic portrayal of the object, with colour accuracy, high definition and 

editing tools available to enhance the quality of an image. Photography scholar 

Richard Zakia states that these developments have merely ‘accelerated’ the 

amount of doctoring of photographic images, as even in the early years of 

photography photographs could be doctored by “adding, subtracting, multiplying, 

or substituting things” (2013: 468). 

Regarding the realism of photography, Wells discusses Sontag’s concept of 

photography being a moment paused or frozen in time, documented and ‘held’ as 

one particular record of that specific timely occurrence (2009: 28). This is 

significant when investigating movement and motion, contemplating how 

movement can be captured in a single frame or shot. The ephemerality or 

transience of photography, compared to the intransience of individual moments 

that construct an entire live dance performance, makes the documentation of 

single moments of movement significant. This issue of documentation raises 

questions regarding the specificity of the movement moment that is captured in a 

photograph and how this might be viewed by spectators differently to the same 

singular moment within the sequence of a live movement performance. 

Further to this, a photograph serves as a depiction or document of an object, but 

how realistic the resulting photo is in being a replica of its object is subject to the 

perspective one is viewing the photography from. To claim a photo is proof of truth 

is reliant on the extent to which one believes that reality is “external to the 

individual and objectively appraisable” (Wells 2009: 32). However, literary theorist 

Clive Scott states that, by recognising similarity in an image, we, as observers, are 
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avoiding the need for objective analysis of the image, allowing the photograph to 

provide the details of likeness of the object for us (1999: 236). Perhaps the extent 

to which an observer feels the need to search for reality in a photograph is 

dependent on the intended purpose of the photograph as an object, or on the 

intentionality of the photographer who orchestrates and approves the image. For 

example, if a photo of a family is taken to document a significant occasion and 

then displayed in the home, it is perhaps unlikely that the viewer will insist on 

objective evidence to prove that the image is depicting truth. 

Literature on the history of photography recognises Étienne-Jules Marey and 

Eadweard Muybridge as leading pioneers of motion capture photography. As 

chronophotographers Marey and Muybridge aimed to capture the concept of 

movement through photography by taking multiple single images of a moving 

subject and then combining them together, sometimes in one single image 

(Davidhazy 2013). Marey utilised photography as a tool for investigating 

locomotion for scientific purposes, rather than intending to develop new 

photography techniques or to document a particular moment in time (Ang 2014). 

Similarly, Muybridge used photography as proof of movement in demonstrating 

that all four of a horse’s hooves can be in the air at the same time (Wells 2009: 

192). Therefore, the emergence of still photography that captured movement was 

more concerned with scientific discoveries and proof than with artistic exploration. 

Scott supports this suggestion by highlighting how Muybridge and Marey’s 

exploration of photography “is not a model for photographic narrative, since its 

intention moves in a direction contrary to that of narrative” (1999: 216). The focus 

for these chronophotographers was on exploring or proving hypotheses regarding 

certain phenomena, e.g. by breaking down the process of image capture, 

demonstrating that, when a horse gallops, all four hooves are off the ground at the 

same time. And yet these advances in motion capture have been compared to 

and associated with the development of early cinema techniques. 

Later developments in photography that focused on capturing motion, although 

still focused on the pursuit of scientific proof, explored the in-between moments 

within movement. The Bragaglia brothers used long exposure times, rather than 

multiple short exposure single images, to provide images that “maintained the 
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sense of a whole movement, but at the expense of any detailed perception of it” 

(Scott 1999: 218). However, it should be acknowledged that these studies in early 

motion capture photography, by Marey, Muybridge and Bragaglia, are rooted in 

photographic theory and do not explore other early examples of movement-based 

image making, such as Loïe Fuller’s impact on early cinematography, which is 

explored later on in this chapter. 

The photographs created by Muybridge and the Bragaglia brothers uncover 

something of what it means to grasp motion, to capture a subject that, in the 

moment it was captured, was moving. In doing so, the animated subject becomes 

inanimate through the preservation of it through a singular photographic image, 

highlighting the intransience of photography that strives to portray motion through 

images. The dichotomy between the transient nature of movement, the subject 

changing from moment to moment with shifts of weight, energy and the body in 

space and time, and the still documentation of this movement through a 

photographic image is evident, as museum director and photography scholar 

William Ewing here describes 

Dance is the movement of bodies through space and time. Dance is 
fluidity and continuity. Dance connects, dance unfolds. Dance 
envelops us; it enters through the eye and ear. Photography 
imprisons in two dimensions. Photography flattens and shrinks. 
Photography tells the ear nothing. It fragments time and fractures 
space. Yet movement is the goal .... Elizabeth McCausland voiced 
the paradox when she called for ‘an image which thought it cannot 
move and never can hope to move yet will seem about to move. 

(1987: 27-28) 
This not only emphasises the complications of trying to confine a moving entity 

within a still image, but also recognises the potential of the unseen moments 

through the recording of movement in a photograph. The creative capacity held 

when a photo ‘seem[s] about to move’ opens up the possibilities of a single image 

when encountered by the imagination of the viewing audience, when the image 

can be interpreted, analysed, adopted, manipulated, embodied or translated. 

However, it is not proposed here that these six processes are completed by each 

viewer of an image, but rather that these are ways in which an image can be 

perceived and the impact of an image can be assessed. 
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Similarly, in his article exploring the documentation of dance through photography, 

Reason (2004) suggests that dance is revealed or represented through 

photography, demonstrating visually and permanently what has been. These 

concepts of ‘representation’ and ‘revelation’ in dance photography could be seen to 

rely on the photographer’s choice in how they communicate the dance being 

recorded. Reason proposes, 

[there are] two divergent possibilities as open to the dance 
photographer in the attempt to communicate movement in the still 
image. One option is to celebrate the ability to freeze time and 
capture a piece of the world in a photographic instant. This approach 
follows the cultural instinct to accept the photographic image as 
representative of that-has- been to proclaim “There!” The other 
possibility is a more interventionist technique, seeking to manipulate 
the photographic image with conscious elaboration and choice made 
both before and after the shutter opens. 

(2004: 52) 
Photography can capture detail of a single moment that could be missed through 

a live performance. Photography that strives to reveal a single moment from a 

dance performance, preserving that particular instant in time, places value on the 

documentation and accuracy of portrayal of a specific moment, serving to provide 

proof or evidence of that particular moment. In contrast, the representational 

approach to dance photography seeks to capture the ‘essence’ of movement 

through body position, blurriness, or the frozen flow of material, for example. This 

functions to incite imaginative conclusions from the viewer as to how this moment 

came about, suggesting movement in and out of the still frame. From this, we can 

recognise, through dance, the photograph’s role both as a document of something 

that existed, and as a source that alludes to more. 

Continuing this discussion regarding the ephemerality and documentation of 

dance, questions can arise concerning what is missing or not captured through 

photography of a dance. All that is available to the viewer of a particular photo is 

what is evidenced in the image, which is then supplemented by the viewer’s 

interpretation of the moment shown. A singular image from a dance performance 

may negate the cultural, social, locational or historical context if it is not made 

clear from the evidence provided from the image itself, although it may be inferred 

and carry forward the historical or relational aspects of the image in a less 

‘evident’ way. Connotations and interpretations made by the viewer may take the 
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image out of its original, true context, the one within which it was photographed, 

and transport it into a context that could be far from that of the original, which is 

not necessarily an issue. Max Kozloff suggests that a photograph “’traces’ reality”, 

acting as a “witness” to the actual moment that is documented by the image and 

therefore serves to prove “that we have not been hallucinating all our lives” (cited 

in Wells 2009: 35). Connotations of ‘hallucinating’ (or not) reveal the belief held by 

some photography theorists that photographic viewers’ interpretations of moments 

in time are supported by the evidential proof of a photograph. By this I am 

highlighting that photographs serve as evidence that help to construct people’s 

understanding of a specific moment in time and space. The memory of an event or 

moment can be influenced by the traces that are documented through evidence 

such as photographs. 

When exploring photography as a means by which something is being 

communicated, such as the aim of promoting disability and dance practice in the 

11MRTD project, one must consider all contributors involved in this interaction. 

Media scientist Knut Hickethier, when discussing movement in mainstream and 

popular films, highlights the three “actors or authorities” (2011: 151) involved in the 

creation and appreciation of photographic images: the subject(s), the camera and 

the spectator(s). This observation could be applied and explored in the context of 

photography and still imagery rather than filmed dance work. When considering 

each of these elements individually, Hickethier states that “different scopes of 

action” (2011: 151) are identified for each authority’s specific role in the 

transaction of creating, the viewing and appreciating the dance film, or 

photograph. 

What is significant here in terms of photography theory is the role of the camera in 

how the subjects are revealed to the viewer. The camera can be put in a position 

of power, suggesting the possibility of more movement and greater range of action 

than is achievable by the subject of the photograph. The camera can also be used 

to capture positions and viewpoints that would not be possible for humans to 

achieve, due to the flexibility and size of a camera (and with the invention of 

drones, the transportability of a camera). The technological capabilities in terms of 

editing, manipulation and publication are great. However, the camera is controlled 

167. 

http:theevidentialproofofaphotograph.By


  
 

 
 

 

        

        

          

          

          

       

         

          

         

           

 
  

 

          

         

        

            

         

         

         

  

 

         

        

          

          

          

        

        

          

            

        

        

        

by a photographer or directed by a curator. Therefore, there could be questions 

raised concerning the power of a photographer or curator in a staged photography 

shoot such as in the 11MRTD project. How does the photographer frame the 

subjects? How are the aims for the project translated through the process and 

product? Where does the power lie in terms of what is being communicated? How 

were the photographs edited after the photography shoot, and who approves 

changes/edits? These questions are addressed both in the subsequent sections of 

this chapter and in Chapter 8. These are significant questions not just for a project 

that has disabled dance practitioners as the subjects of the photographs, but also 

in terms of evaluating the role of the camera in dance photography shoots. 

7.2 Dance and Image-Making 

While much of the discussion thus far has been concerned with the scientific and 

technical impact of photography, focused on the photographic medium itself, the 

images created and revealed through the medium also require analysis. 

Therefore, I seek to explore the concept of image making and dance, drawing 

upon readings in dance and photography. Firstly, I explore definitions of what 

image-making is within dance and performance, before continuing on to discuss 

its relevance to photography and then the implications of image making when 

disability is evident. 

The reason for the inclusion of this section is that it acts as a bridge between the 

photographic theory that has been explored through the previous section and the 

exploration of the relationship between photography and dance in the subsequent 

sections of this chapter. This section also responds to RQ1, considering how a 

dance project focus on dance, disability and photography might develop out of and 

reflect back the dance and disability discourse more generally. By considering 

how the 11MRTD project, and its emphasis on photography, links to wider 

considerations in the development of dance and visual arts, judgements can be 

made about how an intervention project might echo something of the discourse 

outlined here. Focus here is largely on Loïe Fuller (1862-1928) as she was one of 

the earliest dance performers who engaged with photography and film. This 

chapter is seeking to draw connections between dance as an ephemeral art form 
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and photography as an intransient art form. Fuller’s work not only explored film 

and photography as documentation strategies, but Fuller was also often labelled 

as ‘different’ and ‘unique’ due to her aesthetic and artistic choices. 

Exploring the notion of the image, Italian philosopher Giorgio Agamben (2007) 

locates the origins of the term in the Latin word ‘species’, detailing how the term 

relates to appearance, spectacle, transparency, looking and seeing. French 

literary theorist Roland Barthes (1964) argues that the word image is rooted in the 

term ‘imitari’, meaning imitation. These connotative words help build a profile of 

the term ‘image’ that emphasises being seen or viewed and being seen clearly. 

Agamben recognises that an image is “generated at every moment according to 

the movement or the presence of the one who contemplates it” (2007: 56), 

locating the source and influence of an image deep within the image creator. This 

connects to Barthes’ concept of the image settling in the mind of the viewer and 

forming an imitation. Therefore, the concept of image making in dance, using 

Agamben’s dissection of the term as a basis, relates to the performative nature of 

dance in displaying the body to be seen by an audience. Through this bodily 

movement, the choreographer or performer is about to create images that are 

viewed and, although inherently embedded in the choreographer/performer’s 

intentions, are available for subsequent interpretation by the audience. 

When investigating image making and dance, Loïe Fuller is a significant early 

practitioner who is widely recognised within both dance and visual arts as being 

highly influential in the development of image making, symbolism through 

movement and the birth of early cinema advances (Sommer 1981; Gunning 2003; 

Sperling 2006; Cooper Albright 2007; Parfitt 2014; Doran 2015). Other dance 

practitioners throughout history could be considered as using image making 

prominently in their practice. For example, Ruth St. Denis (1879-1968), Martha 

Graham (1894-1991) and Isadora Duncan (1877-1927) and their use of religious 

symbolism through their works (Roseman 2004) or how Trisha Brown plays with 

the notion of appearance in her choreographic practice (Durkee 2008). However, 

for the purpose of this chapter, with its focus on dance and visual media, I centre 

my exploration of image making and dance on the work of Loïe Fuller. 
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After leaving her native America to move to Paris, Fuller rose to fame as a dance 

performer at the Folies Bergère during the late 19th century. Using influences from 

her time as a dancer in New York, Fuller explored new ways of incorporating 

technology in her choreography, exploring her relationship as performer with the 

audience and disrupted gender stereotypes prevalent in performance at the time 

(Parfitt 2014). Fuller’s use of bodily extensions in the form of technological 

apparatus, probably most memorably in her work The Serpentine (1891), is 

significant in how this created images unlike anything audiences were likely to 

view at this time. In this performance, Fuller appeared with rods in her hands that 

held long swathes of white material, which were described by modern literature 

and culture researcher Emma Doran as ‘prostheses’ (2015: 4). This suggestion of 

addition or extension has connotations of ‘otherness’ through bodily difference and 

also links to dance researcher Clare Parfitt’s suggestion that Fuller’s success was 

due to her difference and contrast at that particular time (2014: 108). 

One comment on the dimension of photography is the distance imposed or 

created between the photographed object and the viewing audience. A significant 

feature of Loïe Fuller’s working practice was her choice to position her audiences 

in a way that presented her work in a particular way within the performance space. 

For example, Fuller once placed a one-way mirror in front of the audience so that 

she could be seen but she could not see her audience. Parfitt describes this 

experience for the audiences, stating how “Spectators gained voyeuristic access 

to the separate world of the performer, rather than being directly seduced by her” 

(2014: 110). Links could be made here to how photographs are framed in a way 

that allows access to and viewing of the subjects, but through a voyeuristic gaze, 

restricted by the impenetrable intransience of an image that has been frozen in a 

particular space and time. 

In her 2014 writing, Parfitt discusses Fuller’s position as an influencer of the 

‘cinema of attractions’. This mode of cinema is described by Gunning as “directly 

solicit[ing] spectator attention, inciting visual curiosity, and supplying pleasure 

through an exciting spectacle” (1990: 58). Not only is Fuller linked to the early 

development of cinema (of attractions) due to fascination with her staging, 

positioning and use of technology, but also because of the way that her movement 
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imagery had the potential to be captured frame by frame and then given motion. 

Similar to Gunning’s description of the cinema of attractions are the so-called 

‘freak-shows’ of the late 1800s, in which people with disabilities would be 

‘employed’ to perform. Durbach describes these “displays of freakery [as being] 

critical sites for popular and professional debates about the meanings attached to 

bodily difference” (2009: 1). 

7.3 Disability, Dance and Visual Media 

While dance performances featuring a disabled performer on film or for camera 

have been examined in recent research (Hermans 2016; Whatley 2010), dance 

seen in still photography that features a disabled performer has not been as 

widely explored. While aspects of the literature focusing on dance on film can be 

applied to still photography, the ephemerality of movement means that still 

photography has a different role to play in the recording of movement compared to 

filmed dance. Through an exploration of the theory of still dance photography as 

opposed to the theory of dance film, the significance of using still photography to 

advocate for dance and disability performers is investigated. 

As Hermans here recognises, dance is traditionally communicated non-verbally 

(although not exclusively) and is focused on the kinaesthetic interaction of the 

body/bodies in space. 

[The dance] experience is a first- person experience, that is, we live 
the movement and as we live it, 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. 

(2016: 162) 
This could be viewed as being similar to the notion of photographic or visual 

communication, as interaction with spectators involves kinaesthetic understanding 

and engagement. However, inscriptions and other supporting documents often 

accompany photographs or visual art works, which may not be primarily visual. 

Just as a programme note might accompany a dance performance, a photograph 

is usually supplemented by a caption. 
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The particular artistic focus of this photography project is concerning re-creation or 

“reimagining” (People Dancing 2020a), linked back to the discussion of the RE 

prefix from the previous chapter. Famous dance scenes from popular films have 

been reimagined to include disabled performers, where they were absent in the 

originals. This re-creation brings forth notions of comparison and disruption. By 

basing this exhibition on popular films, and choosing to re-create them in style, 

costuming and set, it could be argued that viewers are being encouraged to draw 

comparisons between the original and the reimagined version before them. 

Therefore, it could be argued that through this comparison, the binary between 

normative and non-normative is being perpetuated. Simply through the process of 

recalling the original in one’s mind and placing it next to these newly recreated 

images, it may be that one is engaging in a close comparison of the two. In 

addition, encouraging comparisons between the dance scenes from films 

demonstrates an expectation of the audiences that they would have the shared 

historical and cultural knowledge of the film scenes that have been recreated. One 

artist who was a participant of the photography exhibition highlights this assumed 

‘shared cultural knowledge’, but explains that “in that going back and dressing up, 

I'm reclaiming a dance history that isn't mine”, which is serious concern (excerpt 

from Appendix P, Participant A). While the images are accompanied by captions 

detailing the film that has been recreated, there might be questions raised 

regarding who may be excluded from comprehensive understanding of and 

interaction with the images, plus the significance of the recreated approach (and 

subsequently the comparison) if they do not have sound knowledge of the original 

films that have been reimagined. 

In the photographs themselves, there are examples of this binary between 

disabled and non-disabled being displayed. For example, in The Red Shoes 

(1948), Welly O’Brien, as the protagonist Vicky Page, stands on her left leg, torso 

leant forward and arms outstretched towards a single red satin ballet shoe, 

hanging from a tree branch, which matches the ballet shoe she wears on her left 

foot. The romantic-style tutu skirt that O’Brien wears is gathered on the right side, 

revealing her residual limb, sometimes referred to as a ‘stump’. O’Brien is 

restrained by a series of ropes that are gathered around her torso, the ends of 

which are held by performer Chloe Corbett who is standing approximately a metre 
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behind O’Brien, dressed in contrasting black, in a relévé24 position en pointe25, 

wearing pink pointe ballet shoes, looking towards O’Brien and the red shoe. 

Corbett, from the information supplied to a viewer in this single two-dimensional 

image, does not appear to be physically disabled. However, the decision to place 

Corbett en pointe, whilst O’Brien is not, could be viewed as emphasising 

difference within this context. Viewers may question why O’Brien is not en pointe; 

perhaps concluding that she is unable to perform en pointe. It is worth highlighting 

here that performing en pointe is viewed by many as a very specific skill, one that 

many non-disabled dancers do not or cannot perform. Therefore, positioning the 

two performers within the frame of the same image could be interpreted as 

demonstrating difference and comparison between normative and non-normative 

body types within the genre of classical ballet. Similarly, it could be seen to be 

perpetuating the traditionally favoured archetypal body for dance, reflecting 

‘Apollo’s Frame’, the iconised body shape and structure of Greek and Roman god 

Apollo historically favoured for classical dance forms (Smith 2005). By having the 

non-disabled dancer wearing the traditional ballet shoes and participate in the 

traditional pointe work (also rising her physically above O’Brien in terms of height), 

this bodily form is seemingly favoured. This leads me to acknowledge how the 

dance artists were not consulted during the creative process about their 

understanding of the film or how it could be translated to an image, thus 

suggesting greater conscious dialogue about representation and presentation was 

needed. 

It could be claimed that this re-creation focus is attempting to disrupt how an 

audience recalls or remembers the original scene, rather than encouraging a 

comparison. There has been some scientific investigation, such as the 

experiments of Walker et al (2003) or Chan and LaPaglia (2013), into the 

possibility of interrupting and interfering with memory. While Walker et al focus on 

disrupting recent memories (creating memory moments and then trying to alter the 

memory 24 hours later), Chan and LaPaglia investigate the possibilities of 

recalling memories and disrupting consolidated memories, which is more 

24 A French ballet term to describe rising up on to the toes (or the ball of the foot). 
25 Another ballet term, which means performing on what appears to be the tip of the toes, usually performed in 
pointe ballet shoes. 
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significant for the 11MRTD project. If “recalling or ‘reactivating’ a previously 

consolidated memory renders it once again fragile and susceptible to interference” 

(Walker et al 2003: 617) then could this allow space for the 11MRTD photographic 

images to interrupt or disrupt viewer’s memories of the original dance scenes from 

the chosen films? It may be that viewing the photographic images from 11MRTD 

allows the viewers’ minds to associate the project images with the original film and 

when these films are viewed or mentioned within popular culture the 11MRTD 

images may be recalled. 

Whatley explores how, in screen dance, disabled performers “contribute to visual 

literacy” (2010: 42) and can disrupt the viewing by spectators so as to confront the 

traditional ideals of non-disabled dance performers. There is a sense here that the 

disabled performers hold a position of power in the possible disruption and 

challenging of the assumptions made by viewers regarding performance and 

traditional performance preferences. This is something that Ann Cooper Albright 

identifies as an important position for disabled performers to be in and encourages 

dance companies to resist entrenching classical dance values as this only serves 

to perpetuate ableist principles of performative ideals (1997: 70). 

The 11MRTD project could be viewed as providing an opportunity to disrupt 

people’s perceptions about popular films and what they might have considered to 

be character roles only available to non-disabled performers. For example, in The 

Wizard of Oz (1939) image, Laura Jones is located in a darkened woodland area, 

with golden brick shapes sporadically laid out on the ground, suggesting the 

yellow brick road that Dorothy travels to reach Oz. Facing in the direction of the 

path, Jones is sitting in her wheelchair, dressed in a white shirt, the traditional light 

blue checked pinafore dress and sparkling red shoes Dorothy is associated with. 

With her torso leant forward, back straight and head up, Jones reaches her left 

arm forward over her knee, holding on tightly on to the rope that represents her 

dog Toto’s lead. Toto in this image is symbolised by a wooden dog toy on wheels, 

reflecting the locomotive facility of his owner in this context. There are clear 

references made to the original film, through narrative, costuming and set. 

However, attention has been paid to how the main characters are presented and 

how disabled performers might as feasibly play them. 
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While it might be claimed that still photography cannot fully characterise a moving 

art form, Reason argues that, depending on the techniques used to create the 

photo, still images have the power to reveal what has passed or to represent 

something of the movement moment it is showing (2003: 43). Looking at the 

history of dance photography, Reason draws upon Roland Barthes who, in 1980, 

described how a photograph’s influence is in how it shows what has been, 

It is often said that it was the painters who invented Photography…I 
say: no, it was the chemists. For the noeme “That-has-been” was 
possible only on the day when a scientific circumstance…made it 
possible to recover and print directly the luminous rays emitted by a 
variously lighted object. 

(80) 
Relating to Sontag’s (1973) discussion of photography as proof of a particular time 

or existence of a specific moment, in highlighting the fact that photography was 

only possible through science, Barthes alludes to photography’s role in 

documenting what has gone before, as proof of existence. 

The re-creative nature of the 11MRTD exhibition, may be suggesting that 

photography has another role in that it can re-create or re-present what could 

have been. By re-placing the actors from the original movie shots with disabled 

performers, the 11MRTD photographs are not attempting to prove or document 

that these moments truly happened. Here a distinction is made between 

documentary photography that seeks to record reality and photography of fiction 

(here being fictional film scenes). The 11MRTD exhibition, being rooted in 

photography of fiction, is an attempt to persuade the audience of the possibilities 

for the future, by reflecting on and reimagining what has gone before and altering 

it, thus presenting what could have been or what could be. Again, this approach to 

disruption places the emphasis on the product of the photograph and how this 

compares to the still images circulated for the marketing and promotion of the 

original films or particularly famous moments from the films that have been 

continually shared as a still image since the film’s original creation, for example, 

the famous lift in Dirty Dancing (1987) where Patrick Swayze holds Jennifer Grey 

above his head. 
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One aspect of this photography exhibition that places it outside of Reason’s 

discussion of dance photography is the theatrical, staged element. These 

photographs were designed and created with the aim to capture a single shot that 

represented a reimagining of the original film. While all of those who took part in 

the photography shoot are working performers (or training performers from local 

colleges), they did not learn a set routine from each movie to be performed and 

shots to be taken of and from the dance routine. Many of the photographs were 

created without continuous movement being performed and with singular still 

positions being created by the performers for the shot. This fabrication or faux 

reality was acknowledged by one of the dance artists from the images who stated 

how “I feel like I’m pretending, I feel that I’m …there’s an awkwardness that for me 

is really apparent in that image. I think I look awkward…I don’t really have an 

affinity with that style of movement.” (excerpt from Appendix P, Participant A). This 

suggests that the curated nature of the shoot, and the recreation of styles that are 

not familiar with the performers, adds to the fictitious nature of the films, and also 

the images. 

Movement in the images is suggested, not only through the association with the 

original dance scene itself, but also through the positioning of the performers. This 

could raise issues about replication and movement realism concerning the 

complications of imitating dance performance, where movement rehearsal was not 

part of the process. However, Reason presents a positive view, explaining how 

this provides an opportunity to sculpt a photograph that would otherwise be reliant 

on the objective control of the camera 

Shot selection and the posing of photographs in conscious 
artfulness, and the importance of such elements of manipulation are 
often underplayed in attempts to stress the importance of the 
revelatory status of the photograph 

(2004: 51) 
These “fabricated” (Reason 2004: 53) images can either be orchestrated to reveal 

more about the moment being photographed or may be deemed ‘faux’, going 

against the role of photography as proof or witness to true moments. 

A particularly significant feature of the exhibition, and of photography itself, is its 

transportability. A photograph of a disabled or non-disabled performer is able to 
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travel the world, both physically and virtually through various web-based 

platforms. The manoeuvrability of this method of presenting performance or 

artistry can increase the reach and scale of impact, which is especially significant 

for a project such as 11MRTD that had a particular focus on audience 

transformation and perception change. One photography exhibition participant 

references the transportability of photography, explaining how “I always hear 

about [the exhibition] actually. [People say] “Oh, I saw you! I was here..” and I was 

like, oh, that’s a long way away... I love that about photography. I mean, I do 

photography as well and myself and I just love how photography can travel so far, 

like, for miles… and at a speed as well. It's, you know, quicker than you can 

physically be somewhere yourself. Uh, that, that's really, that's really powerful. 

That's what I love about photography.” (excerpt from Appendix P, Participant C). 

This emphasises the impact of photography not just for the viewers, but also for 

the subjects of the images. 

This transportability and manoeuvrability of photography can have both negative 

and positive connotations; the reach may be wide, but what is the message being 

transmitted? Additionally, the flexibility of being able to circulate in this way is 

significant for disabled performers who might have access needs that could 

prevent them from being able to travel as regularly or as far as an electronic 

format is able to. While this should not be a format that is automatically selected 

because it might be deemed simpler or ‘easier’ to produce due to its electronic 

transportability, there is still considerable effort involved in the movement, delivery 

and logistics of setting up an exhibition that is not required with digital 

transmission of the photographs. Perhaps, therefore, creating digital, interactive 

galleries would be a good option. Peres describes the internet as possibly 

“discard[ing] spectatorship for a more intimate participation and collaboration with 

the image maker in the shaping and defining of aesthetic, informational, and 

cultural meaning of photography” (2013: 1). However, it should also be considered 

who might be excluded from accessing the exhibition if this were the only option 

available. 
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7.4 Conclusion 

In conclusion, this chapter has sought to explore the early developments of 

photography that captured motion and movement, as well as key debates in 

photographic theory that support or interrogate aspects of findings from analysis of 

the 11MRTD project. By considering how photography developed, especially 

looking at the use of photography to document movement, this chapter has 

examined how photography and dance interact. Through a discussion regarding 

dance and photography and their relationship to one another, I have recognised 

some of the justifications for the combination of these art forms for the 11MRTD 

project. By linking these ideas to the comments from audiences visiting the 11MR 

exhibition, the impact of interventions that use photography to explore the 

intersection between dance and disability has been uncovered. Connections have 

been made between the discussion of the RE prefix from the previous chapter and 

how this is realised and communicated through photography. 

As indicated in the introduction to this chapter, this exploration of photography 

sought to address RQ4, interrogating how alternative creative mediums could be 

used to effectively transmit messages about dance and disability to its viewers. 

Examining the role of spectators in the transaction of viewing photography 

demonstrated the potential for effective perception shifts due to the 

transportability, time and level of engagement afforded by photography as a 

creative medium. 

Through this exploration of photography, I am arguing that photography has a 

unique impact for dance and specifically in its use for interventions that explore 

dance and disability. The intransience of photography allows greater potential for 

perception modification to occur, with the stillness of photography presenting an 

opportunity to more deeply scrutinise our own understanding of dance and the 

disabled body. However, I acknowledge and argue for caution when using 

photography as it should not be a replacement for dance, but rather a catalyst for 

deepening understanding, triggering discussions and increasing representation in 

dance. 
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Previous chapters established the context for, as well as history and design of the 

11MRTD project. From the findings presented in Chapter 5, this chapter has 

explored the power and complexity of using photography as a creative medium for 

intervention activity. In this chapter I have probed how photography presents 

dancing bodies, including also disabled dancing bodies, considering how the 

intransience of photography offers time to observe and can transcend 

geographical or physical barriers to viewing. Building upon the exploration of the 

prefixes from the previous chapter, here I have proposed that the 11MR 

photography exhibition had the potential to disrupt people’s perceptions of 

disabled performers, but the influence of the photographer or camera, the staging 

of the images and the presentation of the exhibition, could undermine its impact. 

Features of photography, such as its intransience and its transportability, have 

been recognised as valuable when designing interventions that aim to interact with 

a range of public audiences. However, the intransience of photography has also 

been identified as having particular implications for an intervention that explores 

disability, compared with the transience of dance, because of conflicting properties 

of both media. The time presented to viewers of photographs of disabled bodies to 

observe, appraise and judge the image before them is not offered through a live 

dance performance. In the next chapter this discussion is furthered through a 

focus on how a viewer interacts with photographs. This discussion illuminates 

ways in which photography can be utilised within future dance and disability 

interventions in order to transmit ideas about disability in performance. 
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Chapter 8: Ways of Viewing 

One of the great complexities of analysing the 11MRTD project is its multi-layered 

nature. This project intersects the fields of dance, disability and photography, 

fields that are not often explored together. Therefore, when considering the 

photographic exhibition and its impact or significance, there has to be 

contemplation of how these images are being viewed. This means consideration 

of the different lenses through which they may be viewed (disability studies, 

aesthetic consideration, different populations and geographic populations), as well 

as how these images are displayed, designed, framed and positioned. This 

chapter includes the analysis of the photography exhibition visitor feedback 

collected from the 11MRTD project (available in Appendix F), to discover more 

about audience perceptions about the content of the images, viewer 

interpretations and the presence (or portrayal) of disability. I consider, more 

deeply, what affects visual engagement with dance images of disabled artists and 

how people ‘do’ this viewing. 

This chapter explores the ways of viewing images that specifically contain 

disabled dance artists, thus addressing RQ2 and specifically SRQ2.2, which asks 

how the viewing of disabled dancing bodies can influence constructed perceptions 

and what factors can affect this process. This includes examination of the concept 

of spectatorship, identifying visitors to the photography exhibition as spectators, 

interrogating ideas of spectatorship when viewing disabled bodies and when 

engaging with a still image of a moving art form. Additionally, by investigating the 

‘gaze’ or ‘stare’ that is prevalent in disabled people’s lived experience and is 

theorised in disability studies, I attempt to establish the different ways in which 

controlling, instigating or inviting stares within the context of a disability and dance 

project might be a significant interventional approach. As this research is focused 

on the 11MRTD project, and the photography exhibition was part of this, I examine 

the three agents involved in the viewing of disabled dance artists through 

photographic images: the object/subject, the camera, and the viewer, exploring 

how these three agents interact and relate to one another. Since dance is the 

focus of this photography exhibition, I scope ideas concerning the particular ways 
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of viewing dance or movement, and then consider the significance when this is 

then stilled or held behind the frame of a photographic image, including embodied 

spectatorship and kinaesthetic empathy. Finally, I consider the framing of 

photographic images and how this may influence how people view images and the 

bodies within them. 

It is my intention to explore the question, how might these ways of viewing 

instigate or influence audiences’ responses to images? And how might these 

responses translate to new understanding of disabled bodies in dance? From this 

position and with these intentions, I recognise that French philosopher Merleau-

Ponty’s (1964) theory of perception is significant to this discussion. Merleau-Ponty 

suggests that our perception of others is constructed through our understanding of 

our own bodies, explaining how we, 

can perceive, across the visual image of the other, that the other is 
an organism, that that organism is inhibited by a “psyche”, because 
the visual image of the other is interpreted by the notion I myself 
have of my own body and thus appears as the visible envelopment 
of another “corporeal schema”. 

(1964: 118) 
While I am not suggesting that non-disabled viewers of the images have a 

corporeal, embodied understanding of the disabled body, I am claiming that their 

viewing develops from their understanding of the body - most likely, their own 

body. The visitors to the 11MRTD exhibition, or those viewing bodies in any 

image, develop their understanding of the body before them in relation to their 

own. I take into consideration this view not only to highlight the inherent and 

(perhaps) unconscious ableist viewing of the images, when the viewer is non-

disabled, but also to better interrogate how photographs can be used to change, 

or at least challenge, perceptions of disabled people who dance. 

Through the exploration of viewer experience in this chapter, I have become 

conscious of my own position as a viewer as well as a researcher. Therefore, it 

seems important to briefly analyse my own experience of viewing the 11MRTD 

photography images. However, initially I must acknowledge my own potential bias 

as I am an insider to the project itself, with clear knowledge of its aims, 

understanding of how the images were created, and why. As with many visitors to 

the exhibition, there are particular images that I am more drawn to than others. I 
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suspect that this is due to my relationship to the films that they are seeking to 

recreate. Strictly Ballroom (1992) and Billy Elliott (2000) are significant to me when 

I consider the story and backstory of the images. Trying to isolate just my 

experience of viewing the images, I am aware that I found lighting reflections in 

some gallery spaces distracting, disrupting my viewing of the images as I had to 

shift my body to see different parts of the image. This very brief example of a 

reflection, acknowledging my position as a viewer of dance and disability images, 

serves to demonstrate that spectator experience is multi-layered and varied. It 

differs from viewer to viewer. 

8.1 Spectatorship 

It has been suggested that dance is an art form that is understood visually; dance 

scholar Debbie Mausner (2016) supposes that dance is premised on visuality. 

While there are issues here regarding the exemption of people with visual 

impairments and a lack of regard for the tactile nature of dance, it does emphasise 

how the performance of dance involves viewers who employ visual processes to 

observe movement. This focus on visualisation is also true with regards to 

photography as a medium that is to be viewed (although the 11MRTD did have a 

braille booklet of the images on display, embossed outlines of the main features in 

the photographs). Being a photography exhibition, the 11MRTD project provided 

visitors with an invitation to engage in ‘spectatorship’; to linger and absorb the 

images at their own leisure, giving no time limit as to how long that image should 

be observed for, something not offered to audiences viewing a live performance. 

Through the process of observing the photography on display, one is engaging in 

spectatorship. 

The notion of spectatorship is a widely discussed concept in both the field of 

performing arts and visual arts theory. From a position of spectatorship, an 

audience employs viewing techniques and will subsequently make judgements, 

perhaps deciding upon narratives, story making and theorising. Tobin Siebers, 

Disability Studies researcher, describes how 

to theorize [an] image…is to participate in a form of discrimination, to 
understand that the attention of beholders depends on images of 
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difference…[there is not only a] science of photography but a 
science of the image because every image commands one to see 
and discriminate a body. I like it. I do not like it. 

(2010: 127) 
While the term ‘discriminate’ might suggest immediate criticism or negativity, what 

is stressed by Siebers is the expectation of judgement through viewing. It also 

references the subjective nature of photography as an artistic medium. Roland 

Barthes stated that “photography is a science of desirable and detestable bodies” 

(1980: 18), thus highlighting further how spectators appraise images and the 

objects within the frame. 

Similarly, Reason (2004) highlights how a still image of movement is the 

representational object documenting a moment in time. In many cases, dance 

photographers strive to take photographs that dynamically demonstrate and 

record the physical achievements of the dancer being photographed. This 

connects with the discussion from the previous chapter about how images can be 

staged to achieve a particular aesthetic or narrative vision. The photograph as an 

object triggers responses not only while the viewer is actually looking at the 

photograph but also after the viewer has finished looking at the photograph itself, 

because the image will be embedded in the viewer’s mind and the viewer will 

continue to have responses to the image as they remember it (2004: 43). This is 

also discussed in Section 7.1, where I state how Reason’s concept of a 

representational approach to dance photography emphasises the essence of a 

moment being captured through photography as exact moments of movement 

cannot always be revealed. Rather, the suggestions offered through an image of 

dance movement, through shape, positioning, focus, lighting etc. represent 

something of the moment that was captured and is then recreated in the mind of 

the viewer. The dance photographer Lois Greenfield intends that spectators look 

at her images to see “the impossibility of stability, and [to] ask what came a 

second before and what follows a second after” (in Reason 2004: 53). This 

suggests that there could be a transformational shift between what is seen from 

the image and what a viewer interprets of the image in their own mind, with 

Greenfield intending that the viewer will imagine for themselves what leads into 

and out of the image they are viewing. 
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Scholar and performance maker William Lewis identifies three architectures of 

spectatorship: immersion, participation and play (2017: 1). While Lewis is referring 

specifically to performance art and, more specifically, posthuman performance 

experiences, it does raise considerations regarding the notion of spectatorship 

and technology, even explaining how “the three modes of spectatorship [are] 

gaining significance in the early twenty-first century due to increased connection 

and proximity to digital technologies” (2017: 13). Each of these architectures 

acknowledges spectator agency; immersion offers agency, participation allows 

spectators to affect change and play is considered as critical agency, trying out 

different opportunities offered (Lewis 2017). Often referenced in gaming theory, 

these three architectures of spectatorship have proved useful in considering the 

context of dance, disability and photography activity and their potential for 

increasing audience engagement, immersion and interest. As this research is 

exploring the perceptions of audiences viewing photographic images, 

understanding the varying levels of spectatorship as possible responses is 

important for creating a theory around spectatorship in relation to the viewing of 

dance and disability images. 

When considering the notion of spectatorship within the context of a gallery 

photography exhibition, it seems relevant to reflect on the impact of spectatorship 

specifically for art objects, considering these framed photographs as art objects in 

their own right. Cognitive researchers, Trawiński et al, consider the viewing of 

framed art works as “spatially limited” (2019: 1), however they also highlight that 

images can engage viewers in a theatrical manner, that absorbs the viewer into 

the scenes, especially in portraiture or images where the object directs their gaze 

outward of the image. If the spectatorship of art objects is spatially limited, surely 

there should be acknowledgement of the effect that the positioning, height, 

proximity and layout can have on audience interaction with photography 

exhibitions, in order to attempt to develop this engaged spectatorship and 

maximise this limited space, between viewer and object, physically. 

The evaluation of what spectatorship means and levels of engagement isn’t 

confined or restricted to the actual viewing time. Musical Theatre scholar 

MacDonald (2015) emphasises how post-viewing, which is the continued 
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development of the viewing experience in the mind, even after exiting the 

exhibition space, is of extreme importance. This is both in terms of audience 

understanding of a work or project, but also for organisations to gain insight into 

how spectators respond to a work. The time that a spectator spends in the space 

with the work, after initial viewing, however fleeting, can also be transformative. 

From my observations of the 11MRTD photography exhibition, many visitors 

passed by the images and did stop to engage before continuing with their journey, 

or purposefully visited the exhibition but did not linger for long after their viewing. 

In terms of considering developing skills in audiences for engaging in 

spectatorship, MacDonald identifies questions to consider, which is important to 

contemplate for my own intervention activity, which include, “How is the spectator 

guided?” and “What disciplines and approaches help our study of reception?” 

(2015: 143). Considering this first question in relation to the 11MRTD project, 

there was little guiding the viewer other than a banner that explained the project 

and factual captions under each image. 

8.2 The ‘gaze’ or stare 

Part of the process of spectatorship is using the eyes to observe and gaze at the 

images included in a photography project. However, the concept of the ‘gaze’ or 

‘stare’ is prevalent in both dance studies and disability studies. Performance 

studies explores the use of the gaze as a choreographic element, focused on both 

how a gaze can be choreographed and how the audience gaze upon the 

performers (Garland-Thomson 2009). In terms of disability studies, the gaze is 

considered to be a regular construct in the lived experience of people with 

disabilities, with the public often staring as a result of interest or fascination at 

perceived difference. 

Firstly, it seems fundamental to explore what is understood by the concept of the 

gaze or stare, both generally and within contexts specific to this research project. 

Mausner suggests that the stare is a “social marking of difference” (2016: 17). 

Although it is a socially frowned-upon mannerism, staring is an activity 

experienced frequently by people with disabilities. Compared with how, according 

to film theorist Laura Mulvey (2001), the male gaze engages with notions of 

185. 



  
 

 
 

 

       

          

       

      

           

      

        

           

          

          

   

 

    

            

      

       

          

         

        

        

        

         

    

 

              

             

         

       

         

          

        

           

       

        

hetero-normative desire stemming from a deeply embedded patriarchal society, 

the gaze that disabled people experience can be described as the observer 

recognising someone as deviating from ableist societal understandings of the 

norm (Garland-Thomson 2005: 37). Similarly, contemporary art scholar Drobnick 

identifies different types of gazes, from the colonial gaze to the medical gaze, but 

suggests that current society promotes and accepts the objectification and 

judgement of others through the gaze. Performance offers an opportunity to 

engage in self-objectification as a way of controlling the gaze or, rather, what is 

gazed at (2008: 66), which is reminiscent of Campbell’s discussion of gaze from 

Section 4.5, proposing that it allows disabled performers to take control over the 

way they are viewed. 

Contemplating why we stare, Disability Studies scholar Rosemarie Garland-

Thomson states that we stare because we are interested (2009: 18). This concept 

of staring stems from historical performative experiences such as ‘freak show’, 

early incarnations of circus acts that seized people’s interest in that which was 

perceived as ‘other’ and presented as a performative event. This type of gaze 

often stems from the medical model of disability, discussed in Section 2.2, with 

this approach objectifying the individual and their impairments. Similarly, it has 

been highlighted that the experience of seeing disability by observers reminds 

people of “the truth of our body’s vulnerability to the randomness of fate” (Garland-

Thomson 2009: 19), leading people to consider that disability is something that 

‘happens’ to others. 

Considering the concept of the gaze or stare within art, the stare of the object 

within a portrait or image should be acknowledged as well as the stare of the 

viewer observing the image. Some of the 11MRTD images depict the performers 

looking towards the camera (or supposed audience), such as Chicago (2002). In 

this image, five female performers sit on a stage, either on chairs or in 

wheelchairs, facing the supposed audience. Lit by blue, purple and white lights 

from above, three of the females straddle backwards-facing chairs, arms crossed 

and facing straight ahead, with powerful but neutral facial expressions. The other 

two performers face slightly off centre; one, Kimberley Harvey, has her hand 

placed on a black feather boa around her neck and her head slightly thrown 
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backwards. Parallel to her, Laura Dajao sits with her body facing stage right, but 

her face forwards with a slight smirk on her face. All performers are wearing black 

outfits. Aside from the suggestiveness of the wheelchairs there are a few visible 

markings of disability. In the centre, Sian Green is seen straddling a chair, with her 

right foot on the floor wearing a single heel and opposite, the stump of her left leg 

clearly visible. Dancer Beth Gardiner has Down’s syndrome and the fifth 

performer, Louise Dickson, appears to not have any physical disabilities. 

In images that display people staring outward, only half of a staring exchange is 

displayed. Images, especially displayed within an exhibition, invite people to stare. 

However, drawing from Garland-Thomson’s analysis of Chris Rush’s Swim II 

(2009: 82), images such as Chicago (2002), which have performers staring out, 

may engage spectators less due to a fascination with difference but more because 

of the surprise of observing such strength and power in the face of people who are 

traditionally pitied (Hughes 2012: 70-71). In fact, feedback about this particular 

image, from the evaluation of the project, often contained words such as ‘powerful’ 

and ‘confident’26, showing what was of interest for many of the audiences gazing 

at this particular image. It is this gazing out by the subject in an image that is 

considered as ‘theatrical’ according to Trawiński et al (2019) and is in contrast to 

the form of staring in which the subject gazes upon an object or other activity in 

the image frame that communicates absorption. An example from the 11MRTD 

project of absorptive address (where the object does not gaze out to the viewer) 

would be Singin’ in the Rain (1952) or The Wizard of Oz (1939), where the focus 

of the performers is on an object (cane replacing the umbrella) or another area of 

the scene (out to the wooded areas along the yellow brick road). The purpose of 

an absorptive approach and of the design of the gaze at an object is to engage the 

spectator and to encourage them to consider what is of interest in the object being 

looked at, or what is being stared at beyond the area of the frame (Trawiński et al 

2019). 

Given the two approaches of theatricality and absorption explored above, there 

seems to be a valuable opportunity to choreograph the stare in order to 

26 Example: “Fantastic to see disabled women feel really confident in their body and sexuality…” 
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communicate or gain power, considering the concept of the gaze within dance and 

disability practice. What is significant about the moments beyond an initial stare, in 

the circumstance of a stare aimed at a disabled person in a public realm, is what 

is constructed as a perception, reaction or acceptance of socially constructed 

norms. Drama and creative industries scholar Hadley discusses these reactions, 

post-staring, and suggests that they “cast the disabled body as a source of 

curiosity, discomfort, stigma or pity” (2014: 2). However, performance events can 

provide opportunities to “reverse the gaze” (Campbell 2009: 28) by 

choreographing what is viewed or how it is viewed, and putting the audience in a 

position of being viewed themselves by performers (also discussed briefly in 

Section 2.4 and in Section 4.5). This empowerment can be an important tool for 

combatting the hierarchical nature of the day-to-day staring encounters, where 

disabled people are hierarchically positioned below non-disabled people due to a 

process of scrutiny and judgement, which connotes particular power relations 

(Campbell 2009). While performance projects may offer a chance to invert gazes 

or manipulate power for the disabled performer, the experience for the disabled 

performer may vary depending on whether they themselves have choreographed 

the gaze, or whether this choreographic decision has been imposed upon them. 

8.3 The Camera, the Dancer and the Viewer 

Spectatorship as a social interaction is a perspective shared by photography 

scholar Justin Carville (2010) who comments on visual culture theorist Ariella 

Azoulay’s (2008) exploration of ethics of this social exchange. Carville states that 

The cinematic “watching” of the still photograph reinstates 
movement and temporal dimensions into the interpretation of 
photography as an active process; that is an encounter between the 
mechanical, optical apparatus of the camera, the photographer, the 
photographed event and subjects, and the spectator. 

(2010: 355) 
The complexity of the interaction between photograph and spectator is highlighted 

here. In order to unpick this encounter, Hickethier’s (2011) analysis of the 

individual roles of the three actors involved in the creation of recorded visual 

imagery can shed light on the interaction between object, camera and spectator. 

Hickethier discusses the viewing of moving film, observing that spectators are 

inactive and immobile characters watching moving bodies encased behind a 
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screen. Looking at this in terms of the still images of photography, it could be 

deduced that the objects of the photographs are also inactive, or ‘embalmed’ as 

Sontag suggests (1973). The spectator appears to have more capacity to 

physically respond or move in response to the images than the object of the dance 

photograph, as it has been sealed into the still image. This acknowledges my 

observations from the previous chapter concerning how a photograph of a 

disabled performer stills their body to represent or reveal a moment in time to the 

viewer, whose body is not stilled. 

Taking the first of these three actors, the camera, there needs to be analysis and 

documentation of the process completed to create certain images, in order to 

know how this might affect the reception of these images. It should be noted here 

that the camera is controlled by a photographer or curator. There are a range of 

techniques and technological elements that can influence and manipulate how the 

subject is translated from the scene in front of the camera into the image that 

audiences view. While some may describe this as ‘trickery’, others will consider 

this an art form, or as modes for creating dynamic and creative images. However, 

this would also speak to the debate prevalent in photography discourse regarding 

the role of photographs to reveal or not reveal truth (see Chapter 7: Photography, 

Dance and Disability). 

The use of camera manipulation can be employed to give an impression to the 

viewer that best reflects the particular scene that is being recorded. To the 

uninformed viewer, this may look like a truthful representation of the situation 

being recorded through photography, but this may not exactly be the case. Not 

only does this reignite the debate regarding photographs as a representation of 

truth, but also introduces a discussion around staged photographs of movement 

scenes. Instead of capturing a particular moment of movement or between 

movements, this project purposefully designed specific stagings for each 

photograph, either using familiar movements from the films being reproduced, 

such as the lift from Dirty Dancing (1987), or close replications of the locations or 

costumes from the films. 
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In the Dirty Dancing (1987) remake, we see Welly O’Brien being lifted over the 

head of Mickael Marso Riviere, lying horizontal with her spine arched and head 

facing upwards. Welly is wearing a light pink dress and has a curly blonde wig, 

while Mickael is dressed in black and is holding O’Brien by the waist. From the 

knowledge of Welly supplied through other images from the exhibition, one can be 

made aware that Welly has one leg, but due to the side angle the photo is taken 

from, one cannot deduce this from the image alone. The lift, the positioning of the 

dancers and the costuming for this image is almost a direct replication of the 

moment from the original film, with Jennifer Gray and Patrick Swayze. The 

positioning of the camera here is playing with the concept of revealing or not 

revealing truth in the image. Welly’s positioning and the side that the image was 

shot from hides her stump, thus suggesting difference through the positioning of 

this image in a dance and disability exhibition, but not overtly revealing it as truth. 

The second element in this trio of social actors is the dancer or subject of the 

photograph being taken. When discussing the subjects, especially in regard to 

dance and disability interventions, there must be consideration of agency. As 

explained previously, the 11MRTD project was designed and directed by PD, and 

as working professionals, the dance artists in the photographs were employed to 

participate in the project. There seem to be two main reasons for participating in 

the photography exhibition project that artists have revealed. One reason is that it 

was perceived as a “a really good campaign … to expose and support artists” 

(Appendix P, Participant C). Another reason, given by a different participant, was 

that “it was a paid job” (excerpt from Appendix P, Participant A). Nevertheless, 

with projects that have the purpose and aim to change perceptions around dance 

and disability, by prioritising visual representations of dancers, consultation with 

the population who this is intended to help should be considered. 

As explored earlier in this chapter, the subjects of photographs are exposed to 

viewer scrutiny, which means that thought needs to be given to the framing, 

promotion and contextual landscape of an exhibition or project, to support the 

aims and focus of the project overall. While the public positively received the 

11MRTD exhibition on the whole, drilling down into the deeper explorations of this 

reception does reveal rather simplistic or superficial responses. Some narratives 
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around disabled performers were perpetuated, such as the ‘super-crip’ or 

‘disabled people as inspiration porn for non-disabled people’. For example, one 

visitor to the exhibition commented how The Red Shoes (1948) was their favourite 

because “she only has one leg and she manages to do this image” or another 

visitor who commented that the images “make you realise ALL things are 

possible”. In terms of the inspiration porn27 narrative, the word “inspiration” was 

one of the most common words used in the feedback, with three visitors stating 

how the images were “very inspirational and thought provoking.”, “This was 

inspiring and brilliant.”, “Very beautiful, real and inspirational.” These narratives 

can be detrimental as they do not do enough to challenge the inherent ableist 

values held by members of the public or to interrogate ableist social norms. 

The final actor I will now discuss is the role of the viewer. While much of this 

chapter has explored the way people can view artwork, dance, and disabled 

bodies, it is important to consider what happens beyond the viewing process. This 

means considering how the viewing is translated into responses. There are 

elements that can influence not only how audiences view a work, but can also 

help to form their reactions. These include accompanying literature to a project, 

e.g. programme notes, which can include introductory material which helps to 

frame the context of the work. It may even be the location of the work, which for 

the 11MRTD project was significant as some locations around the country placed 

the exhibition in theatre spaces that would not normally house photography 

exhibitions. This meant that some theatre audiences were able to interact with the 

exhibition spontaneously, should they want to, rather than forward planning 

attendance. 

The way in which viewers engage with work is of interest to an evaluator of a 

project, but the subsequent development of a response and how this develops 

further over time is also significant. However, there is little opportunity to monitor 

longer-term viewer responses and the potential transformation of perceptions over 

longer periods of time, especially with works that are static and open to the public 

27 Inspiration porn is a term coined by disabled activist Stella Young and widely explored in her 2014 TEDx 
talk. The term refers to the use of disabled people’s experience used as inspiration for non-disabled people, 
often with emphasis on their disability and succeeding ‘in spite’ of it. 
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over many hours in a day, thereby creating a complex evaluative scenario. Social 

media and online engagement can offer some insight into how viewers might be 

processing their responses to the viewing of works, but this is often limited to a 

small proportion of visitors, depending on how many use online resources in this 

way. Perhaps this is an area that needs to be explored further to understand how 

online engagement could be harnessed as a tool for investigating longer term 

perception change. Social media is regularly focused on the immediate moment 

and comments are often fleeting, but online activity had the furthest reach for the 

11MRTD project, with an estimated 76,590 people accessed (as noted at the end 

of Section 5.2). This suggests that there is an audience here to be engaged with 

further. 

The discussion of these different actors in the process of creating and consuming 

photographic images has revealed that there are different lenses through which 

the subjects of photographic objects are processed and understood. The 

interaction between the three social actors explored here could be described as 

influential in a number of ways. The way a performer interprets a scene or how 

they are directed could influence how a photographer frames the scene using the 

camera, which could determine what a viewer sees and, therefore, interprets. 

Therefore, careful attention should be paid to how works might be interpreted, 

both in the creation process and by the viewer. Understanding and analysing 

where the power lies throughout the process of creating a photographic image is 

important to better appreciate the influences and (camera) lenses that have 

contributed to the image. Performers could be viewed as having power in the 

artistic assessments they make in their performance. Photographers have power 

in how they frame a shot, deciding on the focus, background/foreground and 

depth. The viewer has a sense of power over how the image is interpreted and 

appraised by an individual. These shifts in power can affect how an image is 

understood. 

8.4 Embodied Spectatorship 

Embodied spectatorship is a concept that recognises how reactions by viewers to 

art, in this case photography, engage multiple senses. An exchange between the 
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image and the viewer takes place, but the extent to which a level of bodily 

understanding or corporeal knowledge needs to be experienced by the viewer in 

order to engage fully in embodied spectatorship needs further consideration. The 

process of viewing a performer is found to trigger neuromuscular responses in the 

viewer, a performance in itself as practice-led researcher Victoria Gray suggests, 

and the performance is felt through the body (2012: 203). While there may be an 

argument for the 2D and stillness of photographs to resist or prevent this 

experience, some researchers suggest otherwise. 

Regarding embodied encounters, Loukola asserts that the bodily experience of a 

spectator is a singular moment and interaction with an image is ephemeral, with 

no two experiences being the same (2009: 200). The subjective nature of dance 

as the focus of the image, and photography as the medium communicating the 

focus, allows for a range of interpretations of the image, as well as its cultural, 

historical and political connotations. Also, the way photographs are presented to 

viewers can allow for different modes of interaction. For example, one could view 

them alone, read supporting documents (or not), and choose how to position 

oneself in relation to the artwork. For example, they could move close to an object 

to inspect detail or observe the whole picture from a distance or from particular 

angles. This is especially significant for studying the 11MRTD project as an 

exhibition that explores normative and non-normative bodies, as live performance 

audiences do not have the same opportunity to gaze upon the still body for an 

extended period of time. Similarly, the ability of spectators to prescribe and 

determine themselves how they approach the images could be seen to hand 

power over to the viewer as they have the ability to freely scrutinise the subject. 

Different people engaging in spectatorship of the images will have a different 

experience of the photographs, but also in their understanding, acknowledgement 

and reaction to the bodies on display. 

If experiences of a photography exhibition can never be replicated, this makes 

evaluating these encounters more complex, due to the varied responses and the 

difficulty in tracking these. However, this does not invalidate any single response; 

there is interest in the variety of responses. The concept of embodied experiences 

also needs to be considered in relation to digital and static art forms. The most 
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traditional performance space is usually considered to be the proscenium arch 

theatre, which still keeps distance between the live performer and audience 

members, but there is reason to consider how the spatial elements are altered 

through a photography exhibition. It has been suggested that this is an alternative 

performative encounter as a live performance is the ‘real’ embodied encounter 

with a performer, due to the potential for audiences to be more “attuned to the 

dancer’s corporeality, potential vulnerability and even injury” (Whatley 2012: 267). 

However, it could be argued that the time allowed for viewers to interact with 

photographic images of performers provides a unique encounter that could invite 

greater scrutiny, detailed engagement and connection. 

8.5 Kinaesthetic Empathy 

When exploring photography of dance and embodied spectatorship, Reason (and 

Nash) makes connections to kinaesthetic empathy and asks whether this is 

“something that a viewer brought with them, or if it was the result of a particular 

combination and encounter between viewer and work” (2012: 240). Kinaesthetic 

empathy is a complex concept that has many varying definitions (Ehrenberg and 

Wood 2011; Reynolds and Reason 2012; Caroll and Seeley 2013; Smith and 

Roche 2015). Kinaesthetic empathy emphasises multiple use of the senses when 

viewing performance work, matched with changes in physiological aspects, such 

as muscle tension and bodily positioning. Research has uncovered connections 

between mirror neurons and embodied responses to movement, or suggestions of 

movement, although as research has developed and updated over time, this 

theory has been revised and there are issues with the mirror neuron concept 

(Reynolds and Reason 2012: 18). How kinaesthetic empathy differs from 

embodied spectatorship is not made explicit. However, one differentiation between 

the two could be that kinaesthetic empathy connotes a subjective response, 

whereas embodied spectatorship suggests a physically-initiated corporeal 

reaction, with a difference between ‘response’ and ‘reaction’. 

Photography and kinaesthetic empathy could be said to provide a different 

dimension to embodied engagement between viewers and the objects being 

viewed. I am suggesting that photographs which depict dancers and movement 
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work as a metaphor, implying motion. Similar to the discussion about photographs 

of dancers moving only representing or revealing something of the truth it is 

intending to depict, it is argued that the responses to photographic images of 

movement are only “suggesting that kinaesthetic empathy is something like” what 

the viewer is experiencing (Reason 2012: 242). While this does not invalidate the 

viewer’s response as merely faux or lacking in real experience, it does highlight 

the potential for interpretation in photography; that spectators are offered 

permission to imagine what came before and after the moment they are viewing. 

There is potentiality for the viewer in dance photography, as spectators can 

interpret beyond what they have seen, but there is also ambiguity in that the 

reading is completed autonomously. Nevertheless, some researchers have 

discovered that the same brain processing occurs when viewing still images of 

dance performers as they would experience when viewing a live performance 

(Kourtzi and Kanwisher 2000: 52). 

With the term ‘empathy’ within the concept of kinaesthetic empathy, I have been 

considering how this denotes responses in the viewer and whether there is an 

expectation that audiences will have subjective reactions. There might be a 

question here regarding viewers’ capacity to respond to photographs, especially 

within the context of a dance and disability project. This is concerned with what is 

provided for spectators to help them to construct verbal, physical or other 

responses. Philosophy scholars Carroll and Seeley (2013) discuss Graham 

McFee’s claim that kinaesthetic empathy is not enough to encourage artistic 

understanding of performance works and that higher-order thinking and 

engagement is needed for the level of cognitive interpretation to occur that 

enables understanding. However, Reason (2012) argues that it is an irrelevant 

concern how spectators interpret particular movements and if they are unrelated 

to the original intention then this creates a new level of meaning for the 

movement. I argue that, for dance and disability interventions, some 

interpretations could be damaging or could perpetuate negative stereotypes, so 

there needs to be consideration of how viewers read the images on display. 

Feedback from 11MRTD exhibition audiences concerning the photographic 

images indicates that some visitors claimed to “not even realise that the performer 
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had a disability”. This was a repeated comment and brings forth a discussion 

regarding how audiences observe disability in photography. This view could invite 

examination of the level of conscious engagement audiences have when viewing 

the photographs. Additionally, this is also something acknowledged during the 

performance events that the recognition of the performer’s disability was not the 

initial thought and, for some, it was not a factor that they acknowledged during the 

performance. This could be related to social etiquette and a socialised belief that 

we are not ‘supposed’ to notice disability (or not highlight it), perhaps linked to 

political correctness (as mentioned in Section 2.8). One audience member noted 

that they “learned that everyone can be recognised for their talents”, while another 

“thought about the performance as entertaining and didn't consider any 

limitations”. Some disabled dance performers have discussed this view that a 

disability is not always immediately acknowledged, indicating that it is a regular 

occurrence. For example, in their publication ‘Permission to Stare’, Kate Marsh 

and Jonathan Burrows invite disabled dance performers to write a letter 

expressing their views concerning the topic of arts and disability (2017). From this, 

a number of artists refer to this seeming lack of disability recognition. Dancer 

Annie Hanauer explains that people “mean it as a compliment. Hint: this is not a 

compliment. I’m not trying to hide anything. The epitome of success for a disabled 

dancer is not to blend in” (2017: 11). This suggests that there might be some 

complexity surrounding these audience responses to disability work as each 

performer potentially holds their own view as to the significance of acknowledging 

disability. 

In the Blues Brothers (1980) reimagining, dancers Chris Fonseca and Jacob 

Riley-Moore take on the roles of the Jake and Elwood Blues. They are joined by 

British Sign Language (BSL) interpreter Stacey Green. The three performers are 

located in a space with guitar-lined walls, referencing the music-focused narrative 

of the film. All are dressed in black suit jackets, white shirts and wearing dark 

sunglasses, while Fonseca and Riley-Moore are also wearing black trilby hats and 

black ties. Fonseca is looking out of frame to the left-hand side of the image, 

holding the knot of his tie. Riley-Moore, on the other side of the image, is looking 

straight ahead with his left hand in a fist and his right hand pulling back his sleeve 

to reveal his watch. In between, Green is facing ahead with both hands lifted in 
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front of her body, creating curved shapes with her fingers and hands. This 

references her role as a BSL interpreter, which is also indicated on the 

accompanying caption for this image. Without Green, there would be no visible 

indication of the impairments of the performers in this image. Correspondingly, 

some of the photographs reveal no evidence or indication of a physical disability 

as the performer may have an invisible disability. 

Whilst it should be acknowledged that performers with invisible disabilities often 

do not or choose not to make their disability visible or explicit28, there is a clear 

question here about the context in which a disabled performer situates themselves 

and their practice. For 11MRTD the project was explicitly a project designed with 

the aim of positively promoting disabled dance and was marketed in a way that 

reflected this, although some dance artists in the images have invisible disabilities. 

And yet, some audience members still failed to actively acknowledge disability in 

the photographic images, which might suggest that some audience members are 

looking, but not necessarily seeing. Marsh and Burrows (2017) also discuss the 

convolutions of treating disability in the arts differently from the ‘mainstream’ arts 

field. They highlight how it certainly seems to come down to preference of the 

individual performer, that they might find this separation “useful” in that within it 

there should be a shared understanding, involving a “particular lens, heritage, 

politic and aesthetic sensibility to their practice” (Marsh and Burrows 2017: 28). 

Therefore, marketing, designing or commissioning work that identifies entirely with 

the dance and disability realm could be beneficial for some disabled performers or 

creators, but may not be the preferred approach by others. 

Cooper-Albright describes a dancer’s reproduction of movement as representation 

(1997: 43), and Reason uses the same concept to illustrate how a camera can 

represent something of dance in a still image (2003: 43). Through this, Reason 

explains, a certain level of transformation takes place through factors such as 

camera angles, lighting and development techniques. Here lies the power of the 

28 It should be noted that there is a growing field of dance artists and researchers with invisible disabilities who 
are investigating ways to make their impairments visible through their practice and the language used to 
describe it. For example, Sarah Hopfinger: 
http://www.sarahhopfinger.org.uk/www.sarahhopfinger.org.uk/About.html or Raquel Meseguer, who founded 
the Unchartered Collective: https://uncharteredcollective.com/about 
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photographer or director of a photo-shoot to alter reality, manipulating what the 

audience sees in the final product. For example, one of the images from the 

11MRTD collection included camera trickery to add depth and develop the 

narrative of the photo. The interest here is in how these processes might affect a 

spectator’s viewing experience and the subsequent formation of a perception. 

The lack of recognition of the disabilities evident in the photographs by audiences 

in the 11MRTD project could raise questions around invisible disabilities and how 

audiences view performers with invisible disabilities. Some audience members 

commented about not being able to see a disability in some of the photographs. 

For example, in the Flashdance (1983) reimagining, Louise Dickson portrays the 

protagonist Alex Owens. Dressed in the famous black leotard, black legwarmers 

and signature permed, dark hairstyle, Dickson is positioned in the foreground of 

the shot. Dickson’s hands are placed flat on the floor with her body pushed 

upwards from the hip and feet together, and in contact with the floor. Her body is 

in a flat line, with her head thrown backwards. Dickson’s limbs, especially in the 

costume for this shot, are visibly in shot and, therefore, placed clearly so that the 

audience can analyse the object of the photo. So, in contrast to those who either 

chose not to see the disability or consciously did not acknowledge the disability, 

there are some audience members who are actively searching for the disability 

through their viewing. Dickson has fatigue-related, invisible disabilities, raising the 

issue of representation of invisible disabilities within photography exhibitions. One 

artist from the project, with an invisible disability, revealed in their interview their 

belief that there is a hierarchy within disabilities and “invisible disabilities are at the 

bottom”. They highlighted how audiences seek out visual evidence of disability 

and that “When you have someone with an invisible disability who is saying, I 

struggled to dance.. [people respond] “Oh, but how are you doing that then?” It's, 

yeah, it's a whole other ballgame unfortunately”, thus highlighting the complexity of 

perceptions of invisible disabilities within an intervention that prioritises the visual 

(excerpt from Appendix P, Participant D). 

In terms of the reactions formed in response to the viewing of disabled bodies, in a 

dance context or not, there are a number of common attitudes that influence the 

reactions that can be formed. A common response from the 11MRTD exhibition 
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was that of admiration, with dancers often described as ‘beautiful’. In a similar 

way, the term ‘inspiration’ was common, with some of the images enthusing 

viewers to consider how their own abilities align with those displayed in the 

images. Rehabilitation researchers Antonak and Livneh, in their analysis of 

people’s attitudes towards disabled people, suggest that the initial perceptions that 

people form about disabled people 

often convey stereotypical thinking, generalization of certain 
characteristics and attributes to persons with similar conditions and 
even to all persons with disabilities, and periodically attribute 
unrelated special negative or positive characteristics and abilities to 
people who are disabled 

(2000: 221) 
This supports the feedback received in response to the viewing of the 11MRTD 

project (for example, audience comments “dancers are enjoying performing 

regardless of their disability” and “I believed everyone should be treated equally 

regardless of a disability”) and highlights how the experience of viewing needs to 

be carefully managed to encourage deep and considered responses to disabled 

bodies on display. When considering the reactions that viewers form from viewing 

dance and disability photographs, the depth of this response is likely to be 

developed according to the knowledge, understanding, language capacity and 

analytical capabilities of the viewer. If there is little contained in the intervention to 

influence or initiate deeper level thinking, then the likelihood is that at least some 

viewers will form responses that stem from more stereotypical perspectives of 

disability of socially perpetuated ableist norms. 

It could be acknowledged that viewers experiencing a photograph and not 

recognising visible disabilities are understanding the image in terms of their own 

body. Here I am suggesting that viewers are susceptible to viewing their own self 

or a societally promoted normative body type through their observational 

experience. If there is truth in this argument, then there needs to be careful 

consideration of how to encourage viewers to recognise the ‘truth’ of the body 

appearing in front of them and to understand the reality of this performer 

according to the dancer’s own performance aesthetic. Concepts here such as 

‘truth’, ‘reality’ and ‘aesthetic’ are complex and highlight some of the difficulties of 

researching viewer experience and perception, as we can never control how an 

audience will respond. Nevertheless, what is raised here is this issue of how work 
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is produced and that ‘actors’ in this production take responsibility for how the work 

is presented, or designed, or shared. 

8.6 Framing 

As part of this exploration regarding ways of viewing art works, it seems relevant 

to interrogate the experience and process of framing photographs. This discussion 

acknowledges two approaches to the concept of ‘framing’: the photographic 

framing of a subject through a camera lens and the physical framing of a 

photograph within the formal displaying of the material object. This could be 

described as inspecting the framing method through the process (taking the 

photograph) and the product (the physical object). It was acknowledged in the 

feedback from visitors to the 11MRTD photography exhibition that the frames 

were an area of contention. The visitors who mentioned the frames in their 

feedback found them ‘distracting’ and not in keeping with the style and aesthetic of 

the exhibition as a whole. As one visitor explained, as quoted in Section 5.6, the 

presentation was unsympathetic, observing that the set up was “difficult to find, 

poor visibility, poorly hung – in fact many were just sitting on the ground. The 

exhibition needed a curator and hanging expert to oversee the installation in the 

space and to consider the audience pathway to visit the work”. Therefore, if these 

frames are acting as a distraction to viewers, there is a need to analysise why this 

is, not only to better understand the response to the project as part of an 

evaluation, but also to gain a better insight into what might be a better approach 

for future interventions. 

Regarding physical framing of photographs within the specific context of a 

photography exhibition, there are a number of features for consideration. It is not 

simply the choice of frame that surrounds the image that needs attention, but also 

the layout, spatial dynamic, levels at which images are hung, distance from viewer 

and proximity to other photographs. Perhaps this is even more relevant when 

attending to accessibility within the context of a disability exhibition. There were 

particular features of the 11MRTD photography exhibition that were commented 

upon by visitors concerning the features identified here. In two locations some of 

the images were placed on the ground, leaning up against the wall. This can be 
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seen in Figure 10 where some visitors even lay down on the floor to view the 

photograph properly. Given the discussion in this chapter regarding embodied 

spectatorship through the experience of photography viewers, the framing and 

positioning of exhibitions could well alter or change people’s embodied 

experiences of photographs. 

Continuing the discussion of the impact of framing in terms of accessibility, the 

curation of a photography exhibition has responsibility to consider how people can 

access the photographs. While some visitors might find the low placing of some 

photographs, as seen in the images below (Figure 10), difficult to fully appreciate, 

for someone who uses a wheelchair, the traditional height of artworks in gallery 

spaces is often determined by ableist notions of the gallery. This can mean that 

how photographs are viewed by different visitors, with differing access needs, may 

alter the perspective, and therefore lighting, reflection, angle etc., that people see 

the photographs from. 

Figure 10: Images of visitors to the 11MR
photography exhibition in Coventry 

In order to consider the many possible experiences of a proposed photography 

exhibition, and plan best for these, it is advised by some (Bewley and Glendinning 

1994; Cavet and Sloper 2004) that disabled people should be included in the 

creation and planning process. In her analysis of the framing of portraits that 

occupied an exhibition housed in the Royal College of Physicians, disability arts 

author Burdett (2012) recommended that focus or advisory groups are useful, but 

that sufficient representations of disabilities are needed to aid the planning 

process. This could be said to connect to an earlier discussion, from Section 5.5, 

regarding the need to include disabled people in planning consultations, forming 

consultation groups, in order to increase representation and really tighten the 
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focus and detail of a project’s intentions. This ‘conscious consultation’ would help 

to pilot, test and adapt the logistic elements of an intervention project before it 

goes ‘live’, thus attempting to address some of the issues that have been 

discussed in this chapter. 

Not only is the physical framing a relevant issue, but the framing of the scene or 

subject within the image is also of interest, especially when considering how 

photographs might be used to change perceptions. I have explored in this chapter 

how cameras, editing, influence of photographers or directors can affect the 

outcome of an image. The choices made during the creation process frame the 

subject according to particular ideals, creative style, personal intentions and 

unconscious habits. It should be acknowledged that these could determine how a 

photograph, and ultimately a subject (dancer, for example), is viewed by those 

looking at it. While these aspects of the creation process are important 

considerations, these are not features that public audiences will need to have 

knowledge of in order to engage with images. However, it is important to consider 

the production and creative process of framing photographs in order to appreciate 

how this might affect the ways in which the images might be viewed. 

8.7 Conclusion 

The purpose of this chapter was to reflect upon the different elements contributing 

to a spectator’s experience of viewing images within a dance and disability 

intervention project. From the beginning, considerations of design and layout, to 

the influencing lenses through which a viewer encounters, absorbs and interprets 

what they see, were discussed, revealing how it is important to consider how 

photographs are viewed in order to best understand how they can have a positive 

impact for both viewers and subjects. By uncovering the facets of what I have 

described as an embodied viewer experience, applying theories linked to dance 

viewing, photography viewing and dance photography viewing (connected to 

discussions in the previous chapter concerning the impact of photography), this 

chapter has attempted to investigate the importance of recognising how the 

framing of images can influence viewer encounters. This exploration of staring and 

the responses that are created as a result of observing, within the context of the 
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wider chapter discussions, responds to SRQ2.2, which asked how the viewing of 

disabled bodies linked to perceptions that are consequently made and the 

features that affect the viewing process. 

The layers of viewer experience being explored in this chapter are often 

subconscious experiences (Section 8.2) that may go largely unrecognised or 

acknowledged by individuals. Nevertheless, viewers are audiences and audiences 

perceive that which they view. In order to best understand how perceptions can be 

measured, identified and changed, the process that occurs from viewing through 

to perception creation (and/or, perhaps, perception alteration) needs to be 

scrutinised. There is no one formula designed for viewers to follow, and 

experiences are varied, so the potential for different viewing experiences needs to 

be considered. 

This chapter has uncovered ways in which viewers may be guided through the 

viewing of interventions, but also how intervention design can attempt to avoid 

dangerous stereotyping or might enhance embodied experience. This discussion 

of potentially damaging responses to images of disabled people, including 

inspiration porn and lack of disability recognition, directly addresses sub-question 

for RQ4, which asked how this research can navigate polarised responses to 

dance and disability activity. This demonstrates that interventions need to be 

designed with an acute awareness of the possible responses and differing viewing 

experiences that could occur, especially when utilising photography as a creative 

medium to transmit messages about inclusion in dance. 

Taking on board the discussions thus far, the next chapter explores ideas for an 

intervention activity, including research, planning, creation, dissemination and 

evaluation. I present the design and creation of a new intervention project that 

uses zines as the creative medium for transmitting messages about inclusion in 

dance. 
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Chapter 9 Exploring Intervention: Zines and their History, Use
and Potential 

The findings from the evaluation of the 11MRTD project, and the subsequent 

investigations from the previous three chapters, contributed to the choice of zines 

as the creative medium for the next stage of research. Photography proved to be 

an original and intriguing point of discussion amongst visitors to the 11MR 

exhibition and engaged a broader demographic of visitors. Additionally, the 

discussion from Chapter 7 regarding photography and the ephemeral art form of 

dance connects with zines as a use of photography within a static format that 

values the tactile. Through exploring the concept of the RE prefix as a frame for 

dance and disability interventions in Chapter 6, new ideas emerged regarding the 

potential of other frames, such as the DIS prefix, to disrupt ideas about dancers 

who are disabled, rather than to perpetuate normative expectations, which 

connects with the activist purpose of zines and their history. The assessment of 

spectator viewing experiences and the elements that can affect this observation 

process (Chapter 8) suggested utilising creative mediums that reconsider notions 

of space, tangibility, information transmission and accessibility. Therefore, the use 

of zines is an appropriate intervention form to transmit messages about dance and 

disability, as is presented in this chapter. 

Zines (pronounced zeens) appear to be a relatively new phenomenon, and yet 

their roots can be traced back to the early 16th century, when radical thinkers 

would present and share their political or social views using physical materials for 

dissemination (Chu 1997; Buchanan 2012). However, the rise in science fiction 

and, more specifically, responses to science fiction, has seen great developments 

in the format and formalisation of zines in the past century. Zines are primarily 

homemade or DIY mini-magazines, written by the creators and self-published. 

Common topic areas covered in zines stem from the particular communities they 

serve. There are zines exploring feminism, race issues, disability, LGBTQ culture 

and more personally relevant zines, which include zine writers sharing their 

personal thoughts or experiences on any number of topics or subjects. This 

chapter scopes the literature, looking at the history and development of the zine, 

how the zine has been recognised as a tool for activism amongst different 
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communities and links between zines and disability. Additionally, this chapter 

explores why the zine was a suitable format for an intervention within this research 

project as a close study of particular intervention formats as a means of 

communicating ideas regarding dance and disability. 

Differing from the more common ‘magazine’, zines are a particular category of this 

type of media format. As the shortening of the word suggests, zines are usually 

snappier, more concise media outputs, which have a more niche focus, being 

either a fanzine, political zine, perzine (personal zine), scene zine or network zine, 

as categorised by political activist and researcher Stephen Duncombe (2008). The 

physical format itself reflects that of a magazine, indicating how the zine was 

derived from the original magazine style of information transmission, being paper 

based, usually bound and for a particular readership. However, some of the key 

features that separate the zine from its familial counterpart are the focus of its 

content, the DIY nature of its production and the methods of dissemination. Zines 

are not only a form of expression, but also bring communities and groups to share 

thoughts and ideas as a collective. 

Zine activity often grows out of a place of frustration or refusal to accept societal 

bias, which indicates that they are a great tool for an intervention that seeks to 

challenge, change or alter public perceptions around disabled dancers. The 

11MRTD project and photography exhibition was polished and very carefully 

curated. Zines, and their DIY nature, rebuke formality and encourage messiness, 

suggesting their worth as a contrasting intervention mode to the 11MRTD project. 

While most zines are text-based, ‘rules’ for zine creation are not formalised or 

finite, so the chance to explore photography use in zines was intriguing. The 

choice of zines as an intervention tool also offered an opportunity to further 

explore ideas around spectatorship and the viewing of disabled dancing bodies, 

through a different medium. I am aware that through this interventional research I 

am borrowing from the aesthetic and culture of zine activity. 

There appears to be limited academic literature concerning zines, with many 

books on zines designed as artistic presentations of a selection of zines over time. 

Few books on zines explore the history and nature of zines in detail, while journal 
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articles are limited in number and are often case studies with very specific 

contexts. One explanation for this may be that the ambiguous definition and 

history of zines has made it challenging to pin down the detail concerning the 

development of the zine. Another explanation may be rooted in the culture of the 

zine and its anti-corporative nature, which makes the zine community resist 

documentation, or vice versa that art and academic communities have ignored 

zines, as scholar and feminist Alison Piepmeier explains, 

Print culture scholars and art scholars have created useful 
vocabularies for analyzing the sculptural and textual convergence 
that zines enact. However, neither set of scholars has devoted much 
attention to zines because they are what art theorist Gregory 
Sholette terms “Dark Matter,” work that functions outside of and is 
therefore invisible to the established art world and world of academic 
scholarship. 

(2009: 62) 
Nevertheless, there is much that is new to be gained from current literature, so 

perhaps there is momentum gathering for research on this topic. 

This chapter directly responds to research aim three, which was to create an 

intervention that tests and evaluates the methodology for public intervention and 

evaluates change in public reception and appreciation of ‘difference in dance’. 

Additionally, RQ3 and RQ4 are addressed through consideration of an alternative 

intervention format and evaluation approach, as well as different ways of 

effectively transmitting messages about inclusion in dance, which is through zines 

for this stage of the research. 

9.1 History of Zines 

Tracking the emergence and development of zines through time, it becomes 

apparent that there are two traditions to which the ‘start’ of zines can be attributed. 

The first tradition seems to relate more to the nature and purpose of the zine style 

and suggests that early examples of zine-style writing can be traced back to 

Martin Luther’s 95 Theses published in 1517, as mentioned in the Literature 

Review, a list of statements and provocations written as a pamphlet, which was, 

some suggest, hammered on to a church door (Chu 1997). Similarly, over two 

centuries later in the United States, propaganda-writing activity penned during the 

American Revolutionary War by Thomas Paine and usually disseminated as 
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pamphlets is now considered to be an early incarnation of zine activity (Buchanan 

2012). These examples seem to have been attributed to the zine movement 

largely due to the personal, opinion-focused nature of their content and their 

disruptive purpose, viewed as radical at the time of their publication. What links 

these examples of zine-like activity and distinguishes them from other significant 

political provocations from history is the material form the information took. While 

speeches in public were, and still are, often used to disseminate information and 

political agendas in a non-physical manner, the physical incarnation of these 

views was pamphlets, notes or leaflets, similar in format to the zines of today, 

which contributes to the argument that these are early examples of zine activity. 

The second key movement highlighted in discussions regarding the development 

of the zine is that of ‘fanzines’ particularly in the culture surrounding science 

fiction. First recognised in the 1930s, published responses to science fiction 

activity became more popular during the 1960s and 70s when Star Trek29 

emerged. This was followed by similar ‘fanzine’ activity in punk30 music and 

culture. Additionally, the invention of the photocopier provided a new and simple 

way to create copies of fanzines, and circulation opportunities escalated (Zobl 

2009). In this instance, focus appears to have been on personal commentary, 

using the fanzine to respond to popular (or, perhaps, unpopular) cultural activity. 

Prior to the development of the internet, these fanzines were published as material 

copies and commonly distributed at music or science fiction events. 

What is significant for the zine is how its position and role within society is still 

relevant and popular despite the shifts in technological advancement, which could 

have seen its original format become extinct. As new forms of communication are 

evolving and ways of sharing information are becoming easier and quicker, there 

is still an interest in sharing information through a tactile, physical form. Perhaps 

this relates to how the zine resists corporate activity and encourages originality 

29 An American television programme that first aired in 1966, which follows the fictional futuristic journeys of 
the U.S.S. Enterprise (NCC-1701) and its captain James T. Kirk. It has since grown into a global 
phenomenon, spanning multiple television spin-offs, games, merchandise and events (CBS Entertainment, 
2018)
30 Punk was a genre of music and cultural movement of the late 1970s in Britain, which has been described 
as “a wholly modern and anarchic approach to music, and an outrageous, ‘anti-fashion’ look characterised by 
unruly hair, piercings and deliberate dishevelment.” (Jarvis, 2016) 
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through its DIY nature of production. By producing their own, individual and unique 

zines, the makers are contributing to a historical movement. While online zines or 

e-zines are being created (and growing in popularity), the original format is still 

being produced. Another explanation could be that people still appreciate a 

physical zine’s materiality – it can be touched, manipulated, handled and 

interacted with in a way not offered through online access. Online zine activity 

could also be seen as having limits on the quality, accessibility and creativity of 

the outputs. Additionally, as Duncombe (2008) suggests, the formulation of online 

zine activity will never eradicate physical zine activity, just as inventions such as 

the telephone or radio did not halt underground media activity or traditional 

physical means of communication such as letters or newspapers. 

Zines are often described as emerging from the ‘underground’ and described as 

“critical components of the underground press” (Hays 2017: 140), acknowledging 

their popularity amongst marginalised groups and sub-cultures of society. Finding 

a concrete definition of a zine is difficult because, as with the ambiguous history of 

the development of the zine, there are contrasting and multi-faceted views on 

what a zine is. However, there appear to be a number of defining characteristics 

that help to distinguish zine activity from other forms of magazine-related media 

activity. Firstly, zines are often self-published, meaning that they are produced and 

distributed by independent groups/businesses or individuals. This links to another 

feature of zine culture, which is that the zine phenomenon is largely anti-

corporate. As Piepmeier highlights, zine’s “production, philosophy, and aesthetic 

are anti-professional” (2009: 2), which is reflected not only in their content (often 

exploring aspects of political or social injustice), but also in their presentation 

aesthetic, with homemade zines, handcrafted by individuals, the more prevalent 

mode of creation. 

Another characteristic of zines is the emphasis on sharing political, social or 

cultural views and opinions, or what librarian Julie Bartel calls “intellectual 

freedom” (2004: 23). Zines encompass a wide range of topic areas, although the 

more common subjects that encourage this type of intellectual freedom include 

feminism, racism and “various other isms” as Bartel highlights (2004: 19). Zines 

have evolved from the science fiction fanzines into political commentaries and 
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fighting social injustices. Perhaps the rising popularity of zines indicates general 

dissent within society and the eagerness of young generations in particular to 

have a platform from which they can share their own views and comment on 

experiences of 21st century life. It is this characteristic feature of zineism that 

makes the zine such a commonly used tool for activism and as a symbol of 

resistance. Zines are viewed as spaces that give voice to those authors, artists 

and activists who are not invited to the mainstream media or communication 

routes. 

9.2 Zines as Activism 

In an age where ‘fake news’ is a term growing in popularity within society wherein 

the validity of media information is often questioned, could zines provide a 

valuable alternative authentic commentary on the realities of 21st century life? In 

the current political turbulence, it is argued that zines offer individuals an outlet 

through which they can comment on and challenge political and social discourses. 

This is further explored by information studies scholar Ramdarshan Bold, who 

states how, 

…the participatory nature of alternative media democratizes and 
progresses the consumption and production of cultural content. 
Alternative media challenges the corporate realities and agendas 
[that the mainstream media portrays] by allowing the broader public 
to create their own versions of reality 

(2017: 217) 
In this context Ramdarshan Bold includes zines within the term ‘alternative media’ 

and not only highlights the unconventional nature of zines but also provides a 

rationale for zines to offer an alternative way to view the world, through the 

experiences and understanding of the public. By resisting acceptance of broad 

media discourse and information, zine makers can be viewed as activists. 

A feature of zines as tools for activism is how embedded they are within particular 

communities. The topic areas that are explored in the zines tend to be of 

relevance and have a big impact for a particular community group, for example 

feminist zine writers explore key ideas and issues that are relevant and 

progressive for the feminist community. While zines are written by individuals, it is 

important to consider how the community which the zine serves has an impact on 
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the writers’ approach to creating the zine. As American literary and cultural studies 

scholar Janice Radway explores, 

It is important to acknowledge that zines were never singly authored 
in the usual sense. They take up issues of private life and 
sometimes use a language of self-expression. Yet as collages they 
call attention to their porousness and openness to the world. 
Although they feature writing by the creator of the zine, more often 
than not they also highlight others' words, which were clipped from 
other zines, magazines, letters and books. Zine creators also 
constantly interpellate and interpolate their hoped-for readers, 
addressing them, characterizing them, actively making them present 
in the pages. As a result, the creators of zines are constituted in 
ways that I would characterize as intersubjective - that is, in ways 
that highlight the interweaving of social subjects, their relations to 
and connections with others. 

(2011: 148) 
This highlights how, according to Radway, zines tend to be collaborative, 

borrowing and adopting communal terms or concepts from other people in the 

community. Also, while zines can be extremely personal in content or approach to 

writing, they are always intended to be read and shared. So a zine is also 

collaborative in the sense that there is a focus on an intended audience and 

readership, with whom a close connection and relationship exists. This is a 

particularly relevant feature for the use of the zine as an intervention tool in this 

research. As an ‘outsider researcher’, I worked with my participants to collaborate 

on the content and production of the zine, taking a curatorial role, but the intended 

audience was those connected with my participants by disability. The intended 

readership of a zine is usually the community to which the author of the zine 

belongs, so in this case I was acting as ‘ghost writer’31 on behalf of my 

participants. 

Not only are zines used as a means of activism for particular causes, but they can 

also be viewed as an outlet for resistance to political agendas or societal 

circumstances for those who have no other way of expressing their resistance. In 

arguing against particular societal norms or ideals or particular political 

ramifications through a zine, authors are contributing to wider debates within 

31 This term is used here to signify the complexity of my role as both curator and part-owner of the zine. I am 
not the sole author, and do not wish to speak for the participants. However, I was designing and choosing 
how the content was organised and how the zine was produced, which is a form of authoring. This ‘in-
between’ role relates to my position as an insider/outsider researcher. As part of my role as researcher I had 
to bring together the contributed content, drawing connections and recognising the meanings of the images. 
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society, strengthening arguments or supporting causes. This also supports the 

use of DIS prefix as an attempt to disrupt stereotypical perceptions of disabled 

performers and to disturb ‘normative’ ideals that are created by society. For those 

who are unable to physically revolt, protest or join marches, this could be viewed 

as a vital outlet or opportunity to be part of collective movement. 

9.3 Disability and Zines 

As indicated previously, the academic literature surrounding zines is limited and, 

when looking specifically at disability zines, the body of literature is even smaller. 

As discussed in the Literature Review, there are some academic articles exploring 

feminism and zine-writing (Piepmeier 2009; Hays 2017) and adolescent ‘zinesters’ 

(Chu 1997; Guzzetti and Gamboa 2004; Buchanan 2012), and some more recent 

literature on zines and people of colour (Ramdarshan Bold 2017), as well as on 

zines and men (Guzzetti et al 2015). 

Nevertheless, it is evident from the number of zines available for purchase on 

marketplace sites such as Etsy32, which are authored by people with disabilities or 

which participate in disability discourse, that there is considerable activity in the 

field of zines regarding the subject of disability. This relates to earlier explanations 

about zines being spaces of autonomy and visibility for the voices of disabled 

people and those excluded from mainstream communication channels. Looking at 

literature regarding the communities who engage with zine activity, it seems to be 

people who have experienced isolation from societal activity who use zines to 

express their views, 

It is not random or accidental that the zine, with its ties to outsider 
culture, a-professionalism, and community-oriented expression, 
became such a popular publication vehicle for marginalized and 
alienated writers whose ideas could not be found in mainstream 
media. In an early article published in 1997 (a time that zine scholar 
Stephen Duncombe describes as the height of zine production), 
Julie Chu lists the most urgent reasons why young zine-writers 
gravitate toward zines as a mode of personal expression, citing 
young zine-makers’ suspicion of mainstream media and a desire to 
forge their own “place” to articulate their lives. 

32 “Etsy is a marketplace where people around the world connect, both online and offline, to make, sell and 
buy unique goods. The heart and soul of Etsy is our global community: the creative entrepreneurs who use 
Etsy to sell what they make or curate, the shoppers looking for things they can’t find anywhere else [and] the 
manufacturers who partner with Etsy sellers to help them grow” https://www.etsy.com (LinkedIn, 2018) 
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(Hays 2017: 89) 

As Hays here highlights, zines offer an opportunity for individuals or communities 

to address the absence of their personal experiences in the wider media. Zines, 

as a communication tool for claiming ‘place’, have a significant role and great 

potential for members of the disabled community to express their experiences and 

contribute to political discussions, as explored in the previous section (9.2). 

Additionally, some zine writers themselves who have a disability have expressed 

the view that the process of creating zines is accessible as it can be completed at 

home and does not require travelling or activity in order to disseminate them, as 

they are often sent by post. The individual nature of each zine and the DIY (‘do it 

yourself’) creation means that there is a sense of ownership through the making. 

However, as the zines can be sold online, through marketplace sites such as Etsy, 

they can be distributed to the public without the creator having to leave home. For 

people with disabilities with access requirements that make travel and using 

existing building spaces for gathering harder, this is an essential feature. Their 

voices can be heard and their opinions shared, not just through social media posts 

or online forums but in a very personal and personalised way, which highlights 

how zines can have an important role within disability activism. 

As indicated earlier in this chapter, zine activism and activity grew within and 

among certain marginalised groups within society, some of which have been 

labelled as ‘sub-groups’ of society. While many disability zine authors (or zinesters 

[Zobl 2009: 1]) certainly acknowledge, discuss and address their marginalisation 

within society, the labelling of zine activity groups as ‘sub-cultures’ could be seen 

as problematic, particularly when discussing a societal population who have not 

chosen to be part of this group, but are labelled through their being subject to 

medical intervention or political categorisation. While punk music fans or science 

fiction followers make an active choice to be part of a particular community, 

disabled members of society often believe that they do not have the same choice, 

and by labelling (which only some writers do) disabled communities as ‘sub’, 

which can have connotations of being below, beneath or not entirely whole, is 

troubling. What could address these concerns might be recognising that there are 
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positive ways for people to self-identify in relation to zines and to allow people to 

determine for themselves how they would like to identify for the purposes of zine 

activity and sharing personal experiences. 

9.4 Visual and Physical Artefacts 

While zine creators appear to prioritise the content/message as a contribution to 

wider activism activity, a survey of the literature on zines highlights how the cult 

status of zines has made them significant material artefacts. Similar to the 

collectability of popular comics or graphic novels, zines can be acknowledged as 

collectable artefacts, objects that are to be kept, returned to and valued. As 

indicated by Piepmeier, the materiality of the zine format also helps to attract and 

create particular communities who engage with the document, “differentiat[ing] 

them from blogs, not only in terms of the artifacts themselves but also in terms of 

the communities that accrue around them.” (Piepmeier 2009: 17). Piepmeier also 

highlights how these surrounding communities are “embodied”, noting how the 

tactile, material nature of a zine, coupled with the subsequent “pleasure” that is 

derived from the content and creation of the zine, means these communities unite 

together (2009: 81). Julie Bartel also observes how the individualistic approach to 

the creation of zines means that each ‘copy’ is unique, with zine creators 

producing a tangible representation of their views and ideas that they wish to 

communicate (2011: 147-148). 

Additionally, the materiality of the zine creates another dimension to the culture of 

zine making and distribution, which is that of ‘gift giving’. Zines circulating in the 

physical form can be viewed as gift, both physically and intellectually, and the 

relationships and connections that are established through the transaction of 

sharing zines can be, as Piepmeier suggest, “intimate [and] affectionate” (2009: 

58). These connections help strengthen the notion of the embodied community 

which then encourages theory generation and activism. The materiality of zines 

“reconnect[s] us to our bodies and to other human beings” (Piepmeier 2009: 58). 

This could have a greater impact for the use of zines as a tool within a dance 

intervention, with the notion of embodiment being integral to our understanding of 

movement and relationships between audience and performer, just as it could be 
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between zine and zine reader. 

More significantly for those who are disabled, the physical presence of the zine 

could represent corporeal interaction with another, without having to physically be 

in each other’s presence. The zine intervention for this research explored how the 

reading of a zine (both online or in physical form) might represent a meeting of 

minds and intellectual interaction. However, it also assessed whether the tactile 

and tangible nature of the zine could be more significant for those who cannot 

regularly meet with others for this same level of intellectual, creative and social 

exchange in person. The potential for the physical form of the zine to give greater 

accessibility for those with visual impairments, through the inclusion of tactile 

materials and braille was also investigated. 

The fact that zines are primarily visual has significant considerations regarding its 

use as a dance-related intervention tool. If dance is an ephemeral and moving art 

form, as discussed in Section 7.2 , it seems important to consider not only what 

the zine might offer regarding the viewing of dance and reading about dance and 

disabled dancers, but also what it potentially removes or omits in the exchange. In 

addition, if it is dancers themselves who contribute to a zine, what does it mean for 

their identity as a live performer? They are being asked to interact with the visual 

art form of zine-making, but as an outsider (perhaps) to this particular way of 

working with image and form. This is something that was carefully considered both 

for the offer that is handed to the participants of this zine intervention but also for 

the process of creating the zine and its content. 

9.5 Methodology 

When thinking around a methodology for exploring zines within research, one of 

the considered methodological approaches is photovoice. Photovoice is identified 

by visual researcher Amanda Latz (2017) as a methodology, similar to digital 

storytelling, but it also clearly determines the methods to be used. As the name 

suggests, photovoice methodology utilises photography as a means of storytelling, 

a method of alternative data collection. Discussing the narrative voice that 

photovoice offers, documentary storyteller Darcy Alexandra highlights how the 
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process of “digital storytelling…primarily focuse[s] not on listening, or even 

visibility per se, but on the power and possibility of “voice.” (2015: 43). The 

emphasis in this project on presenting participants’ voices and working with an art 

form (zines) that is developed to present personal views (often of marginalised 

groups) as a form of resistance, makes photovoice a relevant and appropriate 

methodology to use. 

Photovoice was originally developed during the 1990s as a means to document 

intangible concepts through visual means, rather than aural. The emphasis is on 

participant collaboration, with participants invited to take part as co-researchers. 

The methodology was built upon a history of photography and research being 

intertwined; with Latz (2017) explaining that an understanding of the history of 

photography is vital in fully comprehending the ideas and concepts that underpin 

the photovoice methodology. Originally termed ‘photo novella’ by Carol C. Wang 

and Mary Ann Burris (Latz 2017: 3), the first incarnation of photovoice as a 

research tool found that photographs alone were not sufficient for the 

comprehensive storytelling needed for robust qualitative research. Therefore, 

commentary accompanying the photographs, such as interviews or explanations 

helped to frame, contextualise and explain the images and the stories behind 

them (Latz 2017: 3). 

Zines that use photography can be considered as a form of digital storytelling as 

digital storytelling encourages people to share their everyday activity through 

digital media means. How zines and digital storytelling differ is that digital 

storytelling encompasses a great range of digital media formats, including filming 

techniques, audio recordings or media files. Another difference is that zines do not 

have to ascribe to a particular type or style of content, hence zines do not have to 

include storytelling or have a narrative, but can be abstract, thematic or take 

another approach to content construction. Photovoice emphasises using 

photographs as a means of sharing insights and perspectives on personal realities 

and is commonly used when working with marginalised groups. However, 

photovoice is, along with digital storytelling, only an appropriate methodology 

when creating zines that have a photographic element. 
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In addition, with the findings from the 11MRTD evaluation stressing the impact of 

using photography as a means for transmitting ideas regarding dance and 

disability, using photovoice as a methodology seemed highly appropriate for the 

research study as a whole. Nevertheless, as 11MRTD revealed, the issue of 

curation or artistic direction needed to be carefully considered, as discussed in 

Section 5.5. Agency, being the embodiment of independence and choice, should 

be given as wholly as possible to the participants contributing to the zine, which is 

how the creation of the zine for this research proceeded, grounding it first and 

foremost in the contributions of the participants. This was to try and ensure that 

the participants’ voices were at the forefront and centre of the zine intervention, 

and to try and avoid the “power differentials” (Dassah et al 2017: 1419) that 

disability researchers Dassah et al highlight having a negative effect on the 

success of photovoice as a methodology, due to the need for trust to be fostered 

between researcher and participant. What is emphasised in the literature 

regarding photovoice as methodology is how research is conducted with 

participants, not on them, which is also specifically emphasised in the research 

studies conducted with disabled participants or participants with mental health 

issues (Dassah et al 2017; Creighton et al 2018; Shumba and Moodley 2018). 

Agency, such as that described above, could allow participants to have more 

control over how they were represented, something particularly important when 

working with disabled practitioners; there is a wealth of research that 

demonstrates that disabled people are often misrepresented in the media (Barnes 

1992; Kama 2004; Sandell et al 2010). Creighton et al (2018) explore 

‘representation’ through their research into the ethics of photovoice methodology. 

However, in addition to the agency offered by photovoice to allow for control 

regarding representation, they emphasise how representation can differ amongst 

participants, which could be seen to emphasise the choice afforded to participants 

through this methodology. Nevertheless, as a researcher, I needed to be aware of 

this “subjectivity of representation” (Creighton et al 2018: 451) and consider how 

this might be translated or transmitted through the layout, order and design of the 

zine intervention. 
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A further consideration of this methodological approach, especially when working 

with participants who have varying disabilities, was the practicality of photograph-

taking itself. In the case of this zine intervention, it was most likely that participants 

would have photographs taken of them, due to the dancer/viewer relationship and 

participating in a performing art form. Another option was for participants to 

produce images without themselves as the object of the photography. 

Nevertheless, having photographs taken of participants in itself raised questions 

regarding agency, curation and independence. As Dassah et al highlight, 

“collaborating with another person to take pictures may enhance participation, 

[but] it may limit [participants’] independence and also raises issues about whose 

perspectives may be portrayed in the photographs and the data” (2017: 1420). In 

order to attempt to combat this complexity, as a researcher I offered a choice of 

photographic response, encouraging autonomy in how the participants wished to 

respond (either taking their own image, having an image taken of themselves, or 

using something else as the object of an image). 

It was also important to consider how the photovoice methodology might fit within 

my wider research approach of grounded theory. As a researcher I viewed the 

contributions to the zine interventions as a form of data, this was then analysed 

and compared with the grounded theory concepts developed from the 11MRTD 

evaluation data. The key components of a grounded theory approach are 

“constant comparison, theoretical sensitivity, theoretical sampling, and theoretical 

saturation” (Oktay 2012: 15). By using the zine intervention to compare data to the 

theory developed from the earlier stages of my research, I was attempting to 

validate and affirm my theoretical categories, aiming for theoretical saturation 

through constant comparison. This is further highlighted here by qualitative data 

analysis scholar Ian Dey who describes the challenge of negotiating validity for the 

grounded theory researcher, 

The requirements of discovery and validation differ. To discover 
theory, we can use a flexible, iterative, and adaptive approach to 
generating and utilizing data. In testing theory, we need to specify in 
advance what theoretical claims we are advancing and what data 
would count for their refutation or validation. Otherwise we are all too 
liable (given the weaknesses in our everyday thinking) to find what 
we are looking for in the data. 

(2007: 174) 
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The zine intervention served as a mode of testing the concepts that had been 

developed concerning photography use, approaches to intervention design using 

a prefix and agency within dance and disability interventions. 

The theory regarding zine developed through a continuing GT coding process, 

adding to the refined concepts and codes. This process involved the same coding 

procedures as explained in Section 3.3, expanding some of the concepts 

developed previously and creating new knowledge regarding the use of zines as 

an intervention tool. This follows one of the core principles of GT research, which 

is constant comparison of data. Through analysing the data produced through the 

zine intervention (participant and viewer feedback, as well as researcher 

reflections of the process) and then comparing this with the codes from earlier 

stages of the research, I was engaging with constant comparison of the data to 

develop, or confirm, my conceptual findings. I especially focused on asking “what 

is this data doing in relation to this enquiry?” (Timonen et al 2018: 7) for this stage, 

to ensure that it remained focused on the development of findings specifically 

linked to the RQs and to the developing codes and concepts. This coding process, 

specifically for this zine intervention, contributed to greater understanding around 

use of language for interventions, the concept of ‘conscious consultation’, as well 

as new conceptual clarity regarding the use of zines for interventions in dance and 

disability projects. 

9.6 Approach and Content 

The thinking behind the specifics of the zine contribution offer to participants was 

guided by the emerging theoretical concepts from the 11MRTD evaluation 

process. These findings showed the significance of photography as a creative 

medium for dance and disability interventions (Chapter 6) and the exploration of 

prefixes as a result of the evaluation findings proposed that DIS approaches may 

have greater potential for sparking perception changes for observers (Chapter 7). 

By examining the experiences of visitors to the 11MR exhibition (Chapter 8), 

factors that affect the viewing process were identified, including accessibility, 

spacing and distance from the images and how photographs are presented, both 

physically and using language to contribute to contextual understanding of the 
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viewer. These examinations justify and support the choice of zines as the creative 

medium for this intervention activity. The development of the zine intervention also 

required the definition of the methods by which the success, impact or otherwise 

of the zine as an intervention would be evaluated, which is discussed in Section 

9.8. Throughout the zine creation process I attempted to focus on ways to disrupt 

or disturb, utilising the DIS prefix as a way of designing the research. I used 

reflexive writing throughout the zine creation process to consider this DIS 

approach in the planning of the zine, to help me formulate ideas that sought to 

unsettle and challenge normative ideas. 

Due to the findings from the 11MRTD project evaluation instigating the creation of 

this new intervention, returning to dancers from the 11MRTD photographic images 

seemed key in unearthing new ideas regarding how an alternative approach to an 

intervention might elicit different responses from audiences, spectators and 

readers. By offering them an opportunity to share their own experiences of the 

selected films used in the exhibition (and perhaps more specifically the particular 

scenes the participants were asked to portray), new knowledge regarding these 

films and the culture of popular media that features non-disabled performers 

would be uncovered. Additionally, knowledge of the professional styles of disabled 

performers could be shared by the participants, rather than presenting an 

alternative version of a character or dance style that was rooted in a specific 

ableist culture. From the discussion of zines thus far in this chapter, their 

significance for disabled people, through both their creation and reception has 

been highlighted. However, I had to recognise that I was creating the zine as a 

non-disabled person, but in dialogue with disabled dance artists. Nevertheless, as 

a focus of this intervention was to spark discussions regarding dance and 

inclusion, I was also creating these zines as an activist, which tied in with the 

prominence of zines as an activism tool. This links back to my discussion in 

Section 9.2 about my role as curator and ‘ghost writer’, further highlighting the 

complexity of my role. 

If only dance artists who were in the original 11MR project had been approached, 

new and less experienced artists would have been excluded. Therefore, in order 

to discover new connections and new dance artists beyond those who had worked 
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with PD previously, the pool of possible participants was expanded. However, this 

did provide a challenge in how to frame the contribution invitation, as it would have 

to address both dancers who knew the 11MR photographs thoroughly and also 

those who may not have heard of the project at all (although it would be 

interesting to ask, if not, why not?). For this reason, after the correct ethical 

approval was gained, a social media invitation campaign was launched to invite 

dance artists to contribute to the zine project. Using Facebook group forums, 

including the popular Disability Arts Online Facebook group, and Twitter to call out 

for participants, there was engagement with professional dance artists and 

aspiring disabled dance artists, who would not have been encountered otherwise. 

In terms of the invitation for contributions, a series of questions was created that 

interrogated both ideas regarding the 11MRTD project and also wider, more 

general concerns regarding the reception and practice of disabled dance artists. 

o How would you like your own dance practice/experience to be presented to 
a public audience through the photographic medium? 

o What would you like to communicate to viewers of the zine about your body 
moving? 

o What relationship do you have to the films used in the 11MRTD project, if at 
all? 

o How might you interpret any of the films from the project in your own style 
or what would be your own response to one of the films? 

These questions aimed to open discussions and thinking around the 11MRTD 

project, but also offered a space for disabled dance artists to consider how they 

would like to share their practice. To avoid limiting the scope of each response, 

questions were devised that were open and allowed autonomy in how the artist’s 

contribution was formed. 

Ethical approval for this intervention stage was received through Coventry 

University’s ethical process, also discussed in Chapter 1. The participants were 

asked to complete a consent form or give permission through another means such 

as email that asked if they would like to remain anonymous within the zine. All 

participants included in the zine gave their permission to be identified through the 

zine and their names were supplied on the back cover of the final zines. 
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Therefore, participants’ names are used in the discussion of the zine content in 

this chapter. 

Recruiting participants, and then receiving the images was challenging. There 

were a few people contacted who either were too busy to participate or didn’t feel 

that this was something they were interested in being part of. This may reveal that 

this choice of invitation was too time consuming or not in keeping with people’s 

traditional practice. This encouraged consideration about the reasons why it was 

so difficult to get responses from disabled dance artists. Was it because they were 

simply too busy with their own activity to contribute? Should there have been 

compensation or payment for the work being completed, or how might some 

participants have viewed this as work assignment? Or perhaps some people were 

unfamiliar with what a zine is. This also links back to some of the participants from 

the 11MR photography shoot, who identified this activity as paid work and the 

primary purpose for their participation (Whatley 2018). Nevertheless, seven series 

of images were received, some with only one image from a single participant and 

some contributions with multiple photographs from a participant. These 

contributions were very varied. Some photographs referenced the 11MR project 

quite obviously, such as participant O’Brien’s contribution, where a ‘Barbie-esque’ 

doll, with one leg removed from the hip, is seen in two images reminiscent of The 

Red Shoes (1948) and Dirty Dancing (1987) images from the exhibition. In one of 

the images, the doll is facing the camera, with a black background and a red wig, 

wearing a white romantic tutu style dress. Standing on her one leg, the doll’s arms 

are placed forward, reaching towards a mini red ballet shoe, hanging at the front 

of the image. This contribution is significant due not only to the connection with the 

11MR images but also to the suggestion in the photographs that the subjects in 

the 11MR images were seen as ‘models’ by viewers and visitors to the exhibition. 

This could reflect how dancers in the 11MR photography exhibition felt about 

being curated, directed and positioned into their shots during the project. 

The contributed images were varied in approach, style, design and format. There 

were collages, images with writing placed on top, artistically shot images of the 

subject and studio-based self-portraits. Another challenge for the researcher was 

to consider how these images might be laid out, deciding upon the order in which 
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they would go in the zine and how the images worked together to suggest an 

appropriate viewing order. Here it was considered how the layout might adhere to 

the aesthetic values of zines as DIY objects, explored in Section 9.1, and there 

was also in-depth reflection as to how the layout might form a narrative or 

communicate ideas, speaking to one another across pages. This took into 

consideration how the zine will be read cover to cover, how the supporting writing 

would fit in with the images and how each image connected with the others. This 

reflects, again, the multi-faceted nature of my role as curator of the zine. 

Initially the focus was on creating a digital zine and a 

prototype was created, as seen in Figure 11. However, 

on reflection, it was quickly realised that this was not the 

correct approach for this intervention. Not only did a 

digital zine move away from the origins of the zine format 

as a DIY magazine, but it also abstracted the zine away 

from me as researcher, designer and creator. In this first 

prototype, I sought to use data from the 11MRTD 

evaluation project merged with the new ‘data’ in the form 

of the contributed images. However, it quickly became 

apparent that, not only was I absent from the zine almost 

entirely, but also that I was seeking to keep the 

intervention away from the detail of the 11MR project, so that it stood 

independently, resulting in a zine that was very superficial and sparse in content. 

Much more was needed to interrogate the concerns emerging from the 11MRTD 

evaluation, to better embed myself as curator and to more deeply analyse and 

question the contributed images. 

Figure 11: zine prototype 

One contributing artist, Elinor Rowlands, contacted me via Facebook seeking to 

take part in the project. When her photography images came through to me and I 

took a closer look at them, they revealed something beyond what I had 

acknowledged through the 11MRTD evaluation regarding accessibility of dance 

activity. This series of photographs are of Rowland’s legs and feet, with some in 

black and white and some in colour. It is evident from the background of a 

coloured, patterned duvet, which is scrunched up in places, that the location of 
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these images is a bedroom. The photographs show feet in various positions, some 

blurred and others clear, with three out of four of the images showing the lower 

half of the two legs, shot from the right-hand side. The different positioning of the 

legs in each shot, in relation to the background detail, suggests changing of 

positions, or motion. In the fourth image, which is in black and white, a foot is 

placed sole down on a wooden table top. The photograph shows the back of the 

lower leg and the heel of the foot, with the toes pointing towards the back of the 

shot. In the shadow of the leg, there is just visible the faint form of a scar running 

from further up the back of the leg, down to the base of the heel. Rowland 

contextualised these images by saying how 

many disabled bodies can’t get to the space due to lack of access -
access needs cost more than the making of art/dance itself - so 
disabled dancers will make work from home and will translate it 
through video…because my impairment is invisible but the physical 
pain is very real - I have a tendency to only dance or show my body 
when bedbound as this is when I’m able to stretch myself - over a 
time duration that is not limiting - into positions - and work with my 
body in a way it doesn’t work outside of my bedroom 

(Rowland 2019) 
The issues of difficulty of access and transport to performance space in this 

participant response contrasted with the flexibility and transportability of a zine. 

Access to a zine is not compromised through geographic or physical barriers, as 

these are overcome. For example, if a disabled person cannot travel to a 

photography exhibition, a zine can be sent to their house for them to experience. 

This response does raise questions around how disabled people who are unable 

to leave their room, or even their bed, might be able to participate in physical 

dance activity. Much of the dance activity discussed in this research has involved 

the viewing of images of disabled people. However, if zines are to encourage 

readers to get involved physically in dance practice, there needs to be 

consideration of the opportunities for those who are unable to travel to dance 

classes or workshops. The 11MRTD project involved community classes for local 

disability groups, but all of the classes were held in studios or dance spaces. 

Therefore, consideration of how those disabled people who are unable to travel 

could be engaged, such as classes which are live-streamed or recorded, and 

choreographic tasks that can be completed site-specifically and contribute to a 

dance film. 
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The second approach to the zine creation focused entirely on being handmade. 

Blog-type posts were written that formed a stream of consciousness throughout 

the zine (see Appendix G for photographs of the zines, with the blog sections) and 

that sought to raise questions about the images and what they might mean. These 

aimed to challenge the readers regarding key issues from the field of dance and 

disability and to interrogate some of the wider media discussions concerning 

representation and language about disability. This drew upon theory from the DIS 

prefix discussions from Section 6.6, which encouraged the use of DIS approaches 

to intervention activity, aiming to spark discussions and disrupt stereotypical 

perceptions of disabled performers. The title, ‘Two Million More’ was redesigned 

using the fact that, since the 11MRTD project was first conceptualised, there are 

now nearly two million more disabled people in the UK33. 

Fifty copies of the zine were created (see Appendix G for photographs of the zine, 

although a physical copy has also been included). These zines were all crafted by 

hand, which meant that, while the main content of the zine was the same in each 

(the images, the order and the words), some features did differ from zine to zine, 

meaning that each is unique. For example, some of the additional handwritten 

notes or placement of items on a page was different. This process of producing 

multiple copies of the zine could indirectly link to the RE discussions from Chapter 

6 of this thesis. Reproducing the zines page by page, but also reprinting or 

photocopying the images, certainly engages with a RE process. I reflectively noted 

during the creation of the zines, that every time I stuck an item down, I felt as 

though I was re-evaluating its importance within this particular zine. I also felt 

similarities between the creation of each zine and my experience of 

choreographing dance works. The attention to detail, the scrutinising of each 

element or phrase, had me engaging with nostalgic memories of the creative 

process of choreographing dance work (connecting to the discussions of nostalgia 

in Sections 5.5 and 6.4). This process was extremely time consuming, but the 

process felt significant as it connected me, as a non-disabled, outsider researcher, 

33 Statistic from Scope (https://www.scope.org.uk/media/disability-facts-figures/) and the UK Government’s 
Family Resources Survey 2017/18 
(https://assets.publishing.service.gov.uk/government/uploads/system/uploads/attachment_data/file/791271/fa 
mily-resources-survey-2017-18.pdf) 
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to the contents and importance of the discussions held within these small zines. In 

addition I felt that I had a responsibility to the contributors to take care in how I 

was making the zines and handling their involvement. There was an ‘original’ zine 

(and a number of earlier prototype copies) from which I made the subsequent 

zines. 

9.7 Dissemination 

As there were a limited number of zines created, and I was conscious of including 

the participants in the dissemination process, participants were offered copies of 

the zine first. However, I did ask that the zines were distributed in places that they 

might not traditionally be found. Suggestions included the local supermarket, 

doctors’ surgeries, left on bookshelves or given to people randomly. This was a 

conscious decision, made to try and develop a ‘guerilla’ approach34 and engage 

with audiences outside of theatres or performing arts arenas. Similarly, I utilised 

social media channels to offer copies of the zine to new audiences, linking to PD’s 

use of online resources to engage new audiences, as discussed in Section 5.4, 

and answering SRQ2.1. This route for dissemination was, in part, due to the 

experience of recruiting participants via social media. What this revealed is how 

social media is often used by people with disabilities because it provides easy and 

accessible ways of interacting with people. 

Due to the geographic spread of 11MRTD strategic touring project activity, I 

believed that having a thorough spread of the zines across the UK and also 

internationally was important. Therefore, I ensured that zines were sent to people 

in each UK country as well as northern, southern, eastern and Midland counties. 

This was also to reflect the geographic spread of contributors to the zine, who 

were from various locations in the UK. In addition, three zines were offered to 

American attendees of the Dance Studies Association conference in Chicago in 

the summer of 2019 and three zines were left in café spaces in Kampot in 

Cambodia, as well as Jogjakarta and Bali in Indonesia. In keeping with zine 

culture and popular dissemination practice of zines via mail, I offered zines to be 

34 Guerrilla, in terms of marketing, is concerned with low-cost, high-yield approaches to reaching audiences. 
Tactics also often include surprise or non-conventional methods for audience interaction/engagement. 
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sent through the post to people who wanted copies. Not only were these free, thus 

removing any financial barrier to access, which is sometimes an impediment to 

theatre attendance, these were also available for anyone to receive. By posting 

the zines, any physical barriers to access were also removed. 

9.8 Evaluation 

The process of evaluating the impact of the zines presented an interesting 

challenge. Traditional forms of evaluation often involve surveys, questionnaires or 

formal engagement with participants. However, it could be claimed that this 

approach moves away from the culture of zine activity by formalising the zine 

interaction process and institutionalising this form of communicative media. 

Initially, I designed an online evaluation survey. The questions included in this 

survey were consciously open and non-prescriptive to offer a range of responses. 

However it was still felt that using a traditional, formulaic evaluation tool would 

undermine the DIY nature of the zine and affront readers. Therefore, I set about 

exploring varied and alternative approaches to evaluating the zine and its impact, 

addressing SRQ3.1. 

It felt important to include photography as part of the evaluation process, which 

would also offer readers a chance to respond to the zine in a practical way, as 

photography’s significance was highlighted through the findings of the 11MRTD 

subsequent evaluation research (Chapter 5) and also helps to address RQ4 

concerning how alternative creative mediums can effectively transmit messages 

about inclusion in dance. Therefore, with each zine, readers were given a badge 

with a plain white sticker on the front and were encouraged to decorate the badge 

in response to the zine and then photograph themselves wearing the badge. Other 

evaluation routes, including a social media hashtag, were also detailed on the 

back of the zine. This method only received one response, which is shown in 

Figure 12. Nevertheless, what has been intriguing is that I have received 

considerable and comprehensive feedback from readers via social media 

messaging apps and via email. The format of these messages has included voice 

notes and written messages that have been transcribed using voice transcription 

software. There were seven respondents who offered qualitative feedback, either 
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        emphasised the value of cultivating 

research relationships through social media channels. 

Figure 12: Image from respondent to zine evaluation 

via email, Facebook or Twitter. Two of these respondents were also contributors 

to the zine, with five of the total respondents identifying as disabled and two 

indicating that they are not disabled. Feedback was received from readers in 

England, Northern Ireland and New Zealand. 

The multiple approaches to offering 

feedback experienced through this 

zine process has suggested that no 

single evaluation process will 

necessarily be favoured or even 

accessible to audiences. Therefore, I 

suggest that offering variety in how 

people can respond in a reflective 

and evaluative way may be the best 

way of ensuring that some form of 

useful feedback is received. Perhaps 

the emphasis on social media 

interaction from the outset of this 

zine creation process, through to the 

evaluation discussions, has 

The main theme of the feedback discussions I have had with people who have 

interacted with the zine has been regarding its ability to spark these actual 

discussions. There have been questions about whether the purpose of the content 

was to provoke, which was certainly an intention. One respondent asked, referring 

to a secondary quote, “Did you include this to be provocative?” Other notable 

items mentioned have been the material used in the zine, and the layering of lots 

of tactile materials. The aesthetic was often mentioned, with one respondent 

noting, “I’ve just opened it and I really love the aesthetic… I just so love the 

aesthetic of zines and I like you know the combination of printed stuff [and] the 

different like coloured tapes you’ve used and like the different photocopies.” 

Another also addressed the aesthetic of the zine saying, “The aesthetics of the 
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zine are lovely, the rambling style of presentation draws your eye all over the 

page... the hidden gems/questions under/beside or on pictures infuses your 

thoughts and imagination. Your quote You look, You linger, You absorb is SO 

true!” This identifies that using zines as an intervention format has had a certain 

impact on receivers and readers. This also reinforces the discussion in Section 9.4 

of this chapter regarding the material and tactile nature of zines as being 

significant. 

One of the most prominent features of the feedback from readers of the zine is 

how many questions were raised. The questions that were asked through the 

comments were directly related to content from the zine, indicating that the zine 

has challenged readers to ask questions and be inquisitive. The questions that 

were posed by the readers are shown in Figure 13. This level of enquiry from 

readers of the zine, could indicate a potential examination of their perceptions. 

More evidently, these questions demonstrate that the readers were engaging in 

deep level thinking regarding the topics, themes and images contained within the 

zines. This has encouraged me to consider how these questions might be 

answered or debated. The questions from non-disabled respondents show that 

there is a potential interest in education and learning about this subject area and 

Questions asked by participants through feedback. 

Is praise patronising if it just points out that what you're doing is inspirational or encouraging to 

others with disabilities? 

I’d not considered how dance is about individuality and in review it’s about personality so should our 

differences cause a problem/issue? 

Does watching a disabled dancer create a deeper engagement (because of the sense of [awe]?) 

and therefore lasting meaning? 

Does being a disabled dancer/sports person/teacher make you an inspiration? 

What’s AD? 

What % of dance students have a disability? 

Have people’s views changed since the Olympics and strictly? 

How does society disable people? What can be done about this? 

If disability is part of your identity, can you separate yourself from it? 

Figure 13: Questions from the evaluation feedback 
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seem to want to deepen common discussions regarding disability and dance, such 

as the inspiration porn stereotype (as discussed in Section 8.3) or disability and 

identity. 

The zine as a source of creative inspiration and of nostalgia was also a feature of 

the feedback comments. One respondent explained that they are “inspired to do 

more. [it’s b]een a bit of a creative drought for me. But holding this... something is 

stirring!” Similarly, one of the contributors to the zine has since created their own 

zine project. This suggests that the zine is generating more zine activity, so there 

is a ‘germinating’ property and effect to my zine intervention. This should be 

recognised as a form of impact, potentially long-term, that engages and 

encourages creativity in people and encourages them to act. Another zine reader 

commented, after receiving their copy of the zine, that they “[were] very involved in 

zine making…in the 90s and, yeah, it’s been ages since I’ve had one, so I'm super 

excited to delve in”. Here it could be deduced that the zine reader is engaging with 

nostalgia connected to a memory that has been unearthed due to engagement 

with the zine. This respondent identified themselves as disabled, so this nostalgic 

reaction demonstrates the nostalgia-inducing potential of zines, if someone recalls 

engaging with this practice over 20 years ago. 

Two evaluation respondents did disclose that they are not disabled and that they 

discovered the zine through an acquaintance. These encounters perhaps serve as 

examples of how the zines can work for those not within the disabled community. 

One of these respondents asked the most questions of all those who gave 

feedback, with many of these focused on finding out more about disability related 

terminology (AD = Audio Description) or learning about disability and 

society/culture (Olympics and Strictly Come Dancing). I should note here that 

contact details were given in the zine, to offer feedback but also to ask questions 

or to find out more. It is difficult to determine how or if perceptions have been 

disrupted by the zine intervention. However, it is apparent from the responses that 

the zines have certainly encouraged questioning, challenged ideas and sparked 

debate. This is true across both disabled and non-disabled respondents, as well 

as those active in an arts and disability community (such as the Disability Arts 

Online Facebook group) and those who are not. 
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There is the possibility that further responses to the zine will be created and 

shared. The zines are still in circulation, with some now presented in zine libraries. 

There is also the potential that the zines might be read and engaged with, but that 

these readers will not respond to the zine in a way that I, as the researcher, may 

know about. While this is a possible risk with guerrilla type approaches to zine 

dissemination, it is also reflective of the difficulties of evaluative pursuits. However, 

I do acknowledge the fragility of the zines. These zines are made mostly from 

paper and held together by thread, which makes them susceptible to damage, so 

how long they can survive or how many times they can be shared, is unclear. 

Nevertheless, the nature of the responses and the experience of creating the zine 

as an intervention, for myself and for the contributors, indicates that impact has 

been made. 

Criticisms of the zine note that the blog information can be distracting and perhaps 

too much writing in a single space is especially difficult for people with fatigue-

related disabilities or visual impairments to consume in one sitting or without 

assistance. One reader noted that they were going to get their support workers to 

read it to them, due to the nature of their disability, which was a really interesting 

approach and perhaps emphasises the flexibility of a zine in how it can be 

consumed, compared to a fixed exhibition in a gallery space or a one-time dance 

performance evening. Another respondent commented that they “found it a bit 

dense, as in too much text and the first two pages were off-putting for me. But 

later I tried reading it from the back in the wrong direction, and I got more from it!” 

Again, this is a flexible and innovative way of consuming the zine content, 

although it has also made me review the format, order and layout of the zines 

retrospectively. Perhaps this draws parallels with how a photographic exhibition is 

curated and how its layout might dictate the order by which a viewer moves 

through the space. 

Despite these criticisms (or constructive feedback), the zines were positively 

received, with readers whose feedback was brief using it to emphasise their 

appreciation of the zines. This was also the response from participants who 

contributed images for the zines, when they received their copy, with one saying 

“Wow…The zines are amazing! So much work involved...” and another noting 
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“Wow…the Zines are so BEAUTIFUL. Thank you so much for them, I can see 

you've put so much work into them and they made me cry. Cry with joy and cry 

with pain - because they are so incredibly important.” The intensity of the latter 

comment perhaps emphasises the importance of zines in providing an outlet for 

marginalised groups, in this case disabled people, to communicate and share their 

experiences with a wider audience. As these comments were from contributors to 

the zine who are disabled artists, perhaps this also acknowledges the impact of 

including disabled people in the consultation and content creation of an 

intervention, considering the difference in responses compared to some of those 

from the 11MRTD project. Therefore, attention paid to consciously consulting 

disabled artists throughout the intervention process is necessary to ensure the 

success of and response to the intervention activity itself. 

9.9 Conclusion 

This exploration of zines as a site for interventionist activity has scoped literature 

on the history, purpose and potential of zines as an art form. The activist status of 

zines encourages their use as a form of resistance; a place and space where 

people who have experienced marginalisation can share their experiences and 

demonstrate their views as a form of quiet protest. Zines can engage with digital 

outputs, such as photographs, but also are recognised as physical, aesthetic 

objects. This connects not only with a significant feature from the 11MRTD 

analysis, photography, but also addresses issues discussed in Chapter 8, 

Sections 1, 4 and 5, regarding the connectivity and interaction of photographs with 

viewers. 

While the history and definition of a zine may not be comprehensive, there is clear 

evidence that zines can be an impactful tool for activism and resistance activity. 

Their emphasis on DIY creation and personal, political content suggests that they 

could be appealing to the public and could contribute to changes in perception 

concerning a certain topic. Therefore, coupled with the emphasis on the visual 

form and photography, zines appear to be a most suitable choice as an interactive 

intervention tool that may also influence perceptions regarding dance and 

disability activity, and specifically in response to the 11MRTD project. 

231. 



  
 

 
 

 

 

            

           

             

              

             

          

          

            

             

              

           

           

             

            

             

           

           

          

 

    

         

      

The chapter has sought to document and critically comment on the design, 

creation, dissemination and evaluation of my zine intervention that seeks to 

disrupt public perceptions of disabled dance artists and how they are viewed. I 

have detailed the reasoning for the design of the zine, setting out how participants 

were recruited and the invitation for contribution. I have reflected on the zine 

creation process, highlighting my considerations regarding layout, design and blog 

writing. The rationale for evaluation was discussed, indicating that unconventional 

methods for data collection were being used. Finally, the evaluation feedback has 

been analysed and key findings have been discussed, linked to aspects of zines 

that have been explored earlier in the chapter. As a new methodology, zines and 

photovoice methods are innovative and creative, engaging in new ways of 

gathering qualitative research and was highly appropriate based on the findings 

from the evaluation of the 11MRTD project, which formed a methodology for this 

intervention. As this intervention’s purpose was to test this methodology, borne out 

of the 11MRTD findings, focus was on photography as a medium for transmitting 

ideas about disabled dancers, using a DIS-prefixed approach to stimulate people’s 

perceptions and playing with how spectators absorb this intervention. From the 

analysis, the zine intervention has met its purpose overall. 

The final chapter synthesises the main conclusions from this research, 

considering both the theories developed through the analysis of the 11MRTD 

intervention and the zine intervention experience explored. 
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Chapter 10: Conclusion 

In this concluding chapter, I seek to bring together the wealth of thinking and ideas 

explored throughout this research. By drawing upon findings from the evaluation of 

the 11MRTD project, the subsequent exploration of concepts and theories and the 

knowledge gained from the zine intervention activity, I set out the core research 

insights and the new knowledge that I am contributing through this research process. 

Due to the multi-layered nature of the research, I reflect on how this study has 

addressed the aims of the thesis and answered the research questions. I conclude 

by examining the implications of this research and offer suggestions for future 

research in this area of study. 

This research has been rooted in the intersection between dance, disability and 

public-facing intervention activity. My research has recognised the significance of 

photography as an alternative medium for transmitting and challenging ideas around 

inclusivity in dance held by public audiences. The findings from the 11MRTD project 

discovered a discrepancy between the intentions of the project designed by the 

organisation, People Dancing, and the outcomes of the project according to the 

perceptions of professional dance artists who participated in the photography 

exhibition. This discrepancy showed that, for some disabled dance artists, it is not 

enough to simply encourage positive profiling of performers, but greater challenge 

and questioning of perceptions held by the public, which are created in response to 

social norms and stereotyping, is needed to initiate bolder change. I have examined 

how language choices in the framing of dance and disability interventions, focusing 

on the photographic medium, can impact on audience reception. By investigating the 

etymology of the RE- prefix, as used in the 11MRTD project, I have argued for new 

understandings, so new knowledge, regarding the use of prefixes to frame 

interventions and how these interventions are received by viewers. 

Chapter 1 introduced this study, giving an overview of the thesis content, its key 

aims and the questions that guided the research (revisited later in Section 10.1). The 

questions have enabled me to explore approaches to interventions within the dance 

and disability sector, conduct analysis of ‘alternative’ media for intervention activity, 

and investigate public responses to intervention activities. 
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The review of literature in Chapter 2 outlined the key theoretical areas that have 

underpinned the research and the key themes that arose from an examination of the 

literature in these areas from which the scope of this research emerged. This led to 

an exploration of the history and development of disability studies and the 

examination of a number of models of disability, which underpinned a discussion of 

the intersection of disability and dance. Photographic discourse was also analysed 

and literature regarding the topic of interventions was examined to identify their key 

features, linked to the Research Questions for this study, before considering the 

etymology of prefixes and literature concerning zines as a medium for an 

intervention design. There was then a consideration of literature regarding the use of 

language generally in relation to disability. By bringing together these different 

theoretical frameworks and perspectives on dance and disability, the stage was set 

for a full analysis of 11MRTD. The 11MR photography exhibition, as part of the wider 

project, was primarily concerned with the still image, so necessarily required a multi-

stranded approach to the analysis. Furthermore, the different areas of enquiry, 

stimulated through the research questions, made clear why the notion of 

‘intervention’ has a particular meaning and purpose in this context, and can set up 

tensions between intention and outcome, and between subject and viewer of the 

image. 

A range of research methodologies that could have potential for successfully 

carrying out the research were considered in Chapter 3. These methodologies 

included evaluative research, grounded theory, archival research and close readings 

of images. Particular focus was given to grounded theory as the principal 

methodology for this research. The role of research paradigms was considered, 

before examining literature concerning a mixed-methods approach to the research. 

The methods employed for the collection of data for the People Dancing evaluation 

report were then described. The processes of close reading and photo elicitation 

were analysed and issues such as validity, bias and insider/outsider research were 

interrogated, considering my role as a non-disabled researcher. The methodology 

has been nuanced and adjusted as the project developed, recognising that the 

11MRTD project has evolved over the course of the research, and the contacts 

established with People Dancing, the artists, participants and other stakeholders 

have also helped to shape the methods used. 
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Chapter 4 focused on the organisation People Dancing, mapping and outlining their 

development as a leading body for community dance in the UK, looking at their 

history, mission and activities. The definition of the term ‘community dance’ was 

examined, considering how the development of the term reflected or directed 

changes in the wider field of dance activity in the UK. Through this analysis of 

People Dancing’s approach to dance and disability work, the context and reasoning 

for developing the 11MRTD project was considered, consulting and analysing 

specific articles from the bi-annual magazine Animated. This analysis of People 

Dancing as an organisation formed a basis for situating the 11MRTD project as well 

as its purpose and remit in Chapter 5. I initially explored the concept of intervention 

arguing that 11MRTD’s emphasis on changing perceptions, positively profiling 

disabled dancers and improving opportunities for professional and local disabled 

dancer to participate in dance activity confirms its position as an arts intervention. 

After providing an overview of the project, the impact of 11MRTD was discussed, 

such as analysing the positive response from the public, considering new audience 

engagement, addressing the complexity of an interdisciplinary project and 

highlighting the creation of new local partnerships. These evaluation report (PD) 

findings provided a framework for closer investigation of the exhibition design and 

intention in the next chapter. 

Chapter 6 explored the framing of the 11MR photography exhibition as one that 

sought to ‘recreate’ or ‘reimagine’ popular dance scenes from films. I argued that the 

RE-prefix is significant in how the project can be framed, and the role of the RE-

prefix in determining what a dance and disability intervention is, was questioned. 

Interrogation of the etymology of the RE prefix, its use in dance more generally and 

in other disciplines and its significance in disability led to the conclusion that RE-

prefixes can influence perceptions of disability, and specifically encourage negative 

or detrimental perceptions due to the reference to an original to which the ‘re’ refers, 

and in this context, can infer a ‘normative’ state that the RE version is judged in 

relation to. While RE has a dual meaning of referring back and creating something 

anew, within interventions that are concerned with public perceptions of disabled 

people, I concluded that the RE prefix does little to challenge ideas, but rather 

perpetuates ideas of comparison through referral to an original ‘norm’. 
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I proposed (in Chapter 6) that, in the context of projects that bring dance and 

disability together, the DIS prefix offers a more radical connotation, so is a better way 

to ‘frame’ a project if its aim is to challenge negative perceptions of disability and 

educate audiences about disability in dance. It is not that the DIS prefix is inherently 

more positive than the RE prefix, but that it offers more scope for expanding people’s 

perceptions or catalysing discussions than RE. This is due to the DIS prefix meaning 

‘apart’ or ‘away’ and thus creating more of a shift away from the common 

perceptions or stereotypes of disabled performers than the RE prefix does. Careful 

scrutiny of the premise and purpose of an intervention is needed to understand how 

the framing of an intervention could be perceived, interpreted and responded to by 

participants and audiences alike. But, if an intervention intends to change 

perceptions around disability and dance, I argued that using a DIS prefix to frame an 

intervention might be more impactful. 

The next chapter, Chapter 7, built upon the exploration of what makes an 

intervention, to examine the role of photography when used as an intervention 

medium. By exploring the history of photography and movement, the ways in which 

photography can partner dance were mapped out and the different temporal 

properties of dance and photography and their impact for disabled dancers were 

considered. The reception and meaning of photographs, and affecting external 

factors was discussed. I concluded that photography offers a space for disabled 

bodies to be made visible, but visibility also leads to disabled bodies to be 

scrutinised and scrutiny can lead to judgements that may be unhelpful. Photography 

plays a central role in the 11MR exhibition and this analysis showed how because an 

image provides only a single moment in dance activity where motion is captured, it 

allows for multiple interpretations and close inspection of detail, which has the 

potential to manipulate reality and, particularly in the context of disability as ‘subject’, 

can lead to unintended ‘misreadings’. 

Chapter 8 developed these themes of photography further by focusing on how 

viewers interact with photographs, specifically photographs showing disabled bodies 

and disabled bodies dancing. By exploring notions of spectatorship I considered how 

different audiences to the 11MRTD project engaged with the photography exhibition. 
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The concepts of embodied spectatorship and kinaesthetic empathy were 

interrogated, recognising the significance of the gaze and viewer interpretation. I 

concluded that the framing, form and placement of interventions that combine dance, 

disability and photography, are significant influences how the dancers are viewed, 

judged and interpreted. 

Having established the potential for projects such as 11MRTD to be considered an 

intervention, the following chapter focused on the development of the intervention I 

devised, created and evaluated, in response to the findings from the evaluation of 

the 11MRTD project. Having decided on the zine as an effective intervention in this 

context, Chapter 9 began by discussing the history of zines, and their function as an 

‘alternative’ form of media, usually serving marginalised groups in society. I found 

that zines can be an impactful tool or catalyst for discussions around disability and 

dance, looking at access, inclusion and activism. This is not only because zines 

engage with notions of nostalgia, but also that they are often used as a medium for 

and by the disabled community, to give voice to their embodied experience. Zines 

are disruptive and non-conformist as an activity, leading me to argue for the zine as 

an effective intervention and as a catalyst for debate and questioning about dance 

and disability. They also bridged the gap between the physical and the visual, which 

is especially pertinent for dance as an ephemeral art form and their physical nature 

gave them an additional tactile and tangible presence. 

10.1 Aims and Research Questions Revisited 

The aims of this research documented in Chapter 1 were centred on the different 

stages of activity and have all been achieved. The first aim, which was to examine 

the history, development, delivery and legacy strategy of 11MRTD through an 

evaluative exploration of the project, encompassed the evaluation process for the 

11MRTD project. This was based on exploring People Dancing’s organisational 

history, and analysing primary data sourced from partners, audiences and artists 

who were involved. The second aim was to devise a methodology to support the 

development of public intervention that engaged with ideas of dance, disability, 

audience and impact to change attitudes to disability. The third aim was to create an 

intervention that tests and evaluates the methodology for public interventions and 
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evaluates change in reception and appreciation of ‘difference’ in dance. My final aim 

was to situate this research in a broader theoretical context of dance and disability, 

specific to dance and disability activity in the UK. As a PhD project conducted in 

close collaboration with People Dancing, the different strands of activity were carried 

out to ensure that the outcomes would be valuable for the organisation, as well as for 

the dance practice and research community. 

In reviewing my research questions, RQ1 looked at the extent to which a specific 

project focusing on dance and disability develops out of and reflects back on dance 

and disability discourse more generally. I argue that there are a number of topic 

areas this research has broadened, as a result of the investigation. Regarding 

prefixes, this research has argued that the DIS prefix can have a greater impact for 

dance and disability interventions, as well as commenting on the practice of 

repetition and recreation in dance, considering the implications of this practice for 

changing contexts and different bodies. Through an examination of photography use 

for a dance and disability intervention, this research has indicated how still images 

reveal new questions about representation (of dancing bodies and, more specifically, 

disabled dancing bodies), that might influence theories to with ‘the gaze’ and 

concerning embodiment. This also expands discussions regarding how photographic 

theory around the relationship between memory, time and future projection can 

inform dance discourse in relation to dance documentation. Finally, zines as an 

intervention method has been a key area of theory development. I argue that their 

use for dance is significant due to their tactile nature and their significance amongst 

marginalised communities. Here, connections have been made between dance, 

disability and what can be gained from engaging with zine activity as a mode of 

communication, expanding the discourse around intervention design and 

approaches that engage with disabled people. 

RQ2 was ‘What does ‘impact’ mean in the context of initiatives that focus on the 

intersection between dance, disability and audience engagement?’. Through Section 

5.3, I explored the concept of impact and impact in relation to intervention activities. 

This identified that impact is reliant on clear aims for an intervention project and 

understanding of both the stakeholders and beneficiaries. Impact was recognised as 

being multi-faceted, with both long-term and short-term impact needing to be 
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considered. The 11MRTD intervention looked at macro impact, considering the 

social, economic, organisational and personal levels of impact, as well as impact on 

wider discussions for the dance and disability sector. The zine intervention 

recognised that impact can be cultivated at a micro level, with consideration of ‘quiet 

activism’ and ‘guerrilla’ dissemination processes being explored. Therefore zines 

emphasise an impacting on individuals, involving one-to-one transmission, with a 

personally produced zine being shared and consumed by another person. Impact for 

disabled dance artists is also reliant on their inclusion in all aspects of the 

intervention processes, through what I have termed ‘conscious consultation’. 

Next, RQ3 was ‘What are interventions within the context of dance and disability 

activity and how can interventions be used to support perception change?’. This 

research has identified that perception change is greatly reliant on the design and 

delivery of the intervention activity. For interventions to successfully benefit the 

communities they seek to support, conscious consultation is needed to ensure that 

these voices are present. I propose that this framing of and approach to the 

intervention can affect how audiences respond and connotes the level of 

engagement with wider dance and disability issues. This was evidenced through 

analysis of the responses from both interventions (11MRTD and the ‘Two Million 

More’ zine), which signalled that a challenging approach to intervention content can 

deepen responses and engages higher levels of discussion. Evidence from this 

study demonstrated that perceptions can be shifted and challenged through the 

support of interventions, such as a comment from a visitor to the 11MR exhibition 

explaining that their perceptions had changed and that they were “taken by the levels 

of physical literacy of people labelled as disabled”. The level of questioning from the 

zine intervention also suggested shifts or a realigning of perceptions, for example “is 

praise patronising if it just points out that what you're doing is inspirational or 

encouraging to others with disabilities?”. 

In this research I have explored the concept of impact as part of an evaluation 

strategy. A core research question focused on asking how different creative media 

might positively transmit messages about dance. RQ4 was ‘How might an alternative 

creative medium, such as photography, effectively transmit messages about 

inclusion in dance?’. This question was widely explored through Chapters 5 and 7. I 
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have shown that photography, within dance and disability interventions, engages 

with a wider audience and with people new to dance and disability activity. However, 

the evaluation of the 11MRTD project showed that the intervention did not 

necessarily transmit positive messages of inclusion, but tended to perpetuate 

damaging stereotypes. The zine intervention more effectively transmitted messages 

about inclusion in dance that challenged perceptions. Whilst photography can attract 

new audiences to dance and disability activity, it may fail to consistently transmit 

positive messages, and interventions can only be effective if the subject (in this case 

disabled dancers) has some control over the image they are featuring in. It is in this 

type of collaboration that positive messages, or messages that challenge 

perceptions for the better, can emerge. In answering my research questions I 

conclude that disability and dance interventions that are devised to engage new 

audiences by involving different artistic mediums, must take care in the collaborative 

approach to their design and framing. Even with the intention to transmit positive 

messages about dance, and disability in dance, this may not always be successful 

and there must be a clear awareness that readings and perceptions of disability 

remain susceptible to misinterpretation and misunderstanding. This awareness 

would ensure that the debates around inclusion in dance remain live. 

The next section draws attention to core themes or codes that have emerged from 

the analyses, and which together make clear the contribution of the thesis overall. 

10.2 Findings and Contribution to Knowledge 

Through the analysis of data from the evaluation of the 11MRTD project, 

discrepancies between the views of different stakeholders within the project 

emerged, as detailed in Chapter 5. Partner organisations appeared to have different 

expectations for the project, and how it was to be supported, financially and 

logistically, compared with People Dancing’s intentions for the project (see Sections 

5.3 and 5.7). Some professional dance artists who appeared in the photography 

exhibition images held differing views regarding what ideas the images appear to 

communicate around inclusion and dance. These discrepancies and points raised by 

partner organisations regarding communication during the intervention process, 
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indicate a need for greater attention to be paid to the consultation process 

throughout the design, creation and delivery of interventions. 

Due to these discrepancies, and the range of problematic responses to the 

photography images from the intervention, I am arguing that ‘conscious 
consultation’ is fundamental for achieving the aims of an intervention project. 
Conscious consultation is a method for creating, designing and delivering a project 

that involves continuous and intentional dialogue with people for whom the 

intervention is aiming to benefit. Consideration of who is involved in this form of 

collaboration, who’s voices are heard and consulted for each stage of development 

is imperative, aiming to limit misunderstanding or misinterpretation of a project’s 

intentions. I am proposing that this is a new way of discussing the experience of 

disabled people and that conscious consultation is a method for ensuring that 

complex projects fully engage with those who are core to a project’s successful 

delivery. 

Organisations such as People Dancing which have disabled staff members and often 

work with disabled dance artists may consider their ideas (for interventions) to be 

influenced by the wishes of a cross section of the dance and disability community. 

However, if conscious consultation does not occur, the wants, needs and intentions 

of the professional disabled dance population may have shifted, without the 

organisation being aware. I am arguing that conscious consultation is attending to 

feedback from previous intervention activity, bringing together a consultation group 

for particular projects (such as that explored in Section 8.6), or seeking comment on 

early pilot ideas for activities. Being active in the process of conscious consultation 

means seeking out dialogue in order to justify or support the decisions being made. 

The intervention activity detailed in Chapter 9 documents my own experience of 

designing, creating and disseminating an intervention activity, in the form of a zine 

for this research. Taking on board the learning from the 11MRTD findings, I used 

conscious consultation throughout the zine process, in order to recognise and attend 

to the desires of the population I was sharing ideas about through a public-facing 

intervention. I acknowledge that as a PhD researcher I was in a privileged position 

by having an active dance artist who is a member of the disabled dance community 
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as a member of my supervisory team. This allowed me regular opportunities to 

consult with a disabled dance artist, to discuss my aims and to reflect regularly on 

my intentions for the zine. In addition, my regular reflective activity as a researcher 

allowed me time and space to process my learning from the evaluation of the 

11MRTD project as well as the feedback I received from the disabled dance artists 

who participated in the zine. By employing a grounded theory methodology, I was 

able to value reflective and comparative thinking, which proved crucial for completing 

my research. My exploration of evaluative methodology processes in Chapter 3 also 

highlights the need to include stakeholders in the reflective, cyclical process of 

evaluation, both in the formative and summative stages. Partners from the 11MRTD 

project were consulted about the evaluative process. This supports the proposal that 

conscious consultation is a vital feature of both the intervention design process and 

the evaluative process. 

Any project, such as the 11MRTD project, is interested in impact and this research 

has revealed that impact is important. It has also revealed that the ways to measure 

and provide evidence of impact are not straightforward and require a multi-stranded 

approach. If positive impact is to be proven, organisations that produce interventions 

like the 11MRTD project need to encourage stakeholders to consider what practical 

measurements would determine the intervention a success and this needs to be 

reflected through clear aims and objectives. I propose that achieving impact is 

dependent on conscious consultation. The idea that impact is measured against the 

purpose for which an activity was designed links to the concept of consultation as 

being vital to intervention activity. When the aims and purpose of cultural 

interventions are clear and detailed, achieved through consultation with those whom 

the intervention attempts to serve, then evidence of the impact can be more readily 

assessed. 

Language consideration has developed as a core feature of my research, 
recognised as significant for the design, creation and reception of intervention 

activity, especially public interventions that are concerned with the intersection 

between dance and disability. I have explored the use of prefixes to frame 

interventions and the significance of this prefix choice on the perception of disabled 

performers (and disabled people generally), and how the language used around the 
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framing of an intervention can affect responses from audiences and viewers. 

Language use within a project and what terminology is emphasised can affect the 

project’s outcomes and success, thus highlighting the need for conscious 

consultation to carefully scrutinise language use during the design and creation 

process. 

Linked to issues concerning representation, I propose that interventions that use a 

RE prefix in their description and (perhaps inadvertently) reference a non-disabled 

‘original state’ can have negative consequences regarding public perceptions of 

performers. These negative consequences may unconsciously signal ‘difference’ 

and can take the form of perpetuating (potentially) damaging stereotypes such as the 

‘super-crip’ or being idolised as ‘inspiration porn’ due to the comparison with a 

nostalgic, ableist ideals (such as the original films from the 11MRTD project), which 

is discussed in Section 8.3. 

The use of a RE prefix for a project, even if there is an attempt to edit or change 

elements in order to comment upon the original, can still invoke nostalgia in the 

viewer, which could positively or negatively impact on perceptions, but is difficult to 

influence. When RE is the approach, there will likely be reference to the original 

state, and positioned within the context of a disability intervention, communicated as 

a ‘normative’ state. This is attempting to ‘normalise’ disability, but instead triggers a 

process of comparison that places disability as an alteration of the normative and 

accepted original. I argue that RE processes, as intervention strategies, reinforce 

simplistic stereotyping and unhelpful comparisons between an ‘original’ and the new 

version, reinforcing unhelpful preconceptions and prejudicial views about ‘difference’. 

By contrast, I propose that using the DIS prefix in language around the work of 

disabled dance artists seems to stimulate a different thought process that leads to 

the potential for change in the viewer’s perception. Through this process an initial 

view of ‘difference’ is modified so that normative biases can be dismantled. I thus 

argue that using a DIS prefix is a more successful way of encouraging perception 

change because it avoids comparison and ‘jolts’ the viewer into a new place of 

viewing, encouraging seeing something afresh, not in relation to a previous version. 

This is why I applied the DIS prefix in the zine intervention, using this outlook to 
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guide my intervention design, content and dissemination approach, attempting to 

DISrupt people’s perceptions through questioning and incorporating artist-generated 

photographs. 

As seen in the feedback from audience questionnaires, a common reaction to the 

11MRTD photography exhibition project was of awe, inspiration and emotion (see 

Section 5.0 and 8.3). I have explored how these audience responses could stem 

from a conscious or unconscious process of comparison to the original film that the 

photographs attempted to recreate, so supports my argument that the RE prefix 

invites comparison. By contrast, responses to the zine intervention photographs 

were more comprehensive in detail, but none expressed particular engagement with 

the images, beyond having favourite photographs. Rather, respondents to the zine, 

which used a DIS prefixed approach to the intervention, focused more on content, 

meaning and unpicking the layers of detail within its pages, most commonly through 

questioning, which is discussed in Section 9.8. This highlights how the use of a prefix 

to frame an intervention should be used with care, understanding how the choice of 

prefix, and the etymological unpinning that the prefix brings with it, can influence or 

direct how audiences might respond to the intervention. 

The intervention findings show that zines can be an effective tool for those who 
want to resist more normative or conventional ways of disseminating their 

experiences. Zines, I argue, are a platform that allows people from marginalised 

communities to find, or share, their voice. Being rooted in activist thinking and action, 

I argue that a zine is a way for the author to develop something based on their own 

needs and choices about what to share and how, rather than societal norms and 

expectations. These ideas about what to share and how, may not exactly align with 

organisational aims, thus reinforcing the need for conscious consultation in all stages 

of intervention creation. From my experience of facilitating the zine creation process, 

although I acknowledge that I curated the work of others as a non-disabled 

researcher, this research has shown that zines can be an effective intervention for 

shifting perceptions and held beliefs, demonstrated through the level of enquiry and 

questioning in the zine responses, as indicated in Figure 13 from Section 9.8. This 

questioning suggests a manoeuvring or adjusting of ideas (or perceptions), seeking 

out new knowledge to mould one’s understanding. 

244. 

http:comparison.By


   
 

 
 

 

 

       

            

          

        

         

            

        

          

          

        

          

          

        

          

     

 

         
            

       

          

        

        

           

          

         

  

 

            

     

            

          

         

           

The effectiveness of zines as a medium was shown through the evaluation feedback 

and how aspects of the zine resonated with the people who received it. This was 

either because of their own history with zine making activity and the subsequent 

community that is cultivated with underground media activity or because of the 

particular aesthetics of zines. From this I argue that the way the zine was organised 

and designed had an impact on its reception, closely linked to the importance of 

language discussed above. Zines, and dance and disability interventions more 

generally (as analysis of the 11MRTD project has shown), need to be aware of how 

aesthetic decisions impact on the extent of their effectiveness. The design of the 

zines was a core factor in their reception. Zines can disrupt public perceptions of 

disabled dance artists by giving the artists the autonomy to control how they are 

viewed and ensuring they are made visible by sharing their voices. While this could 

apply to any medium that gives disabled dance artists the autonomy to control how 

they are viewed, this is heightened through the use of zines due to their history and 

purpose as a tool of activism. 

My research has revealed that photography can be an effective medium for 
encouraging changes in perception of disability in dance and can be a catalyst 
for positive modification. Photography has been shown, in this research, to engage 

new audiences and allows the ideas being communicated to be shared with a wider 

population. The intransience of photography offers an opportunity to document the 

work of disabled dance artists in a way that engages observers for an extended 

period of time and, thus, extends at least the potential for perception change. 

Similarly, I have recognised through this research that photography can be easier to 

share or transport, both geographically and digitally, offering new ways to share 

practice. 

It is often remarked, both in academia (Barnes 1992; Kama 2004; Claydon et al 

2015) and disability sector reports (SCOPE 2018; United Nations 2019) that, in order 

to shift perceptions of disabled people, more needs to be done to make disabled 

people visible in everyday life. By using photography to present disabled people, in 

this case disabled dancers, as the focus of a public-facing intervention, disabled 

people are being seen. This visibility, and the possible shifts in perception that 
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accompany the viewing, could then translate into changes in how disabled people 

are viewed by non-disabled people beyond the gallery space or zine in which they 

have been viewed. With sufficient engagement with the public, photography has a 

role in changing perceptions and readings of disabled people, which can lead to 

increased knowledge of disability issues and better appreciation for the embodied 

experience of disability. 

Nevertheless, there are tensions that can arise from using photography for dance 

and disability activity, with photography as a 2D medium that should not replace the 

live experience. Motion and movement can be removed from the dance through 

photography, which could confuse the perception of the performer as a dancer with 

that of being a model (an example of this is explored in Section 9.6). The distance 

between the dancer and the viewer is exaggerated by physical framing and curatorial 

decisions (discussion in Section 8.6). There are also potential problems with 

(mis)representation of what a live art form is when it is communicated through a 

static medium and how the lived experience of disability may not be communicated 

so effectively, even if the photograph is a powerful visual medium. I recognise that 

there are benefits to working with photography for dance and disability interventions, 

but argue that photography should not overshadow or supplant dance, 

acknowledging that something is absent through an image compared with a live 

performance. 

For the zine intervention, I found that photography was effective because it offered 

the dancers new ways to present and communicate current ideas around dance and 

disability, rather than using methods that have already been employed, thus avoiding 

disinterest or fatigue with the topic and ignited a new interest in the field. Some of the 

dancers were able to ‘speak back’ to their previous representation in the 11MRTD 

photographs through creating new images. Photography can be successful within 

particular kinds of intervention, when attention is paid to what messages the images 

communicate and how they are viewed, acknowledging again the needs for 

conscious consultation through intervention development. Utilising photography as a 

medium in dance and disability interventions could harness the unique features of 

the form when compared with live dance, but it should not replace it. 
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10.3 Application and Suggestions for Future Research 

This study indicates that there are several areas that warrant further research. First, I 

have touched on representations of disabled people in media, with some reference 

to dancers, in Section 2.2, but more focus is needed specifically on the 

representation of disabled dancers in wider media. This could include consideration 

of whether photography over time indicates that there is more to uncover about the 

representation of disabled dancers in how perceptions are formed about the 

disabled/non-disabled body. Research concerning representation and perceptions in 

response to photographic images of disabled bodies can have implications for other 

areas of public-facing activities, beyond dance and the arts specifically. My findings 

encourage greater consideration and awareness of how disabled bodies are 

reflected in photography, in order to challenge and disrupt public perceptions of 

disabled people in society. 

A key area for future research, and not least because it is a developing area within 

academic research, is the use of the zine in interventional endeavours. In particular, 

exploring zines as a tool for collective action for those who may find other ways of 

transmitting their work more challenging could be a focus. I have identified that 

academic literature on zines is growing, however there is little on the use of zines 

within disabled communities. From viewing a selection of zines for sale or in zine 

libraries, there is a collective of disabled zinesters, but little is known about the 

significance of zines and the interest in zines for this particular community. The 

responses to the zine intervention suggest that the zine is a way to present personal 

stories and experiences that disrupt conventional readings of the disabled body. I 

would, however, caution against the ‘institutionalisation’ of zines, with concern that 

as more zines are drawn into theoretical debates and academic discussions, they 

might lose their primary purpose of being a mode of communication and collective 

thinking that deliberately avoids the mainstream and commercialisation. The impact 

of academic critique and increased exposure could undermine their purpose and 

potentially strip them of their influence. 

Through the latter chapters of this thesis I consider evaluation processes that are 

interventionist, so conventional methods are disrupted in some way. I argue that 

247. 

http:specifically.My


   
 

 
 

 

         

          

          

            

        

          

        

           

         

         

          

        

        

         

          

    

 

 

           

           

           

           

       

              

          

         

        

         

         

         

           

 

evaluation processes should be embedded in intervention design from the outset. 

Evaluation can be a continuous, cyclical process and early inclusion of evaluation 

can help to develop and strengthen intervention design through regular reflection. 

Often evaluations are summative, completed at the end of a project to summarise 

the findings, conclusions and experience. However, if embedded from the early 

stages of design, I propose that more innovative evaluation procedures can be 

explored and findings regarding the strengths and weaknesses of an intervention 

process will be revealed early enough for changes to be made that will improve the 

whole process. Consideration of methods of evaluation could build on the lessons 

learnt when research and sector-facing projects intersect, researching how new 

methods could evolve that are valuable and useful for both communities. These 

findings warrant further research, extending the investigation not only to consider the 

implications for other arts organisations, but could also explore their application in 

other contexts. In exploring new research around evaluation processes, 

consideration of innovative approaches to evaluation design would be of value to the 

arts community as well as organisations in other sectors who deliver interventional 

projects. 

Through the exploration of language in this research, it is proposed that more 

research to develop thinking around how prefixes are used in intervention activity, 

and also how they are used in research generally, would be beneficial. 

Understanding of the purpose and meaning of prefixes is not always clear, and rarely 

explained. By researching further how linguistics can affect our understanding of 

language used often in the dance sector, we might be able to better recognise the 

impact of the language choices made to frame dance works more generally. This 

could be significant for dance archival research, dance reconstruction activity and 

dance teaching practices. More specifically, research into disability representation 

and perceptions more widely could consider how prefixes can be used to challenge 

or perpetuate normative values (Sections 6.3 and 6.4). This future research could 

be impactful for dancers with disabilities in how they are viewed and valued, 

increasing their visibility not only in the field of dance and disability, but within the 

mainstream dance sector as well. 
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APPENDIX 
APPENDIX A 

Research Questions with Sub-questions 

• To what extent does a specific project focusing on dance and disability 

develop out of and reflect back on dance and disability discourse more 

generally? (RS1) 

• What does ‘impact’ mean in the context of initiatives that focus on the 

intersection between dance, disability and audience engagement? (RS2) 

Þ How might new forms of communication about dance and disability 
activity attract new audiences? (SRQ2.1) 

Þ How does the viewing of disabled bodies through dance affect the 
perceptions that are created from it? What factors affect this viewing 
process? (SRQ2.2) 

• What are interventions within the context of dance and disability activity and 

how can interventions be used to support perception change? (RQ3) 

Þ How can evaluation be utilised to engage with wider discussions 
around disability and dance? (SRQ3.1) 

Þ What features of evaluation and impact are valued by stakeholders 
(including participants)? (SRQ3.2) 

• How might an alternative creative medium, such as photography, effectively 

transmit messages about inclusion in dance? (RQ4) 

Þ How can this research navigate and respond to the breadth of 
potentially polarised responses to disability and dance activity? 
(SRQ4.1) 
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APPENDIX B 
Sample of Annotated PD Archive Documents 
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APPENDIX C 

11 Million Reasons to Dance Evaluation Report for People Dancing 

11 Mill ion Reasons to Dance 

Final Evaluation Report 
March 2018 

Kathryn Stamp
Coventry University 
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APPENDIX D 

Reflective notes on PD videos – 3/10/18 

Audio Description Videos 

Firstly, I want to note that I have spoken with a few of the artists from the 11MR photo 
exhibition and none of those I spoke to were consulted about the audio description or 
the poetic videos that were made. However, Louise Dixon and Sian Green were included, 
so there appears to be discrepancies in the treatment of different artists in the project. It 
could be that Louise and Sian were working with PD on something else and it was 
convenient, but it would’ve been good for all artists to be asked. 

The audio descriptions raise a lot of concerns in my opinion. One issue is how the artists 
in the images are labelled, which in itself has drawn my attention back to how the artists 
are referenced in the photo captions. Some are called ‘professional dancers’, some 
‘dancers’ and some aren’t labelled at all. Again there appears to be inaccuracy or 
discrepancies in how the artists are managed through these labels. Some artists who are 
labelled as ‘dancers’ are professional dancers, which is problematic. In a way these 
images are a form of marketing for the dancers, with PD seeking new opportunities for 
promoting dance and disability activity. Therefore, if the artists are incorrectly labelled, 
how could this affect people’s knowledge of them as dancers and performers? 

The audio descriptions are obviously created by someone with many years of experience 
in audio description within the performing arts, as indicated by the introduction blurb on 
the website. However, I am unsure about the preferred approach to audio description or 
whether this differs person to person. For I would understand audio description to be a 
bit like the subtitles I see on TV and films, where factual information about the situation 
or scene is described. This includes shapes, colours, movement, patterns, details and any 
factual contextual information e.g. props, landscape etc. However, some may prefer 
more of an interpretive description. This is definitely the approach taken through the 
11MRTD audio descriptions. There are moments of very subjective commentary, where 
the speaker makes assumptions about the scenario. I find the problematic for a number 
of reasons. Firstly, I am unsure where these interpretations have come from and what 
justifies them. Therefore, I feel as though these comments might impose on the listeners 
own possible interpretation of the scene being described to them. Perhaps this is aiming 
to take the image beyond the single moment depicted, but I do not know what is gained 
from offering these insights. 

Sometimes this interpretative approach is useful, such as in the description of the Wizard 
of Oz when a question is posed about whether the dog is leading Dorothy or Dorothy is 
leading the dog. I think because this is posed as a question, it leaves the decision up to 
the audiences/viewer/listener. I think this approach can be more effective as it is not 
cutting down people’s own interpretations, but offering multiple possibilities. 

Another feature of the audio descriptions is that more information is given about the 
dancers than is given in the physical exhibition. For example, for the Flashdance image it 
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is revealed that Louise Dixon has an invisible disability, which is something that audiences 
(with any visual impairment) visiting the physical exhibition would have to guess for 
themselves. Other information about the creation of the images is revealed in the audio 
description, like that Louise Wildish really wanted to recreate the Wizard of Oz to explore 
accessibility, which is really interesting. However, again, this is not supplied in the 
physical exhibition. This extra information also has its negatives, however. In the 
description of The Red Shoes it is revealed that Welly O’Brien lost her leg in an accident 
when she was 19. This reminds me of being with Welly and Kate in Durham after their 
evening performance at the community event. We were surrounded by audience 
members and one young lady came up to congratulate the performers, but she asked 
about what happened to them both to lose their limbs. I remember discussing this 
afterwards and both emphasised that it isn’t people’s business to ask or even to know 
about this. What does it do to their understanding of them as performers if they know 
this information? This is why I believe revealing this information about Welly in the audio 
description is problematic and should have been discussed with Welly beforehand. 

What I like about these descriptions is the informality of the speaker, that she discusses 
the images like she’s just seeing them for the first time with you. This, added to her 
knowledge of the original films and the evidential research she has done, makes a 
pleasant accompaniment. This pleasantry is in keeping with the approach of the 11MRTD 
project in general, that is encouraging positivity and appreciation. However, this does 
little, in my view, to challenge some of the other ideas in the images and how these 
connect with wider societal issues regarding disability, inclusion and accessibility. 

I acknowledge, probably most significantly, that these descriptions serve a specific and 
very important purpose. They are available for those who might be unable to see the 
images themselves, due to visual impairments. By providing these descriptions, 
accessibility routes are provided and this is of great importance. However, I also note that 
these were not well advertised (if advertised at all) on the tour of 11MRTD, which raises 
questions about the accessibility of the project overall (although I know that the AD files 
were provided by PD as part of the project resource pack). 

The Space videos 

Personally, I have found the new videos very troubling and a little awkward. While I did 
recommend in my evaluation report that a digital version of the exhibition would be a 
good route for developing 11MRTD, I was suggesting something more around an 
interactive feature where the detail of the images can be explored. Instead, these videos 
show a scrolling and zooming image of the photograph it is discussing 

Firstly, only 3 images have been made into the new videos. I am curious as to how these 
were selected. From my research I found that while Chicago was one of the most popular 
images, it was The Red Shoes that appeared to be most popular, yet this one was not 
used for the new videos. The audio for the Chicago video is provided by Laura Dajao and 
Louise Dickson, who star in the image, but the other two videos are voiced by Gary 
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Lagden, a Welsh actor. Why weren’t other artists approached about voicing these? 
How/Is Gary an associate of PD? 

My main issue with the videos is the over-romanticising of the images. The repeated 
words that accompany the visuals are often white/beautiful for Black Swan, rain/white 
cane for Singin’ in the Rain and strong for Chicago. This reflects the emotionally charger 
vocabulary used by audiences viewing the exhibition, so it almost seems to be 
contributing to a cyclical process of appreciation. This may be encouraging positivity 
around the images, but I don’t know how it is progressing or contributing to discussions 
around accessibility, inclusion or diversity in dance. Could the words have educated 
viewers or challenged them more, rather than just politely but passionately talking about 
features of the images? Similar to the discussion of the audio description, the use of ‘we’ 
suggests that the narration is collectively experienced by all. I am wary of this dictating 
how people should respond to the images, instead of people constructing their own 
interpretations. 

From watching the videos myself, I am unsure what these videos are trying to be or what 
their purpose is, especially in terms of the words that accompany the visuals. Is it a poem 
or an audio description, or something else? I think that the intention was to ‘bring the 
images to life’. The accompanying words does seem to dramatize the images, but not 
thinking too heavily about the narrative of the actual films. I think the choice of using an 
actor also emphasises this. The videos do seem to anonymise or depersonalise the 
identity of the performer from the image. There is no reference to them by name, 
although their ‘performance’ is discussed. They are definitely considered as a character, 
perhaps trying to emphasise how this is aiming to reconstruct people’s perception of the 
possible by reimagining the famous scenes from the past. Focus is still on the film, and 
not necessarily relating this to reality of the dance and disability field in the UK. 

Also, who are these videos for? With only three images used, it could be considered as an 
introduction to the exhibition. But these were created after the tour of the exhibition and 
completion of the STP, so are they retrospective introductions? I suggest they are 
introductions as they don’t go in to significant detail and seem quite superficial, focusing 
on what can be seen at first glance rather than delving deeper. I wouldn’t say the 
purpose is clear. 

I also looked back at the films that were included in the project exhibition as 
supplementary films for the exhibition. These include the behind the scenes video, plus 
films submitted by disabled dance artists, e.g. Laura Dajao. These films seem more 
powerful than the ones commissioned for The Space. In these questions are posed to 
people and different responses are given. There is debate and consideration and 
propositions, with disabled artists sharing their views and experience. Emphasis and 
focus is on their voices and this is what makes I think makes them so significant for this 
exhibition. However, these weren’t always shown in the exhibition, although they were 
accessible through the photobooth. This seems like a missed opportunity now and 
perhaps these could have been built upon for the new film series. 
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APPENDIX F 

Analysis of Data from Photography Exhibition Audience Questionnaire 

Gender 
Cumulative 

Frequency Percent Valid Percent Percent 

Valid Male 29 33.3 33.3 33.3 

Female 57 65.5 65.5 98.9 

Undisclosed 1 1.1 1.1 100.0 

Total 87 100.0 100.0 

Age 
Cumulative 

Frequency Percent Valid Percent Percent 

Valid 14 and below 3 3.4 3.5 3.5 

15-24 6 6.9 7.1 10.6 

25-34 12 13.8 14.1 24.7 

35-44 14 16.1 16.5 41.2 

45-54 24 27.6 28.2 69.4 

55 and above 26 29.9 30.6 100.0 

Total 85 97.7 100.0 

Missing System 2 2.3 

Total 87 100.0 

Disabled 
Cumulative 

Frequency Percent Valid Percent Percent 

Valid Yes 8 9.2 9.4 9.4 

No 74 85.1 87.1 96.5 

Prefer not to say 3 3.4 3.5 100.0 

Total 85 97.7 100.0 

Missing System 2 2.3 

Total 87 100.0 
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Type of Disability 

Frequency 

Valid Mobility/Physical 3 

Hearing Impairment 2 

Developmental 1 

9 1 

Percent 

3.4 

2.3 

1.1 

1.1 

Valid Percent 

42.9 

28.6 

14.3 

14.3 

Cumulative 

Percent 

42.9 

71.4 

85.7 

100.0 

Total 7 8.0 100.0 

Missing System 80 92.0 

Total 87 100.0 

Type of Disability 
Cumulative 

Frequency Percent Valid Percent Percent 

Valid Balance 1 1.1 50.0 50.0 

Cognitive 1 1.1 50.0 100.0 

Total 2 2.3 100.0 

Missing System 85 97.7 

Total 87 100.0 

Type.2 
Cumulative 

Frequency Percent Valid Percent Percent 

Valid Spinal Cord Injury 1 1.1 100.0 100.0 

Missing System 86 98.9 

Total 87 100.0 

Travel time to location 
Cumulative 

Frequency Percent Valid Percent Percent 

Valid 0.5-1.0 hours 68 78.2 82.9 82.9 

1.0-2.0 hours 12 13.8 14.6 97.6 

More than 2.0 hours 2 2.3 2.4 100.0 

Total 82 94.3 100.0 

Missing System 5 5.7 

Total 87 100.0 
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Number of exhibitions/dance performances attended featuring 
disabled artists in the last 12 months 

Cumulative 

Frequency Percent Valid Percent Percent 

Valid 0 32 36.8 39.0 39.0 

1-3 46 52.9 56.1 95.1 

4-6 1 1.1 1.2 96.3 

7-9 1 1.1 1.2 97.6 

10 or more 2 2.3 2.4 100.0 

Total 82 94.3 100.0 

Missing System 5 5.7 

Total 87 100.0 

Disabled people should be able to participate in culture on equal 
terms with the non-disabled 

Frequency 

Valid Agree 56 

Disagree 5 

Total 61 

Percent 

64.4 

5.7 

70.1 

Cumulative 

Valid Percent Percent 

91.8 91.8 

8.2 100.0 

100.0 

Missing System 26 29.9 

Total 87 100.0 

Disabilities awareness training in organisations increases social 
access for both disabled and non-disabled persons 

Frequency 

Valid Agree 58 

Disagree 1 

Not Sure 2 

Percent 

66.7 

1.1 

2.3 

Valid Percent 

95.1 

1.6 

3.3 

Cumulative 

Percent 

95.1 

96.7 

100.0 

Total 61 70.1 100.0 

Missing System 26 29.9 

Total 87 100.0 
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Every dance style can be adapted to meet each individual 
person's abilities 

Frequency 

Valid Agree 48 

Disagree 2 

Not Sure 11 

Percent 

55.2 

2.3 

12.6 

Valid Percent 

78.7 

3.3 

18.0 

Cumulative 

Percent 

78.7 

82.0 

100.0 

Total 61 70.1 100.0 

Missing System 26 29.9 

Total 87 100.0 

Everyone, regardless of ability, who is learning to dance 
experiences challenges that can be managed or overcome 

Cumulative 

Frequency Percent Valid Percent Percent 

Valid Agree 60 69.0 98.4 98.4 

Not Sure 1 1.1 1.6 100.0 

Total 61 70.1 100.0 

Missing System 26 29.9 

Total 87 100.0 

In the UK, dance is a viable career path for disabled persons 

Frequency 

Valid Agree 34 

Disagree 5 

Not Sure 21 

Percent 

39.1 

5.7 

24.1 

Valid Percent 

56.7 

8.3 

35.0 

Cumulative 

Percent 

56.7 

65.0 

100.0 

Total 60 69.0 100.0 

Missing System 27 31.0 

Total 87 100.0 

Did you enjoy viewing the photography exhibition? 
Cumulative 

Frequency Percent Valid Percent Percent 

Valid Yes 63 72.4 100.0 100.0 

Missing System 24 27.6 

Total 87 100.0 
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APPENDIX G 

Photographs of the ‘Two Million More’ zine (physical copy also provided). 
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APPENDIX H – 11MRTD Evaluation Participant Information Sheet and 

Consent Form 

Participant Information Sheet 

People Dancing: Changing perceptions through inclusion and intervention 

This is an invitation for you to participate in a study that is part of a larger research 
project. Before you agree to take part it is important for you to understand why the 
research is being done and what it will involve. Please take time to read the following 
information carefully. Please discuss anything that is not clear with the researcher. 

1. Purpose of the study 
The purpose of this study is to explore the impact that People Dancing and its projects in 
the Dance, Deaf and Disability strand have had on public perceptions of dance and 
disability, as well as on the independent dance and community arts sector in the UK as a 
whole. In order to gain a deep understanding of the different types and levels of impact, it 
is important to gain the views of individuals who are representative of each stakeholder 
group that has been involved. 

2. Why have I been chosen? 
If you have received this information sheet, you are associated with People Dancing 
and/or the project 11 Million Reasons to Dance. 

3. Do I have to take part? 
No. It is up to you to decide whether or not to take part. If you do decide to take part you 
will be asked to sign a consent form. You are free to withdraw at any time and without 
giving a reason. Consent can be withdrawn by emailing the researcher at 

4. What do I have to do? 
Your participation will include one or several of the following: 

i. A 45 to 60-minute semi-structured interview, conducted in person at an agreed 
venue, via video/audio over the internet e.g. Skype, or via email 

ii. Complete one or two questionnaires 
iii. Participation in a focus group discussion or group feedback session 
iv. The researcher noting discussions during meetings associated with PD, projects 

related to PD’s work and projects related to 11 Million Reasons to Dance 
v. The researcher observing your engagement in dance classes arranged as part of 

the 11 Million Reasons to Dance project 

Any interview, discussion and information will be audio taped or recorded for the purpose 
of transcription and analysis and will only be heard or read by the researcher. All project 
information and data will be kept in a secure location at Coventry University. Your 
responses will be treated confidentially and, unless permitted by you, it will not be 
possible to identify you from your interview, questionnaire or discussion. Anonymised 
extracts from interviews and discussions will be used when writing and publishing the 
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results of the study, but you will not be identifiable through your responses, unless 
permission is given to do so by the participant. 

5. What are the risks associated with this project? 
This research is considered to be of minimal risk. There are no known risks posed to 
those participating in this study. 

6. What are the possible benefits of taking part? 
The aim is that the analyses will help to i) evaluate the impact of PD’s work in changing 
public perceptions towards dance and disability, ii) map PD’s role in shaping the dance, 
disability, community and participatory arts sector in the UK and iii) inform the direction for 
PD’s future work and projects. 

7. Will my participation in this study be kept confidential? How? 
Yes. You will not be identifiable in any way from taking part in this study, unless permitted 
by you. There are important ethical principles in place to ensure your details will be kept 
confidential, following Coventry University ethical guidance and your coverage from the 
Data Protection Act of 1998. 

All information that is collected about you during the course of the research will be kept 
strictly confidential. No personal information such as addresses will be collected unless 
provided by you as the participant. The interviews will be coded using unique participant 
codes, so any information that could identify you will not be used. 

8. What if there is a problem? 

9. What will happen with the results of the study? 
One or several reports will be written that may be published in a journal or in a format 
suitable for public sharing within 6 to 36 months of the collection of material. The material 
may be presented at conferences and other related events. You will not be identified in a 
report or publication, unless the participant offers this. If you would like to see the report 
that will be written you can contact Kathryn Stamp for a copy using the contact details 
below. 

10. Who has reviewed this study? 
An independent group of people from the University Applied Research Committee have 
reviewed this study to make sure your rights, safety and well-being are protected. 

11. What next? 
If, after reading this information sheet, you are happy to take part in this study you will 
need to complete a participant consent form and return it to the researcher. If you have 
any questions then please contact the researcher directly. 

Thank you for reading this information sheet. 
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----------------------------------------------------------------------------------------------------------------------------------------------

Informed 	Consent to 	Take 	Part	in 	Research 

Title	of	Project	 - People Dancing: changing perceptions through inclusion and intervention 

You are being asked to take part	 in a	 research study. Research studies include only people who choose to 
take part. Please read this information carefully and please ask the researcher to discuss this consent	 form 
with you if there is any information you do not	 understand. 

I, the undersigned, freely give my consent	 to take part	 in this study. I	 understand that	 by signing this form I	 
am agreeing to take part	 in this research study. I	 have received a	 copy of this form and a	 participant	 
information sheet	 to keep. 

Please	 tick box 

I	 confirm that	 I	 have read and understood the participant information sheet	 for the 
study and have had the opportunity to ask questions. 

I	 understand that	 my participation is voluntary and that	 I am free to withdraw at	 
anytime without	 giving a	 reason. 

I	 agree that	 my data	 from this study may be stored securely after it	 has been 
anonymised. 

I	 understand that data	 collected for this study may be seen by the study 
supervisors after it	 has been anonymised. 

I	 agree to take part	 in the above study 

I	 agree to the interview being audio recorded 

N/A NoYes 

Please tick	 box 

I	 agree to the use of anonymised quotes in publications 

_________________________________	 _____________________	 _______________________________ 

Name of participant Date Signature 

_________________________________	 _____________________	 _______________________________ 

Name of researcher Date Signature 
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APPENDIX I – Zine Intervention Participant Information Sheet and Consent 

Form 

‘Viewing ability, not disability’: Evaluating the impact of 
dance and inclusion interventions 

PARTICIPANT INFORMATION SHEET 

You are being invited to take part in research on dance and disability interventions. Kathryn 
Stamp, PhD Candidate at Coventry University is leading this research. Before you decide to take 
part it is important you understand why the research is being conducted and what it will involve. 
Please take time to read the following information carefully. 

What is the purpose of the study? 
This stage of PhD research stems from an evaluation of People Dancing's '11 Million Reasons to 
Dance' (11MRTD) project. The data collected from the evaluation was analysed and theory was 
formed using a Grounded Theory approach. The main findings from the evaluation are now being 
employed in an intervention within the field of dance and disability, which forms this study. 

This intervention will employ photography as an art form and explore the concept of disruption with 
regards to experience and expectations of dancers who are disabled. The intervention will take the 
form of a zine and I will invite contributions from practitioners who were participants in the original 
11MRTD photography exhibition. The data collected from the contributions and the evaluation of 
the zine itself will be analysed and compared with the findings from the 11 Million Reasons to 
Dance (11MRTD) project evaluation. 

Why have I been chosen to take part? 
You are invited to participate in this study because you are a dancer associated with People 
Dancing and/or the project 11 Million Reasons to Dance. . 

What are the benefits of taking part? 
By sharing your experiences with us, you will be helping Kathryn Stamp and Coventry University 
to better understand the impact of dance and disability interventions, to offer recommendations 
regarding new approaches to designing and framing dance and disability interventions. This 
research will also be compared with findings from the 11MRTD evaluation, which aims to inform 
the direction for PD’s future work and projects. 

Are there any risks associated with taking part? 
This study has been reviewed and approved through Coventry University’s formal research ethics 
procedure. There are no significant risks associated with participation. 

Do I have to take part? 
No – it is entirely up to you. If you do decide to take part, please keep this Information Sheet and 
complete the Informed Consent Form to show that you understand your rights in relation to the 
research, and that you are happy to participate. Please note down your participant number (which 
is on the Consent Form) and provide this to the lead researcher if you seek to withdraw from the 
study at a later date. You are free to withdraw your information from the project data set at any 
time until the data are fully anonymised in our records on 10th March 2019. You should note that 
your data may be used in the production of formal research outputs (e.g. journal articles, 
conference papers, theses and reports) and so you are advised to contact the university at the 
earliest opportunity should you wish to withdraw from the study. To withdraw, please contact the 
lead researcher (contact details are provided below). Please also contact the Faculty Research 
Support Office (email researchproservices.fbl@coventry.ac.uk; telephone +44(0)2477658461) so 
that your request can be dealt with promptly in the event of the lead researcher’s absence. You 

Participant Information Sheet 
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do not need to give a reason. A decision to withdraw, or not to take part, will not affect you in any 
way. 

What will happen if I decide to take part? 
You will be asked a number of questions regarding your professional practice and it’s relationship 
with the 11MRTD exhibition. The zine contribution preparation should take around 1-2hrs to 
complete. 

Data Protection and Confidentiality 
Your data will be processed in accordance with the General Data Protection Regulation 2016 
(GDPR) and the Data Protection Act 2018. All information collected about you will be kept strictly 
confidential. Unless they are fully anonymised in our records, your data will be referred to by a 
unique participant number rather than by name. If you consent to being audio recorded, all 
recordings will be destroyed once they have been transcribed. Your data will only be viewed by 
the researcher/research team. All electronic data will be stored on a password-protected computer 
file on the researchers private computer and on the lead researchers university OneDrive account. 
All paper records will be stored in a locked filing cabinet at the Institute for Creative Enterprise at 
Coventry University. Your consent information will be kept separately from your responses in 
order to minimise risk in the event of a data breach. The lead researcher will take responsibility for 
data destruction and all collected data will be destroyed on or before 31/1/2020. 

Data Protection Rights 
Coventry University is a Data Controller for the information you provide. You have the right to 
access information held about you. Your right of access can be exercised in accordance with the 
General Data Protection Regulation and the Data Protection Act 2018. You also have other rights 
including rights of correction, erasure, objection, and data portability. For more details, including 
the right to lodge a complaint with the Information Commissioner’s Office, please visit 
www.ico.org.uk. Questions, comments and requests about your personal data can also be sent to 
the University Data Protection Officer - enquiry.ipu@coventry.ac.uk 

What will happen with the results of this study? 
The results of this study may be summarised in published articles, reports and presentations. 
Quotes or key findings will always be made anonymous in any formal outputs unless we have your 
prior and explicit written permission to attribute them to you by name. 

Making a Complaint 

Participant Information Sheet 
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Participant No. 

INFORMED CONSENT FORM: 
‘Viewing ability, not disability’: Evaluating the impact of dance and inclusion 
interventions 

You are invited to take part in this research study for the purpose of collecting data on developing an 
intervention that tests and evaluates a methodology and critical framework for public interventions, 
and evaluates change in reception and appreciation of ‘difference’ in dance. 

Before you decide to take part, you must read the accompanying Participant Information Sheet. 

Please do not hesitate to ask questions if anything is unclear or if you would like more information 
about any aspect of this research. It is important that you feel able to take the necessary time to 
decide whether or not you wish to take part. 

If you are happy to participate, please confirm your consent by circling YES against each of the below 
statements (number 6 is optional for participation) and then signing and dating the form as participant. 

1 I confirm that I have read and understood the Participant Information Sheet
for the above study and have had the opportunity to ask questions YES NO 

2 I understand my participation is voluntary and that I am free to withdraw
my data, without giving a reason, by contacting the lead researcher and
the Faculty Research Support Office at any time until the date specified in 
the Participant Information Sheet 

YES NO 

3 I have noted down my participant number (top left of this Consent Form) 
which may be required by the lead researcher if I wish to withdraw from
the study 

YES NO 

4 I understand that all the information I provide will be held securely and 
treated confidentially YES NO 

5 I am happy for the information I provide to be used (anonymously) in 
academic papers and other formal research outputs YES NO 

6 I agree to my name being included in the zine alongside my contribution 
YES NO 

7 I agree to take part in the above study 
YES NO 

Thank you for your participation in this study. Your help is very much appreciated. 

Participant’s Name Date Signature 

Researcher Date Signature 

Consent form 
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APPENDIX J – 11MRTD Evaluation Questionnaires 

11 Million Reasons to Dance 
Audience Impact Survey 

1.1 

There	 are	 over 11	 million*	 disabled	 persons in the	 UK. That’s why	 there	 are	 11	 million reasons to dance! 

Everyone who has been involved in the creation and presentation of 11	 Million Reasons to Dance has been	 on	 quite 
a journey in the development and delivery of the project, but what about you as a visitor to the exhibition and an 
audience	 member of the	 performance? What	 impact	 has your	 experience of	 the project	 had on you? 

• Has the project 11 Million Reasons to Dance created a space for participants and audiences that effectively 
engages the	 audience and requires them to reflect	 on their	 existing views of	 dance	 and disability?	 

• Have the exhibition and performance(s) affected your perception of and attitude towards dance and 
disability? If 	so, 	how? 

• How do we know if the way we think about	 a group of	 people in society has been affected by an exhibition 
or a performance? 

We are trying to explore the different ways in which audience	 members might have been	 affected	 by their 
attendance	 at the exhibition and performances that	 are part	 of	 ’11 Million Reasons to Dance’. As part	 of	 a 
Collaborative Doctoral Award	 (CDA) postgraduate research	 project funded	 by the Arts and	 Humanities Research	 
Council (AHRC), People Dancing: The Foundation	 for Community Dance (PD),	 is collaborating with Coventry 
University’s Centre for Dance Research, to study the impact that	 the work of	 PD has had through projects	 such as 11	 
Million Reasons to Dance. 

We would like to ask you to take a few minutes to share your experience by completing this questionnaire. The 
responses that	 we receive will be published in a report	 that	 will	 benefit the organisation, choreographers, producers, 
staff, and partners	 of the project.	 The report will	 inform how arts agencies, performing arts venues, promoters, and 
potential commissioners of work, can	 more effectively provide support and	 create greater	 exposure for	 Deaf	 and 
disabled	 artists. 

Please	 return this completed form to the designated evaluation box.	 Thank you very much. 

*Source: Family Resource Survey 2011/2012 

Please tick the most appropriate response: 

1. Gender ⃝ Male ⃝ Female ⃝ Undisclosed 

2. Age ⃝ 14	 and below ⃝ 15-24 ⃝ 25-34 
⃝ 35-44 ⃝ 45-54 ⃝ 55	 and above 

3. A) Do you describe yourself as being	 disabled,	 having an	 impairment,	or 	having a 	long-term illness? 
⃝ Yes ⃝ No ⃝ Prefer not to say 

B) If 	you 	answered 	yes,	in 	question 	3A,	which 	of 	the 	following 	best 	describes 	the 	disability 	and/or 
impairment? 	Tick 	all	that 	apply. 

⃝ Mobility/Physical ⃝ Learning ⃝ Vision Impairment ⃝ Hearing Impairment 

⃝Developmental ⃝ Balance ⃝ Acquired	 Brain	 Injury 

⃝ Cognitive ⃝	 Spinal Cord Injury 

4. Approximate amount of time you needed to travel to the performance site: 

⃝ 0.5-1.0	 hours ⃝ 1.0-2.0	 hours ⃝ More than 2.0 hours 

343. 



  
 

 
 

 

 

 

 

 

           
   

              
 

       

    
 

 

  
 

    

         
   

   

      
  

   

 

      

               

    
 

 

     
 

    

   
       

   

          
 

   

 

          
 

 
                   

              

  

 

 

 

       
 
 

 

      

 

 

 
 

-----------------------------------------------------

1. Over the last 12 months, roughly how many times have you been to see an exhibition and/or dance 
performance featuring disabled artists, including 11 Million Reasons to Dance? 

⃝0 ⃝ 1-3 ⃝ 4-6 ⃝ 7-9 ⃝ 10 or more 

2. Do you agree or disagree with the following statements about disabilities awareness in society? 

Agree Disagree Not 
sure 

Comments 

Society creates barriers that discriminate against disabled 
people. 
Disabled people should be able to participate in culture 
on equal terms with the non-disabled. 
Disabilities awareness training in organisations increases 
social access for both disabled and non-disabled persons. 

3. What is your reason for attending 11 Million Reasons to Dance? 

4. Do you agree or disagree with the following statements about disabilities in the context of dance? 

Statement Agree Disagree Not 
Sure 

Comments 

Every dance style can be adapted to meet each individual 
person’s abilities 
Everyone, regardless of ability who is learning to dance 
experiences challenges that can managed or overcome 
In the UK, dance is a viable career path for disabled 
persons 

5. Did you enjoy viewing the photography exhibition? ⃝YES  ⃝ NO 

9A. What first comes to mind when you think about your experience of the exhibition? 

9B. Which photograph in the exhibition struck you the most? Why? 

If you would like to be contacted for further participation in this study and would like to know more 
about the work of People Dancing, please provide an email address in the box below. 

Thank you very much for your time. 
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11 Million Reasons to Dance 
Audience Impact Survey 

3.1 

There	 are	 over 11	 million*	 disabled	 persons in the	 UK. That’s why	 there	 are	 11	 million reasons to dance! 

Everyone who has been involved in the creation and presentation of 11	 Million Reasons to	 Dance (11MRTD) has been	 on	 
quite a journey in	 the development and	 delivery of the project, but what about you	 as a visitor to	 the exhibition	 and	 an	 
audience	 member of the	 performance?	 What impact has your experience	 of the	 project had on you? 

• Has	 the project 11 Million Reasons	 to Dance created a space for participants	 and audiences	 that effectively 
engages the	 audience	 and requires them to reflect on their existing	 views of dance	 and disability?	 

• Have the exhibition and performance(s) affected your perception	 of and	 attitude towards dance and	 disability? If 
so, how? 

• How do we know if the way we think about a group of people in society has been affected by an exhibition or a 
performance? 

We are trying to explore the different ways in which audience	 members might have	 been affected by their attendance	 at 
the exhibition and performances that	 are part	 of	 ’11 Million Reasons to Dance’. As part	 of	 a Collaborative Doctoral Award 
(CDA)	 postgraduate research project	 funded by the Arts and Humanities Research Council (AHRC), People Dancing: The 
Foundation for Community Dance	 (PD), is collaborating with Coventry University’s Centre	 for Dance	 Research, to study the	 
impact that the work of PD has had through projects such as 11 Million Reasons to Dance.	 

We would like to ask you to take a few minutes to share your experience by completing this questionnaire.	 The responses 
that	 we receive will be published in a report	 that	 will benefit	 the organisation, choreographers, producers, staff, and 
partners of the project. The report	 will inform how arts agencies, performing arts venues, promoters, and potential 
commissioners	 of work, can more effectively	 provide support and create greater exposure for Deaf and disabled artists. 

Please	 return this completed form to the	 designated evaluation box. Thank you very much. 

*Source: Family Resource Survey 2011/2012 

Please tick the most appropriate response: 

1. Gender ⃝ Male ⃝ Female ⃝ Undisclosed 

2. Age ⃝ 14	 and below ⃝ 15-24 ⃝ 25-34 
⃝ 35-44 ⃝ 45-54 ⃝ 55	 and above 

3. A) Do you describe yourself as being disabled, having an impairment, or having a long-term illness? 
⃝ Yes ⃝ No ⃝ Prefer not to say 

B) If you	 answered	 yes, in	 question	 3A, which	 of the	 following best describes the	 disability and/or 
impairment? 	Tick 	all that	 apply. 

⃝ Mobility/Physical ⃝ Learning ⃝ Vision Impairment ⃝ Hearing Impairment 

⃝Developmental ⃝ Balance ⃝ Acquired	 Brain	 Injury 

⃝ Cognitive ⃝	 Spinal Cord Injury 

4. Approximate amount of time you needed to travel to the performance site: 

⃝ 0.5-1.0	 hours ⃝ 1.0-2.0	 hours ⃝ More than 2.0 hours 

5. Over the last 12 months, roughly how many times have you been to see an	 exhibition	 and/or dance	 
performance	 featuring disabled	 artists, including 11	 Million	 Reasons to	 Dance? 

⃝ 0 ⃝ 1-3 ⃝ 4-6 ⃝ 7-9 ⃝ 10	or more 

Continued	 on the	 following	 page 
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-----------------------------------------------------

6. Do you agree or disagree about following 
statements are about your experience of the 
performance(s)? Feel free to provide additional 
comments or explanation in the comments box. 

Agree Disagree Comments 
Please use these boxes to add 
additional thoughts or information. 

Experiencing this performance has… 
Confirmed my existing beliefs about disabled 
persons 
Challenged some of my firmly held ideas about 
what makes people different or the same 
Made me feel unsettled about the way things are 

Changed the way I view myself 

Made me question how society has created 
categories and placed people in them 
Provided me with a new way to talk about artists 
and the work that they create 
Helped me to learn something I did not know 
before 
During the performance, I… 
Experienced at least one moment of being in awe 

Experienced at least one moment of feeling 
shocked 
Thought back to one/many of my own interactions 
with others whom I perceived to be different from 
myself 
As a result of this performance I have changed the 
way I see disabled persons in my community 
Thought about a person I know who has been 
affected by socially constructed categories 
Could feel what the performer(s) were trying to 
express 
Understood the message(s), if any, of the 
performance(s) 
After the performance, I… 
Would like to change the way I interact with people 
whom I perceive to be different from me 
Would like to change the language I use to talk about 
people whom I perceive to be different from me 
Will make it a point to support performances that 
are similar in nature to this one 

7. Have you visited the ’11 MRTD’ photography exhibition? ⃝YES  ⃝ NO 

If you would like to be contacted for further participation in this study and would like to know more 
about the work of People Dancing, please provide an email address in the box below. 

Thank you very much for your time. 
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APPENDIX K – Partner Feedback Form 

4.3 Partners Feedback 
11MRTD 

Partner name: 

Venue: 

Section 1: Venue and Attendance 

Please complete this feedback form and provide responses about the venue and attendance numbers to 
the best of your knowledge, based on your experience of the venue and exhibition. Please use additional 
pages to comment on any questions, should you need to. 

1.1. Estimated number of attendees to the exhibition on an hourly basis: 
Day (s) Approximate No. of 

Attendees Per Hour 
Comments 

Monday-Friday (working hours/daytime) 
Monday-Friday (after school, evening) 
Saturday 
Sunday (if applicable) 

1.2. Estimated number of attendees to the exhibition on a daily basis: 
Day (s) Approximate No. of 

Attendees 
Comments 

Monday-Thursday 
Friday 
Saturday 
Sunday (if applicable) 

1.3. Methods for estimation of visitors/audience members: 
What methods did you use for estimating the 
number of attendees? 

Please 
tick 

Comments 

Eyeball account 
Visitor registration 
Ticketing system 
Other (please specify): 

1.4. Accessibility 
Aspects concerning Accessibility Yes No Comments 
Regarding the physical accessibility of the venue and exhibition: 
Ramps where non-level access is needed 
Wheelchair lift 
Disabled toilets 
Venue within proximity of accessible public transport 

Regarding the event accessibility of the exhibition and performance: 
Space for wheelchair user to access exhibit items 
Level access throughout the entire exhibition 
Hearing/induction loop 
Captioning available 
Tactile description available 
Audio description available 
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Guide/assistance dogs welcome 
Signed performances available 
Relaxed performances available 

Regarding the inclusivity of information of the publicity material: 
Clear signage providing directions to contact point for 
information regarding accessibility 
Appropriate fonts and font sizes used in materials 
Appropriate use of colour and visual contrast of signage 
about accessibility to venue, exhibition and performances 
Option for enabled access reviews 
*Accessibility checklist based on euansguide.com 

Section 2: Exhibition 

Based on your experience, rate the following aspects of the 11MRTD exhibition at your location, on a scale of 1-4, 
with 4 being Strongly Agree and 1 being Strongly Disagree: 

1 
Strongly 
Disagree 

2 
Moderately 
Disagree 

3 
Moderately 
Agree 

4 
Strongly 
Agree 

Comments 

The Exhibition 
Labels for works provided in 
alternative formats were 
accessible 
The works were the source of 
discussion amongst visitors 

The Booth 
The booth was physically 
accessible by all visitors 
The software used in the booth 
was easy to use 
The booth was effective in 
attracting visitors to participate 
The booth was useful in 
capturing visitors’ views on 
disability in dance 

The Short Film Programme 
The short film programme was 
physically accessible by all 
visitors 
The programme was effective in 
engaging visitors to reflect on 
dance and disability 

Any other thoughts or comments about the exhibition and gallery? 
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Section 3: Training - Thank you for completing the engagement training feedback form. 

Section 4: Participation and Engagement 

4.1. Engagement Strand 

Name of collaborating local arts group: ___________________________________ 

Name of coordinator/contact for local arts group: ___________________________________ 

Number of participants from local arts group: __________________ 

Name of local practitioner/choreographer: ___________________________________ 

Disabilities represented by the participants: 

o Mobility/Physical o Learning o Visual Impairment o Hearing Impairment 

o Cognitive o Developmental o Balance o Acquired Brain Injury o Spinal Cord Injury 
Based on your experience, rate the following aspects of the 11MRTD engagement programme at your location, on 

a scale of 1-4, with 4 being Strongly Agree and 1 being Strongly Disagree: 

1 Strongly 
Disagree 

2 Moderately 
Disagree 

3 Moderately 
Agree 

4 Strongly 
Agree 

Comments and/or 
Evidence 

Members of the local arts group that participated in the programme: 
Were actively engaged for the 

duration of the project 

Were able to involve family 

members and friends 

Would feel confident in taking 

part in similar, future projects 

The partnering local arts agency 
Improved their knowledge, 

skills and confidence 

concerning audience 

engagement activities 

Raised the quality of work 

presented and commissioned 

by and for Deaf and disabled 

people 

Made connections with other 

local arts agencies through 11 

MRTD 

The practitioner/choreographer 
Was provided with a suitable 

platform that enabled them to 

present their artistic talents 

Was able to develop their 

knowledge and confidence in 

working with Deaf and 

Disabled communities 
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Any other thoughts or comments on the engagement strand of the project? 

4.2. Performance 

Number of audience members (based on no. of tickets sold):__________ 

4.2.a Performance Experience 

Based on your experience, rate the following aspects of the 11MRTD performance(s) at your location, on a scale of 
1-4, with 4 being Strongly Agree and 1 being Strongly Disagree: 

1 Strongly 
Disagree 

2 Moderately 
Disagree 

3 Moderately 
Agree 

4 Strongly 
Agree 

Comments and/or 
Evidence 

The Performance 
Was able to create an 
emotional connection with the 
audience 
Was accessible to all members 
of the audiences with regards 
to content 
Was able to clearly 
communicate its aesthetic 
intent 

The Audience 
Remained interested and 
engaged throughout 
Had questions to ask the 
practitioners post-show 

The Impact 
Could be felt from the audience 
Could be seen in the audience 
Could be heard from the 
audience 

Section 5: Overall evaluation 

Based on your own experience of 11 MRTD, do you feel that the project has: 
Yes No Please explain: 

Engaged the local community in dance and disability 
activities and awareness 
Provided Deaf and disabled artists a platform to share their 
work with new areas and regions 
Improved local arts venue’s and agency’s understanding of 
developing and coordinating a touring exhibition with 
audience development activities and engagement aspects 

Thank you very much for your feedback. 
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APPENDIX L – Interview Questions Template 

Practitioner Interview Questions 

• How and why did you decide to get involved with the 11MR project? 

• What was your experience of the filming day and the subsequent photo 
outcome? 

• One of the aims of 11MRTD was to change audience/public perceptions of 
disabled people who dance. Have you experienced this at all? 

• What effect, if any, has the project had on you, either professionally and/or 
personally? 

• This research explores interventions (new activities, events or projects) that 
aim to change perceptions about inclusion in dance. From your own 
experience in the industry, what do you feel is needed to effect this 
change? 

• You attended People Dancing’s training day at The Curve in January, 
which formed part of the 11MRTD project, what was your experience of that 
event? 

• What has been your experience of touring to the different partner locations? 

• How have relationships developed with local organisations or artists from 
the tour locations, if they have? 

• This project used a different creative medium (film/photography) to 
communicate messages about inclusion in dance, how effective, or not, do 
you think this was? 

• Are there areas you view as requiring improvement within the project? 

• Looking towards the legacy of this project, how would you like to see 
11MRTD developing next? How do you foresee your relationship with PD 
continuing? 
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Location Partner Interview Questions 

• Please could you explain your aims for taking part in 11 Million Reasons to 
Dance? 

• One of the aims of 11MRTD was to engage with audiences new to dance and 
disability work, how was this aim approached? 

• What were your strategies or outputs when marketing the project? Or what were 
the key messages that you wanted to set out when marketing the project? 

• How have relationships developed with local or national organisations, if they 
have? Have any other relationships developed as a result of 11MRTD being 
delivered? 

• How effective has the 11MRTD work been in building new relationship links with 
cultural partners? 

• One intention of the project was to develop a hub or collective of partners 
involved, what has been your experience of this? 

• How has the training supported your skills and confidence with work with deaf and 
disabled people? 

• How has the engagement work connected with the exhibition? Has the 
engagement work created new opportunities? If so, how? 

• How is the engagement strand continuing (or planning to continue) with new 
audiences gained from the project? 

• Reflecting on the performance evening, how do you feel this worked to address 
the aims of the project? 

• How has the associate artist strand of the program been realised, or is being 
planned? 

• Looking towards the legacy of this project, how would you like to see 11MRTD 
developing next? How do you foresee your relationship with PD continuing? 

• Are there areas you view as requiring improvement within the project? 

• The booth was identified as perhaps being somewhat inadequate, how do you 
think this could have been improved? 

• What do you understand the purpose of the evaluation stage of the 11MRTD 
project to be? 

• How have you facilitated evaluations or evaluative processes for arts projects in 
the past? 

• As a viewer of the exhibition and an audience member for the performance 
yourself, has being involved with the project affected your own perceptions or 
views concerning dance and disability? If so, how? 
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APPENDIX M - 11MRTD Evaluation Interview Schedule 

Content removed on data protection grounds
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APPENDIX O - Example of Coding Process 

Initial Coding Examples from data 
Not enough meetings “a lot of kind of fallen by the 

wayside” 
“I feel like I could've gotten more 
out of meeting the other local 
partners” 
“a missed opportunity to have 
learned a lot more from what 
others are doing” 
“scheduling earlier” 
“need to be in diary” 

Collaboration is important “it's kind of solidified our 
relationship” 
“connectivity to other 
partners…would've been really 
beneficial” 
“we're building a good 
relationship” 
“it's good to understand who else 
is out there.” 
“good to work together” 

Checking in (lack of) “should be going along with a 
quality assurance” 
“well they gave up in the end” 
“left to own devices” 

Hindsight reveals new “sometimes in hindsight you only 
knowledge learn that stuff when it’s done” 

“reflecting back on it” 
“feedback kind of around 
specifics” 
“I would have liked to have 
seen..” 
“I do regret not digging in a bit” 

Inexperience requires support “it's a challenge” 
“new to this” 
“could’ve learned more from 
other partners” 
“not our area of expertise” 
“learnt about exciting ideas after 
the tour finished” 

Small part of wider provision “we have lots of different remits” 
“we've combined them both to 
uplift the whole disability 
program” 
“There's a lots of things on the 
radar” 
“it ties in with strategically how 
we support the inclusive dance” 
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Initial Themes/ 
Codes 

Subsequent
Themes/Codes 

Developed
conceptual 
category 

Not enough meetings, 
dialogue is limited, early 
scheduling needed 

Lack of interaction ‘Conscious 
consultation’ 

Assumptions being 
made, not being 
included in plans, 
understanding of context 
is lacking, earlier 
discussions needed 

Misrepresentation can 
occur 

Busy schedules, moved 
forward, small part of 
wider provision, changes 
in opportunities, changes 
in staffing 

Time pressures has 
influence on sustainability 

Hindsight reveals new 
knowledge, intentions 
not realised, repetition of 
current issues, absence 
of action 

Missed learning 
opportunities 

Inexperience requires Need for consistency in 
support, checking in connection 
(lack of), discussions 
need to progress, 

Confusion, more 
planning at the outset, 
objectives need refining, 

Clearer roles and 
responsibilities to be 
established 

Long history with Organisational 
organisation, vital as relationship is valued 
catalyst for change, between partners and 
developing ideas, participants 
collaboration is important 
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Appendix P - Excerpts of Interview Transcriptions 

Content removed on data protection grounds
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Participant B: 
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Participant C 
Content removed on data protection grounds
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Participant D 

Content removed on data protection grounds

360. 



  
 

 
 

 

  
 
Participant E 

Content removed on data protection grounds

361. 



  
 

 
 

 

  
 

 
 
 
 
 

Participant F 
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Participant G 
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Participant H 
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