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• MlTRACT 

THE 8ANDV POLITIC. STRIPS OF CULTURE AND THE CULTURE OF STRIP 

Mich •• l Bloom 

This work develops a new approach to female strip dancing 

as cultural practiee by using methods of cultural history, 

ethnographie field work and theoretieal critique in order to 

reconstruct the historical setting in WhlCh strlp dancing 

emerged, the varied sites where it continues to evolve, and 

the diverse interpretations of strip by its different prac-

tltioners. 

Toward this end, the dissertatlon is divided into flve 

~ajor sections which link such forms of bOdy movement and dis-

play te wider soclo-historlcal movements of theory and prac-

tice; sexuallty; commerce; pleasure and power; and culture • 

. 
It is then concluded that such small-scale or " stripped-

down " studies following this model may advance critical 

understanding of human bodies and subJects ~n cultural theory 

and practice, by situating non-mechanistic notions of com-

munication, culture and dance within detal1ed investigations 

that emphasize the cemplexity and speciflcity of the practices 

of everyday life. 
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SOPItAIRE 

c. travail aborde les spectacles de strip-tease féminin 

en tant que moeurs. A l'aide de méthodes de l'histoire de la 

culture, de recherches ethnographiques sur le terrain et 

d'une critique the'orique, il reconstruit le conte)(te hlS-· 

" torique qui en a vu l'~mergence, les dlvers endrolts ou ils 

continuent à évoluer ainsi que les différentes interprétations 

/ qu'en donnent ses dlverses e~ecutantes. 

C'est dans ce but que la dissertation se divlse en cinq 

grandes sections, rellant de telles manlfestations de mouve-

ments corporels à de plus vastes courants historiques de 

~ / 
theorle et pratique, se~uallte, commerce, plalsir et pouvolr, 

culture. 

Nous concluons ensuite que des 6tudes de cette sorte, à 

petlte é'chelle ou Il effeuill~es, " peuvent augmenter une com­

préhension critique des corps et sUjets humalns, en sltuant 

des notions non m'caniques de communication, culture et danse 

dans des enqu~tes d~taill~es qui font ressortir la comple)(it~ 

et la spécificit: des moeurs quotidiennes. 
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Silly Sloo. (1963-1987) 
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1 wish everycne in the world was a stripper. 
Exc.pt me, of cours •• 

John Waters 



SECTION ONE. MOVEMENTS OF THEORV AND PRACTICE 

No~ so long aga it s.emed that every third person vou bumped 
into in Greek Street was a 1eminist researching 10r her Ph.D. 
in~o prostitu~ion or stripping. She would be middle-class, 
the writer; vou, working-class, a stripper were the res.arch, 
your life the object of study. 

1 
Nickie Roberts 

1. Not k Comic Strip. 

The action of stripping implies th. exposur. of the cha-

racter and nature of a person or thing, through a reduction to 
2 

essentials wi~hout excess detail. A stripped-down disser-

tation that lnvestigates a subject te the bone with a minimum 

01 extranp.ous argumentation and illustration would then be a 

very admirabl. accomplishment (not te mention a more pleasur-

able reading experience). What naked truths should be revealed 

in this manner? Perhaps as Erving Goffman suggests, we look at 

our objects Olf study in terms of strlps; that is, " any arbit-

rary slice or cut from the stream of ongoing actlvity ... any 
3 

raw batch 01 exp.riences. Il But what random slice of life is 

a cut above the rest and deserves critical attention? And what 

theories do we use to understand such cultural strips in a 

wider conte~t, especially when these theories themselves are 

in dire n.ed of some stripping? 

-1-
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The verb fi str~p If also denotes actions of robbing, plun-

derlng. despoillng and deprlvlng people of honours, property 
4 

and rank. Suc:h symbolic violence is predomlnant ln many cul-

tural theorles that are based on classical epistemologles, 

where human subJects are strlpped of the~r human~ty through 

mechanistlc metaphors and models of embod1ment. 

The human bodv is g~neralized ln Cartesian mechanlCS as 

" res ex tensa. " part of the ex terna ~ wor Id. a mac h~ne devold 
5 

ot cognlt~ve function. Slm1larly. the body of Hobbes Lev1a-

than 15 an actual mach1ne. and the commonwealth 1S a pollt~cal 

6 

mach1ne 1dent1cal w1th the lnd1vldual human body. 5uch me-

chan1stlc lmages of the human bOdy were central to med1cal. 

phllosoohlcal. politlcal and sClentlflc bod1es of knowleage 
7 

trom the s~xteenth century unt1l the present. Thelr presence 

15 also found ln alternative theorles ot embod1ment. as ln the 

work of Maur1ce Merleau-Ponty, where the" Ilved bodv" ac-

tually holds a cardinal epistemoloqlcal and existentlal POS1-

tl.on; even her-e. the l.nd1V1dual 5ubJect lS v1ewed as a " sel t-

cen tered and se 1 f-su5tau'\ l ng svs tem of commun 1 ca tlon. " t na t 
8 

1S d1vor-ced tram soc1al and hlstor1cal realms. 

Cr1tlcal analyses of non-verbal modes of culture WhlCh 

are based on the varied theorles of 11.ngulstl.CS and/or llter-

ary crltl.C1Sm are often fraught wlth vaque and unsupported as-

sumptlons on the communlcatl.onal dlmensions of soc~al actl.on. 

The reduc:tlon of the total~ty of cultural production to that 

-2-
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abl. p~opo.1t10nl and 1s a. untenable .s teKtual1zing .U of 
9 

.oc1.ty .nd making the whole world into A teKt. 

Unfortunat.ly, .uch over-teMtualization ha. been eKtended 

to notions of .mbodiment .nd .ubjectivity, where the human 

body is indeed stripped and r.duced ta a teKtual corpu., in-

scribed as machine, medium and territory, and read according 

ta e.sentialist and nominalist gramm.r •• Technical metaphors 

of the body as machine abound in major critical project_, in-

cluding Michel Foucault'5 analyses of Il political technologie. 

of the body, " and Deleuz. and Guattari' s attempts ta locat. 

a materialist psychiatry in the .pace of a host of " desiring 
10 

machines. Il 

ln other works of Mikhail Bakhtin, or Marcel M.u.s for 

e)Cample, the human body serves a. medium for eKternal social 
11 

processe. of communication and repre5entation. Mor.over, 

th. notion ef medium 15 usual1y linked te the geographic meta-

phor of the body a. empty spaee, site or territory wh.re it is 

Il traver.ed by .... gul.tiv. force. " and" territorial1zed in 
12 

accordanc. with hierarch1es and topographical rules. Il The 

st ... ipped body a. tabula rasa 15 Il in5cribed " and Il mapped Il 

... zone or field which politieal and psychologieal force. mark 
13 

and inv.st in. 

bodily inscription, stating: 

To put it simply, l'm not quite cl •• r •• to what 
inscribing mean •• It seems ta m. one of thos. 

-3-
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.xpressions that r.solv. in An AuthoritAtiv. 
manner problems th.t nObody knows how to d.fin. 
oth.rwis •• 14 

Th. ontolo~icAI stAtus of th. body as mAchine, medium And 

t.rritory is gu.rAnt •• d by .ither an essentialist or a nomi-

given biologic.l entity endowed with • set of transhistoricAl 

need. and desires that mAy be positively described (in Dar-

wini.n, FreudiAn, Marxian or Natural Scientific terms, for 
1~ 

e)Campl.) • The nominalist body is rather a plurality of bo-

di.s whos. precis. Attributes and meanings are culturally con-

struct.d through proc.sses of social consensus and control 

(following Bakhtinian, Durkheimian, or Foucauld •• n mOdels, for 
16 

Both essentialist and nominalist ontologies posit an 

ahistorical, classless and degendered subject by hypostatizing 

either biology or culture as first CAuse in ambiguous pro-

cessas of embodiment. The stripped human body then beeomes a 

disposable term of practice, a fix.d and passive objeet of ex-

tern.l control. In essentialism, the active subj.ct in culture 

and history disappears through the " natural Il similarity and 

uniformity of bioloQical structures and functions; in nomi-

nalism, the biologicAl, mAterial, physical body disappeArs 

through unspecified proeesses of culturAl construction. 

Even some feminist theorist. who introduee problems of 

-4-
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st"ip th. 1.",.le body th"ough th •• am. ontological a"fi rh.-

to,,!cal strategies. Luce Jriga"ay, Julia Kristeva and Michele 

Montrelay, aman; others, constitute the fem_Ie body as a pre-

given r.ality with a special relation to " Seing Il and 
17 

" jouissance; " whereas scholars such as thos. working in 

th. MlF Colleetive, tr.at the femal. body as a free-floating 

signifiar lacking consistent being, constantly construct.d and 

" charted, zoned, made to bear meaning, " inscribad as a map, 
lB 

and subordinated to " fields 01 cultu"al desire. Il Wom.n 

ara then stripped as signs produced via exchange, signifying 

nothin; but sexual difference -- fi;uratively and literally 
19 

absented as subjects. 

Cultural theory is not that far off from cultural prac-

tic., where the mechanistic objectifications of workers in 

factories, of subjects in totalitarian societies, of women as 

sax objects in our own society -- are ail imbricated in socio-
20 

historieal relations of epistemology, ideology and practice. 

Machanistic model. abound in essentialist th.ories of culture 

which attempt " to reveal a simplicity lying at its core, " 

thus effacing and aliding the myriad eomple~iti.s of cultural 

phenomena; and in nominalist analyses that seam to erasa the •• 

phenumena altogether by giving more ontologieal credence to 

their theor.tieal concepts than to tha very modes of culture 
21 

under study. 
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fic Accaunt, logic of culture, semantics of history, or sup.r-

•• mi~tic. of communication and repres.ntAtion. But such a 

globAl ori.ntation may not be appropriate for the analysis of 

th. div.rsity of cultural practices acros. varied times and 

2. .... l'riRA'" er"".' 

P.rhaps critical th.orists should b.gin to nArrow their 

cultural horizons and davelop non-mechanistic views of embodi-

ment and subjectivity by e~amining the socio-historical sgm-

pl.Kiti.s and sp.cificities of cultural practice. As Clifford 

Geertz argues: 

One cannot write a Il General Theory of Cultural 
Interpretation. Il Or, rather, one ca", but there 
app.ars to b. littl. profit in it, b~caus. th. 
essentiAI tAsk of theory building her~ is not to 
codify abstract regularities but to maka thick 
description possible, not to generalize across 
cases but to generalize within them. 22 

Our understAnding of embodiment, sUbj.ctivity and culture mAy 

be built up through these Il thick descriptions 1\ or recon-
23 

structions of cultural practice in small-scale studies. 

Of cour •• this perspective alr.ady implies c.rt~in major 

assumptions on human bodies, subjects and practices that may 

be articul.ted before such work can begin in earnest. 

For e~.mple, in thi. dis •• rtation 1 utilize A dial.ctical 

-6-
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sive nor totally powerful; neither totally centered and trans-

24 

paramount identifying characteristics should not b. decided a 

priori through ambiguous, generalized and mechanistic theories 

or Spinozaan machines of " Desire, Il " Discourse, Il Il the 

Gaze, Il Il ldeology " and Il Representation, Il (although partic-

cular desires, discourses, gazes, ideologies and representa-

tions may or may not have important ramifications in specifie 

analyses) because the formation of human subjectivity and em-

bodiment does not obviously occur through such unitary mecha-

nisms which " subject" empty bodies and psyches to the dic;-

tates of deterministic definition and regulation. 

Rather, 1 assume that active subjects live simultaneous-

ly within biological, psychological and soc~al worlds and are 
25 

embodied in their labour of economic production. This par-

spective recognizes the essentialist conception of the human 

body as pos.essing a transhistorical set of physical neads and 

structures while affirming the nominali.t attention to the 

culturally constructive practices which make these very needs 

and structures meaningful in specifie socio-historical con-
26 

texts. For .xample, particular behaviours that are labeled 

as Il masculine Il or Il feminine Il need not be treated as time-

les5 universals but studied as symbolic correlate. resulting 
27 

as • consequence of biology or le.rning (or of bath). While 

human bodi~s, genders and seKualities indeed pos.ess bio-

-7-
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10Qical foundations, they a150 emerge tram varied forms 01 

practice witnin nistarically cnanging economic, po1itica1 and 
28 

soc ia1 cont:e)(ts. 

In tact, the rethinkin; of the Il cultural " as " a set of 

practices " characterizes much critical theory on culture for 

the past two decade. such as found in the work of Stuart Hall 

and other scholars within the British tradition of " Cultural 
29 

Studies; " in Henri Lefebvre's analyses of " everyday 1ife 
30 

in the modern world; " and in Michel de Certeau's eKamina-

tions of " everyday practices Il where Il ways of operating or 

doin; things no longer appear as merely the obscure background 
31 

of social activity. " Sueh relatively recent critical 

theory eKtends earlier MarKian formulations on the basis of 

human nature in labour and praKis to the hlstorical analysis 

of social practices which are produced on the superstructural 

level via economic determinations in the first or the last 
32 

instance. 

Scholars within the British Cultural Studies paradi;m who 

have conducted ethnographies of boy-scout, housewife and youth 

subculture., emphasize the importance of the historieal ana-
33 

1ysi. of practicR. This is in mark.d contrast ta the eth-

nographies of Erving Goffman, where, as Anthony Giddens points 

out, we find littl. aeeount " of institutions, or history or 
34 

strue tural transformation. " Inst.ad, in such works as 

Forms of Talk (1981) Goffman ofters highly detailed micro-

-8-
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.tudi •• of .v.ryday practice. that are based on a drama-

turQical approach which treat. the ways in which the actors 

within .ocial situations construct their under.tandin;. or 
35 

interpretations of thes. practices. 

The methods of the critical-hi.torical and dramaturgical 

approach •• need not nece.sarily remain separated -- because if 

we are to offer truly thick descriptions or well-informed re-

constructions of cultural practice, then analysis of both th. 

historical development of these practices and of the con-

temporary interpretations of the social actors who produce 

them may be integrated in the same study. 

3. D.ncina!Q. 1!la l1I.!:!L 

That Goffmanesque strip of reality or cultural practice 

that will be e~amined through such an integrated perspective 

in this dissertation is f ••• l •• t~'R d.ncina. Admittedly, such 

a choie. may ruffle the f.athers of some scholars (my apolo-

gies to fan dancer.). But the rationale for this selection 

transc.nd. some surface motive for offering an intellectually 

stimulating or ev en titillating work. That is, 1 hope to 

demonstrate how work on such a marg~nal~zed topic may further 

critical understanding ot human bodies and subject. in cul-

tural t~.ory and practice; and situata notions of cultural 

production, commodification, domination, embodiment and .pec-

tatorship within detailed analyses. 
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verbal cultural form which doe. not fA11 into the trap of 

over-teMtu.liz.tion t~at also chAr.cterize. work on embodi-
36 

ment. Etienne Bonnot de CondillAc, in his ESSAi ~ l'ori-

aine ~ connAissance. humaines (1746) follows an accepted 

eighteenth-century .rgument that dance was the original form 
37 

of language. According to Condi 1lac, " gesture Il was the 

mode of speech used by the ancient. in governmental and reli-

gious settings; with the advent of civilization, gesture 

developed into two subordinate arts 01 the " dance of steps " 

and the Il dance of gesture Il for the pAntomimic communication 
38 

of ideas. 

In one of the eariiest theoretical works on dance, we 

thus find • p.ttern of argumentation which characterises most 

contemporary approaches. First, there is a reduction of dance 

to language. Second, dance is defined as a mode of communi-

cation which is used in ~mportant social contexts. Third, it 

is described as a fundamental art which stretche. back in 

time to prehistory. Fourth, danc. assumes an essenti.l epis-

temolo;ical dimension because according to Condillac, language 

i. the only mea~s of connected thought and dance is sup-
, 39 

posedly th. original form of langUAge. 

Diverse studies of dance as langUAge, ritual, art, 

artifact and philosophy comprise a single theoretical revim. 

in which unitary functiona1ist conceptions of history, society 

-10-
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and subj.ct farm the concrete ontological ba •• of dance. In 

th1s r.;1me, dAnce is situAted in a homogeneous and universal 

" soci.ty-without-hi.tory " rather than conteKtualized in he-
40 

tero;eneous and distinct historical societies. Dance is 

then empowe,ed to act on the Il abstract human body " that 

s.r~.s as medium and passive agent-without-agency for e~ter-
41 

nAl processes of communication and culture. 

In many anthropological studie. of dance s~ch as Roderyk 

Lange's ~ Nature e! Dance: ~ Anthropological Perspective 
42 

(lq7b) , and Anya Peterson Royce's ~ Anthropology of Dance 
43 

scholars look for universal mechani.ms of dance 

ritual that contribute to the creation and maintenance of 

social control and order, as part of the prevailing function-

alist approach in dance research. In such work there is no 

account of historical change and no method offered for inter-

preting such change, since one cannot reach a Il correct " 

functionallst description of a social system that is constant-

,ly in motion, independent of the interpretations of members of 
44 

tho.e systems. 

Many different cultural practices of body movement and 
45 

display are socially and historically defined as Il dance. Il 

Even the term " .trip dancing Il may refer to a broad range of 

prActice. of erotic performance designed to s.~ually stimulate 

-- such as belly dancing, salome-dancing, hootchie-kootchie, 

shimmy-sh.king, tassel-twirling, striptease, e~otic dancing, 

-11-
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all-nude dancing, fan danc~ng, lap danc~ng, couch danclng. 

etc •• Of course the identlf~cation of female danclng as a 

stimulating slmulatlon ot erotlc behaviour lS much older than 

strip danc.:lng. 

The Roman satlr1st Juvenal wrote about danclng glrls 

who engaged ln " a con test 0 f l:1umps and qr1nds. " whi 1 e 
46 

showlng off a " gymnast1cs of lust; .. and the poet Martlal 

complalned about women who .. wlth endless prurlence sW1ng las-
47 

C1vlOUS 101ns ln oract1ced wr1th1ngs. Accord1ng ta Pro-

CCP1US. tne Empress Theodora beqan her publlC career as a oan-

cer ln the theatres of Con~tant1nople: she appeared: 

altoqether naked on the stage. wlthout at 
least th1S much of a f1g-leaf •.. she would 
Slnk down to the stage floor and recllne on 

·her back. Slaves ••• would then scatter 
gralns of barlev trom above 1nto the calvx 
of this oaSSlan flower. whence Geese, tra~ned 

for thlS purpase. would next p1ck qralns one 
bv one wlth thelr bllis and eat. 48 

In tact, the popularlty of female erotlc danc~ng ln a wlde 

varletv ot h1stor1cal and contemporarv cultures 15 qu+te e.L-

dent ta dance scholars such as JUdlth Lvnne Hanna. who ln 5e~ 

(1988), examlnes the many varlatlons of erotlc dance as Tound 

ln the: 

lnstltutlons of the Chlnese chln-nu, Japanese 
gelsha. Indlan devldasl and nautch, Arablc 
gUlna, Korean klsaeng, PerSlan motreb, Turklsh 
cengi. Egyotian ghawazee. Greek hertaere. and 
Moroccan sh1khat. 49 

-It may also be argued that many dlfferent styles and types of 

dance are erotlC in nature -- that in fact danclng allows for 

-12-
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flirtation and courtship rituals of European court dancing in 

the lat. Middle Ages, or whethar one is cynically commenting 

on the open " mating season Il of late middle-aged singles at 

modern suburban discos. 

4. Strip. Q! Strip 

What is 50 unique and specifie to practices of strip dan-

cing, then? These very popular, prevalent and profitable forms 

of theatrical performance and adult entertainment in North 

America are often socially stigmatized as immoral, improper, 

transgressive and downright dangerous for both male and female 

performers and spectators. While these very charges may have 

partially contributed in tact to the historical development 

and widespread geographical distribution of these practices, 

sueh stigma may have also prevented more serious academie at-

tention. There is littl. critical discussion on erotie dan-

cing, axcept perhaps for a short sectl.on on "Striptease Il in 
50 

Roland Sarthes' Mythologies (1957). 

Serious teminist work on strip dancing has been hindered 

by its inclusion withl.n a general critique of pornography, by 

sueh wri~ers as Susan Griffin, in Pornography ~ Silence: 
51 

Culture'. Revenge Against Nature (1981), Susan Kappeler, in 
52 

The Pornography 2i Representation (1986), and Laura Mulvey, 
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in " Visual Pleasure and Narrative Cinema " ( 1975) • One of 

the~r major arguments aga~nst such supposedly pornograph~c 

pract~ces as strlP danc~ng rests on the cla~m that they con-

stltute women as sex obJects. but are aIl fo~ms of se~ual ob-

Jectiflcatlon ta be vlewed neqat~velv, then. as examples of 
54 

sexual/commodltv fetlshlsm or patrlarchal dOmtnatlon' If 

so, th~s would ~mplv a mechan~stlc model of perceptlon and 

representatlon as statlc proceSSES that preclude the polvsemlc 

qenerat~on of alternatlve Imaqerv and Interoretatlors: we can-

net s~molv assume that r-eoresentatlolfs are" read bV '5UO-

Ject'5 accordlnq to the coünltl'~e models ()tfer-ed Civ fernlnl':i r , 

5:: 
Freudlan. Lacan Lan ancJ tJt~let'" theorlsts. In fac,:, l.t mav 

prove frultful to look at the SOCIal and historlcai rela-

tIans govern~nq the productlon and recept~on of part~cular 

Imaqes. messaqes. representat~ons and texts under study. 

~v :CO~ l.ng bevond the le~el ~f the qenerall2ed human ~sycne-

subJect and bv aSklnq actual SOCIal actors about thelr deft-
56 

nitlons of their evervdav prnCtlC~S. 

contemporarv strlp danClnq as a one-sided Institutlonai ex-

ploltatlon of women as the manipulated and paSSlve subJects of 

patrlarchal practlces. These wrlters 00 not conslder the pos-

slbll~tv that str~p danclnq mav descr~be·a mutuallv explolta-

tlve relatl.onsh~p between female workers and male consumers; a 

theatre of negotlated gender use-value where strlppers don a 

conventlonalized costume of nudity and receptlvity, and dance 
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m~metic movements of sex for cash that is exchanged and str~p-

ped from the pockets of male consumers. These aud~ences are 

sold to the look. the ~mage, the ephemeral phantasm~c con-

structions of " real Il femin~n~ty, while act~vely assert~ng 

the~r own raIes as the wl111nq consumers of ever dlstant and 

obscure obJ~cts of deslre. 

There are a l~mlted number of soci010gical studles ld~s-

sertatlons. Journal artlcles and theses) on facets ot recrult-

ment and socialization WhiC.h attend the" deviant occupatl0nal 

subculture" of strlPPlnq. lncludlng: A. T. D'Andre '5 ., An De-
57 

cupatlonal Studv of the Strip-dance,.- Career " (1965): 

Charles H. McCaqhv and James K. SklPper Jr.'s .. Lesblan Be-

havi0r as an Adaptatlon ta the Occupatl0n of Strl.ppl.nq " 

(1969), .. The Anatomy and Career Contl.ngencies of a Devl.ant 

Occupatlon Il (1970). and" StriPPlng: Anatom'oI of a Devl.ant 
58 

Llfe St'lle .. ll~72\: Marllvn Salutl.n 5 " St/-loper Moral-
59 

ity .. (1971): JaCqUeline BaIes and Albeno P. Garbin's " The 

Strip Club and Strl.pper-Customer Patterns of Interactlon 

~1974). and" Tile Chalee ot Str-1PPlnq Felr cl L.1'.'lllq: An Emplrl-
6U 

cal and Theoretl.cal E'.,planatl0n Il (1974); 'Jand,.-a Harle',' 

Carey. Robert A. Peterson and Louis K. Sharpe's Il A Study of 

Recrultment and Sociallzatl.On lnto Two Devl.ant Female Occupa-
61 

tl.ons" (1974): Paula L. Dressel and DaVid M. Pete,.-sen s 

" Gender RaIes. SexualJ.tv and the Male StriP Show: The Struc-

turlnq of Sexuai Opportunl.ty " (1982). " Equal Tlme For Women: 

SOCJ.cil Notes on the Male Strlp Show" (1982), and" Becomlng ci 
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Mal. Strippera Reeruitment, Soeialization, And Id.alogicAI 
62 

and John p,.ehn'. .. Inva.ian of the 

Mal. Strippers. qol. Alignm.nt in a Small-Tawn Strip Club .. 
63 

(1993) • 

This lit.rature eonsists mAinly of field studi •• of 

niQhtelub and theatrieal strippers eondueted in a wide range 
64 

of geographie locales in equally va,.ying timespans. 

th. mid-1960s, these soeiologists have attempted ta obtain 

answe,. the basic question of: .. how did niee girls (or boys) 

1 ike vou end up in places 1 ike th.se'? Il Their studie. are 

narrowly foeused on a limited number of variables affeeting 

th. speciAliz.d deviant profession of stripping, and n.gl.ct 

th. soeia-histarieal speeificiti •• and compleMiti •• of strip-

ping as a cultural practice. Economie, political and social 

prac.sstEs as weil as the very insti tutions of th. strip barl 

club, theatre and adult ent.rtainment industry appear as 

g.neralized and un.Kplieated parameter. Structuring action. 

Moreover, the constant usage of th. term " deviant Il i. n.ver 

th.aretically justified or eKplained. 

Thar. are also " populAr historie. " of burl.sque and 

.tript •••• 5uch aSI Bernard Sobel's Burleyeu.: ~ Underground 

Hi.tory of Burle.qua Days (1931) and a Pietorial History ~ 
66 

Sur lesgue (1956); H. M. Ale~ander'5 Strip Tease. ~ 
67 

Vani.hed ~ 2!. Burl •• que (1938); Irving Zeidman'. 

-16-



o 

o 
,A 
"'~~' 

... 1 " 

68 
Th. Am'rie.n 8u~I •• qu. Show (1967); 

a Picteri.l Hi.ta~y 21 Stript •••• 1 ~ Ve.r~ of Undr ••• inq 
69 

se. Mu.ic;. (1976). Th.y Ar. no~ whally .ceur.t. guidebook. ta 

th. cultural hi. tory of .trip dancing, .ine. th •• uthor. do 
-

not li.t th.ir saure •• of information and ••• m ta b. more con-

e.rn.d with providing intim.t •• nd r.v •• ling p •• k. at intim.t. 
70 

and r.v.aling Il p •• ks Il through t.)Ct and photogr.ph. 

What i. strip d.neing? How, when and why did it dev.lop? 

What m.aning. do •• strip dancing hold for it. p.rform.rs and 

audi.ne •• ? These b.sie qu.stions m.y not b •• asily answ.r.d 

through sociologie.l supposition. of d.vianee or journ.li.tic 

r,v.l.tions of Il n.ughty Il and s.cr.t lives. Thi. face-valu. 

aee.ptance of strip daneers as " e)Cotic Il se.ms ta prevent 

furth.r inquiry into the soei.l and historieal proe •• ses which 

facilitat. th. production of thi. out-of-th.-ordinary .ura of 

strip danc ing for bath .udi.nc •• !!!..f!.. ac.d.mic •• 

Sehol.r. m.y t.ll us .verything w. w.nt to know about 

.el.ct occup.tion.l f.cets of the strip dance prof.s.ion in 

th. Unit.d Stat.s during th. 19605 .nd 19705, and th. pur-

v.yo~. of papul.r histori •• m.y surprise us with Icintil-

lating .tori •• about strip thraugh th. ages, but their work 

may .l~o promot. th. a.sumption that th.re i5 nathing more 

interesting .bout strip dancing th.n what alr •• dy me.ts u. at 
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5. puepp.. a1 DA ••• r,.tARD ~ Rt, •• rch P..ARn Uncpy·cld! 

1 att.mpt a " lay.red " or " thick " recon.truetion of 

the historieal s.tting in whieh famale .trip dAncing .merg.d; 

of th. varied sit •• wh.re it eontinu.s ta d.v.lop; and of th. 

differing interpr.tations of such pract!e. by performers and 
71 

audi.nce •• Towards thi •• nd, 1 a •• um. that ethnographic 

r •••• rch, historieal analy.is and th.oretical eritiqu. should 

inform .aeh oth.r. That i. ta say, a materiali.t study of a 

" strip " of reality ean only ben.fit from th. constant inter-

mingling and te.ting of th.ory and ob •• rvable practieel wh.r. 

analysi. is locatad simultaneously in th. realms of .oeial 

theory, history and everyday life. 

1 thus tease out the beginnings of a new approaeh ta 

femal •• trip dancing through a re.earch d.sign that integrate. 

methods of cultural history, ethnographie field work and theo-

retieal critique in ord.r to examine those cultural practic •• 

through whieh subj.ct. are more than metaphorieally defined 
72 

and dis-embodied a. machine., and by which women are con-

stitut.d a. a set of physical attribute. and objectified as 

.xotie, evil and forbidden saxual models for display ta male 
73 

con.umers. 

1 endeAvour ta corr.ct some of the blindspots of previous 

work on dance in gen.ral, and on strip dance in particular, by 

linking such praetic •• of body display and movement to wider 
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sOclo-h~storical movements of .eMu.litV. commerce, ple •• ure 

and power. Until now, strip dancing has never been e~amlned as 

a cultural practlce that may e~hiblt se~ual. commerclal. 

pleasurable and powerful facets to aIl social actors lnvolved 

in ltS productlon. These baS1C categorles were suggested bv a 

thorough exam1natlon of the collected data. and they also ref-

lect a heurlstlc and rhetorlcal strategy for lnterpretlng a 

variety of cultural phenomena through common focal pOlnts of 
74 

analysJ.s. Of course such a framework does not e~haust aIl 

the possJ.ble ways ln WhlCh the practlces of strlp danclng may 

be analvsed. but 1 wlll demonstrate the fundam~ntal relev~nce 

of these categorles tnroughout the body of the Olssertatlon. 

Each section of the dlssertatlon 1S devoted to the close 

examlnatl.On of ethnographie: " strl.ps " and h1sturlcal .. mo-

ments. but thev do nct add uo to a ~omprehensl/e =ultural 

h~story or ethnography. ThlS ~dea of comprehenslveness clearly 

runs counter to mv stated alm of oroduclng a strlpced-Jown 

dJ.ssertatlcn. Even 1.f this wer~ not the case, such comprehen-

slve stUd12S mav nct be theoret1.callv or craC~lcal.v posslole 

at present. due ta the pauclty of document~ry materlals on 

such a stlgmatl.zed non-verbal practlce as str1.p danclng. and 

because of the many dlfficultles of pursulng ethnographl.c re-

search ln thlS area, such as securlng personal lntervlews wlth 

performers and audlence members who are wllllng to speak open-

Iy about thelr actlvltles. Desplte such problems. detalled 

ethnographlc and historical work on strlp danclng may still 
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England and the United States. Historical discus.ion foeuses 

on the development of modern praetices of female strip dancing 

in North America from the 1840s until the pr •• ent, as 1 trace 

the emergence of these practices to the proliferation of 

" tableaux-vivants Il and " leg shows » in the United Stat.s 
75 

dur in; the middle of the nineteenth-century. This par-

ticular concentration on an almost one-hundred and fifty y.ar 

period of modern strip dancing in one continent is clearly 

within the scopa of an exploratory dissertation; future work 

may epand the chronolo;ical and geographical horizons of such 

historie.l analyses of strip. 

Ethnographie data on strip danein; was mainly culled from 

personal observations and interviews with strip club audience 

members, managers, owners and performers. Whereas the socio-

logists of strip mainly interviewed performers and then noted 

their responses in aggregate statistics, 1 have made a sarious 

attempt at letting the different social actors involved in th. 

production and consumption of strip who were ignored in the 

previous field .tudi.s -- such as audience members and club 

» speak Il for themselves about their own prac-



,1 --------.-.,----~·ï - ~-.".. 
,( , ( " 

o 
information on strip dance behaviours. RAther, the inclusion 

of information gathered from personAI interviews and from 

stripper memoirs And Articles is Aimed At providing pre-

liminAry Answers ta the question of what strip dAncing meAns 

to its prActitioners. Indeed, such material forms the very 

foundation of this layered reconstruction or thick description 

of strip. 

During 1988, 1 thus spent si~ months observing strip 

dance performances and conducting informai interviews with 

present-day and former dancers, audience members and manAgers 

in one strip club in a major Midwstern metropolis of the Uni-

ted States. This locale is referred to as " Club X " within 

the dissertations, as 1 have respected the anonymity of Ali 

intervlewees and subjects of observation by using fabricated 

names to designate the participantE and settings of the still 

stigmAtized activities of strip. 1 centered informai inter-

views on questions relating to what the particular social 

actor felt and thought about his or her own practices and 

about strip dancing in general. Selected observations gathered 

at a variety of clubs in the same city and at other locations 

in North America which pertain to particular se~ual, economic, 

pleasura~le and powerful dimensions of strip are also included 

in the dissertation in order to e~tend discussion beyond the 

limited thcugh more thAn comfortable confin.s of " Club X. " 
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ln this dissertation 1 hope to demonstrate how such cr~-

tlcal considerat~on of everyday cultural practlces can lead to 

lmportant questions on fundamental economic, political and 

soc laI lssues; and to show how research on erotlc dancing may 

help analytlcally strlp away soclo-hlstorlcal relatlons while 

also lndlcatlng some useful theoretlcal and methodologlcal 

strategies for the study of communlcatlon. culture and dance. 

" The 8awdy PolltlC: StrlPs of Culture and the Culture of 

( 
Str1P " 1S d1vlded 1r;to flve major sectlons that sltuate st.rlp 

J 
danclng wlthln movements of theorv and practlce, sexual1tv. 

commerce. pleasure and power. and culture. 

in " Sectlon Two: Movements of SRlC. " 1 1dentlfv the ac-

tuaI phvsical movements (and non-movements) of strip danclng 

ln arder to arr1ve at a general descr1ptlon and def1n1tlon or 

the obJect of studv. Such a def1n1tlon 15 dl,...ecti~ co~nec~ec 

w1th the cultural product1on of femlnlne nudltv and sexual~tv 

as .. artistic Il and " sleazv " practlce through n1neteenth and 

twentleth-centurv class-fam111al ldeolog1es and ObJectlf1ca-

tlons of women as eVll. exotlc and forb1dden; as evidenced ln 

the changing conventions and styles of erut1c dance. 

( 
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In .. Section Th ..... : Mov.m.nt. of Ca..erc_, Il 1 di.cu •• 

th_ import.nc. of .conomic factor. fa... the development of 

th ••• cultu .... l p .... ctic •••• form. of indu.try .nd wo ... k. 

In Il Section Fou ... : Mov.m.nts of PI.a.ur. and POtIII.r, Il 1 

explore the bawdy politics of pl ••• u .... which gove ... n strip 

clubs; a politics infinit.ly mare complex and dialectical than 

machanical models of embodim.nt and subjectivity would sug­

gast. 1 contend that strip d.nce ... s, audience m.mb ..... and mana­

g.rs exploit, m.nipulate and obj.ctify each other in c .... tain 

ways and that this process of objectification p ... obably .... p-

resents the greatest actual ple.sure and powe ... that is p ... o­

duced in the bawdy politics of st ... ip. 

ln Il Section Five: Conclusion - Mov.ments of Culture, " 1 

a ... gue that futu ... e reconstructions of cultural p ... actice. such 

as strip following my approach may cont ... ibute to the critical 

understanding of culture by emphasizing the .ocio-historical 

complexities, specificities and 1mplications of eve ... yday p ... ac­

tice. that are right in front of our nak.d eyes. 
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SECTION T .. JI MOYEPENTS OF SEX 

But r.gardl ••• 01 what you da, a lAdy is a lady. And l'm A 
fucking lady, th.t's it. 

1 

1. Art-N-Sl.A'1 

Il D •• nna, .. A tw.nty-thr •• yeAr old stripp.r who has 

work.d in a variety of strip bars including Il Club X Il for th. 

past six y.ars, claims that: 

dancing has littl. ta da with what w. do. Many 
strippers don't dance. They don't .ven know 
how. But no body CAres. Vou're just supposed to 
shove your ass in the customer's face for a 
dollar. 2 

Tempest Storm, a famous stripper who.e ecdysiastic expertise 

(dating back to the 1950s) led her to a Carnegie Hall perfor-

mance in the 19705, suggests, however, that audiences ap-

preciated the Il art Il of her dance, and that: 

they knew enough about traditional danc. ta re­
cogniz. that my work was made up of the sam. 
elem.nts, that what 1 did required the sam. me­
ticulous choreography and rehearsal. My prin­
cipl •• had been confirmed in one of th. greatest 
centers of art. People understood that 1 was an 
artist. 3 

Th.s. positions of Deanna and Temp.st typify the attitudes 

of professional performers of strip dancing, who tend to view 

their work as either an " art Il or as a Il sleazy Il activity of 

sexual =ommerc. (or as both simultaneously). In many writings 

on and by stripp.r., th.ra is a pervasiv. nostAlgia or valori-

zation of th. past which .st.blish.s stripping .s • long-lost 
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artistic form. as opposed to the current state of affalrs, 

where, as John Waters suggests. » strlppers don"t ev en bother 

to strip anymore. They come out nude, carrylng a gym mat and 
4 

get quite disgusting immediately. Il Olstinctions are then 

made between " artlstlC " and" sleazy Il strlp danclng, across 

lts varled hlstorical and lnstltutional sites: dltfere~ces 
5 

between clean and dlrtv burlesque: 
6 

French and North Amerlcan 

tradltlons of strlptease; 
7 

carnlval strlppers and theatrlcal 
8 

burlesque danclng and burlesk danclng: 
9 

oarelv-

clad strlpoers and all-nude strlPpers: 
10 

and Il classy "' strlp 

clubs and" JUlce bars. 

Strlp dancers usualiv defend thelr stlgmatlzed wor~ bV 

malntainlnq that thelr partlcular form of danclng represents 

an aestheticallv and morally correct entèrtalnment. ln con-

trast ta the sleazv practlces ot manv dance~s ln other s~rlp 
11 

establlshments. Annle Ample. a famous Canadlan strlpper of 

of the late 1970s. complalns ln her autoblographv tnat: 

Showlng more and more and qettlng raunchler 
and ~aunchl~r was what strlPP1~0 was now about. 
There was no art lnvolved ln that. fhe only =e­
velopment seemed ta be lesblan acts: or lnserts 
-- puttlng almost anythlng up the crotch. lt 
left me wlth a feellnq of dlSgust ... and here 
1 was trYlng to be entertalnlng. 12 

For many male audience members, strlp dancers slgnlfy the 

slmultaneous attraction of the beautlful-ldeallzed woman. and 

of the forbldden-sleazy whore together ln one moving package. 

Strlp dancers even serve a symbollc role ln the last " eVll 
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th. brid.vroom in th. tradi tionAl ri tUAI of tha " bachalor 
13 

party. Il 

In thi. section, 1 will begin to eHamine such saMual ob-

of practic •• of strip dancing. Indeed, the emergenca of these 

practices in North America and Western Europe during the nina-

teenth century is ineMtricab1y linked to the .margence of 

cl.ss-familial Ideologies that defined women as art objects 

(a beautiful and romantic idea1) and as .1e.z. objects ( •• 1-

lers of seMual wares). Female sexuality wa. thus viewed as a 

positive moral activity when conducted under the privat. and 

dome.tic auspices of middle and upper-cla.s marriage for pur-

poses of procreation; and consid.red te be unacceptab1e, im-

moral and dirty when more publically visible outside such 

settings. As Bram Dijkstra points out, this ideology promoted 

the notion that the .. woman who did not see her primary task 

as production of new life .. thus cheapened the" paradise of 

h&r warm womb .. by transforming i t .. into a cold pan dora . s 
14 

bo)C of economic ev ils. " 

It is this dialectlr. of art and sleaze characterizing 

ninateenth-century views of female seNuality -- that also 

col ours the dev.lopm.nt of modern practic •• of strip dancing 

and that distinguishes tham from other forms of erotie mova-

ment. 
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century by A pervasive misogynist iconography (especially in 

the decorative arts, literature and painting) which opposad 

wife (stAlwart defender and guarAntor of monogamous se~u.l re-
15 

production), with the evil and mysterious Il femme fatale. " 

Carol F. Karl •• n suggests that this ideal 01 dome.ticity spe-

cifically answered to certain needs of th. new middle-class 

by axplicitly asserting that: 

ail women share the sama nature, but it impli­
citly .)Ccluded 1rom Il womanhood Il all tho •• 
who could not or would not aspire ta the ideal. 
By th. nineteenth century, blAck women and poor 
white women were viewed as embodyin; many of 
the characteristics 01 the witch. lb 

These women were seen AS seductive, .exually uncontrollable 

and greedy in their zeal far using th.ir bodies to produce 

money inst.Ad of children. But thi. image of the working-

clas. woman in control of her sexuality was both attractive 

and repulsive to men; the femme fatale provided a convenient 

mal. bourgeois .ymbol for scapegoating working-class women 

while al.o constituting th.se women as an .)Cotic and novel 

change from the ranks of " ordinary women" to be eventually 
17 

conquered and controlled. Such .~oticism was captured in 

painting. that depicted femme fatale. in remote historical 

period. and geographic locale. whera they were attended by 
18 

wild beasts and drenched in atmosphar •• of perverse cruelty. 
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The legendary flgure of the half-naked, lasclvious per-

former of erotl.C dances, Il Salome, " was the archetypal femme-

fatale. The traditional she-demon of Christl.an lconography was 

reworked ~n the nlneteenth century as the lmaqe of a deadly, 

exotlc and terrlble femlnlnltv for marglnallzed mlddle-class 

males of this perlod who attempted to capture feellngs of eco-
19 

economlC and polltlcal power throuqh the realm of fa~tasy. 

As Deborah JOWltt contends. even in ballet 

Salome was an avatar of the decadence - an 
lmage ot woman-as-destrover. Male chareo­
graphers and spectators oro)ected thelr h~d­
den deslres onto a d~eam orIent - a created 
worlrl whose e~otlc nature transformed and 
sanctloned thelr des1res. But t~ev proJec~ed 

as wpll the an.letv and terror aroused b~ 

the power Gf the female. ~O 

Such female erotlC power was embodled ln the nude flqure 

of the exotlc femme fatale. Nud1tv here mav be tneoretlc~lly 

understood as a vlsual f~ctlon or form ot costume anc tashlon 
21 

that 15 culturally produced. In Medleval ll~era~ure ana 

moral theology. the female sex organs were deemed prlvate. 

mvsterlOUS and dangerous; ta be hldden under layers of 
...., -. _ .... 

clothlno and SUbmltted to the strlct contro! of me~. Ihe 

naked temale body was svmbollc ot " nudltas crlmlnalls. 

(slgnlfYlng vanity. lust and the lac~ of all vlrtues) and of 

the " loglc of absolut.? soverelgnty; " as Danlelle Regnler-

SohIer contends. the Medieval woman 

strlpped naked before society; deprlved of 
her clothlnq becomes prey to every man s 
llllCit gaze. Unllke the naked man. the naked 
woman is always assoclated wlth a nascent or 
confirmed desire. 23 
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But dur~ng the Rena~ssance. the publ~c exhibit10n of 

female nudity was considered to be more soc~ally acceptable. 

Beautiful women called Il figurantes Il would welcome noble 

visitors to town by danc~ng as half-dressed water nymphs 
24 

around local c~ty fountalns. Durlng the sixteenth century, 

f~gurantes were supplanted by a d~fferent type of erotlc en-

tertalnment when an lmpr~sar~o named Galosl opened a theat~e 

ln ParlS which featured playlets where spectacles of nakedness 

ventured confldentlv ~nto the domaln of the" frankly ob-
25 

scene. " Whlle a nobleman would not necessarlly want hls 

wlfe qr daughter to become a flgu~ante-of-the-month nor erotlc 

actress. male fasclnatlon wlth temale nudlty was nelther 

totallv repressed nor wholiv sanctloned. 

ThlS amblvalence regard~ng the exhlbltlon of female 

nudlty was captured ln the emerqence of modern practlces ot 

5trlp danclnq durlnq the mlddle of the nlneteenth centurv. 

where women were embodled as aesthetlc obJects for di~~ of 

a forbldden sexualltv and as commerClal pertormers ot move-

ments ot sex. 

3. ~ Bu.in ••• 

If a man Ilvlng ln London, New York or Parls durlng the 

1840s wanted to view a woman's body ln a more anonymous and 

less particlpatory settlng than a brothel. he probably would 

have walked into a music hall "Co w~tness Il tableaux vl.vants, 
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" po.e. pla.tique., " or " living model " shows which featured 

eithar naked or scantily dra.sed women (in tight.) who wer. 

frozen in static po.e. that re.embled classic and ps.udo-

classic sculptures such as " Adam' s First View of Eva, Il Il The 

Birth of Venus, el Il The Greek Slave, " " Lady Godiva' s Ride, " 

" Nymphs Sathing, " " The Peeping Tom of Coventry, " Psyche 
26 

Going to the Bath, " etc •• As Paul Ableman e~plains, these 

poses plastiques were: 

still representations by living men and wom.n 
of simulated sculptural scenes or copies of ac­
tuaI sculptured groups. This d.vice enabled re­
spectable people to enthuse about the ' artis­
tic value' of the spectacle while actually 
gratifying their voyeur~stic urge. 27 

Men flocked to the shows" because of deprived taste 

rather than purely art, \1 according to !.h!. ~ York Tribune 

01: December 1, 1847; and Ill!!. ~ Y2.!:.!s. Herald of Hareh 1, 1848 

also depic ted these audiences as " fashionable old rakes and 
28 

inef fable scoundrels about town. " These exhibitions of 

femininity stripped bare, held under the weak guise of quasi-

artistic semi-respectabllty, served as the forerunners of the 

contemporary artistic/sleazy strip dance acta Above ail, the 

popularity of th. model shows indicated a male fascination 

with a nude female body which is thought to possess the secret 

signs of an evil and forbidden world -- and of private mys-
29 

teries that are made public in living revelations. 

D\splay of the female body was not just a staple of the 

music h.ll, but, in fact, formed an integral component of most 

type. of entertainment in North America and Western Europe 
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during the ninet.enth century, thus giving new mean!ng to the 
30 

term ... haw bu.in •••• " Whole urban districts of major 

u. S. citi •• were dedicated to sexual commerce, and offered 

an environment for men of aIl classes to buy the services of 
31 

working-class women. Men could watch naked performers in 

dance halls or visit concert saloons such as the" Malodeon " 

in Naw York City, where " pretty waiter girls, " who wore the 

1850s version of the mini-skirt, also acted as cocktail wait-

resses and as cock-teasing companions or dance partners for 
32 

" the lonely and bleak of heart. Il In Billy McGlory's Ar-

mory Hall concert saloon on Hester Street, waitar-girls were 

supplemented by a group of " waiter boys" who were similarly 
33 

dressed in high red boots and mini-skirts. 

New York's concert saloons in the 1840s and 1850s wera 

mor~ than matched by Barbary Coast saloons and nonky-tonks in 

the Western United States; and by Parisian dance halls, where 

female dancers of the polka piquee, quadrille naturaliste, 

Robert Macaine, cahut and can-can titillated men by displaying 

their leg. and other bOdy parts in high kicks, leaps and 

splits Cespecially when they wore black stockings, lace petti-
34 

coats and -- no underwear). 

Before the 1860s, sca~tily-clad women only provided in-
35 

ter.sting scenery in •• mi-respectable thaatres. After this 

time, how.ver, the profits to b. gained from the presentation 

of female pulchritud. on th. legitimate stage began to be 
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a th.atrical runway while strapp.d ta a live horse, in a dra-
36 

matie play based on Byron's Il Mazeppa. Il Following Menken's 

cel~brated ' horsing ~round, ' the theatrical production of 

Il The Black Crook Il at Niblo's Garden in New York City on Sep-

tember 12th, 1866, is generally regarded as a seminal event in 

the rise of the modern burlesque show; a corps of dancing 

girls wearing flesh-coloured tights was highlighted during the 

show, though their appearance was due more to a booking mis-
37 

take than ta any re.l connection wlth the plot of the play. 

Mark Twain, a critic of " Madel Artist Shows" (which he 

described as horrid and wicked e~hibitions of disgu~tingly 

naked packs of Il painted old harlots, swathed in gauze "), 

warned that " The Black Crook " inaugurated a shrewd and tan-

talizing mode of entertainment by placing " beautiful clipper-

bui 1 t gir 1s on the stage, " and by: 

displaying all possible compromises between 
nakedne •• and decency ••• The scenery and 
legs are everything ..• girls - noth~ng but 
girls - stacked up, pile on pile, away aloft 
ta the dame of the theatre ••• dressed with 
a meagerness that would make a parasol blush. 38 

After the successful run of Il The Black Crook, " which 

grossed over $650,000 dollars in profits over si~teen months, 

New York City theatrical stages were inundated wlth similar 

spectacles featuring troupes of foreign dancing girls such as 
39 

Lydia Thompson and Her British Blondes. 01 ive Logan, an 
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di.Q~AC.ful sp.ctAcl. cf padded leg., jig­
;lin; and wrigQlin; in th. in.ensate follie. 
and ind.c.ncie. cf th. hour ••• 1 SAW b.auti·· 
fui wem.n ••• tempt.d by the effers of man­
a;.r. ta go upon th •• tA;. in the me.t im­
mod •• t garb and .nga;. in the all-prevalin; 
orgie. of th. " leg bu.in.... Il 40 

Lo;.n's diatribe. had competition from cri tics at The N.w ~ 

Tribune, who ridicul.d these women as a Il sort of fungu. upon 
41 

the stage, varieu.ly ridiculeus And vulgar. " The popu-

inte North American burlesque theatre during the 1870s; a 

genre which combined female minstr.Is, travestie. of histori-

cal characters and events, and vaudeville into a .ingle form 
42 

of public ent.rtainment. 

Whereas such uninhibited .~hibition of femal. bedie. had 

be.n prev ieus 1 y covered under the pretences of " art Il in the 

1840. and Il sleaze Il in the 18505, it was now r.cogniz.d as 

th. sine qua non of ail typ.s of entertainment, trom ballet 
43 

and ep.ratie preductions to carnLval turkey ~hew5. 

show busin ••• di.play of women in th.s. settings was soon per-

c.iv.d a. teo tam.; an explicit cennectien had to be estab-

lishad between wemen as passive seMual objects on display and 

as activ. erotic performer. cf s.Mual movements. 
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audi.nce. ta attend th. productions of .tru;9ling burlesque 
44 

troupe. And thaatre. during the 18BOs and 18905. Truly 

Shattuck, a somawhat hefty burlesque quaan of thi. pariod, 

promoted an Act .. in which i5 intraducad an instantaneous 
4~ 

change from full costume ta tights. Il Th. newly opened 

.. 
Parisian Foli •• Sergere and Moulin Rouge dance-halls provided 

French middl.-clA.S male audiences with voyeuristic spectacle. 

such as " Le Coucher d' Yvette, Il " Liane chez le madecin, .. 

and .. La Puce, .. where thay were allowed to peek into a pri-
46 

vate moment of female undre.sing. Total nudity wa. not Al-

lowed, eMplains Paul Derval of the Folie. B.rg~re, sa pro-

ducers would rely on the Il spectator"s lubricious imagina-

tian Il ta se. the woman as " already naked when she had net 

yet removed her last drapes, Il by dividing the act of dis-
47 

robing inte spacifie phases. 

Charmion, an American vaudeville perfermer of thi. period 

.ven perfect.d a trapeze act that invelved undressing. ~ 

Denver Post admired the " wonderful sk i Il Il in whic:h Charmian 

balanced .. herself on her kn.es, in addition te doing what she 

terms th~ tame act of disrobin; wh!l. fleating ever the stage 
48 

in mid-air in her swing. " 
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solo .. hootchie-kootchie Il dancer, who engaged in direc t, 

.exually pravocative and .eductive performances for her male 

audience. (in.tead of having to pretend that they really 
49 

Cooch movement., taken almo.t directly fram 

Egyptian belly dances popularized in various world expo-

sitions, were Il physical gyrations and undulations frankly 
:50 

calculated ta .ugge.t sexual intercourse. .. 

Cooch dancers such as Millie DeLeon, The Girl in Red, and 

Mlle. Poopik did not disrobe, however; at this point in time, 

the public display of female nudity still required the arti-

fices of art and the fake cover of a voyeuristic vision (a. 

found in disrobing acts) and was thus not usually coupled with 

the frantic and frenetic sexual dancing of the hootchie-
51 

kootchie. The objectification of these dancers as dangerous 

but fascinating femme fatale. is cl.arly evidenced in the 1in-

de-siecle vogue for" Salome" dancing, a vamped-up, specially 

veiled variant of the hootchie-kootchie's frankly physical gy­
:52 

ration. and undulations. Salome dancers were the rage 01 

burlesque, vaudeville and even opera theatres in North America 

-- and they a150 earned the indignant rage of some one hundred 

and fifty theatre-managers in the American South and Midw •• t, 
:5l 

who refused ta let them perform. 
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and cabaret revue. thal were geared for upper-cla •• audiences 
~4 

of both .exe •• The li~he, youthful and ever-smiling choru.-

girl now replaced the hefty burle.qua queen and imposing 
55 

Salome dancer a. the model performer. The chorus-girl wa. 

still seen, howaver, as a potent thr.at to the cult of domes-

ticity, a performer capable of swaying Il hard working men " 

from th.ir homes and businesse. -- but she wa. al.o consti-

tuted as a dumb playmate or blank (yet smiling) screen for 

men to proJect their sexual fantasies and objectifications 
56 

onto. 

, 
The lavish production numbers of the Folie. Bergere and 

the Ziegfeld Follies included many tableaux that involved 

dancing chorus-girls, barely-clad " show girls" (who also 

barely moved), and rarely-clad Il nudes Il (wearing a cache-sexe 

or G-string over their pubic areas) who were on the stage 0.-
57 

tensibly for Il artistic purposes. " By the early 1920s, 

both Il clean Il and Il dirty Il burlesque circuit_ (featuring 

either less or more nudity in thelr shows) could not compete 

with the Il arti.tic Il nude displilYS of the upper-cla •• 
58 

theatr.e. and cabarets. As Morton Minsky of the famous Min-

sky family of burlesque entrepreneurs explain.: 

Our shows were gettlng more and more di.ap­
painting ta our patron. because they were Sun-
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dAy .chool .tuff compAr.d ta what wa. going an 
uptown in the r.sp.ctabl. production. of le­
QitimAt. th.Atre •• Florenz ZieQfeld in hi. Fol­
lie. production. wa. parading naked Qirl. ail 
over th •• tAge, hAnging them from the drap •• 
And swinging th.m on chandeliers •• it WA. Ali 
cla •• ified as " art Il and okayed by the polie. 
1 suppose because the girl. wore fancy, Artis­
tic headdre.ses. 59 

Abe Min.ky went ta the Folie. Berg.re and Moulin Rouge 

productions in Paris to learn everything po.sible about their 

suce ••••• in the world of black leotards and garter belt.; ap-

parently, he was sufficiently Il educated Il to open up the Na-

tional Win ter Gard.n Th.at.r an Hou.ton Stre.t in New York 
60 

City, with his brother Billy. They matched the Ziegfeld 

girl with the Il Minsky girl Il a cute and young flapper who 

wore a flimsy union-suit over a brassiere-less body and who 

knew how to coach-dance and jiggl. h.r breasts; and they in-

stalled the first runway in an American burlesque theatre, 

thereby bringing the dancers in closer communion with male 

audience m.mbers who, according to Morton Min.ky, Il would look 
61 

right up their legs. Il 

• 
But due to the stiff competition from uptown shows and 

1 ••• eMpen.ive forms of entertainment such as film and radio, 

burlesque theatr •• were in danger of liquidation, sa produc.rs 

had to devise a new way of capitalizing on the all-too-

familiar show business e~ploitation of femal. display and 

movem.nt. 
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s. .'riAS •••• ' Ecga Cpacb Dancing sa CAUch Dancing 

Th.r • • r. m.ny myths on th. birth of .tript..... th. 

of m.ny mi.tr •••• s cf undr •• sing in th ••• cond d.cad. of th. 

tw.nti.th c.ntury. such as Anna H.ld. D.inty Moor., M.e Dix. 
62 

Margi. Bart.ll, Cur1s Mason, and others. On. apocryphal 

stary date. th. origin of stript.a •• to 1928. wh.n Carri. Fin-

n.1l is said ta have extended her run at a burlesque theatre 

in Cl.v.land. by promising to r.mov. on. articl. of clothing 
63 

par week -- over the period of an .ntir. y •• r. 

But th. origin of stripteas. c.nnot b. traced to on. p.r-

son nor event. Rather, it dev.loped in variou. burlesqu. 

local •• in th. U. S. during th. 1920. from solo and ~roup pro-

duction numbers that combined aets of disrobing with cooch 

dancing. Th. quaint " private Il strips w.re r.plac.d by acts 

of undressing that were for the direct viewing pleasure of 

male audience memb.rs. who were no longer forced into assuming 

th. roi. of p •• pinQ toms -- .nd who cou1d now freely fant.siz. 

th.t th. danc.rs w.re undressing specifieally for them. 

Burl •• qu. producers copi.d th. nude tableaux of the 

cabarets and revues by allowing chorus girl. to p.rad. in 
• 

v.riou~ d.grees of undres., but th.y di.covered a new form 

of uncov.ring that was even more ri.qu' -- by h.ving th.ir 
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G-strinv). Th. b •• ic " .t ... ipt •••• " C. t.rm .uppo •• d1y in-

v.nt.d by two Minsky pr •• s .v.nt.) ritu.l th.t .m .... v.d he .... , 

con.ist.d pr1m .... i1y of bo ...... ow.d mov.m.nt. from cooch d.ncing, 

including: bu.p. - b.ckw .... d and forward motions of the hips 

.nd stom.ch that would usually be " m .... k.d " by rim-shots f ... om 

the d ... umm.r of th. bu ... l.squ. b.nd; orind. - ci ... cul .... motions 

of th. hips; quiv.r. - rapid sh.k •• of the b ..... sts; and 
b4 

.hi .. y. - a shaking of the whole body. 

Stripte.ser., first callinv themselves " arti.t.s, " and 

th.n " p •• lers Il and" ecdysiasts, Il established the rhythm of 

the b.sic a~t, which depended on the creation and cath.rtic 

r.le ••• of tension, in succe.ding crescendos .nd climax •• of 
bS 

Th. stripper paced the .ct by 

fi ... st w.lking on stage while fully costumed, in arder ta 

d.fin. her char.cter as flirt.tious, sophisticated, s1eazy, 
ÔÔ 

etc •• She then pa ... aded across the stage ta music, .nd 

teasingly r.moved her clothes while posing and singing, 

talking and walking, smooching and cooching 

nude Cexc.pt fa ... the G-string) and then she eithe ... immediately 
b7 

picked up her clothes or ran backst.ge. 

Solo .nd cho ... us striptease acts lite .... lly packed bu ... -

l.squ. th •• tres in the 1930., and t .... dition.l burlesque comic 

sketches .nd dram.tic routines w ..... r.placed bv strip shows, 

suc:h .116 " AnatQmy and Cleopat ... a, " Il Julius Te.ser, " Panti.s 
bS 

Infe ... no, " and " She St ... ipped te Conqu..... Il a.rn.rd Sobel, 
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thAt th •• nti,.e ent.,.tAinment NAS Il m.,.ely A p.rfunc:tory 
69 

Si ." , ' 

bASic: st,.ip mov.ments that Roland Ba,.thes has cyniC:.lly c:.ll.d 

Il a glaze of superfluous gestur.s, Il that releg.t •• the act of 

bec:oming bare Il to the rank of parasi tic:.l operations c.,.r ied 
70 

out in an improbable background ... 

StripteAses added individual styles to th. jaded ~ove-

ment. of the d.nce fo,.m: Hinda Wassau would lose he,.s.lf in a 

reve,.ie of self-caresses; Ca,.rie Finnell (a. k. A. " the re-

mote-cont ... ol girl "), SAlly Keith and Ermaine Parker wer. 

" tassel twirlers, Il 0 ... strippers who att.ched ta.sels to 

their nipple. and then rotated them (sometimes even in op-

posit. directions); DiAna Rowland achiev.d a degre. of sucCe.s 

by appeAring on stage dressad with cap-and-gown and diplom., 

and then rev.aling ab ..... b.ck and quiv .... ing bACksid.; RositA 

Royc:. and Yv.tte Daire .... sort.d to " fowl " language wi th acts 

involving birds that removed clothes for them; Tirza perform.d 

a clean routine involving milk and wine baths; Faith Sacon and 

SAlly Rand, " birds of a feather, Il pop·j,larized fan dance.; 

and Gypsy Rose Le. was th. t.lk of l.gitimate show busin ••• 

by virtu. of her verbal teasing and quick wit AS a stript •••• 
7' t 

Arti.t. 
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.tripteAS. AS A Il pur. AmericAn Art Il And industry that h.d 
72 

wrota in her memoirs about one publieity scheme whera the 

Minskys pre.entad her with the degree of Il Doctor of Strip 

T.a.in;1 Il 

Six professors from N. Y. U. were eajoled into 
taking part in the ceremony, whieh wa. to be 
held after the show one night at the Oriental • 
••• Ten striptea.er., wearing transparent 
gowns and eap~ were to be awarded less.r 
degr •••••• After ten minutes of speeches, the 
proeeedings w.re interrupted by a raucous 
voiee from th. balcony, demanding that they 
bring on th. dames. The SiM prof ••• ors squirmed 
uneasily in their chairs, and Reginald Marsh, 
the artist, went up to the lectern. Il Th .. 
stript •••• , Il h. said, .. 1S e lassieal, i t is 
et.rnal. It is ...... 73 

In 1937, the growth of .ver more daring .tyles of strip-

teas. (th. money making dream-eome-true 10r burlesque pro-

duc.r.) was nipped in the bud by a cartel of New York .. le-

gitimate th.atr ... owners, politieians, realtors and religious 

figures who were worried about a potential monopolization of 
74 

Times Square by burlesque. Municipal authorities refused to 

r.new the operating lieen.es of fourteen burlesque theatres; 

and by 1942, city commissioners and the courts had ruled that 

burle.que strip shows were Il offensive to public morals and 

deeency, Il and so they outlawed str1ptease as well as promo-
7:' 

tional use of the word Il burlesque. Il The era of big-time 

theatrical striptease was ail but ov.r in New York City and 

in the r •• t of the country. 
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of th •• trip-bar bu.in ••• during th. late 1940. and .arly 
76 

1950. in the United States. 

Blaze Starr, T.mpIst Storm, Irma the BOdy, and Lili st. Cyr 

rac.ivad top-billing at legitimate nightclub., whil. oth.r 

l •••• r-knewn danc.rs plied th.ir trad. at r.furbi.h.d night-

club-cum-strip-bar. wher. striptease was .tripped ta a barl 

minimum; the Il artistic Il and theatrical rational. for the 
77 

dance w •• now discard.d like an overused G-.tring. Four 

regular strippers, a Il f.ature girl, Il comic .mc •• , and .mall 

.. bump-and-grind " band would churn out nightly shows a. 
78 

Ch.aply and quickly as possible. 

The strip dancer was then hir.d almest whally a. a •• xual 

performar charged with stimulating audienc.s (now more inti-

mately situated near the stage) into buying drinks. During th. 

1950s, aficionados of strip-tease could still view the cla.-

sic theatrical routines -- but only via a s.ries of law-bUdget 

and .ven low.r quality films that were shot at major burlesque 
79 

th •• tr •• during the previou. two decades. 

6. Hyd.. Eœa NaNh'r' 

With th. adVInt of mor. explic:it representations of 
. 

nudity and •• xuality in ether forms of public: entertainmant 

such as go-go dancing, film, legitim.t. th.atrl, magazine., 
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it. sleAzy edge, and was in danger of becoming a qUAint artis-
80 

tic relic and carny side-show. Strip dance producers 

responded to the crisis by reducing the the.trical trapping_ 

of stripte.se even further; they replaced live bands with 

taped music, and eschewed Il old-time stripping, .. i.e. strip-

teAse, by making their dancers drop the .. tease " segment of 
81 

their acts in favour of staged nude display. 

The naked narrative of disrobing was de-emphasized in the 

stripper's basic act, which usually consisted of dances ta th. 

accompaniment of three or four taped songs, accomplished in 

progressive states of undress throughout the fifty states. 

The stripper would sometimes even remove her clothes before 

appearing on the stage, as the focus was now back on the pre-

sentation of forbidden female .. no-nos Il in strip bars and 
82 

Il burlesk .. theatres. The conventional slow and seductive 

removal of clothing alternating with fast cooch-dancing that 

comprised (and perhaps also compromised) classic striptease, 

was replaced in the 19605 and 1970s by different kinds of 

movement al together, where dancers were now seen in the .. ail 

The apen-levo~ .qu.~ consisted of the dancer moving ta 

th. front of the stage (very close to the first few rows of 

customers) and squatting down to reveal eye-opening glimp •• s 
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83 

Such dis-

of .till poses called the flaa~ .haw where the dancer met the 

competition of girlie-magazine pictures by literally becoming 

a live model who offerad vaginal visions from different angle. 

ta her audiences; she then mimed auto-erotic se~ual Act. 

and/or acts of sex with an imaginary partner, by stretching 

her body and crawling on her knees, back or stomach across the 
84 

stage floor. In •• rt1an Act. were performed by more ad-

venturous strippers who engaged in phal lie frolics by intro-

ducing hot dogs, champagne bottles, carrots, ping-pong balls 

and a wide assortment of ether objects inte their not-se-pri-
85 

vate parts. Although many of these strippers were involved 

in similar practices as pornographie models, some dancers con-

sidered their own werk te be a glamorous activity, a form of 

Il art " as opposed ta the werk of women in the parne film and 
86 

magazine industry. 

During the 1970s, enterprising adult entertainment entre-

preneurs such as Al Kronish, owner of the Melody Burlesque 

Theatre on Times Square, tried te meet the stiff competition 

from live sax acts, peep shows and pornographie films head-on, 

by booking porn stars as strippers in his theatre and by of-

fering a sleazier setting for his customers. He observed that 

" People who come to Time. Square, they want raunch, Il as op-
87 

po.ed to Il old-time burlesque. Il The Mitchell Brothers 101-

( ; 
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" lAp dancin; " ta th. bill of fAr. At th.ir theatre in SAn 
88 

awners have even installed television monitars that shaw por-

nagrAphic videos right next ta the dance stages, thus farcing 

their customers ta decide if the objects of their fantasies 
89 

are ta be " 1 ive ar memorex. " 

The transformation of North American strippers fram 

" ,artistes " to mistresses of sleaze was almost camplete by 

the ear1y 19705, when a U. S. Supreme Court decision permitt.d 

states and local authorities ta restrict live nude dancing in 
90 

bars and clubs that sold alcohol. Certain cities such as 

Cleveland took the opportunity to segregate strlp dancing into 

two distinct types of establishments: the" classy " strip bar 

that served liquor but costumed its dancers in a-strings and 

" pasties " (nipple coverings); and the" juice bar" that 

tried to get their customers' juices to start f10wing by pro-

viding tota1ly nude dancers as weil as sueh libations ,as ap-
91 

pie juic., grape juie., orange juice, etc •• 

Iranie,ally, such arrangements actually enccuraged the 

cantinued growth of s1eAzier forms of strip dancing, ,as juiee 

bar owners, safely enseonced in thelr gynecologieal ghettoes, 

eould take more and more risks in deliv.ring exp1icit adu1t 

entertainments te a wi1ling and possibly never truly satisfied 
92 

clientele. Strip daneers were now tr •• ted as seKual per-
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of the " respectable " audiences that Tempest Storm sa admired 

at Carnegie HAll. 

This was re.dily evident in the rise of table dancing 

during the late 1Q70s, where men could select individual wamen 

as their awn private dancers, for usually five dollars per 
Q3 

song. A decade later, clubs in the Southwestern United 

States were devated to devotees of cauch dancing; rather than 

b~th.ring with stage and table dancing, owners simply eli-

minated the stage, and had aIl the dancers perform for small 
94 

groups of men seated on couches throughout the club. 

Strip dancing of this period lacked the familiar ritual-

ized gestures and steps of previous styles such as striptease, 

leaving dancers to devise sexually provocative chareagraphies 

on their own. Il Kevin, " a management-consultant for a group 

of strip bars in the U. S., explains his corporate policy of 

permitting d.ncers to perform any way they feel like on any 

part of the stage: 

Every girl has a different way of earning her 
money. Some do slow, sensuous dances, while 
others do acrnbatics with a pole. What the 
audience wants most is personal contact. Oan­
cers should work around the perimeter of the 
st.ge. Q5 

Indeed, contemporary strip dance movements can be very in-

dividualistic And unique, while also showing influences fram 

b.llet, Jazz dancing, pornographie films and mag.zines, rock-
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96 
disco dancing and even glamour photographs. Some dancers 

improVlse thelr routlnes. while others plan out lntricate cho-

r~ogr~phies -- and some dancers do not consider thelr own work 
97 

to be a form of " dance. Il 

Two strlp dancers ln .. Club X " dl ffer l.n the baS1C ap-

oroach to the1.r- art and cr-af"t. " Terry, " 1S commltted to 

cr-eat1ng a " classy, .. Las Vegas type of strlp dance. She 

r-egularlv attends Jazz dance classes. so lt lS no wonder that 

a certa1.n dlSC1.o11ne and technloue shows ln her wor-k on 

stage. But surOrlS1nqlv. her- danclng lS aiso lmprovl.satl.onal: 

she eAPial.ns that: 

l let mv muscles talk. Belng on staqe qlves 
me the chance to create. 1 have to shut my 
bra1.n off and 1 dan't r-eally th1n~ about 
the music. 98 

" Randy. " however. l.S not a tra1.ned dancer, and she flnds the 

wor-~ te be a bor-lng and necessary eVll for maklnq money te eat 

and to pay rente She cla1.ms that: 

Most people dance to the beat. but l really 
trv ta lnterpret the mUS1C and gUlde my 
steos befor-ehand to the backgr-ound mUSlC. 
VOlces and gUltar- work. 99 

Dancers of aIl strlpes of Str-lD ar-e unlted ln thelr" cen-

form1ty to the basic reQuirement of lncorporatlng movements 

that are sexually pr-ovocative and stlmulat1ng ln thelr acts 

but what preclsely lS meant by these terms 1.5 usually nego-

tla ted n 19ht 1 Y between the dancears and thel!"" audlenres. and 

may now' assume many different forms. Many strlppers ampl1.fy 

stereotypicall y " femlnine " gestures and l.mages ln order to 
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100 
appear s.~y to male audiences. Seph Weene, a former 

strIpper, contends that dancers work from a pool of four bas~c 

se~y " 100"05: " ttte hard-look, a modern (or postmodern) re-

working of the Image of the femme-fatale. where the dancer 15 

depl.c ted as sexua Il v aqqressi ve and physl.c·all y constra1ned 1n 

garter be 1 ts and corsets -- i mpl y 1ng tha t " the not1.an of the 

sexual woman were so overwhelmlng that she has to be vISlbly 

bound: " the sot t -look. represen tl.ng the dancer as sa t t. 

Chlld-l1.ke and powerless: the not-a-woman 1001<. where the dan-

cer appear:-s 1.n e,<otlc outfltS. male costumes and halloween 

gear -- ln oroder to hlde the ObV10US e-.:terral tr:3PPlngs Of 

qender: and the r-.l.ch-l.::lok wh1.ch " s.l..Tiulates tor-mal arl.:5tt..'cra-

tlC even1.ng Olt tl. r-e. upper-c 1 ass costumes and Las Vegas 

Baroque. .. and pl ays wi th conceptl.ons of ,,",omen as obJ ec ts of 
lUI 

consumptlon and displav. 

Male" drag " strl.ppers aiso depend on cul tura1 oef1.-

nlt.l.OnS of qender ln or-der ta constr-l.Jct Tai~ac!.es of "teml-

n1.nl.tv. as thev mal.ntal.n thel.r apcearances as fema!e striC-
1'): 

oers untll the f .l.n,,1 seconds ct thel.ro ac ts. Non-draq ,na J.e 

strl.ppers have also danced at gay bars and dlSCOS Sl.nce the 

ml.d-197Us. although thel.r dancl.nq has tended ta be mastly 
lU3 

non-choreoqraphed and l.mprov1sed. Male strl.pP1.ng for women 

\also com1.nq to fru1.t1.on durl.nq th1.S perl.nd) 1.S much mare 

choreoqraohed -- and based on heterosexua 1 male gender stereo-
104 

types. As Judl.th Lynne Hanna con tends. " the male show, 

deepl y embedded in the gender hlerarchy reenacts and upholdS 
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male domlnance. " b'l recreatlng Il the traditlonal aura of 

romance and chlvalry mlxed wlth overt sexuality and male ag­
lOS 

g ress l veness • " 

Female str'"lP dancers. ln fact. utlll=:r~ a oroad" range of 

cu 1 tUr'"a 1 1maqerv ln crea t lng the l r'" ac ts. " Rambet te, " for'" 

l.nstance, a twenty-two year old oart-tlme strlPper and U. S. 

Armv Reserve offlcer. Derforms a number that 15 locselv ln-

S=lred by >;he tllm .. Rallbo: " garbed ln armv tat .. gues. :5 hE' 

dances w1th a tov r~fle as her oart;;er- and snar!s "end':: ... nCllv 

at her gun-shv al..ldl.enc2s. " Fell=l:l " br1qnteils the s':aqe oy 

attachlng llgnted matches to her pastl.es and then strJ.t<-lng '.JO 

hea ted conversa tlon S Wl th c 19are t te smokers sea ted bv tt1e 

stage ... Mlche:le " ':lances mOCI<-ballet rQutlnes ln ;:JOlnte-

snoes and easlly-remOVaDle tutu. whlle "Nancy" prEters t'J 

dress ln pun~ fashlons and to lncorporate movements qarnered 

trom roc!<-vl.deos and f11ms such as " Flashdance " and" ül.rty 

Danclng " H' her choree.", aOhlE's. l'lanv strlpper·s ln cl var .... €'t'. 

of clubs ln ~orth Amerlca choose an Oedleal varlant ct Weene s 

Il soft-look: Il l.e. the Il llttle c;prl " character. str l ppl.nq 

for thel r new " daddvs " in ac ts tha t wou 1 d make even Humbert 
106 

Humbert blush. 

What exactlv accounts for these changlng Ob)ectlflcatlons 

of women as artlstic and sleazy performers on dl.splav for male 

spectators? Possible answers to thlS Questlon cannot be lald 
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b.re threuqh thlS examinatien ef the formalized (and often in-

fermaI) movements of strip danci~g, alene: rather, such 

analYS1S slmply sets the stage fer a broader conslderatien of 

the cultural production of gender and sexuality throughout the 

fellowlng sectl0~S of the dlssertatlon. 
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NOTI.. aCTION Tta 

1 
See Roswell Angier, ~ ~ @.. Mo.!t 2!. life. Conv.r.Ations 

~ ~ Combat ~ (DAnbury: Addison-House, 1976), p. 130. 

2 

3 
Tempe.t Storm wi th Bi Il Boyd, Temo.st Storm: ~ Lady 

11 8. Vamp (AtlAnta: PeAchtrea Publishers, 1997), p. 224. 

4 
John Wat.rs, CrAckpot: The Ob •• ssion. of ~ Waters 

(New York: VintAge, 1981), p. 80; See also a discussion of 
thi. no.tAlgia for the " good old day. Il of artistic stripping 
in: Margaret Dragu and A. S. A. Harrison, Rev.lations: E.SAY. 
~ Striptease and Sexuality (London: Nightwood Edition., 1998) 
p. le. 

:; 
The assignation of the terms " clean " And" dirty Il to 

particular burl.squ. compania. at the turn of the century ... as 
basad on the amount of cooch dancing, revealed female nudity, 
and bawdy sketches present in each .how. The entire indu.try 
of burlesque wa. also described a. a " dirty Il .ntertainment: 
" Ta most Americans, it 1S a name for artl •• s exhibition. of 
.eM, held in smeldering theatres. Its scraggly audiences are 
dra ... n from .ociety·s fringes: the homeless, jAded, jebless and 
frustrated. 1 ts stars are simple girls who take off their 
clothes. Few of them pessess any mere artistry than the 
ability te walk in time to music without chipping their ankle­
bones with their spike heels; .. Ro ... land Barber, " The Sudden 
Raid That Ruined Real Burlesque, Il Llfe, 2 May 1960, p. 122. 
Exampl •• ef " clean " and Il dirty If burlesque campanies are 
li.ted in: Will iam Gr.en, " Str ipp.r. and Cooc hers - the 
Quint •••• nc. of American Burlesque, " in Western Popular 
Th.Atr., ed. Dav id Mayer and Kenneth Richards (London: Methuen 
" Co., 1977), pp. 151-168. 

For a compari.on of the.e North American and Wa.tern 
Europ.an tradition. of strip dancing, see: Wortley, •• p.cially 
pp. 29-~9; .. A Siow( in Paris, " ll.m!., 22 January 1965, p. 56; 
and John Elsom, Erotic Theatr. (N .... York: Tapling.r Publishing 
Co., 1914). 

7 
Accordin; ta club and th.atrical stripper., th.ir CAr­

nival counterparts occupy the sle.zie.t .nd of an already .... 11 
stigmatiz.d .ubcultu,. •• S •• : Arthur H. L .... i., CarnivAI (New 
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York: Tr1d.nt Pr ••• , 1970), and Su •• n M.i •• la., Carnival 
StripA.ca (N.w Vorkl Farrar, Straus and Giroux, 1976)~ 

B 
For. de.cription of 1960. " burl •• k " d.ncing, .ee. 

E.rl Wilson, ~ Bu.in ••• ~ ~ (New York: SiQn.t/New 
American Libr.ry, 1974), pp. 110-129. 

9 
Strip d.ncing involves the r.moval of cloth •• to 

musical .ccomp.nim.nt; but wh.t exactly i. rev.aled throuQh 
th ••• practices depends on th. p.rticular Act of strip dancing 
th.t one is d.scribing. In som. citie. in the Unit.d states, 
strip bars Ar. regulated by laws which limit totally nude 
strip d.ncing to .stablishments that do not sery. alcohol, 
known as " j uice bars. .. 

10 
Se. previous note and p. 56 in text of di ••• rtation. 

11 
For example, Ann Cor~o supposes that th •• tript •••• r. 

of th. 1930s " were th. reigning sex symbols of th.ir time, 
but th.ir acts, though .exy, were basic.lly innoc.nt ••• hON 
innocent they wer. can only b. described in terms of th.ir 
l.tter d.y namesakes, strippers of today, who work mostly in 
niQhtclubs ••• 1 visited some of the clubs and 1 w •• appalled. 
1 cou 1 dn 't be lieva wha t happened; " Ann Cor io wi th Jos.ph 
DiMona, ~ Was Burlesque (New York: M.dison Square Press, 
1968 ), p. 102. 

12 
Annie Ampl., The Bare Facts: ~ ~ ~ ~ Stripper 

(Toronto: Key Porter Books Limited, 1988), p. 163. 

13 
Peter Nelson .xplains that: " While the groom is al­

low.d to enjoy th. dancing skills of a stripteaser or two, 
when it'. midnight and the dancer. head upstairs ••• a man 
who'. re.dy for marriage is supposed to resist the urge to 
follow them. In my experience, it's ail ta1k, .ymbolic dis­
play b.havior; " P.ter Nelson, Real ~ Tells Ali: Conf ••• ions 
Q1 ~ Eligible Bachelor (New York: Penguin Books, 1988), 
p. 19. 

14 
Bram Dijkstra, Idol. of P.rv.r.ity: Fanta.i •• Q1 

Feminine Evil ~ Fin-de-Siicl. Culture (New York and Oxford: 
Oxford University Pr.ss, 1986), p. 366. 

R.cent lit.rature on th. hi.tory of thi. iconography 
includes: Virginia M. Allen, Th. Femme F.tale: Erctic ~ 
(Troy: Th. Whit.on Publi.hinQ Co., 1983); Patrick B.de, 

-63-



) 

1 

· , 

t 
" 

" rI 

t r 
t 
>\ 
~, 

( 

( 

F.m.e Fatal •• Imag •• et ~ ~ Fa.cinatinq Wam.n (New York: 
Mayflow.r Book., 1979); Su.an P. Ca.t.ra., Imaqe. 2f Victorian 
Wom.nhgqd iD. Enqli.h e.tl (London and Toranto. A.sociated 
Univar.iti •• Pr ••••• , 1987); Bram Dijkstra, Idals 21 P.r­
v.r.ity ( ••• previous not.); and Ewa Kuryluk, Salome ~ Judas 
~ the Cave Qi ~ ~ Grgtegu.: Origin •• Iconoqraphy. T.ch­
niaye. (Evanston: Northw •• tern Univ.rsity Pr ••• , 1987). 

16 
Carol F. Karlsen, The Devil ~ ~ Shape Qi ~ Woman: 

Witchcraft !!l. Colonial N.w England (N.w York: W. W. Norton • 
Co., 1987), p. 2~6. 

17 
The femme fatale is an image of conflict, d •• ir. and 

f.ar that Il bath attracts and repels Il men and women; s.e 
Allen, p. 191. Alan Sable similarly arQue. that the pres.nt 
day mal. " use of pornography i5 an attempt to recoup in the 
domain of fantasy what is denied ta men in production and 
poUtic.; Il Soble, p. 81. 

18 
Bade, p. 8. 

19 
Se.: Dijkstra, pp. 358 • 371; and Kuryluk, p. 191. 

20 
Deborah Jowitt, ~ ~ ~ Dancina Imag. (New York: 

William Morrow and Co., Inc., 1988), p. 123. 

21 
K.,nneth Clark .tudies Il how the naked body has been 

given memorabl. shap.s by the wish to communicate certain 
idea. or states cf feeling; Il Kenneth Clark, The Nude: a. Study 
~ Ideal ~ (Princetcn: Princeton/Bollingen Pap.rback Edi­
tion, 1984), p. 348; and Anne Hoil ander ccnstruc ts nudi ty as 
a form of ccstume, stating that: Il The unclothad costum., when 
it is int.nded tc be lccked at by an intimate, a camera, an 
audienc., cr a mirror - i5 subject to current standards of 
nud. fashicn; " Anne Hcllander, 5eein9 Throuah Cloth.s (New 
York: Th. VikinQ Press, 1978), p. 87. 

22 
Gecrges Duby de.cribe. fourteenth-century attitude. 

towards f.mlle embodimant as follow.: " Wcman' s body is a mir­
ror image of Adam's bOdy; in particular, the female seK organ. 
Ar •• imilar in structure ta the male, but turned around, in­
trovert.d, more .ecr.t and thus more privat. but also, like 
anything hidden, suspect. Woman's body i5 more .usceptible ta 
corruption becau.e 1.s. sealed off from the outsid. wcrld, re­
quir •• more viQilant Quard, and it is to th. man that th. t.sk 
of surveillance fal1s ••• sh. n •• d. to be in man's power. Ana­
tomicllly, sh. i. d •• tin.d to r.main s.cluded in a suppl.m.n-
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t.~v enclo.ur., nev.~ ta l._v. ho",e withaut .n esco~t, And 
th.n only bundled up in IAye~. of g_rment. mo~e opaque th.n 
tho.e af ",.n. aefore wo",an'. body _ wAll is erect.d: th. wall 
of p~ivate life ... Georg •• Duby, .. Solitude: Eleventh ta Thi~­
teenth Century, .. in e. Hi.ta~y of Private Life, Valume ~ 
Revelation. Qt the MedievAl World, ed. Philippe Arii. and 
G.orge. Duby. tran •• Arthu~ Goldhammer (Ca",b~idg. and Landon: 
The Belknap Press of HarVArd University Pre.s, 1988), p. ~24. 
For a si",ilar discussion of later We.tern Eu~opean descrip­
tions of femAle private p.rts as evil .nd dangerou., .e.: 
Edward Short.r, e. History of Wo",.n' s Bodies (New York: Ba.ic 
Books, 1982). 

23 
Daniltlle R.{Qnie~-Bohler, Il ImA9ining the 5.1 f: Ex­

ploring Literature, Il ln A History e.!. Privat. Lif., Valu",e 
~ Rltvelation. of the Medieval World, p. 371. Other works 
an historical constructions of fe",ale nudity in t.rms of 
.. nudita. criminali., " include: Erwin Panofsky, Studi.s i!l 
Iconoloay: Humanistic Themes ~ the Art of ~ R.naissance 
(New Vark: Harper and Row, 1962); and Marina Warn.r, Monument • 
• nd Maidens: !!:!!. Allegory g! ~ Female E.2!::m. (New York: 
Atheneum, 19a~). 

24 
Wortley, p. 12. 

See Paul Ableman, Anatomy 21 Nakednlt.s (London: Orbis 
Publishing, 1982), p. 83; and Chevalier, p. 73. 

26 
For more colourful descriptions of the poses plas­

tique. or tableaux vivants, see: John D'Emilio and Estelle 
B. Freedman, Intimate Matt.r.: A Histary of SeMuality ~ 
America (New York: Harper and Row, 1988), pp. 130-131; Lewis 
A. Erenb.rg, Stappin' Qyll, ~ ~ Nightlif. !.rut 1.h!. Trans­
formation of Am.ric.n Culture, 1890-1930 (W.stport: Greenwood 
Pr.ss, 1981), p. 213; B.rnard Sob.l, A Pictorial History of 
Bu~lesgu., pp. 109-115; Christine Stansell, Ci ty 9.!. Wom.n: 
S.x !!!.!tClass!!l~ York, 1789-1860 (New York: Alfred A. 
Knopf, 1986), p. 175; and Robert C. Tall, On ~ ~ Show: 
~ First Century ~ ~ Business in Americ. (New York: 0)(­
fa~d Univ.rsity Pr.ss, 1976), pp. 208-210. 

27 
Ableman, p. 84. 

28 
s •• Faster Rh.a Dulie., a History 2!. R.cr •• tion: 

Am.rica Learns ~ Play (Englewood Cliffs: Pr.ntic.-Hall Inc., 
1965), p. 118. 
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29 
Chri.tine St.n.ell eMplain. that durin; th. nineteenth 

c:.ntury, the ,. network of .exu .. l experience for ... le ...... cer­
tainly troubling evidenc:e of the centr.lity of .eM ta metro­
polit .. n life. indeed it. pre.ence in the mo.t c:o.mopolitan 
.. r .... of the city ... as one indication of ju.t ho ... clo.ely a 
particular kind of .eM (bourgeois men with working-cl .... 
... omen) wa. link.d ta a 50phistic:at.d urb .. nity ••• Bourg.oi. 
men and women, who under5tood female •• Mu .. lity ... ithin the cult 
of true wom .. nhood, tended ta see Any woman who w ... sexu .. lly 
.. ctive outsid. of marriage as a prostitute; " St .. ns.U, 
p. 17'. 

30 
According ta Robert C. Toll, Il .ven after the bur­

le.que show receded ta its sleazy origin5, the girli. show 
remained a central feature of most show busine •• forms. In 
fact, the principal rea.on that burlesque stripp.d itself to 
death, was th .. t other popular entertainment form., form. with 
mor. respect .. bl. reputations and mare diversified, more enter­
taining featur.s, successfully absorbed burlesque's most s.n­
suaI innovations; Il Toll, p. 208. 

31 
D'Emilio and Freedman, pp. 130-133. 

32 
Michael and Ariane Batterberry, ~ ~ ~ ~ ~ 

~ ~ ~ to ~ Present (New York: Ch .. rles Scribner's 
Sons, 1973), pp. 102-104. In 1882, James D. McCabe Jr. off.red 
the following description of such establishments in Manhatt .. n: 
Il The concert saloons .. re among the worst features of the 
social evil .•• They provide a 10w order of muslc, and th. 
service of the pl .. ce i. rendered by young women, many of whom 
are dra.sad in tights .. nd aIl sorts of fantastic costumes, the 
chief ebject of which i5 ta display the figure as much as pos­
sible .•• The women are prostitutes of the lowe.t ordar. They 
encourage tha visitors te drink, shamelessly violate evary 
ru1e of propriety, and are always in readiness to rab a 
visi tor who i. tao far gone in 1 iquor ta protee t himsel f; Il 

James D. MeC .. be Jr., ~ York ~ G ... light: ~ Work Descriptive 
21 the Great Americ .. n Matropoli~, Cla •• ic: 1882 Edition (New 
York: Graenwich Hous., 1984), p. 489. 

33 

34 
Far more detail. on the Pari.i .. n d .. nc. h .. lls, sea: 

Derek and Julia P .. rker, ~ N .. tur .. l Hi.tory 2i the Chorus Girl 
(Indian .. poli. and New York: BObbs-Merrill, 197~), p. 29. 
S .. rbary Coa.t •• loons .. ra di.cu ••• d in tha fo110wing text.: 
P .. ul G. Cr •••• y, ~ Taxi-Danc:e H .. ll: a Sociologic: .. l Study in 
Commercialized Recreation .. nd City Lif. (Montcl .. ir: p .. tt.r.on-
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Smith, 1969); W~lllam Green, .. Strlppers and Coochers; ft and 
Bernard Sobel. Burlevcue. 

35 
To Il. p. 207. 

36 
Bernard Faly. The Naked Ladv, ~ Storm Over Adah (Lon­

don: Hutchl.nson & Company Publlshers. 1934). 

37 
Zel.dman. p. 21. 

38 
Mark Twaln. Mark Twal.n's 7ravels Wlth Mr. Brown. ed. 

F~an~ll.n Walker and G. E:ra Dane: rpt. (New York: Russell & 
Russell. 1971). pp. 84-86. 

39 
Du l les. p. :: 1 7 • 

40 
Ollve Logan. Before tne_ Foo-:llgt,tS êlnd Beh.!.nd the 

Scenes: ~ Book About ~ The Show !:3uSl.ness_ l!l 8li. l ts Branches 
iPhl.ladelpnl.a. Cl.ncl.nnatl.. and'Ml.ddleton: Parmeless ~ Co •• 
1870), pp. 583-587. 

41 
See Loqan. o. 589. 

11. 3 .... eavltt. ~l.l.~_ {ed!"~ ~n : heatr~cal l"1ar.agment. 
(New York: Broadway Publl.shl.ng Co •• 1912), pp. 308-311. 

43 
Derek and Jull.a Parker contend that durlng tne late 

Elghteenth cf""ntu!"'· ... the ballet cu!"'l " becalne ln the end dlmost 
lndl.stlngulsrable t:'"'CIll ':n2 cnorllS q;.,rl ••• wh11e she Wc'S s:'lil 
e' tendlnq -3 shaoe:v :ec; r1f'1d a neat a.r~ lE> f:'"':Jm the staoe .JT tile 
Doera ... sne was ln sClrlt and sometlmes ln t3Ct much ~loser 
to her sl.sters performlng elsewhere ln the Clty. where reçu­
lations may have been less enforceable and the glrls even less 
lnhiblted and dl.screet; .. Derek and Julla Parleer. p. :;7. 
" Turkey shows " were burlesque productlons ot the 1880s ~hat 
ran durlng the wl.nter months as one-nlght stands ln backwater 
locales -- See Green. p. 160. 

44 
See Soble. 8urlevcue. p. 60; Green. p. 160; and lel.d­

man. p. 52. 

45 
To 11, p. 231. 
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ChArI •• Castle, ~ Foli •• S.r9~r. (New York: Franklin 

WAt~., 1ge5), pp. 96-97. 

47 
PAul D.rval .... rite. that: Il The Foli.s S.rg~re natural­

ly hAd its o .... n versions of ~h. disrobing routine .•• littl. by 
lit~l. the formula of ~he all-encompas.ing r.vu. b.g~n to ~ak. 
shap., .mbracing ail forms of entertainment from singers to 
prize fighters; Il Paul Derval, Foli.s-B.rg~r., transe Lucienne 
Hill (N ..... York: E. P. Dutton • Co., Inc., 1955), p. 51. 

48 
Robinson Locke Collection, S.ries 2, New York Public 

Library. 

49 
Gre.n, Il Stripper. and Coochers, " pp. 161-162. 

50 
Gr •• n, " Strippers and Coochers, " p. 162. 

51 
Robert C. Toll calls Millie De Leon" burlesque's 

fir.~ truly national se)( symbol; Il Ta 11 , p. 226. See also 
Bernard Sobel's description of these cooch dancers in Burl.y­
eue, p. 223. 

52 
Abel Green and Joe Laurie Jr., Sho .... biz: ~ Vaude ta 

Video (New York: Henry HaIt & Co., 1951), pp. 9 • 76. See al.o 
Jo .... itt, p. 123. 

53 
Gr •• n and Laurie, p. 9. 

54 
Erenb.rg, p. 214. See also: Stephen Kern, ~ Culture 

Qi Tim. and SRaca 1880-1918, p. 200. 

55 

56 
Erenb.rg, p. 82. 

51 
CAstl., p. 108. 
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Morton Minsky and Mil~ Machlin, Minsky'. Burle.gu. 

(N ..... York: Arbor Hous., 1986), p. 37. 
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Minsky and Machlin, p. 32. 

61 
Green, " Strippers and Coochers, Il p. 163. 

62 
Stories about the competing Il mothers of striptease " 

can be fcund in Zeidman's ~ American Burlesque Show, and 
Ann Corie's This Was Burlesque. 

63 
Corio, pp. 73-74. 

64 
Ale~ander, pp. 31-37; and SObel, A Pictorial History 

of Burlesque, p. 129. 

In 1931, Bernard Sobel complained about the timing of 
strippers: Il for every piece they take off or put on t.hey must 
get applause, and thus t.he t.ime of the performance is consumed 
with perpet.ual encores ••• posing, simpering, brief moments of 
cooching and disrobing; If Sobel, Burleyeue, p. 264. 

66 
Ale~ander, pp. 31-37; and SObel, a Pictorial History 

of Burlesque, p. 129. 

67 
Roswell Angier comments that If there is a jarring 

moment at. the end of eaeh strip when the showgirl, the jungle 
queen, must. stoop and pick up her own peelings, like a house­
wi fe po 1 icing a dirty sock; " Angier, p. 7. 

6B 

69 
SObel, Burleyeue, p. 263. 

70 
Barthes, p. S6. 

71 
Corio, pp. 77-101; amd Zeidman, pp. 14 & 156. 

72 
Gypsy Rose Le., Gypsy: A Memoir (New York: A Fireside 

Book/Simon & Schuster Inc., 19B6), p. 307. 
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Lee, p. 308. 

74 

AleXAnder, p. 117. 

76 
Th.ra are vary 1ew sources thAt ehreniele th. develop­

ment of the strip bar in the 19505; sa. Albert Goldman, Ladies 
~ Gentlemen Lenny Bruce!! (New York: Ballantine Books, 1975) 
And Blaze StArr and Huey Perry, Blaze Starr: ~ ~ ~ Told 
te Huey Perry (New York: pra.ger Publishers, 1974). 

77 
Albert GoldmAn writes thAt the" elaborate production 

numbers with eight leopard-skinned broads heefing around a 
papier-m~ehe jungle, the long routines played off between the 
top and bottom banana before the drop curtain ••. the whole 
big deal with the feature strippers and thair art y dance aets 
got to be too g-d-damned mueh for the strokers in the third 
row with th. newspapers over their jOints. 50 the trick became 
sweating burlesque down to its essentials, getting it under a 
cheap roof and turning the houses on a tight sehedule thAt 
sAtisf ied the customers and made the management some money; " 
Goldman, p. 173. 

78 
60ldman, pp. 171-174. 

79 
Kenneth Turan and Stephen F. Zito, Sinema: American 

Pornographlc Films ~ ~ People ~ Make ~ (New York: 
Praeger Publishers, 1974), p. b. 

80 
According to Blaze Starr, strip dancing during the 

1960. wa. affected by the fact that a man" didn't have to go 
ta a strip club or a burlesque theatre to see a pair of tits. 
He could ;0 to one of the new restaurants opening ail over the 
place and fea.t hi. eyes on a toples5 waitress while he ate 
his lunch or dinner. Then came the X-rated movies, and in many 
citie. the next step was that exotic dancing turned ~nto dis­
plays of total nudity as many once-respected strip clubs had 
their girls throw away their G-strings in order to keep up; " 
StArr and Perry, pp. 1b4-165. For more details on the develop­
ment of go-gn dancing and nude theatre during the 19605, see: 
Earl Caldwell, .. On San Francisco's Broadway, Accent 15 Now 
on Total Nudity, " The ~ Y.2Œ Times, 13 February 1972, n. 
pag.; and HOWArd Junker, Il Theatre of the Nude, " Playboy, 
November 1968, pp. 99 & 104. 
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See Bob Salmoggl. Il Burlesque Is Dead: Onc:e Agaln, 

World Journal Tribune, 4 May 1967, n. pag.; and Larry Van 
Gelder, " The Long Grl.nd For Red Bloods, Il World Journal 
Tribune, 5 Oc:tober 1966, n. pag •• 

82 
Vlc:toria Hodgetts glves a flrst-hand report of the 

typic:al strlp theatre as: " a sad llttle spot where pensloner-s 
and pee~s and ~ckers-off go trade their 5-spots for a peek 
at someone else's chl.ldhood no-nos: " Vlctorla Hodgetts. 
" Reporter Trles Burlesque: l Il Cry Tomorrow But l Il Str~p 
Tonlght. Il The V~Jlage ~~. 8 March 1976. pp. 1l8-109. 

83 
W~lson. pp. 114-117. 

84 
See Lauri Lew1.n. Naked !..§.. The 8es~ Q~~e: Mv_ Llfe 

~~ ~ Strlpper- (New York: W1111am Morrow & Co •• 1984). ~p. 7:­
a~ 

85 
f4m pIe, p. 1:,7. 

86 
W 1. l son. p. 118. 

87 
Al Kronish 15 quo~ed in: Josh Allen Frledmdn, Tales Qi 

L!~~S ~q~~r:::..~ (New Yar!--: Delacorte Press. 1986) ~ see pp . .1.":-15. 

88 
Annle Ample def1nes the act of " lap danc1ng ., as: 

.. squ1rming around ln a quy's laD for an extra $:;: .. Am;Jle. 
p. 9. 

The phrase" live or memore<" refel~s te. aU. S. tele­
ViSion commercial where recording-studl0 techn1clans must oe­
cide lf a partlcular s1.nger's VOice (preferably that of Ella 
F 1 t zgera 1 d) lS Il ve or recorded on the brand 0 f " Memore'o( " 
audio-tape. 

90 
" Californ1a v. La Hue upheld astate regulatlon pro-

hloltlng bottomless dancing and' Ilve shows ln bars and 
nlghtclubs that sell llQuor (lt) rests on the rarely ln­
voked 21st Amendment WhlCh repealed prohlbltion and gave the 
states broad pnwer to regulate the sale and consumptlon of al­
cohollC beverages W1.thin their borders: " Alan M. Dershowl.tz~ 

Il The Court Says Nudes and Ll.Quor Don't M1X, " The New York 
T1.mes, 10 December 1972. n. pag •• 
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91 
Jackie Baie., whos. doctoral dissertation consi.ted of 

an occupational .tudy of strippers, describes a .. pastie .. a.: 
.. a littl. pla.tic cane wi th .eQuins .eNn on the out.ide. Ta 
mak. it .tay, Vou take ordinary black ma.king tape and twist 
it ov.r to make a sticky cord. Then you weave thi. into a sort 
of web in.ide the pastie ••• Vou Just sort of chunk it on; .. 
quoted in Edith Ann Coogler, " Raal Strippers: How They 
Live, Il Th, Atlanta Journal !!!..!i Constitution Magazine, 2 May 
1971, p. 42. 

In 1971, Alan M. Oershowitz correctly predicted the 
.ventu.l development of juiee bars, by staUng t~at: " The 
Ameriean public may not be able to have se)C shows and liQuor 
simultaneously but the entrepreneurs of epidermis will have 
little diffieulty eonverting their establishments ta milk or 
juice bars. After all, how many patrons go for the watered­
down 1 iquor .nyway; Il Cer.howi tz, n. pag.. There are maj or 
difference., however, batween all-nude strip dancing in Canada 
and in the Unlted States. In the intentionally sleazy atmos­
phere of Ohio juice-bars (some sites also serving as fronts 
for prostitution) ail nude .trip dancing is mainly confined to 
imitations of auto-erotie acts. In Duebec, on the other hand, 
where ail manner of strip bar may serve aleohol, totally nude 
dancers perferm more conventional acts involving beth ehoreo­
graphed and Il floor show Il elements. 

93 
Strip bar eustomers can hire women to bring a bOH to 

their table and perform fer them as priva te dancers at usually 
five dollars per musical selectlon. See Dragu and Harrison, 
p. 162; and Ample, pp. 163-164. 

94 
Il ••• women in loose-fitting clothes moved from table 

te tabla. Eaeh wculd attach herself to one of the men in a 
group and after a whispered convprsatlon, deff her outer gar­
ment ta reveal herself clad only in the skimpiest of bikini 
underpants. Then she would, weil, dance - to put it mildly -
for her patron of the moment while his buddies around the 
table .at immobile, drinks in hand, glassy-eyed, grinning ••. 
After a feN minutes of this, each woman would politely dis­
engafile, collect 25 or 30 bucks and begin to scout the room 
briskly for the na)(t group of clients; Il Keith McW.lt.r, 
" Couch Dancing, " ~ New ~ Times Magazine, 6 Cecember 

. 1987, p. 138. 

95 
Plfrsonal interview with Il Kevin, Il 27 August 1988. 

96 
In other words, the,.. are no set patterns that cha­

r~ct.rize ail contemporary practices of strip dancing. 1 have 
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st.ps, mi •• tic movem.nt. of s.Mual int.reours., and po •• s fram 
Vogu. mad.1s -- ail in th. 9ame short routin •• 

97 
R.f.r to the discussion on the fir.t sub •• etion .n­

ti tled: Il Art-N-Sl .. aze. Il 

98 
P.rsonal interview with Il Terry, Il 16 Oetob.r 1988. 

99 
Pltr50nal interview with Il Randy, Il 14 August 19BB. 

100 
S.ph W.ene main tains that .. sta;e se)(ual i ty is a 

highly technical matter, .. and that Il 9trippers e)Caggerate 
women . s normal ges tu res ; " Seph Weene, " Venus, .. H.re. ies: 
A Feminist Publication Q!l Art and Politics, 3, No. 4 (I •• ue 
12, 1981), p. 38. Dragu and Harrison e)Cplain that not only 
Ar' strip danc.rs eMpected to work hard at pres.nting them­
selves according to socially acceptable and conventional e)(­
ternal appearances of femlnini ty, but they must also " per­
form wi th lady 1 ike d.corum. This means a sens. of mode.ty, and 
their observance of certaln feminine tradltions such as clean­
lin.ss and hairlessn.ss ••• The demand that strippers be lady­
like eMists as a kind of counterpoint to an ever pr.sent e)(­
pectation that they are going ta do som.thing gross; .. Dragu 
and Harrison, p. 17. 

101 
W.en .. , p. 37. 

102 
Hanna. p. 238. 

103 
" Boys are required to dance in short segm.nts adding 

up to 150 minut.s per night. Someone functions as tim.ke.p.r. 
Th. dancing 1s not pr.-chor.ograph.d; they improvis. on in­
spiration provid.d by the crowd, th. drugs ••. the D. J. and 
th. music; Il Stephen Gr.co, Il No E)(per ienc. Nltc.ssary, .. 
Christopher Stre.t, August 1978, p. 58. 

104 
The movement. of th. " Chlppendales " company of male 

strip danc.r. bl.nd .. martial arts wi th modern danc., gymnas­
tics with jazz, ballet wl.th br.akdancing. It is ••• the kind 
of dance that ent.rtains a diverse crowd of womltn; Il Kevin 
Grubb, " How the Chippendales Survlved the Eighties, Il Danc. 
Magazina, S.ptemb.r 1987, p. b4. 

105 
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SECT 1 ON THREE 1 t10VEtENTS OF CD""ERCE 

Ooes anvbodv know the stup1d truth? She wants to be a real 
estate agent who drlves people around ln a stat10n wagon that 
1S painted 11ke wood. An award-w1nn1ng realtor ln a fern-green 
SU1t. But she 1S humpl.ng a spotllght ln front of a crowd, 
fllnglng sweat from her belly and tniqhs. and the tassels on 
her pastles are sWlnglng ta the beat. 

1 
Don DeLl.llo 

You do not Mave ta be a Marxlan scholar ta reall.=e that 

the economlC cantext CT strlo danClnq lS crltlcailY lmpOrtant. 

~~ 1 argued ln tne o~eVlOUS sectIon. the ldeolcqlcal p~~~on-

dltl.ons 0+ strlD danclng were alreddv wei i estaOli.stled Dy tne 

mlddle of the nl.neteenth centurv. when women were constltuted 

as the abjects of an art1stlc and sleazv se~uallty at the 

sltes of very profitable lnstltutlons such as concert salocns. 

burlesque theatres and musl.C halls. Growth of the North Amerl-

can burlesque lndustrv was spurred on bv ecanoml.C depr"f>sc:.lon= 

ln the 18905 and 1930s. WhlCh fliled theatres .. ltM uneillploy'ea 

3udlenCl?S ln search OT cl")eap jlver-slons 3f"10 oOlee!:s Dt '.It:?Slr'"e: 

that were provlded bv thousands of young worklng-class women 

whO oanced for fame, glamour and a weeklv pavcheck. And com-

petltlon tram a wl.de range of upper te lower-class entertaln-

ments that explol.ted female olsplay actuallv extended the 

llmlts of what were consldered as Il acceptable Il practlces of 

strl.p ~ancl.nq; dancers and producers teok l.ncreaslnqly darl.ng 

steps to attract audiences -- from dl.srobing acts, cooch 
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tifying their participatlon in such a stigmatized profession, 
2 

According ta " Rox-

anne, " for e)Cample, .. nlne out of ten strip dancers work so 
3 

strip bar owners are no less in the business 

for the money, as strip dancing ~ a business, as well as a 

somewhat interestlng d issertatlon tapie. .. Kei th, .. a str ip 

bar entrepreneur, e)(plain. that he is in a " very profitable 

industry where we try to provlde an intimate atmosphere of at-

tractive women and entert~inment, especially in clubs for 
4 

businessmen. " 

Statistic. on the strip bar industry are hard to come by 

since ownershlp information is hidden under a veil of secrecy 

that is part of the cultivated mysterious atmosphere of these 
5 

establishments. You do not have to take great leaps of the 

imagination to concelve of the possibllity that many bars may 

serve as fronts for prostitution and/or the selling of illicit 
6 

substance. by organized crime figures. Strip dancing is part 

of th. pornography or .. adult entertainment " industry, which 

i. a very amorphous and broad label for a wlde range of sexual 

service cancern. who.e finances, org.nizational structures and 

networks of production and distributiun are not easily un-
7 
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an infant industry. It's wid. open, eMciting. 
It's pure. 1 can apply economic th.ory and it 
works. Porno is the last frontier. 1 run a 
business. 1 collect money. 1 make things work. e 

Strip dancing and ail other entertainment services are pro-

vided by strip bars in order to assist in the stimulation of 
9 

profits through " cover charges" and the sale of drinks. 

But liquor is not the only type of product sold in this indus-

try. 

2. I •• ina ta •• lt.vina 

" Do Not Make Physical Con tac t Wi th The Dancers! " 

Il Keep Your Hands to Yoursel f! " Il Look, Bu t Don' t Touch! " 

These golden rule. decorate the wal15 of many strlp bars, and 

loudly mark the personal boundarles of a peculiar mode of 

seMu.l performance. The " se)( Il that 15 bought by male audi-

ences of strip dancing lS invariably vicarious and visual in 

nature. Unlike a prostitute, the str1p dancer does not usually 

engage individual men in mutually direct and particlpatory 

physical e)Cperience. or sex act5. Rather, she simultaneously 

displays culturally acceptable and taboo images and movement. 

of female se)(uality to many different men, who can then use 

these performances to feed their own private fantasies or male 
10 

bonding behaviours. 

... ,~" • 1 
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wam.n; •• 1 •• m.y be biclogic.11y predispcs.d to re.ct to such 
11 

be.tific visions. 

correct, the tr.ce. of this visual imperative m.y be perceived 
12 

in specifie cultural pr.ctice. such as strip dancing. 

SeM in .trip dancing is m.nufactured as • form cf indus-
13 

trial production rather than human reproduction. Sex is 

pre-packaged .s a one-sided performance cfferad anonymously 

and impersonally; significantly, the only way that ;trip bar 

patrons can saf.ly make physical contact w1th th. dancer. is 

through the medium of money -- by insertlng dollar" tips " 
14 

into their garters. During one evening of field research, 

1 ov.rh.ard a male audience member asking a dancer tc chang. 

a twenty dollar bill for him right in th. middle of her p.r-

formance. She then stopped dancing, glared at him and remarked 

angrlly: " What do Vou think 1 am, some kind of money machine, 

huh? " AlI joking about" assets " and » safety deposit 

boxes " aside, this s •• mingly off-hand remark raises some 

acut. theor.tical and practical problems for the cultural 

an.lysis of strip dancing. 

What is th. st.tus of the dancers within th. production 

procass of strip dancing? Are they machina. of profit for 

strip bar owners, labourers trying to achieve some degree of 

dignity and financial security de.pite often difficult and 

degrading working conditions, or are they, in fact, the very 
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mAnif •• tations of id.ologi •• of f.mininity and seMuAlity 7 

3. "'Da ~ M'rk,t 

commodity fetishism, d.fines women as commodities; mirror pro-

ducts 01 male labour where the female bOdy is submitted to: 

a specularization, a speculation, that trans­
forms it into a vAlue-bearing object, a stAn­
dardized sign, an eKehangeable signifier, a 
likeness with reference to an authoritativ. 
model. 15 

Other scholars such as Christine Bucl-Glucksmann a1so con-

tend that women represent " mass-produced, widely available 

commodities with the massification of industrial labor and 
lb 

soc iety " dur ing the twentieth cen tury. 

Such arguments on the visual fetishizatlon of women's 

bodies as commodities remain hypothetical, however, until 

thorough and compr~h.nsive historical studies are undertaken 

to corroborate or refute them. But lf it is too broad a task 

to d.monstrat. th. commodif~catlon of the entire gender cate-

gory of Il women, " then perhtaps such theorles may inspire more 

specific studie. of the eKperiences of certain classes of 

wom.n such as strip dancers. In 1940, Ettore Rel1a wrote A 

history of burlesque theatre in which the ACt of watching 

striptease is characterized as " the inspection of a commodity 

in a commercial boudoir; " unfortunately, the tantalizing im-
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plications of Rella's cvnlcal comment have never been fully 
17 

teased out. 

For as earlv as the sixteenth and seventeenth centur1es. 

the term " c:omm.,..c:. " denoted both the " exchanqe of merchan-
18 

dl se " and .. sevua 1 in tercou I~se. Courtesans anc prcst~-

tutes flrst acMleved real commerc~al success as prooucers ct 

capl tal dur lng thl s Der lad. bu t INl th the adven t of ex pandea 

Industrlallzatlon and urbanlzatlon more types of women s work 

were concentrated ln the publIC rather than pr~vdte real~ 

lncludlf"C urban" under-wcrld dlstrIcts " ot North Amel'"lCd ana 

Western Eur~oe tha~ catered to a varletv ot ~eYual serJIces 
19 

ln t~e n~neteenth centurv. 

r;'e emergence of practl.ces of strlP danCIng o'ccurs 

aqa~ilst t~IlS hlstarlcal backdrop. \olnen the ':lbJectltl-:atla r , ct 

women as artlstl.C and sleazy abjects of sexual dlsplay and 

performance was a male stra~egv for dedllng W1th ~erce.vea 

threats ta bath cender and class t~at were posed bv ch3nqlnq 

econ,'m1c =':Jndl t 10ns. ' ..... nereln unoorrestlca<:ed lawer--c 1 a'~:: wcm-:r 

Challenged the tradltlonal teatures of bourgeOIs economlCS. 

teml.nlnlty and morallty bv SupplYlng a new and strange com-

mod.ltv -- themselves ._- to male consumers, who could then be 
20 

potentlally swayed from the demands of famlly and busl.ness. 

Prost1tutes repeatedlv sold thelr sex ta many dlfterent men, 

whIle dancIng girls and tableau-vIvant models resold vlsIons 

of thl.s sex to anonymous audiences who could never truly 
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21 

throughout the .mergent consumer societles of the l.tter half 

of the nineteenth century by providing exotic and dream-like 

mArketing images for businesse. (such as newly formed depart-

ment stores) te motivate people into bUYlng cheap, mass pre-
22 

duc:ed goods. Richard Sennett explains that: 

Even as they became more uniform, physiC:AI 
geods were endowed ln advertising with human 
qualities, made te seem tantalizing mysteries 
WhlCh had to be possessed to be understood. 23 

Female strip dancers, conversely, were endowed with the quali-

ties of commodities, objectified as mysterious images of femi-

ninity that had to be viewed te be understoed. 

These images, however, were not only suited for male con-

sumption; As Rachel Bowlby suggests: 

It was above aIl to women that the new commerce 
made its app.al, urging and invlting them to 
procure it. luxurious benefits, and purchase 
sexually attractive images for themselves. 24 

EArly strip dancing furnlshed the requislte professional 

models for this commodlfled self-display; women could be 

exotic and normal. and make them.elves sexually attrac:tive 

for men while nct necessarily succumbing to direct male con-

trol. Such commodification also entailed the objectification 

of strip dancers as artistic and sleazy performers, as weil as 

the incorporation of these women's bodies into highly commer-
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cial fiqures. John O'Emil10 and Estelle B. Freedman suggest 

that durlng thlS tlme 

The cosmetlcs lndustrv. whose sales grew from 
S17 mlillon ln 1914 to 5141 mlliion ln 1925, 
depended on women chooslng to make tMemselves 
attractlve to men. Sy uSlnq velled nudes and 
seductlve poses. advertlslng aise soread 
throuqhout the entlre culture lmaqes deslg"ed 
ta stlmulate male eratlc tantasles. More and 
more of 11fe. lt seemed. was lntent on ~eeplng 

Amerlcans ln astate ot constant se:(ua_ E'>{­

cltement. 25 

the annals DT s~rlO danclng. 01ts ~latonlC lde~llzatlo~~ o· 

wcmen as oeautlful 10rms of eternal love. aqalnst more ocwn-

to-earth reallzatlons that women have bodles that are net sa 
~6 

perfecto oermanen~ and chanaeless. " fed, " manaaer Ci 

nice figure ••• they must aiso be qood-looklng and attrac-
27 

prlorltl over those Dt pertormarrce s~ 1115 ln St:'""l.P 'jance 
":"3 

obJects for dlsplay demands the safequardlng of bodllv stan-

dards and prac tlces WhlC h ef tee t l ve 1 y hlde the ac tua 1 worl< 

that qoes lnto the productlon of such commerClal comellness. 

For example, many strlp dancers use mlneral 011 or mlxtures ot 

Max Pactor pancake makeup, alcahal and water ln arder ta ma~e 
29 

thelr bodles reflect better under the llghts. 

-82-



o 

o 

over time, from th. plump burlesque qu.ens of the l.te 1800s 

to the ~ylph-like M~nsky girl of the 1920s .nd the top-heavy 

headline ~trippers of the 1950s. As Wendy Chapkis m.int.ins: 

Whatever the current borders of beauty, th.y 
will always be well-defined and exceedingly 
narrow, and it will be woman's t.sk to con­
form to them. 30 

Of course any woman in society may try to conform ta the con-

ventions of ideal body type, but strip dancers are charged 

with the professlonal task of e)(aggerating these most " natu-

rai " and obv~ous outwardly physical signs of current fashions 

of femininity -- ln order ta present unambiguous f.ntasies of 

" feminine " se)(uality ta a large pool of male consumers from 
31 

diverse backgrounds. 

This beautiflcation glamourlzes the external female body 

by removing the blemishes of biological variation and in-

dividual difference, thus remaklng women as the smooth plastic 
32 

models of a spectacular and superficial dlsplay. The nudity 

that is produced in strip dancing may actually cover naked-

neS5; as Roland Barthes suggests, the body of the 5trip dancer 

is " enclosed like a beaut~ful slippery object, withdrawn by 
33 

its very extravagance from human use. " Beauty here is 

truly skin-deep, as even female orifices are devoid of the 

traces of physiological functions, and are filled in by the 

penetratlng glances of floor-show patrons. Certainly there is 

no room on the stage for such female realities as menstruation 
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or pr.gn.ncy; .eMu.l reproduction is situated outside of 
34 

.trip dAncin; in more dome.tic settings. 

Women who do not conferm te the curr.nt arbitrary modR. 

of the body beautiful are a1so excluded from strip dancing. 

Thus, there are very few Asian and Black women working within 

the industry -- those who do dance are usually trea~ed as 

exotic novel ty acts ou tsiup. the ma~nstream of the typica Il y 
3S 

white world of strip dancing. 

In the early days of burlesque theatre, the exposure of 

legs held such weight that productions were called If leg 

shows, .. wh~ le bare breasts became a top draw on the most 

favoured body-part 1 ist in the fi rst two decades of the twen-

tieth century. Charles Cast1e dates the f~rst momentous ap-

pearance of bare bosoms at the Folies Berg~re to a 1907 pan-

tomime, .. La Chair, " where: 

a cuckolded husband, played by George Wague, 
tore the clothes from his wife's body. The 
ensuing scandai was enormous, part~cularly 

sinc. the breasts in question belonged to 
Colette. 36 

From the heyday of striptease to the present, the atten-

tion of male audience and police officiaIs has usually been 

directed at the question of whether or not the strip dancer 

is wearing aG-string to cover her pudendum (which 1iterally 
37 

means Il that of wh~ch one ought to be ashamed Il in La tin) • 

Contemporary floor shows, the climactic routine of all-nude 

strip dance performances, enshrine the vagina as the very core 
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and •••• ne. of female se~uality • According to Lauri Lewin, 

• form.r danc.r, the floor show forced her to recognize that 

for strippers: 

our most valued commodities were our genitals. 
We had control cver one part of our Act if no 
other: the floor show. Thus we invested it 
with symbolic meaning. Each of us developed a 
private morality about it. We imposed limita­
tions on ourselves, the transgression of which 
would make us plummet into Il bad girl Il sta­
tus. 39 

Indeed, constitut~on of the strip dancer as the e~emplar 

of exotic and forbidden sexuality occurs at this corporeal 

level; dancers must always publically reveal body parts that 

are culturally labeled as private and taboo -- this is a most 

fundamental rite of strip dancing. Of course there is a finite 

number of body parts that can possibly be revealed, so 

throughout the history of strip dancing more and more flesh 

was displaved, and fewer and fewer forb~dden body parts could 

then be restricted from slght. But if taking cff clothing is 

no longer so unusual, then cover~ng the all-nude female body 

with se~y costumes, lingerie and wet T-shits may have a cer-

tain flashy appeal. Strip dancing may, in tact, crucially 

depend on these actions of Il covering . Il As Mary Ann Caws 

argues: 

The parado~ presented here of representing 
bodies is that something of the naked must be 
covered for the nakedness to appear attrac­
tive ••• but precisely behind that shoe or 
glove or ribbon or vell or shpet or stripe, 
the appendage or part, or even the whole may 
disappear .•• Seen entire. the budy sewms to 
say nothing; seen naked it speaks whole vol­
umes; seen veiled, ~t leads to its own tœ~t. 40 
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hibitinQ th. body (such AS floor shows and tAble dancing) can 

always b. d.vi •• d by enterprising .~p.rts in the strlp dance 

industry who ~re constantly looking to develop better and 

brighter products that embody female sexuality. 

In essence, the female body that 15 produced through 

practices of strip dancing thus represents an incomplete and 

de-idealized beauty; a Il de-formed Il repository of inter-

locking physical fragments that become alluring in thelr move-

ment to the limits of permissable and shameful feminin1ty. The 

organic unit y of the sensual female body, previously grounded 

in the ethereal forms of religious and secular Il beauty Il and 

" love Il is then guaranteed by market demands through the im-
41 

positlon of the commod1ty forme Here, as Walter Benjamin 

asserts, Il ln the lnanimate body" WhlCh can however, glve i t-
42 

self te pleasure, allegory unltes wlth commodltles. " 

Strip dancing may be associated wlth the transformation of 

merchandise into spectacles of consumption through the rise of 

modern department stores, publlC advertislng and cinema during 
43 

the late nineteenth and early twentleth centuries. Not only 

because women (and their images and representatlons) were con-

sidered to be merchandise themselves, or at the very least, 

the models for activities of self-dlsplay and consumption; but 

as a direct result of the commodification of the joys of 
44 

viewing for viewing sake alone -- in ail these publlC media. 
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In the culture of .trip, men continu. ta pay money for the 

nat he.itate ta .upply the pr.tty package. of forbidden femal. 

bodi •• in ord.r to meet the " image-inary " demand. of their 

cu.tomer •• 

5. 8.l.l. Dp lied ua 

If thi. persp.ctiv •• e.ms 4 bit mechanistic, perhap. one 

ha. to realize that the production of the commadity " strip 

dancer " banked very heavily on the image of the female body 

as mechanism. Strlp producers held no monopoly here, a. such 

images formed the basis of many other forms of dance and 

th.ories of movement, such as found in the work of Rudolf 

Laban. Labanotation, or Laban-analysi. WA. the fruit of 

Laban's lifelong efforts during the first half of the twen-

tieth century ta construct a science of dance through an ob-

Jective, precise and universally applicable theory, or " ar-
45 

chitectonics " of ail the possibil~ties of dance movement. 

Hi. writings shaw the strong influence of Frederick Winslow 

Taylor and Frank Bunker Gilbreth's time-motion studies that 
46 

were de.igned for the scientiflc management of labour. 

At the beginnlngs of thi~ century, Frank Gilbreth inves-

work into th. " most basic element. pos.ibl. " and then 
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.tudi.d th •••• l.m.nt ••• parat.ly and in relation ta .ach 
47 

.... r. de.med Il effective ... herever people And machine. are 
48 

employed. " 

attempt, AS Harry Braverman has argued in Labor ~ Monopoly 

Capi::Al (1974), ta forcefu11y rip labour from 1ts social 

mooring. and to abstract a11 of IAbour's " concrete qualities 

in arder ta comprehend it as universal and endlessly rep.Ated 
49 

motions. " 

1 f ... e substi tut. the term " lAbour Il ..,i th " dance Il 

here, then ..,e have an accurate description of Rudolf Laban's 

philosophy; that i5, dAnce is objectively And sCientificA11y 

constructed as an object that is composed of universally re-

peated motions or of basic and sim11ar element. that are se-

parated and then related to each other through notational 
50 

systems. Laban himself ackno ... ledged the influence of 

the principle. of scientific manAgement on his investigations 
51 

of the movement dimensions of the human " bodily engine. " 

The work of mod.rn dance pioneers Isadora Duncan and 

Ruth St. Denis a1so sugge.t A kinAe.thetic model of a bal-

anced, controlled .nd economic spiral of mov.ment, where the 

particular mas. of th. human body 1S replaced with a Taylorian 

•• rie. of aerodynamic, abstract and industrially-based 
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motions. 

Hawkin •• Yvonne Rainer and others is quit. apparent. In the 

dAnces of RAiner, for instAnce, movement is supposed ta be 

stripped of psycholQgical, SOCiAl and even strictly formAlist 

underpinning. in arder to become an objective presence unto 
53 

itself. 

Hillel SchwArtz has shawn how such mechAnistic approaches 

ta body movement helped lay the groundwork for the rise of 

the American culture of diet and slimming at the beginning of 

the twentieth century, by streaml~ning the " body shape. of 

workers to machines that cannot abide 1005& flesh or im-
54 

balanced forms. " This may have even effected changes in 

the fashions thAt governed the specific physical dimensions of 

stereotypically Il beAutiful " str~p dancers -- from the cor-

pulent burlesque queens to the sleek and slim Minsky girls. 

Early filmm.kers such as Eadweard Muybridge and Georges 

M'liès also relat.d human bodies to the mechanical nature of 

the medium itself, by producing displays of beautiful women as 

the icons of a uniform femininity; although Muybridge stripped 

women in order to arrive at a scientific truth of musc'e and 

motion, while M'liès cov.red his women (both literally and 

figuratively) with mechanical contrivances in order to conjure 

up the more ephemeral and preternatural secrets of fin-de-
55 

si~cle femininity. 
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of .ex which exaggerate th~ female body as Il a sort of love 

machine Il by hooking it Il to the mechanisms of the mArket and 
5ô 

the impersonal techniques of industrial production. Il 

McLuhan selects the Ziegfeld chorus-line as his cultural evi-

dence, because there is allegedly Il nothing very human about 

twenty painted dolls rehearsing a series of clockwork taps, 

kicks and swings; Il their dynamic motions of abstract power 

are then compared to the economic laws of flnance and en-

gineering which move the audiences of Il tired businessmen 
57 

ldolatrous1y seated in front of that 1ine. Il 

McLuhan ha1f-heartedly trles to emancipa'te these Il human 

robots Il from their chains of fantasy by forwarding the Il car-

na1 and se>cy Il appeal of Il burlesque hoofers " as a more 

pleasurable style of se>cuality, best represented by Marcel 

Duchamp's painting of Il Nude Descending a Staircase, Il which 
58 

resembles Il an artichoke doing a striptease. " But McLuhan 

failed to realize that burlesque, salome dance, hootchie-

kootchi. and striptease gestures and movements of fema1e sexu-

ality cou1d be just as codlfied and conventiona1ized as as-

sembly-1ine and chorus-line work. Geoffrey Gorer, a Brltish 

observer of American ~triptease during the 1930s, wrote that 

in fact: 

The most extraordinary, part of the whole per­
formance is the absolute uniformity of timing 
and gesture; undresslng in public is performed 
with the solemnity of military drill, or reli-
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giou. rite; it is imp.rsonAl, insignificAnt, 
.eMless. 59 

Big-time dancers tried to introduce novel gimmicks and st y-

listic variations to the eMpected patterns and rhythm. of th. 

striptease; those few stars who successfully broke the mold 

(such as Gypsy Rose Lee) proved to be eMceptions to the rule, 

however. 

Subsequent lnnovations of strip such as If floor shows If 

and If table danc:ing If can be slmilarly formalized in routine 

and mechanical performances. Moreover, th.se acts are produced 

on a continuai basis in strip clubs; thera is a constant out-

put of interchangeable dancers on stage, rather than of set 

theatrical shows such as in classic burlesque. A brun.tt~ dan-

cer who performs for three songs is then replaced by a blonde 

dancer who performs for three sangs and is then replaced by 

another brunette dancer -- and so on, ad lnfinitum (or at 

least unti 1 the club closes for the night). If Nick, Il a strip 

c lu" owner, insists that he must a lways have If a dancer on 

stage and music playlng without stop, because we do a volume 

business selling liquor and we qat ta keep the guys always in-
60 

Certainly more than a faw dancers in deshabille are very 

committed to usinq strip as a vehicle for artistic self-

eMpression and eMploration; as Debi Sundahl, a stripper and 
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avid .tud.nt of f.minist and MarMist politie. explains: 

[t is an insul tinq miseone.ption aboI.! t bur­
le.que that Anyon. in a drunkan, uninhibitad 
stata ean strip. [t tak.s prActie. And talant 
to ba able to pull off An entartaining and 
truly eratic performance. To create good art, 
an artist must .. ave a sophistictilted and sen­
sitive knowledge of he~ subject. 61 

But whether or not individual performers are dedicated ta ax-

panding either the artistic or sleazy dimensions of the indus-

try, aIl strip dancers are unlted ln th. common pursuit of 

offering their bodies as the seductive and sensual slgns of 

a highly charged and marketable female seMuality. 

But this commodification inevitably requires the simul-

taneous humanistic devaluation of wom.n, for commercial use-

value operates her. through the teasing lmages of strip dan-

cers as the embodiments of a shameful, sleazy, and socially 

stigmatized femininity. 

There i5 a dearth of detailed historical studies on the 

development of this mechanistic corporeal ideology, but the 

hypothetical connections between turn-of-the-century strip 

dancing, cinema, dieting trends and theories of mavement 

may come together in visions of the stripped female body thAt 

is packaged as an industrial commodity when going through the 

teehnical motions of an external speettilcular d1splay. 
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6. 8.11. Mgr'" ua 

DAncers .re not the only commoditie. in strip b.rs; on 

th. contr.ry, men .lso buy a co~nucopia (or pornocopi.) of 

cultu~Ally ~.distributed) here as lurid and allu~ing 1u~es for 

the s.le of alcohol -- wh~eh is 1tse1f, a princ1pAl product 

And source of gross profits in this industry of wine, women 

And song. But dancers are a unique type of commodity -- human 

beings that are made equivalent ta other objects in the market 

(such as wine and song). We must then make elear-cut anA1yti-

cal distinctions between the objectified forms and the ~eal-
62 

1ife human sub;ects 01 this commodifieation. 

The proeesses of mechan1stlc embodiment and commodifica-

tion that have been discussed in this section should not be 

interp~eted as autonomous and determ1nistic systems that im-

pose effects on passive McLuhanesque robotie dancers; rather, 

they deseribe complex and eontradictory praetices of women who 

actively pursue or ~esist such obJectifications te the best of 

their individual abilities. St~ip dancers knowingly use their 

bodies A. seMual commodities and may work very ha~d to produee 

the farced smiles and engag1ng come-hither looks that are 

n.cessA~y taols of the trAde; but their work is concealed 

through these same heavily made-up masks that creAte the ap-

p.Arance of an appa~ently spontaneous, fleeting and effortle.s 

performance which i5 fashioned to appear as a rituAI of 
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63 

s~rip bars over the past SiM years while completing her aca-

demie education, considers her time on stage as more of a com-

modity than her own bOdy; she claims that " clubs like to own 

vou, but 1 think of myself more as an entertainer subcontrac-
64 

ting my work. " Unfortunately, the different occupat~onal 

facets of strip dancing have not been adequately res.arched. 

Sociological literature has depicted strlp dancing as a 

deviant occupatlon situated in sleazy subcultural marg~ns of 

society; whereas, ~n fact, str~p dancing has always consti-

tuted traditional women's work that is characterized by the 

same bad working conditlons, competlt~ve entrance require-

ments, lack of union organization and low wages of other less 
65 

stigmatized female professions. Despite its hardships and 

pitfalls, the occupation of strip dancing may still be attrac-

tive; for a working-class girl such as Nlckie Roberts, 

Il stripping was a positive alternatlve to doing boring, badly 

paid wom.n's jobs outside the home, or becoming a house-
66 

wi f.. Il 

The economic depressions of the 1930s flooded burlesque 

theatres across the United states with a bevy of beautiful 

and young working-class women who stripped for a living in 

front of audiences partially composed of unemployed men with 
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busin •• s to show high profits and 10w rates of unemployment 
bB 

during this time. Oancers made an average weekly wage of 

twenty dolla~s for working fourteen hour days when they would 

perform four shows and rehearsed until 2 or 3 a.m.; with time 
69 

off on Fridays and Sundays after 11 p.m .. Basic backstage 

am.nitie. were rarely provided for these dancers who had to 
70 

constantly contend with crowded and unsanitary conditions. 

Many contemporary strip bars and theatres also do not 

provide dancers with essential services and facilities such as 

ample dressing-room space; sufficlent technical equipment in-

cl uding sound and 1 ighting systems; heatlng, toi let, and ven-

tllatlon systems that are in proper working order; and ade-
71 

quate security and surveillance. Although aggregate statis-

tics on the North American stnp dance industry are hard to 

come by, we can get a pretty good first impression of typical 

wages and working hours by e)Camining the situation at Il Club 

x. Il 

Dancers earn base salarien of seven to twelve dollars 

per hour (plus tips), depending on their particular e)Cperience 

and drawing power, for an eight-hour Shlft. They spend ap-

proximately two hours danclng on stage (accomplished in fif-

teen minute increments) with th. remaining time filled by 

miMing with the customers and table dancing. They u.ually 
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o· wark thre. ta six shifts per week -- but thi. depends on the 

with mAnAg.ment. Il Club X Il operAte. on a daily timetable of 

two sh~fts: from 11 a.m. until 7 p.m., and trom 7 p.m. until 

closing (usually around 3 a.m.). 

Despite the tact that many dancers work over fort y hours 

per w.ek, they are not usually given health benefits, vacation 

or overt~me pay, and leaves of absence. They have little Job 

security and unior representation in an industry which is run 

by men for men. It is not that surpr~s1ng, then, that accor-

ding to some recent studies, male str1ppers earn higher 
72 

average hourly wages than their temale counterparts. Amber 

Cooke, a Canadian stripper for e~ghteen years, comments that: 

the wholF situation - trom the dressing rooms 
to the ~tage presentations to the sound sytem 
to the lighting system to the practice of 
paying star status to the money received - are 
ail set up by men for prof~t. But what the 
women actually do, our work, wh~le it lS still 
under their jur1sdicat~on, is still up to us. 73 

However, these specif1c job descr~ptiens are not always 

left up ta the dancers, especially in difflcult economic times 

when there is a glut of women 1n the market. Toronto str~p 

dancers, for examples, reluctantly began te remove their G-

strings and engage in table danc1ng during the early 1980s, 

due te head to head competition from prov1ncial colleagues; as 

club managers started to fine and fire dancers who refused to 
74 

chAnge their work practices. 
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n,. AvailAbility of women for recruitment into strip dan-

cing alwo vari.s according ta changing ecenemic circumstances. 

In arwaw of Northeastern England such as Tyneside, adverse 

economic condltions during the late 1980s inereased th. number 

of strlppers at local pubs and strip clubs, where the speuses 

of laid-off male werkers earned up te Sl~ hundred dollars per 

week by stripping their clothes for other men who wanted ta 
75 

get laid. 

1. M.kina e. LAv'nA 

Of course a career ln strlp danclng Lmplies mueh more 

than the artistie and/or sleazy removal of clothes. Daneers 

must furnish and maintain the basic toel of the trade -- thelr 

beautified bodies whieh have a Ilmited timespan. Although 

there are published reports of elderly male and female strip-

pers working ln sleazy Tokyo strip joints, in the rest of the 

world strip dancing is the ~rOVlnee of an idealized youthful 
76 

beauty. 

During the heurs when they perform on stage, many dancers 

reeeive an aerobics workout that sufflciently shapes and 

seul pts, tones and trims their required bodlly flgures. But 

sinee they are responsible for creating aIl the accoutrements 

of their own beautifully made-up self lmages, these same dan-

cers may spends sizable portions of their paychecks on e><pen-

sive costumes and props that they hope will give them that 
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extra edge over other dancers in st1mulating audiences ~nto 

77 
g1v1ng them better tlps. 

There are def1nlte bodlly hazards for str1p dancers, es-

pec1ally from outbreaks of fungal lnfectlons and scab1.es ac-

qLured throug h wor Ir 1ng on rare 1 v cl eaned s taqe areas tha t hos t 
78· 

the succeSS1ve performances of many dl.fferent women. 

often, strlp dancers are exposed to or are lnvolved ln druq 

use that pervades manv cl'.Jbs. " Rob. " assl.stant manager ot 

an oster'Slbl v .. cl assv bUS1nessman s club .. ln the 'J. S •• ao-

ml ts that: 

the glrls have a lot cf ematlors ta deal wlln. 
50 some of them are l.nto dr-LlgS .and alcohol. 
Many of the glrls ha'/e never made money llke 
th i s before. l t' s thr-ee ln the morn lnq. they re 
finlshed for the even1ng. waund up. wlth no 
place ta go. It s an escape. 19 

Sorne dancers use drugs ~l~e cocalne beTore oerformances ln 

oroer ta enllven tielr ac~s anc ener-glze thelr Llrec oü~les. 

access ta suc:h substances lS made slmple through a dlstr lbl.l-

tlon ne twork lnvo 1 v lnq deEo'J avs and a t her club personne 1 as 
BI) 

oe:llers. 

Strlppers dance for more than thelr hourly waqes. Whlle 

performlng they try ta e~tract tlpS from audlence members 

throuq h many di f ferent means. Brand 1. • Il a fea tured dancer 

at " Club X. Il theorlzes that: 

what audlences want most 15 personal contact. 
They like ta feel special attentlon glven to 
them. l usually work my way around the perl­
meter of the stage ano try mak1ng eye contact 
or talk~nq w~th some of the guys sa they'll 
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supportive fans ta pay her tips and attention, buV her drinks, 

and watch out for her interests. Club management g.nerally 

di.courage. dancers from dating their cu.tomers because of 

charge. of vice that could possibly be leveled against their 

establishment; but they look favourablv ta clique. of men who 

are interested in paying for the friendship and attentions of 

their dancers (as weil as for liquor). At time., dancers will 

provide coun.eling or at least willing ears and open mind. ta 

the voiced personal problems and concern. of the.e 10 regu-

lars, Il most of whom are content with .naintaining a supportive 

platonic relationship and with belng able to talk freelv 

(minus the price of a drink) with a woman other than their 
82 

spousa or girl friend. 

When the dancer. are off-stage, many clubs require that 

thay 10 mix 10 or .ocialize with the customers in order ta con-

vince tnem ta buy more mixed drinks. According ta Lauri Lewin, 

thls wa. th. r.al focus of her work: 

We danced to lure men into the club sa that 
w. could then persuade them to buy drinks. 
By this r.a.oning, dancing became a gra­
tuitous Act that we did ta puff up our egos 
enough to with.tand th. toil of mixing. 83 

In th. Soho district of London, England, huge posters announ-

cing 10 Beauti fut EJCotic Danc.r. In.ide For 2P!! .. ado,.n th. 

out.ide of bars. After th. hapi ••• cu.tom.,. de.cends grimy 
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.tairs and arriv •• at a particular hall of eMatica, he di.-

caver. that there are anly photographic .lide. of strip dan-

pound. or more if he wants a living danc.r ta .hare a drink 

with him sa that he can soan leav. the place relatively un-

scathed (if not a bit touched in the wa1let). Other clubs 

in Western Europe and North America may nat place such a 

strong-armed emphasis an mixing. There are even some bars 

where strip dancers are hired ta dance and sacialize withaut 

pu.hing the sale of drinks. " Bill, " manager of such a U. S. 

club eMp1ains that it makes better s,nse to hire wam.n who 
/ 

specialize in different tasks: 

Our dancers weren't sel1ing baaze that great 
while miMing, sa naw we have prafession.l 
cocktail waitresses, and we're one of the 
few bars tha t can tell yau eMac t 1 Y what e_ch 
of them makes on the register. Our dancers 
know haw ta dance and talk with the cus­
tomers. That's what they do best. We have 
siM ta eight dancers per sh1ft. They each 
dance for four songs, and then are off 
twenty minutes. 84 

8. Cla •• esu. 

Sh. may have been raised in _ lower, middle or upper-

class hous.hold, but by the time a strip dancer enters the 

calling, .he is usually a warking woman who is attempting to 

find future fame and immediate financial success. Strip dan-

cers oft.n face a tremendous amount of .acial stigma and 

stereotyping by people outside of their subculture. Same women 

try ta ignare such pressures, while others promote the id •• 
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that .tripping i. a nabl. middl.-cla •• form of work that i. 

that: 

1 hope that you will help wom.n who have cho­
•• n this prof.ssian, as you have help.d •• c­
r.taries, w.itresses, and teach.rs ••• W. Ar. 
mothers, wive., callege student., are not on 
w.lfare. W. pay our taxes, go to church and 
give money ta charity. We are not prostitut.s. 
W. are ent.rtain.rs. Our line of work is le­
gal and there is a demand for 'alented strip­
pers. 85 

Strip dancing is thus accorded what Barthes has called 

th. " magic alibi of work; Il or a reassuring baurg.ois status 

of a professional and specialized car.er of skilled prac-
86 

titionars of • " normal Il female craft or hobby. Bars of-

ten hold weekly amateur cont.sts wh.ra aspiring and interes-

ted novices may compete for cash and futur~ emplcyment as 

full-time strippers. Some famous dancers such as Gio, star of 

a 1986 semi-documer.tary film, Il Strippers, Il offer " How to 

Strip " and Il Stripping Made Simple" classes for housawives 

and other inter.sted women at colleges and community centers 

across North America; 50 that a commercial activity that was 

originally conc.ived as a poor imitation of - or thr.at to -

activiti •• in the marri.d bedroom, i. now recouped as a 
87 

mathad for .dv.ncing and ansuring domestic bliss. 

Sights of these warking women who struggle to make a 

living through .trip dancing have attracted men of aIl cl ••••• 

who .re joined in the common struggle for paying money to gain 

th. privileg. of watching them -- though not always at th. 
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for .trip dancinQ. When such .ntertainment. trickled down ta 

the m~sses in burlesque theatre. and ~urkey shaws, the ari5-

tocrats of ~rou.al flocked ta the alternative sites af ex­
BB 

clu.ive cabarets of high-pric.d fol lies and nude revues. 

After the demise af traditional burlesque theatre in the 

19405, strip dancing, for ail practical purposes, was stripped 

of Any remaining upper-class cover, and then relegated to the 

confines of bars, clubs and theatres that tended to remind its 

patrans that they were watching sleazy performance. in even 
B9 

sleaz ier j al.nts that were stuck in bad areas of town. In 

the late 19105, however, .trip dance entrepreneurs attempted 

to make their establishments more culturally and financially 

respectable by targeting white-collar busi~essmen as the pri-

mary class that they wanted to serve. Many clubs in Mantreal, 

for example, moved to major dawntown commerclal locales and 

offered free businessmen's luncheons to cu.tomers. Of course 

there is never rea 11 y such a ttung as a Il fre. 1 unch; Il the 

bars were able to sell more liquor together with the twist 

that .trip dancinQ is a Il classy Il and legitl.mate entertain-

ment worth a second, third, and fourth look. 

In fac t, for the past century and a hal f, strip dancing 

has captur.d these looks in highly successful cammercial 

insti tutions locat.d throu'ilhout th. downtown Il combat zon •• , Il 
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of m.jar North Am.rie.n citi •• , bV e.pitalizing an good-
90 

laoking .nd h.rd-warking wam.n. 
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NOTES. SECTION THREE 

l 
Don DeL~llo. L1bra (New York: Vik1ng Pengu~n Inc., 

1988). p. 262. 

2 
As l'üc:kle Roberts. a 8rltish str~pper suggests: " You 

don't have to be a qenlus to work out the c:onnectlon between 
women's povertv and our status as worker~ ln the sex lndus­
t.ry: " Steve Roberts and N1clo..le Roberts. " Str1PPlng 11lu­
slons, " New Statesman. 17 Jclnuary 1986. p. 28. 

3 
Personal 1ntervlew w~th " Roxanne. " 10 October 1';>88. 

4 
Personal l.ntervH~W w1th " Kelth. " 14 Julv 1988. 

5 
Even the real ldentltles of the strlP dancers are oro­

tected throuqh the usaae of staoe names. But tn1s lS alSO sup­
oosed to guard them from any further lnvaSlons of perscnal 
privacy bv thelr customers. 

6 
See Dragu and Harrlson. p. LUI. 

7 
G3rv !;J. Pot ter s ta tes tha t econcmlC an 31 "ses 0 t the 

oornoqr.3.c h y lndustr,/ are" ol.3.quec; bv 1mprecISlon. ~lnct? 

Il there ~s no easlly dlscernlble hlerarchy of control, no Meat 
organlzatlon chart deplctlno those lndivlduals ln control; " 
Gary W. Patter. The ~crn 1'1erc:hants (Dubt..oue: ~endall/HIJn~ Pub­
llsiang Co •• 1986). pp. 15-18. 

8 
Rod Martln 15 ouoted ln: Henr-'! Sch1ooer. " Fl.lthv 

Luc:re: A Tou~ of Amerlca's Most ProfItable Frontler. 
Mother Jones, Aprll 1980. p. 60. For varleO est~mates ot the 
annual gross profits of the U. S. cornography ~ndustry see 
Potter. p. 18 

9 
801 es and Garb1n. " The Str l pel ub and Str l pper-Cus­

tomer Pa t terns of In terac tl.on. Il c. 138. 

10 
Suc:h behavlours l.nclude gOlng out to a strlp c:lub wlth 

a group of fr~ends in arder to ~ngest huge quantlties of beer 
whlle s~mulaneously mak1ng lewd, loud and obno~ious comments 
to the fe~ale danc:ers. 
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11 
Weitz, pp. 26-27. 

12 
Weitz, pp. 26-27. 

13 
For more e~tensiva theoretical discussions of sax as 

a form of industrial production, sea: John Lippert, " Saxu-
al i ty as Consumption, Il in E.2!:.!!!!l against Se)(ism: A Book of 
Readings, ed. Jon Snodgrass (Albion: Times Change Press, 1977) 
pp. 207-213; Herbert Marcuse, Eros ~ Civilization: a Philo­
sophical Inquiry ~ Freud (Boston: Beacon Press, 1966); and 
Dougla. J. Stewart, " Pornography, Obscenity and Capitalism, " 
The Antioch Raview, 35, No. 4 (Fall 1977), pp. 389-398. 

14 
Douglas J. Stewart writes that: " The matter of se)(ual 

performance has been specialized te that of a hired skill ••• w. 
have tried to make se)( itself efficient, due to the condition. 
of marketing, and that, to this observer is the essence of 
pornography: se)( turned into a time-motion study, se)( as in­
dustrial produc tion; " Stewart, pp. 393-398. 

15 
Irigaray, p. 177. 

16 
Accordin; to Christine Buci-Glucksmann, modernity is 

characterized by a cult of images where: Il the feminine be­
comes the inevitable sign of a new historie regime of seein; 
and ' not seeing, ' of representable and unrepresentable; " 
Buci-Glucksmann, p. 221. 

17 
Rella's cynicism is exemplified in descr1ptiens of 

burlesque theatres as follows: " those former sanctums of 1.­
gitimate drama, now off the beaten path with the shift of com­
merce to ether str.ets ••• dank, must y, red plush: here is the 
last stand of what 1S called the American burlesque ••. the 
stript •••• act provides escape with • simple internationalism; 
and the dialogue of the comedy, so monosyllabic, the gestures 
so obviously vulgar that communication ever language barriers 
is established; " Ettore Rella, a. History of Burlesque, San 
Francisco Theatre Research Series, Vol. XIV (San Francisco: 
Works Project Administration, 1940), pp. 312-313. 

18 
The Oxford Lniversal Dictionary ~ Historical Prin­

ciples, p. 349. 
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1.9 
Se. Achillo Olivieri, " Eroticism and social groups in 

sixt •• nth-c.ntury Venice: the courtesAn. " in Western S.xu­
ality: Practic. and Pr.c.pt in Past and Pr •• ent Times, ed. 
Philippe Ari~. a~Andrl S'jin, tran;:-Anthany Forster (Lon­
don: Basil Slackwell, 1985), p. 97. The .exual underground 
districts of major U. S. cities in th. nineteenth century are 
de.cribed in: D'Emilio and Freedman, pp. 130-133; and Stan-
•• 11, p. 175. 

20 
Lynda Nead, Mvths of Sexuality: Representations of 

Wamen ~ Victorian Sritain (New York and Oxford: Sa.il Slack­
weil, 1~88), pp. 95-98. 

21 
Lynda Nead maIn tains that: .. The presti tute is able ta 

sell her self/se)( agdln and again but she is never awned by 
being bought and is always availabl. again to be re-sold; " 
Nead, p. 99. 

22 
Detail.d historic.l analyses of the ris. of th •• e con­

sumer cultures can be found in: Rachel Bawlby, ~ Looking: 
Consumer Culture in Dresier, Gissirua ~ Zola (New York and 
London: Methuen, 1q85); Richard Sennett, ~ Fall of Public 
~ (New York: Alfred A. Knopf, 1977); and Rosalind H. Wil­
liams, Dream Worlds: Mass Consumptlon in Late Ninet.enth-Can­
tury Fr~ (Berkeley, Les Angeles, and Landon: University of 
Californla Press. 1982). 

23 
Sennett, p. 20. 

24 
Bowlby, Just Look in..,;., p. 11. 

D'Emilio and Fraedman, pp. 278-279. 

26 
Chapkis, p. 14. 

27 
Personal interview Wl th " red, " 12 September 1988. 

28 
gee Dragu and HArrison, p. 15. 

29 
Se. Friedman, p. 25. For a gan.rAl introduction to 

the cultural construction of beauty, s.e: Rabin Tolmach Lakoff 
and RAquel L. Seherr, Face Value: ~ Polities of Seauty 
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31 
S .. ph We.ne insists that Il stripper. eMaQgerate women's 

normal ; •• tur ... It as Il sta; •• eMuality is a hi;hly technical 
matt.r Il that includ.s It knowing just what ; .. stures, what 
facial eMpres.ions, movements and postur ... eMcite men; Il 

W.ene, p. 37. 

32 
Such beautification of strip dancers can be compared 

to the d.pic tions of women in fi men' s magazines It such as 
Playboy, wher. according to Peter Michaelson: Il The Playmat. 
has breasts with glamorized nipples, a ;roin without pubic 
hair, vagina, or urinary tract, and a backside without anu •• 
She has a feminln. shape without female, or for that matter 
even human 1unction. She is not made for coi tus or procreation 
or motherhood; Il Peter Michaels.on, It How to Make the World 
Safe 10r Porno;raphy, It in The New Eroticism: Theories, 
Vogue~ Canons, ed. Philip Nobile (New York: Random House, 
1970), p. 153. 

33 
e.;-thes, p. 84. 

34 
Lewin, p. 157. 

35 
Strip club ma~agers may be s.riously mistaken about 

their customers' preferences. Il Kurt, .. a regular patron of 
ma"y strip clubs, 10r eMample, admits that: It strip dancing i. 
still racially polarized, but l'd really love to see more 
black dancers -- they' re more 10rbidden; Il Personal in terview 
with .. Kurt, Il 10 November 1988. 

36 
Cast le, p. 99. 

37 
~ OMford Univers.l Dictionary ~ Historic.l Prin­

ciples, p. 1615. 

38 
Lewin, p. 72. 

Lewin, p. 73. 

40 
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.entin; the Body in Moderinism: Cloaking, Re-memberinQ, and 
th. Elliptical Effect, .. in Modernism: Chall.nae. !!!2. ~ 
.p.ctiv •• , ed. Monique Chefdor, Ricardo Quinone. and Albert 
Wachtel (Urbana and Chicago: University of Illinois Pre •• , 
1986), pp. 2~2-2~3. 

41 
Christine Buci-Glucksmann write. that the woman's body 

then .. becomes desirable only in its passage to the limit: as 
death-body, fraQmented-body, petrified body; .. Buci-Glucks­
mann, p. 226. 

42 
Walter Benjam~n, One-Way Street and Other Writings, 

transe Edmund Jephcott and Kingsley Shorter (London: New Left 
Books, 1979); s.e also Buci-Glucksmann, p. 223. Norman Bryson 
similarly argues that: Il The body of labor ••• is tlidden by thE 
brillianc. of the postur., the facial or bodily featur., in 
which the viewer discovers his or her seMual interest: it is 
through the mask of seduction that the scaena becomes most co­
herent and most opaque -- through local and libidinal fusion. 
that the image solidifies around the' this, ' this moment and 
this body of pleasure, in the here and now of its seMua1 
engagement; the dur~e of labor gives way to the immediacy of 
appetitive time; .. Norman 8ryson, Vision and Painting: The 
Logic of the Gaze (Hew Haven and London: Yale University 
Press, 1983), p. 167. 

43 
Se. Bowlby, Just Look!ng, p. 6. Mike Featherstone also 

eMamines how: Il advertis~ng became the guardian of the new 
morality enticing individuals to participate in the consum­
ption of commodities and eMperiences once restricted to the 
upper classes ••• lmages of youth, beauty, lUKury and opulence 
became loosely associated with goods, awakening long-suppres­
sed desiresj " Mike Featherstone, " The Body in Consumer Cul­
ture, " Theory, Culture and Society: Explorations in Critical 
§pcial Science, 1, No. 2 (Sept. 1982), pp. 18-33. 

44 
80wlby, Just Looking, p. 23. 

Laban states that mo~ement ~s, 50 to speak, " living 
architecture, " in Rudolf Laban, The Language 9.!. Movement: e. 
Guidebook to Choreutics, ed. Lisa Ullman (Boston: Plays Inc., 
1974), p. 5. According to Samuel Thornton, Laban's thaorie. 
were " basad upon years of observing, recording and analysing 
human movement used during work and leisure activitias. 
Laban's ~pproach to movement was based upon tha discovery that 
th.re were common elements to ail movement; Il Samuel Thornton, 
Laban's Theory 2! Movement (Boston: Plays Inc., 1971), p. 1. 
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Compar. the quotatian fram Samuel Tharnton listed in 

th. pr.e.din; note ta the follawing quatation fram the work 
01 Frank Gilbr.th: " Motion Study consisted of dividing work 
into th. most 1undamental elements possible; studying these 
elements separately and in relation to one another; and from 
these studied elements when timed, building methods of le •• t 
wa.te; Il Frank Gilbreth, ~ Writings of th. Gilbreths, ed. 
William R. Spriegel and Clark E. Myers CHomewood: Richard O. 
Irwin, 19'3)" p. 220. 

47 
Gilbreth, pp. 219-220. 

48 
Ralph M. Barnes, Motion and rime Study: Design and 

Management of Work (New York: John Wiley & Sons, 1980), p. 11. 

49 
Harry Braverman, Labor and Monopoly Capital: the Deg­

radation of Work ~ the Twentieth Century (New York and Lon­
don: Monthly Review Press, 1974), p. 181. 

50 
See note 145. 

51 
Laban states that: Il Taylor, the protagonist of what 

he called Il scientific management, Il first used the expres­
sion . motion study, . and he foresaw its application par­
ticularly ~n the field of industry. Since his time, education 
and art as weil as many other pursuits have adapted the 
methods of effort research, which is an ~ssential part of 
mot~on study ••• The description of the bOdily engine and of 
its function, envisages a vast f~eld of research with which a 
whole series of sciences such as anatomy, phys~ology, biology, 
psychology and anthropolngy, includ~ng sociology, are linked; 
Il Rudolf Laban and F. C. Lawrence, Effort (London: Macdonald & 
Evans, 1947), pp. ~iii & 2. 

52 
Hillel Schwartz, Never Satisfied: ~ Cultural History 

21 Diets. Fantasies and ~ (New York: The Free Press, 1986), 
p. 328. 

53 
See Sally Banes, Terps~chore ~ Sneakers: Post-Modern 

Dance (Boston: Houghton-Mifflin, 1980). 

54 
Il The coincidence of kinaesthetic valu •• in high tech­

nology, industry and the arts of the body was critieal to the 
American culture of slimming; Il Schwartz, pp. 79-81. 
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waman, wh.ther boldly and repeatedly figured ••• or briefly and 
cayly glimp.ed ••• poses a problem of seKual difference; " 
Linda Williams, " Film Body: An Implantation of Perversions, " 
in Narrative. Apparatus. Ideology: A E!!~ Th.ory Reader, ed. 
Philip Rosen (New York: Columb~a University Press, 1986), 
p. 509. 

56 
Marshall McLuhan, The Mechanical Bride: Folklore of 

lndustrial Man (Boston: Beacon Press, 1967), p. 99. 

57 
McLuhan, The Mechanical Br~de, pp. 94-96. Paul Derval 

of the Folies Ber~e seems to agree wlth McLuhan, when 
positing that American chorus girls are " mass-produced like 
Chevrolets, hams or radios ••• ln France, however, where the de­
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p. 81. 
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McLuhan, The Mechan~cal Bride, p. 100. 
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60 
Personal intervlew with " Nl.ck, " 8 October 1988. 
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62 
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tical Economy of Meaning in the Consumer Society (New York: 
St. Mart~n's Press, 1987), p. 51. 

63 
Richard Wortley thus proposes that one of " strip­
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flair for ~elf-intoKication, abandoning herself as it seems to 
her beauty in a nicely calculated piece of choreography de­
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89 
9 •• EI.am, p. 181. 

90 
Wi~hin th. pa.t two y.ar., howev.r, strip bars have 

b •• n .ff.c~iv.ly zon.d Away from th.ir form.rly c.ntrAl urbAn 
loca~ions -- in such citi.s a. Atlanta, Baltimor., Bo.~on, 
Loui.vill. and San Francisco. Th.r. Ar. f.N political prote.~s 
by cu.tomers of .uch bars sine., a. a Lou.ivill. bar mana;er 
sadly r.marks: Il half the guy. are married and th.y· r. not 
;oinQ to .~and up and •• y . 1 ;0 dONn .nd Natch naked Nomen 
when l' m suppo.ed to be at home cu~ting th. gr •• s·; Il quot.d 
in: David Mills, .. Seeking Redres5 on Antinudity Law, .. 
Insiqht, 13 June 1988, p. 27. For more d.~ail. on th. recen~ 
U. S. crackdown on thes. adul~ entertainment centers, s.e: 
Harry F. Wa~.r., Richard Sandza, and Tony Clifton, Il The 
Sque.ze on SI •• ze: Videos, dev.loper. and the laN are shrink­
ing urban porn districts, Il N.Nsw.ek, 1 F.bruary 1988, pp. 44-
45. 
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Once yau Qet tt inta your head that yau miQht .trip, aIl the 
moral que.tian. fa11 aw.y. (1. this seMi.t? 1. thi. explaitinQ 
wamen? 1. thi. explaitinq men?) Inste.d vou worry about whe­
ther yaur stretch mark. will shaw. 

1 
Victoria Hodgetts 

1. pacinA EMAlpit. 

Strip dancing l'las been .tudied in thi. dis.ertation as a 

markedly visible yet stigmatized profe.sion which involve. the 

spectacular cammodification of female bodies a. artistic and 

sleazy objects of saMual display and ~av.ment for male audi-

ances. Sa far 50 good - or so bad. One cannat write about 

strip dancers withaut obJectifying them and judging them ac-

cording to certain moral and po1itical crltaria. Saul P. Feld-

man and Gerald W. Thielbar set the ton. for the sociological 

literature by cla1millg that: " the occupation of stripper ••• is 

not a route to succe.s, but one to isolation, public degrada-
2 

tion and d.vianc.. " 

Thi. probably makes yau want to rush out and save th ••• 

poar, mi.guided and very nauyhty women from themselves. Ac-

tua1ly, it makes me want ta only half-jokingly suggest that 

Feldma~ and Thielbar's brand of sociolagy should l.ad to a 

car.er of isolation, public degradation and deviance, for 

their popularly held negative attitude. toward strip dancer. 

are eMtremely offensive, patronizing and seMist ta the.e 
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.iv. and .l.azy tarQet. of .xternAI .oeial proc ••••• of mAle 

domination thAt, aceordinQ to such strip scholars a. Skipp.r 

And McCAQhy or Salutin, CAn leAv. the.e wom.n highly suseep-
3 

tibl. ta .. dreAded .. lesbian made. of b.haviour. 

Ironically. thi. overall negAtiv. outlook i. also shAred 

by some feminists such as Susanne Kappeler, who views .trip 

dancing as a bl anket Il endorsement of the modern colonial 
4 

power of the male gender Over the female gend.r. Il It is 

Also interpreted by Susan Griffin as the epitom. of the mAle 

seKual objectification of women in our culture, with strip 

dAncers as the immediately exploited and irresponsible front-

lina subjacts of this objectlfication, and their male audi-

enees as voyeurs who compl ete .. a sadistlc ac t Il when they 
S 

watch strip dance performAnce. Such theory here is far re-

moved from conerete practice, as it simply advances patriar-

chal assumptions of the powerlessness of women with litle if 

any ethnographie corroboration. As an anonymous stripper at-

tendinQ A Canadian conference on female sex trade workers 

comm.nted: 

People talk a lot about the exploitation that 
sax trade workers experienee, and they like ta 
portray us as victims. In my experience as a 
stripp.r ••• it i. a very un happy thing for me 
to say that, unfortunately, 1 have felt far more 
exploited by some of my artistic colleagu.s and 
some of my so-cAlled feminist si.ters than 1 
have ever felt as a stripper. 6 
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of all .t~ip danc.~. a. abject, abu.ed and abusive alcohol and 
7 

While it rnay 

be true that some dancers fit the abovementioned de.cription 

generalize about an entire subculture in such A manner. Many 

.trip dancer. consider themsel"e. to be very active, know-

ledgeable and pow.rful women who are very much in control of 

their own commodification and seMuality. Oebi Sundahl eMplains 

that the most difficult part of her job when she first entered 

the profession, was harmonizing her dancing on stage with fe­
e 

minist principles. Howe"er, she soon enjoyed eMploring as-

pects of her .eKuality in the relatively safe environs of the 

strip club, and she then embarked on the political prolect of 

advocating that women g~ab " the means of production of erotic 

entertainment, Il sinee it Il was perfecUy okay for a woman to 

be a seM object in the appropriate conteMt " and to dis-
9 

tinguish Il what these conteMts were. Il 

Other stripp.~s and feminists writers such as Margaret 

Dragu and A. S. A. Harrison grant strip dancing a more sacred 

aura, by p~opo.ing that stripping 

embraces both the ritual and th. creative, 
moving between a religious and an artistic 
eMpression of seMuality ••• Stripping ••• i. one 
of the few shrines that exists in our cul­
ture for the repre.entation of sexuality. 10 

Of course one do •• not have to don and/o~ doff the robes of 

religious ~e.p.ctability in order to rega~d strip dancers as 
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belng more actlve and powerful in their own practices than 

stray sheep in search of a good flock. But in the same veln, 

ail strlp dancers should not be valorized as the vanguard of 

an emancloatorv and upliftlng femininity. for thlS would 

amount to replacing one set of neqatlve stereotypes wlth ano-

ther, albelt more POSltlv~ set. 

2. Sin. of Emi •• ion 

Male audlences of strlp danclng are also categorlzed by 

many researchers and wrlters as one undlfferent.ated mass of 

l1"aSCUI.lnlt" -- q,~CUOS of tlred old men ln ralncoat~ and 110r "1 

"oung college students unlted by an overpowerlng and ult.1rnate-

ly rrustrating sexual need to f 1>( their powerful " gaze .. On 

women with whom they can never actuallv have" real 
11 

llltlmate 

.... 21atlons. Socloloql.sts ot strl!=) neglected t:l l~ter' H:?W 

these men, preferlnq to concentrate their back-staqe atten-

tlons ta the bac~sldes of ~ear-naYed dancers. Researchers s~ch 

as S~loper and McCaqhv have confessed that: .. we had dl·tlcul-

ty' H1 e'ven remember-lnq the qUestlons we wan":ed to as~ let 

alone gettlng them out of our mouths ln an intelilgible man-
12 

ner. " 

Jacquellne Boles and Albeno Garbln's 1974 study of strlp-

per-customer patterns of interactlon was based on lntervlews 

conducted only with strip dancers and not with the customers 
13 

of the strip club. This dld not prevent the researchers, 
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haw.v.r, fram mAking conclusions on th. If major motivAtions Il 

of th. lIt.n, And from sugg.sting thAt int.rActian i. " chArAC-

t.riz.d by A counterfeiting of intimacy bA •• d en inauth.ntic 
14 

CriticAI schalars of culture such as Laura Mulv.y hAve 

argued that the display.d object of waman, Il from pin-ups to 

striptease, from Ziegfeld to Busby Berkeley ••• halds the 
15 

look, pla~s to and signifies male desire ... Indeed, learned 

LacAnians could go on a theoretical rampage when visiting a 

strip club, as many such dens of ~niquity (and equity) are 

decorated wlth wall-to-wall m~rrors that reflect a chorea-

graphy of gazes between dancers and their audiences. But what 

exactly are the blological, h~storlcal, psychological and 

sociological 9pecificities of a postulated male desire or 

gaze, for these are rarely detailed in theoretical discourses 
16 

and cultural an.lyses? 

Fven in the dank, acrid and noisy atmosphere of men and 

Mirrors, flashin; lights and flashing women in blatantly 

sl.azy .trip clubs, how can we be so sure of a unitary and 

powerful male desire or gaze which controls these audience 

members, Just as it supposedly exploits and objectifies the 

dancers as the fixed signs of a homogeneous and oppressed 

femininity for sale? 
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3. Adult,,...t,,, Fyn 

Herbert Marcuse once wisely observed that " the alrplane 

is a penls svmbol. but lt also gets vou ln a couple of hours 

from Berll.n to Vlenna. " thus reml.ndlng fellow crl.tl.cal theo-

rl.sts that thelr e;olanatl.ons of cultural phenomena shoula be 

grounded ln a reallty that l.S lndeoendent ot ldeoloqlcal 
18 

mystlficatlon and overly symbollC l.nterpretatlon. ALI pow-

erful and tota!lv powerless men and women m~y or mav not be 

explotted ln strlP dancl.nq; no matter what the case. many 

women stl.ll strlP dance. and a lat of men enlOI seelng them 

lr Uas work. One-dlmensl.onal theorles ot qender anQ se,;u-

all.tv that presume cynlcal models of male deSlre and temale 

pass"ivitv (or a female deslre and male passlvlty) cannot dC-

count for thlS basIc reallty. For gender and se~ual relatlons 

are e,presserj through partlcular- aeSl.res and pieasures tr.at 

are eVldenced ln actual practlces. 

In sPlte of Margaret Draqu and A. S. A. Harrl.son S clalm 

that" lSSues ot Dower and control don t seem eSpec.ldlh r-~.e-

vant to a dlScusslon of strlpping, 1 wl.l1 demonstrate 

throughout thlS sectl0n how relatl.ons of oower are very much 
19 

bound up wlth the varled pleasures of strl.p. In some con-

texts, strlp danCIng mav be very emoowerlng to both men and 

women. and ln others. strlp dancl.ng l.S very exploltatl.Ve qf 

elther and/or both sexes. For example. nlneteenth-century 

ideologies of female sexuality as represented in the form of 
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provided women with an .ltern.tive, e~otic and non-dome.tic 

model of • kind of femininity that displ.yed a fascin.ting 
20 

s.~u.l power and independence. According to Viginia M. 

Allen, the image of the femme fatale assailvd the very core of 

patriarehal society by projecting a sexuality that was not 

aimed solely at the reproduction of males; and was thu. popu-

lar for tho •• women: 

aspiring as much to the ieon's independence 
as to her erotie power. She offered one of 
the few role models for women in the nine­
teenth eentury that combined freedom with 
faseinat~on and erotie intrigue. 21 

While misogynist images of the erotic dancer " S.lom. " 

were embodied in new cultural practiees of strip dancing at 

the turn of the century, ~t ~s also through these practiees 

that working-class women were able to assert an eeonomie and 

sexual'freedom that had previously been unavailable to them 

through other more soeially acceptable forms of work and 

models of femininity. As Deborah Jowitt suggests, the figure 

of Salome furnished women wi th " an al ter-image, through whieh 

it was proper to express their erot~c 10nging5, their will to 
22 

power, and their suppressed fury toward men. " And by 

working as strip dancers these same wamen were able ta e~pr.ss 

their will to ecanomic power through the medium of a weekly 

paycheck. 
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AmbiQuou. And morAl i.tic a •• umptions on cynicAl and p.r-

crib. the .uce ••• ful histarical development nor shed wholly 

accurate light on the contemporary commercial impact of strip 

dancing. Consequently, it seems necessary to acknowledge the 

pos.ibility that strip dancing may actually be a truly plea-

sur.able and powerful activity for strip dancers and their 

audience •• Soma particular ple.sures and powers of these par-

ticipants may then be delineated and compared within the 

framework of a politics of pleasure, or a pleAsureable poli-

tics which governs the institutions of strip dancing. 

4. Danc, Iyff. !El. lba. lY1t 

Scholars of the phenomenolog1cal approach to dance rely 

on concepts of the .. lived body " to argue that human movement 

implies a general awareness of bodily powers, and that such 

movement is Il the actualization, the realization, of embodi-
23 

ment. Il The problem with this perspective is that not every 

movement may indicate a fundamental appreciation of subjective 

power.; in fact, movements may express, motivate or signify a 

wide range of human emotions and thoughts (including those of 

frustration and powerlessne •• ) thAt may be opposite to this 
24 

supposed self-enlightenment. A tired factory worker or 

strip dancer may have a lot of trouble 3ccepting that his or 

her movement. indicate anything other than th. fatigued ac-

companiment. ta tasks that must be completed according to the 
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dictate. cf th. clock. 

By th. same token, however, there is nothing that pr.-

clud.s thi. same persan tram potentially deriving pawerful 

feelings cf pleasure, sAti.faction and spiritual awarene •• 

from his or her various movements. People enjoy moving their 

bodies in certain ways, especially during activitie. of dance 

and .ex, for example. In fact, strip dancing cel.brates the 

close connections of dance and sexual practic •• in arder ta 

produce specifie styles of dance movement. 

Many present-day strip dancers enjoy the freedom of com-

posing their o~n performances through planned or improvised 
25 

choreographies. Some Homen also enjoy Il working out Il on 

stage during work hours, thus receiving a salary and toning 

their bodies at the same time. Il Magg~., Il for e)Cample, claims 

that strip dancing gives her an empoHering sense of bodily 

awareness: 

1 simply love to dance and ~t doesn't matter 
that people are watching me, or that l'm 
nude. 1 love ta dance, and this way 1 don't 
have to pay to go to a disco or a fitness 
center to stay ~n shape and enjoy my body. 26 

Many of the daneers whom 1 interviewed have also selected 

the socially stigmat~zed performance of strip dancing as a ve-

hiele f~r personal e~pression and/or physlcal betterment. The 

sociologieal literature on strlppers does not deal with .uch 

motivations when positing that Il certain physieal, psycholo-

gical and social characteristics Il and other Il situational 
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factors " suffici.ntly .~pl.in why c.rtain wam.n .mbark down 
27 

Strip danc.rs are more than just simply aware that their 

work i. vi.wad •• deviant by most segments of society in 

general -- and not anly by learned societies of sociologists. 

In fact, this knowledge probably forms the daily fabric of 

their working l~ves much mare than Any costume, G-string or 

pastie. Some dancers fight against internalizing public p.r-

ceptions that thay are ail abusad, drunken, drugged, desperata 

and violently exhibitionistic women, by arguing that what they 

do is both normal and moral within a mistakenly denigrated ar-

tistic entertainment that is a legitimate part of show busi-

ness; while other strip dancers consider their own activities 

ta be temporary and unfortunate " evils Il that are nacessita-
28 

ted by personal economic circumstances. 

Vet other dancers delight in the" forbidden " status of 

their profession which allaws them to supposedly transgress 

the limits of conventional images and social norms of proper 

femininity. The Janus-like constitution of strip dancers as 

the embodiments of an artistic .nd sleazy, goad and bad, nor-

mal and e~otic, s.fa and dangerous, and sociGlly conservative 

and subversive femininity that made these dancers such an at-

tractive spectacle ta male Audiences over the past century, 

also enabled women ta work within a forum for exploring, e~-

tending and redefining the social and political boundaries of 
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sleazy. bad, exotlc, dangerous and subverSlve womanhood. 

Well-known Can~d~an strie dancers such as Fonda Peters 

and Annie Ample have used str~p danclnq as a powerful veh~cle 

for radlcally comment~ng on gender rela"t~ons 1n socl.ety. 

Dancers of manv persuaSlons mav ma~e Polltlcal statements by 

the very fact that thev are pald-members of the subwltu~e o~ 

str~ppers; lrregardless of the content and style of thelr par-

tlcular staged routlnes. Amber Cooke. for example. deflnes 

strlpp~ng as a truly femlnl.st enterorlse: 

1 h~d alwavs belleved temL~Lsm ta be ~erscnal 
empowerment. and the cholce fo be a strlPcer -
to be my own boss. ta be m~ lndepende~t power 
source. to be cre,}t~ve. to e-:oress mvsel t 

fullv. wlthout terms of bureaucracy or estab­
llshed norms - was ~n tact personal ly empower­
lnq. ~O 

Str~p dancers may luxurlate ln the confldent and orotes-

slonal flauntlnq ot cu!t:.u·""llv acceptable lmdq:>: -::t Tt:'l11d!e 

beauty and sexuallty, while they slmultaneously expand the 

the Ilmlts of thlS acceotabllltv bv acnlevlng a certal~ de-

CJree ot fl.nancl.al lndeoendence and soclal notorl.etv. 0ur:.nq 

the pleasures and powers ot maklng the.lr own money thruugh 

the.lr work as strlp dancers (espec.lally durlng per.lods of na­
~t 

t.lor.al economlC depresslonl. 

• 
" 1< a te, a twenty-slx vear oid woman who has already 

made a gOOd deal of money by strlp danc~ng for th& past s~x 
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the b.st thin; about strip dancing is the 
money. 1 mean i t'. better than being a sec­
retary. Look, Z'm making a clean income, and 
in a year or two 1 plan on .tarting a busi­
ness with the money that l've saved from dan­
cing. 32 

Her co-worker " Jamie .. also confesses that .he is in the 

business of ent~rtalning men through strip dancin;, in order 
33 

to gain large amounts of money in a short hme. The usually 

limited timespan and temporary-job status of many strip dan-

cers such as 01 Kate" and" Jamie Il does not facilitate the 

establishment or organizatlon of dancer unlons, esp.cially 

in the face of strong-arm club management practices that are 

aimed at the isolation of strip dancers as competing indivi-

duals, rather than as ailled member$ of a cooperative labour 
34 

force. 

Even if strip dancers are rarely organized in labour 

unions, they are united through their inclusion in a margin-

all.zed subcul ture that places a hl.gh value on keeping a liense 
35 

of solidarity and separateness from the rest of society. 

Dancers spend many hours together l.n the dressing rooms and 

other areas of clubs and theatres; consequently, strip dancing 

affords these women the opportunlty to interact with each 

other on a regular and sustained basis. Some dancers even ap-

preciate this time spent with their colleagues as the most 

gratifying part of their day. During periods of field obser-

vation 1 often noticed many a dancer paying more attention to 

the other dancers ln the club than to male audience m.mbers 
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while p.rforminQ -- in arder ta show aff new mavements ar to 

communicate a .en.e of fun and pride in the dance to her 

subcultural sarority members. 

Same strip dancers a150 truly enjoy the cCillp.ny of men 

in the strip club, and they believe in providing a legitimate 

and glamorous form of theatrical entertainment and/or a neces-

sary social service of counseling and sex education for their 
36 

audiences. " Sherry " concedes that there is .. sizable 

percentage of intentional " acting Il involved in her relations 

with the male custamers, but she also attempts a different 

kind of intimacy with some of the men: 

Of course we act friendly ta the guys, but 
there are alsa some regulars that l've grown 
to be really good friends with. l have .. 
genuinely good time with the regular cus­
tomers here, it's not always artificial. 37 

There are also woman who arouse more than suspicion in them-

selves by performing naked in front of men -- i.e. those dan-

cers who are sexual exhibitionists. But this may not be so 

easily generalized to the whole population of strip dancers; 

nor. by virtue of this same argument, can aIl men who watch 

strip dancing be classified as sexual voyeurs. 

5. Sen.it1ve M.mber. 

Assertions that millions of different men have sat in the 

venues of strip dance performances during the past century be-

cause they are voyeurs related through a common m .. le gaze that 
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in mast Acad.mic studi •• and journalistic articles they Ar. 

given ev.n less of a chance ta pr.s.nt their own view. of the 

situation than the already quite silenced dancers. 

Most male audience members wham 1 interviewed admit t~at 

they Ar. physically stimulated by looking at naked strip dan-

cers, who represent a different form of f.mininity than th.y 

experi.nce in their daily liv.s. It is thi ... differ.nc ... 

which provides a thrill for sorne of these mvn, nat simply the 

fact that they are 5e.ing a naked figure. The strip dancer's 
1 

nude body is not their spouses' or girlfriend.' bodies -- it 

is an alien living bOdy that they would not narmally be able 

to view outside the confines of a strip club or theatre. A. 1 

argued in the second section, lt is this construction of per-

formers as ever more exotic and forbldden women which spurred 

on the development of practices of strip dancing, from the 

static f.male objets d'art of nineteenth-century tAbl.aux to 

the nin.t •• n year-olrt table dancers of the present. And what 

of th. futur.? 

On. day dur in; the cour.e of writing thi. dissertation 1 

d.cid.d to tAk. a break from the wide world of strip by Atten-

( ding a local scr •• ning of the 1988 science-fiction film: 

.. Alien Nation. Il Th. basic narrative of thi. film concern. a 
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earth men that had finally found the perfect model of an exo-

tic femininity that wa. truly out of this world -- a non-human 

alien. 

Vou do not have ta rely on historical Arguments or Hol-

lywood scenarios .lone ta arrive .t this conclusion. " Kurt, Il 

a re.lly down-to-earth regular customer at .. Club )( " .grees 

that watching .trip d.ncers i5: 

a viscer.l pleasure. There is som.thing ter­
ribly eMciting about seeing a n.k.d wom.n •••• 
stranger disassociated from my.elf, unknown. 
It is a forbidden pleasure. 1 like ta 5 •• 

every dancer in the club. l'm always waiting 
ta s.e the ne~t unknown woman. But once l've 
seen ail the dancer. l'Il le.ve. But lt'S lm­
port.nt to stay for all of them. When 1 s.e 
a film 1 like ta see the credits, it's liKe 
the same thing Mere. 38 

.. Steve, " a happily married young man who frequents strip 

clubs very infr.quently, also states that he sometimes needs: 

ta .ee women 1 don't know who are naked. It 
frustr.tes me cause 1 know 1 c.n't fuck them, 
but 1 like this tension and get a se~ual 
thrill while preserving my marriage. 39 

Alt~ough for some married and single men such tension can 
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of ignorant men who are eheated out of Il real Il Incperienee. of 

se)C. As Il Timothy, Il an avid strip dance affieianado a •• erts: 

These owners know that th.re's a p~imeval urge 
far men ta want ta pay money for watered-down 
drinks ta watch naked wr~en. If th.y want to 
eonstruct a mechanism wn.re they serve drinks 
on the backs of men's libidos, that's fine. 40 

In the aQe of A.I.D.S., strip dancing offers a readi1y 

da •• not involve physiea1 consummation and contact betw.en 
41 

the 5e)(es. And acceS5 to such p1easures is not restricted 

by the conventional barriers of physica1 app.arance and/or 

socio-economic status which can regulate entry to more tra-

ditional se)Cual re1ationships in society. If a man has .nough 

cash on hand to pay for entrance fees, service tips and a 

drink or two no matter who he is, where he comes from, what 

he doe. far a living, or how much money he makes in a year, he 
42 

will r.~ely be turned away fram the halls of strip dance. 

Once inside a strip club, a man can do more than jU5t 

take long and hard looks .t the dance performance •• He may 

immediately assuage feelings of lone1ines5 by simply ente~ing 

into the company of other lik. men who are being entertained 

by pretty women. A comman stereotype of strip dance audiences 

portrays them as an uproarious bunch of loud, macho and ob-
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nOK10US eKperts of male-bonding behavior. Str1p club d1SC-

jockeys often try to motivate such reActions from letharg1c 

and unrespons1ve audiences, but in many months of observation 

at a var1ety of str1p bars, 1 found such Il tYP1cal Il male be-

havior to be the exceptlon and net the rule. In facto recent 

stud1es have demonstrated that 1t lS female audlences of male 

str1P dancing who, iron1cally, tend to act accord1nq to the 
43 

supposedly Il male Il patterns of rowdlness. 

Nevertheless. when a man enters a strlp bar he lS st1ll 

enqaglng in wMat lS oepularlv cons1dered ta be wlthln the 

prOVlnce of decldedlv " male" cultural practl::es of pa'y~ng 

tor women to serve h1fl\. He mav te constantlv rem1floeo ot tn ... s 

role. he wlll be expected to pay for drlnks. t1pS -- and even 

tOI'" the prlv1lege of convers1ng w1th the dancers under the 

gUlse of expected gentlemanlv or stud-l1~e behavlor durlna 

" normal " r-ltuals of cOUr-tSh1P. But thlS cammur,u.:at.l.on be-

tween dancers and str1P bar custcmers lS no mere adJunct ta 

an all-encompass1nq pleasure of gazlng at women; racher. tnls 

aCC1Ve 1nter-caur~e mav be the most e~Jov~ble cart ot 3n ~UU1-

ence member- s "lSlt te the str-1P club. As " Ray" dSS8r-tS: 

The most fulf1l11nq th1ng about 1t lS qettlng 
phys1callv close wlth the dancers after thev 
f1n15h danclng and wd1t tables. It'5 more 1n­
tlmate. It 5 llke when she s Just talklng to 
me and no one else. whereas when she's on the 
stage she'5 performing for everybody. 44 

Such lnt1mate conversatlon5 w1th the~e osten51bly beautlful 

and my~ter1ous women 1n the flesh can be very sexually st1mu-

1 a t1ng ::'0 men such as Il Ray, Il who may not have the oppor-
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tunity (due to their partlcipation in a monogamous rela-

tionship, terminal halitosis, homeliness, and shyness -- or 

because of any number of other possible reasons) to talk with 

unknown women outside the context of a strip club. 

Sorne sensitive members possess a critical appreciation of 

the various styles and techniques of strip dancing, and they 

enjoy commenting on individual performances as connoisseurs of 

carnal choreographies. " Jim, " for instance, first went to 

strip theatres durlng his youth to collect masturbatory fan-

tasies by looking at women who danced what he calls: " the 
45 

old va-va-voom. Il Now ln his early forties, " Jlm " faveurs 

women who care about strip dancing as a respectable form of 
46 

theatrical entertainment and who work on innovative routines. 

1 t 1. sn . t that important to " J im Il whether a particular dancer 

is beautiful or net, but she must" know how to move 1.n a sexy 
47 

way " in order to earn his appreciation. His friend " Lar-

ry, " on the other hand, disda1.ns such ae5thetic pretensions, 

and he is a regular patron of strip clubs str1.ctly because 
48 

of " the cheap booze ana the babes. " He flnds that: 

Strip danc1.ng gets to be boring to watch fair­
ly quickly. It becomes very mechanical. l mean 
once they take off all their clethes the mys­
tery and anticipation is gone. But then again, 
1 like to drink and look at tits. 49 

6. DbJtctl Qi ~ ~ 

The sense of personal empowerment that dancers can ex-
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in a power vacuum. The varied acts of dancing, talking and 

watching are nct just directed towards the self but they are 

carried out through interaction with other. in the bawdy pol-

itics of the strip club or theatre. Owners and managers pro-

vide the resources and set the prelimary ground rules for the 

basic operation of these establishments, but the day-to-day 

battles and negotiations of pleasure and power are most 

visibly staged between the female dancers and their male cus-

tomers. And there ~s no clear gender winner here. 

According to one perspective, strip dancers may be vi.wed 

as the wielders of power over men rather than as the victims 
SO 

of male power. They are responsible for the sexual arousal 
51 

of men while safely immune from physical assdult. They move 

energetically around the club or theatre while men sit and pay 
S2 

attention to their performances. Accord~ng to Casey Fanni 

Tutti, a British avante-garde mus~cian and part-time stripp.~: 

Stripping has always been against men. It's 
just that a certain area of women have chosen 
to think that it isn't, and it's dlways done 
that. " Strl.ptease, Il if vou analyse the word, 
is a tea.e; and the one who's teasing is the 
woman. The ma~ is the poor little thing that's 
watching and he can't have it, vou know. It's 
a nasty thing, really it's a horrible thing: 
deme.nin~ ta men, because ultimately she's got 
the power, and this is it. If she gO&s home 
then there's no strip, and that's what he's 
come for. ~3 
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A d.ncer then, owns (or subcantracts ta .trip club 

owner.) the b.sic commadity (hvr body) and products that men 

want to buy: a peak at her artistic/sleazy body and a sliQht 

tauch of thigh when they put a tip in her garter. Same dancers 

utilize this assumed political awareness far humiliating, 

tea.ing and tormenting their suppasedly frustrated audiences. 

" Jamie, " for instance, likes ta regularly " make fun of the 

QUYs by paur"l.ng drlnks on them, insult~ng them and other 
54 

stupid stuff. Il 
Il Kate, " unlike her fello'" dancer at 

" Club X, " will only resort ta such actions when the guys 

don't tip her enough, because lt 1S Just in those situations 

when she feels really naked: " it's like they're only staring 
55 

at me like a piece of meat. " 

There lS no grand theory which strip dancers use ta ex-
56 

pla1n why men are interested in watching their performances. 

Men may be called " fun friends, " " nice guys, Il .. lonely 

weirdos, " Il low-down creeps, Il and Il piss-drunk perverts, " 

but most audience members are slmply obJectified as the gene-

rie, non-deseript bearers of eash who must be persuaded into 

paying for stimulation by the artifices of erotie performances 

accamplished bath on-stage and off. 

Perhaps this is why many men feel that " you can't really 

communicate with the str1p dancers, Il or that " the only rea-

son strippers talk ta you is because they want you ta buy 
57 

dr inks. " ln a sense this Is partially accurate. Strip bars 
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deed develop, most strip dancers will not end up dAting or 

having s.~ with these customers. Whil. their smil •• may b. 

nAtural or made-up, and their conversations fr •• -flowing or 

fore.d, these dancers are stlll requlred to entertain men 

through a limited on-the-job lntimaey no matter what. Whether 

or not they genuinely like a particular eus tomer , dancers usu-

ally conform to a mandatory cordiality which facilitate. the 

production of protlts for club owners (and it also ensure. 

healthy wages and tips for themselves). 

Some men contend that because the dancers are involved 

in this line of work, audience members hold the tru. reins of 

power in the strlp club. Il Kurt, Il for e)Cample insists that: 

The audience is in control, not the dancers. 
They're dancing for us, right? And most of 
us make a living in a less debasing way than 
dancing in dives. It's my impression that 
these women are unskilled. se 

Thare is a ccmmonly held preconcepticn that If there must be 

something wrong Il with the women who strip dance, or else they 

would not b. Il stuck If in the ~rofession. This Il something 

wrong Il ha5 been variously defined as signs of laziness, moral 

terpitude, and se)Cual perversion -- and is crowned by an as-

sumed oeneral ignorance that accompanies the strip dancer's 

objecti1ication as a wickedly attractive and sleazy wcman. 
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As " Steve " holds to be true: 

r"m sure not aIl o~ the dancers are drug ad­
dicts and hookers. but they're not polymer 
eng~neers bv any stretch of the ~maginatlon. 
These girls are never really that pretty. 
They tend to accentuate what r conslder to 
be a Il low-c lass " look. 59 

Other men are oothered less bv any alleoed Il low-class Il nudl-

tv that strlp dancers expose than by the fact that strlPcers 

may work ln enVlronments where thev are exposed to tne " seamy 

unoerbellv " of soclety. It is then a man s Job. as patron and 

protector of femlnlnltv ta resuce such fallen women from thelr 

shadv Ilfestvle: " ~urt. Il for e:.a".,pl:>. contes:;e..,: 

There s somet tllng ln me as ~ 1'I"~1:: tÎlat ma~es 
me wan t ta save the ::::dncer-s Il vèS. pu 1.1 t r1el', 

out of the S' '~ club. l mpt one str-l00er ln 
New Orleans ... n 1 WèS .ln the servlce, ana 1 
thought ln one meeting that she was a real hu­
man beinq. 1 wanted to save her Ilte. It was 
a pflmal gender thlng ln me. But now 1 r-eallze 
that she saw me as a fool. Just another puritan­
lealshmucl<. 60 

Ther-e are also those audlence members who see st~l~ dan-

cers in a more positlve and uollfting vein as great enter-

talners who provlde a " valuable ser-vlce " to manklnl1 •. ...:1" 

course even men whO subscrlbe te ~hlS ~lew. such as j lm. 

the strlp dance connOlsseur. aiso belleve that " l'Jhlie there "'" 

really nothlnq wrong wlth strip danclng. 1 wouldn t want my 
61 

daughter, mother. slster or wlfe to do lt. Thus even the 

most artlstlcally and physlcally glfted strlp dancer may be 

talnted by thlnly velled charges of an endemlC sleazlnesss 
62 

attached to her craft. 
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And th •••• am. male cri tics tend to hold an .1iti.t posi-

tion on Nho i. qualified to appraciat. the arts of strip dan-

their falloN citizans of sin, who are depicted .s " lonaly 

suckers " and a. " hard-up ;uys who never had raal relation-

5hips with women so they are forced to look at the naked 
63 

bodies of strippers. " 

From the 1840s until the present, the cultural practices 

of strip dancing have been geared towards th. production of 

workin; women a$ the abjects of an artistic and sleazy seMU-

ality that are placed on view for the service of men, who do 

not readily object to paying money and time in ordar to con-

5ume thesa images. However, both strip dancers and their audi-

ences may experien~p a sense of personal empowerment as wall 

as feelings of control over others in their activities at the 

strip bar. Dancers consider their customers ta be e~sy marks, 

friends, jerkS, lasers, niee guys, and weirdos; audience mem-

bers view thêse women as beaut~es, b~mbos, cheap dolls, enter-

tainers, ;lamorous mOdels, and as prostitutes in ail but 
64 

name. 

Consequently, the ultimate commodi~ies that eirculate in 

strip dance circuits may not nacessarily be liquor or women 

but, rather, they may consist of thesa specific meehanist1c 

objectifications of human beings as the buyers and sellers of 

commereialized seKuality and gend.r di5play. Even 50, audience 
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members and performers are not the mindles. marionettes of the 

common markets of strip; inste.d of relying on unitary theo­

rie. of the gaze, scholars m.y thus develop compleH and spe­

cifie interpretations which t.ke into account the socio-his­

torical and institutional conteHts of the activities of strip­

per. and their fans. For perhaps the greatest pleasure and 

power shared by ail citizens of this re.lm of revealed flesh 

and fantasy may be found in their active production of and 

resistance to -- these objectifications, whereby cultural 

practices are formed and transformed through the bumps and 

grinds of everyday life. 
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_CTlaN l'IV.. CClNCLU8ICIN - IOlE..,.,. CIl' CUL TUM 

1 once taok McLuhAn to A Topless Lurtch in SAn FrAncisco ••• 
When men walk into A restAurant And find a dazen girls wAlking 
.round in nothin~ but flesh-colored cAche-seMes and hi;h 
heels, they just don' t knaw wh." to SAy ••• Ev.ryan. wa • 
• truck dumb; .veryan. thAt is ta ~.y, aMcept McLuhAn. In.ide 
af thl.rty seconds, McLuhan had similly absorb.d th. whol. 
sc.ne ••• Il Weil! " he said. Il Very in terestin;! Il 

.. They' re wear ing us. " 
1 

Tom Wolf. 

1. Cyl turf Ihack 

Thare are ~ relations between culture And strip dAncing. 

Before you start chee king the previous sections of this dis-

sertation to make sure that you didn't miss Any rambling dis-

cussion or obscure footnote that leads to the som.what sur-

prising conclusion, let me e~plain that strip dancing ~ al-

ready a form of culture, so there are na separate entitie. of 

Il culture Il and" strip dancing" that are Il related .. by Any 

mediating factors. The term Il strl.p dancing Il represents a 

range of cultural practlces of bodlly mavement that are pro-

duced in distinct historical societles and positioned in the 

~p.ce af other economl.C, l.deological and pOll.tlcal activities. 

St~ip dancing incorporates cultural definitions of se~, cam-

merce, pleasure and power every step af the way; thus, in a 

very real sense, strips of culture are revealed through these 

mav.m." ts. 
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Ar. in constant movement, and we Ar. Actuallv lookin; at many 

IV changing over varied times and spaces. Strip dancing may 

d •• cribe contradictory practices which are used ta empower and 

e~ploit, honour and humiliate men and women according to the 

particular circumstances under study. 

Perhaps one reason for the stigma attached to strip dan-

cing is that these consp~cuous movements do reveal sa much 

about our culture in such an eye-catch!ng manner. Strip dan-

cing blatantly blurs d~stlnctions between what are usually 

considered to be prlvate and public practices of se~uality, 

commerce, pleasure and power. And the movement~ of strip dan-

cing are variations on a theme of the public displav of os-

tensibly private body parts. 

Strip dancing is not denigrated Just because of supposed 

invasions of the personal privacy of the female dancers; 

rath.r, women's bodies have been obJectified as the personal 

property of men ta be safely kept and hidden in the bedroom, 

and thus revelatians of frontal female nudity outslde of these 

domestic settings are an affront because they place these tra-
2 

ditianal gender relations in creative flu~. But this tension 

between private and public se~ual objectifications of women is 

precisely what has kept strip danc~ng a viable commercial en-

terprise for the past century and a half, even when other 
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play of female sexuality was institutionalized in the indus-

tries of advertising and show bUSlness in North America at 
:s 

the turn of the century. Over the years, particul.r com-

mercial sites such as burlesque theatres may have fallen by 

the •• ayside, but the practices of strlp dancing evolved from 

cooch d.~~ing to couch dancing by successfully subsuming the 

continually varied output of new representations of women un-

der the well-worn framework of an artistic and sleazy fem.le 

sexuality that is displayed in three-dlmensiona 1 and livlng 

coleur. 

Strip dancers are not the only social acters who bank on 

external body display. On the contrary, U. S. consumers an-

n~ally spend an estlmated fifty billion dollars on such body 

beautification products and serVlces as " diets, cosmetics, 
4 

plastie surgery, health clubs and gadgets. Il And models and 

performers throughout the many lndustr.les of Il show business Il 

are nn less dependent on the seductive appeal of their well-

formed bodies than strip dancers. But strlppers are stigma-

tized a~ ~rtistic and sleazy objects of display bec.us. they 

may so obviously, openly and professinnally take pleasure and 

power in sollin9 images of their own sexuality (even wh.n it 
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Male sexuality is also constituted in eommerçial fashion 

as an impersonal, sleazy and ultimately harmless consumer need 

that may ba temporarily met ~n the visual realm of strip. By 

going to a strip club, a man can fulfill libwral pronounce-

ments of fre.ly and publieally participating in seKual ac-

tivlties, while also adhering to strict cons.rvative prohibi-

tions against consummating sexual relatlons outside of the 
5 

home. Sneaking peek~ at the naked bodies of strange women is 

oecasionally perceived ta be a naughty and wicked activity, 

but, at the same time, th~s stigma is usually caneelled by 

the notion that the vlewing of naked women is a true male be-

haviour Il real men Il may not eat qu~che, but they' re not 

ashamed of enjoYlng female strip dancers once in a blue moon, 

goes thlS logic. 

As 1 have argued, strip dancing ~ be great fun for both 

its mal. audienc •• and female performers. The sultans of strip 

have profited on its one thousand and one joys, but there are 

rarely such things as Il innocent pleasures. " Strip dancing 

ean also be a very 10nely and pathetic form of entertainment 

WhlCh perpetuates the exploitation and mechanistie objectifi-

catlon of men and women. 1 do not advocate a tota1ly cynical 

model of the pleasures and powers of strip dance, but neither 

do 1 argue that it i5 a Il shrine Il ta an emancipatory form of 
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For prActic •• of strip dAncing may help to 

legitimAte and/or to subvert particulAr sociAl relAtions of 

.exuAlity, commerce, pleasure and power -- And one cannat make 

definitive a priori evaluatlons of cultural practices that mAy 

be complex, contradictory and socio-historicAI in nature. 

2. DRing ~ Cp •• N.ty,.Ally 

As 1 have previously argued ln this dissertation, the 

cultural practitioners of strlp (lncluding dancers and their 

audiences) may treat each other as sex obJects and money 

machInes. Critical theorists of dance, embodiment and subjec-

tiVlty may forward mechanistic objectlficatlons of human 

beings in their analyses. But these varied acts of objecitifi-

cation are part of the fundamental human processes by which we 

produce our ever changing cultures, social relations and his-
7 

torIes. My dpologies to Martln Buber and his Ideallst con-

ceptions of a community engaged in .. 1 Thou" dialogues, but 

in our real m.terial world we may contest the content of spe-

cific socio-historlcal obJectlfications (such as the constitu-

tlon of women as the artlstlc and sleazy performers on spec-

taeûl.r display for male consumers), but not the b.sic f.ct 
8 

that human belngs objectif y each other. As Wendy Chapkis 

conter.ds: 

There is something Impossibly earnest about the 
dem.nd that we feel sexual .ttraction only in a 
non-objectified, ungendered fashion. It m.y in 
f.ct be impossible not to objectif y an attrac­
tive str.nger. Until one le.rns enough ta fill 
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in the blAnks, the AttrAction can't help but b. 
built on the imAQ. s/h. chaoses ta proj.ct And 
th. fantAsy WhlCh th. observer then ereAt ••• 9 

detailed on An everyday And historical basi. thraugh cancrete 

culturAl prActic.s sueh as strip dancinQ. Strip dAncers And 

their Audiences may aceept or reject particular mechanistic 

abjeetificatians -- but they must first recognize and then 

Act ta change them accordlng ta their own partieular agendas. 

Feminist crltics of strip dancing shauld not seek ta impose 

their awn definitlons of the situation At the expense of the 

pArticipants; we have seen hOH patriarchal assumptions on a 

supposed female inferiority and passivity are inadvertantly 

incorporated into their anAlyses of strip dancing. Their de-

Slre to Il SAve Il these Il unfortunate " sisters in the se>e 

trAde industry smacks of a reactionary ignorance of the varied 

pleas~res and powers that Homen such as strip dancers may 

e>eperience. 

These feminists may help strippers by granting them the 

di;nified possibility thAt they may not require Any assistance 

from persons not belonging to their subculture; and then by 

joining them (if aSked) ta change the daily worklng conditions 

of strlp, in projects such as: orgAnizing dAncers lnto effec-

tive trAde unions ta press their employment demands; mAking 

sure thAt bArs, clubs and th.atr •• posses5 proper heating, 

lighting And sound systems -- And that these establishments 

meet health codes; and even becoming the m.nAgers and owners 
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radically alter sexual obJectlflcatlons of women rlght at the 

hot spots where they are 50 visibly staged ln our culture. 

3. S'aht. Un ••• n 

ThlS partlcular studv represents a creatlve attempt at 

teaslng out and then publlcally dlsplavlng some personal and 

polemlcal Vlews on the manner of crltlcal theory and methodo­

logv that 1 would ll~e to develop for the analvSl~ of çulturdl 

slveness here: lnsteac. 1 rave chosen 1:.0 lnteq"-:i~e tne QTter 

separated tools of cultural hlstorv. etrmogr-aphl.c observatl.Cil 

and theor-etlcal erltlque ln a small-scale str-lp-searCh of 

seleeted angles of the academlcallv neolected and soclallv 

mar-ql.nallZed form ot dance ~nown ~s strlP. Suen ~ bdWGy toay 

of work may then serve as the basl.s for more complete and 

svstematlc cultural hlStOr-1E'S. ethnoqraphlE'S and crlt~cai 

theorles ln the future. 

lndeed. more extenslve ethnographie, hlstorlcal and thea­

r-etlcal work 1S needed here for rlcher reeonstruetlons of the 

cultural practlees of strlp. Future cross-cultural studles 

may compar~ the devp.lopment of str-1P ln Nor-th Amer1ca wlth lts 

rlse ln Western Europe. and then sltuate both tradltlons wlth­

ln -the exe l tlng hlstory of erotlc dane lng throughou t the rest 

of the world. Ethnographic research may be expanded beyond the 
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border. of Il Club X " and conducted in a wide range of sites 

of .trip in arder to obtain more exhAustive descriptions of 

the similarities and variations of cultural prActice. 

From the Frankfurt School ta the Birmingham Centre, cul-

tural theorist. have analysed forms of literature, music, film 

and television, but except far short descriptive passages hid-

den away in the recesses of larger tracts on styles of popular 

music, there is very little crit1cal theory of dance as cul-
10 

tura 1 prac tice. However, there have been many non-Marxian 

studies of dance since the last century; but their collection 

and incorporation into a corpus of Il classic " theoretical 
11 

works on dance has only been recently accomplished. In 

fact, the major thrust of ar.ademic work on dance since the 

1960s has ma1nly focused on the construction and consolidation 
12 

of " Dance Il as a separate university discipl1ne. Critical 

theorists do not necessarily have to leap, Sk1P and jump on 

this new academic bandwagon; nonetheless, the consideration of 

dance as theoratical object and cultural practice may prove 

to be very relevant for students of communication and culture. 

The zone of conceptual confusion common ta many anthro-

pological, historical, philosophical and sociological studies 

of dance 1S their treatment of communication, languaae and 

meaning. Theories of dance are profoundly logocentr1c - move-

ment in dance 15 reduced to a language which is either similar 
13 

or identical to verbal language. In the most rudimentary 
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ta bath danc.r ~nd saci@ty -- and reside. solely in the g.n-

m.y assert the supposed " fact Il that d.nce is • mode or means 

of communication -- but this does not me~n that the terms 

Il communication" and" dance" need no further .)(pl1.cat1.on. 

The model of communication used in most theories of dance 

tends to be that of the stimulus-response or d1.rect-effects 

var1.ety, wherein the language of dance or the body of the 

dancer serves as the medium for a mean1ng-message b.tween an 
14 

unidentified sender and an equally unidentified receiver. 

This abstract model of communicat10n -- bleached of social and 

historical development, determinatlon and effectivity --
15 

underlies many theories of dance. 

1 have attempted to substitute such logocentic and 

mechanist1c views w1th a new cr1tical perspective that places 

dance within the domain of ethnography, history, and theory. 

If, as 1 have argued throughout thlS d1.sSertat10n, the move-

ments of strip dancing are so imbrlcated in socio-historieal 

movements of se)(uality, commerce, pleasure and power, then 

why couldn't the less socially st1.gmatized movements of 

ballet, modern dance or break-dancing for that matter, be 

examined through a s1mllar approach, espec1ally since there 

is a great deal of archivai documentation on these ether more 
t 

Il acceptable" non-verbal practices that could facl.litate such 

research? Moreover, perhaps these future analyses may preve 
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that p~actlces ot strle danClng have much ~n ~ommon wlth these 

other forms of dance and W~ th other ae t1Vl tles of publlC body ... 
d~splay and movement lncludlng those of theatrlcal oerfo~mance 

and soo~ts. fo~ e'<amole. 

Tneor-y . has lts O~lClns ln a Greel<" Ii'Jor-d meanl:lq: a 
16 

Slqht .. or " spectacle. C~ltlcal theo~lsts ot cultu~e 

can oeqln to develoD non-mechanlstlc V1ews ot emOoOlment and 

SUb)E.'ctlVltv 0'1 attemotlng r-econstructl.ons of eve~vda'l pr-aç-

tl.ces that ar-e rl':::]ht ln f~':ln~ ot' thel~ e'les. Rat'1er- tha:l 

laqlcal and other thear-v ~efc~e anal/sls even beqlns. ~r-ltl~a. 

scholar-s mav onl\! be able ta eventuall'l ar-r-~ve at tnese ·,co .... e 

qeneral macro-thec~lec; of ru:tu~e thr-ouah speclfle mlcr-::l-

- , , 
:: - .. 

,ar led cul tur-a 1 pr3C tlces. Ol..lt we ca"'" proct..Jce CU:::'':::'''lZeG . 02-

explanatcry value than others. Accot'"dlnqly. the lntegrated n:'-

searcn deslgn of t!llS dlsser-tatlon oer-mlts the r-esear-cher- te 

conduct explor-atorv r-econstructlons of such stlgmatl.zed non-

veroal practl.ces as strlp dancl.no. and t.o :Sl.tuate non-

mechanl.stlc notlons of communlcatlon. cultur-e and dance Wltnln 

detalled lnvestlgatlons that emphasl.ze the camplexl.ty and spe-

ciflcl.ty of these actlvl.ties of ~veryday life. ThlS lS made 
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o possibl. b.e.us •• nalysis is aimed at 2e!h th. historie.l 

d.v.lopm.nt of sueh practiee. And at th. contemporAry inter­

pretatians of the social aetors who produc. them throuQh the 

bAwdy poli tics of culture. 
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APPENDIXI EXCURSUS ON ETHNOGRAPHIC RE SE ARCH 

1. 

Accard1.nq ta Steoher"l A. Tvler, post-modern " ethno-

qraph1.es ar-e paet.l.c and r.l.tual perfor,nances. or-: 

fragments ot d.l.scourse In~ended ta evo~e ln 
the mlnds of bath reader and wrlter an emer-­
gent fantasy of a oosslble world of COf'lmon­
sense r-eallty. 1 

James ClIfford also enV1Slons ethnoor-aphv l.n ter-ms of d 

.. cultural ooetlcs where cultures dr-e " no longer ore-

':lgur-ea vlsuallv as OD]ects. theater-s. te"-:s " b'~t al~e 

and" expr-ess1.ve speech. 

The WOr", of Cllttord and Tvler on post-modern ethna-

or3pt-,v r-eor-esents the emeroe'1ce ot a ll.terôr-v COïtSClou=neS5 

by NOr th Amer ican sc hol ars wi thl.l1 the dlSC.l. P 11.narv doma J.n of 
< -, 

antrrapologv. As l arque ln the flrs,:: sectlon of ':hL5 dJ.::;-

sertatlon. fl'1d +:he bl'-Irr-lf"1q of the bO\Ir"clarles oetweeî 

:.l.t-::?rar, analvsls 3.nd cultural C!'"ltlCl.Sm:o be ver 1 pr::J'J~-=t11-

a tl.C. l thus do no t assoc iate Or SI tua te my own WOrk, W.l. thln 

the contemporary genre of oost-mode!'"n ethnogr-aohy .l.n the 

f.l.eld of anthropology. 

Instead. 1 have chosen ta develop an or1.gl.nal theoretlcal 

and practlcal r-ationale fOr conducting ethnograph.l.c r-esear-ch 
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that is directly related to the subject of the d~ssertat~on. 

That ~s, following Anthony Giddens, 1 am concerned w~th the 

Il practlcal consciousness Il of Il knowledqeable agents " who 

learn suc h know 1 edgeabi l ~ ty ~n the Il rou t~nes of day- to-day 

social llfe. Il that 15. the questlon of how actors reach 

lnterpretatlons of actlon becomes central to cultural and 
4 

SOCla 1 ana l '1S1S. Such a perSDectl~e was who!lv 19noree ln 

the pr-evlous soclologlcal fIeld Studl2S or str-lp. l thus con-

cluded that a pr-ellmlnar-v task of ethnogr-aphlc wor-k on str1p 

was the collectlon of baSIC lnformat..l.on on the lnte,-pret.::.tlons 

ot str-l::l bv some of the major- partl.C1oants ln the subculture 

dancers. audlence members. manaqers. owners. 

Consequently. 1 attempted such a pr-oJect by lnformally 

1nter-Vlewlng aver for-tv subcultural members durlnq a SlA-

month per.l':ld ot resear-ch ln 1988 at a str-10 C1UD l.r a maJo .... 

North AiTIEt'".lCan metropol.ls. Sucn ln.lt1di ettmùçp'-apn1c 'A/or' l'Jd:i 

ln ter-q rated W1 th methods Cl f cu'l tu r-a 1 hl c;:; tory an'J the·.:; r-e t-

lcal crlt.lque ln order- to pr-oduce thlS exploratorv d1ssE~ta-

ethnograoh.lc research .ln thlS area. Women who attenD fem~le 

s~r1p shows could be lntervlewed, People who have never at-

tended str-.lP dance per-for-mances could be 1nter-~lewed on thelr 

lnter-pretat10ns ot Str-1p. Dancers tr-om a hundr-ed clubs ln an 

equal amount of countr-les could be .lnter-vlewed. Work may c~n-

ter on the lnter-r-elatlonshlps of dancers and customer-s. dan-

cer-s and dancer-s. customer-s and customers. Ther-e 1S a ple-
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thora of ethnographlc research possibilities here. 

Desplte many theoretlcal and cractical dlfferences 

between post-modern ethnographlc work and my own, there may 

be certaln lnterest1ng slmllarltles. Flrst. 1 have been falrlv 

expl1cit ln dlscuss1ng the fragmentary 3nd 11mlted scope of my 

etnnographlc research -- ln the 1ntroductorv and conclud1nq 

sectlons of th1S d1ssertat10n. and now ln thlS appendlX. 

Second. 1 have trled to develop a dlaloglcal tone ln thlS 

work: as 1 argue ln " Sec tlon One: Movemen ts of Theorv and 

Pract1ce: 

have made a serlOuS attemot at lett.l.nq tne 
dltferent soclal actors lnvolveq ln the pro­
ductlon and consumpt10n of strlp who were 19-
nored ln the preVlOUS fleld stud1es .•. soeak 
for themselves about thelr own crar.tlces. 5 

However, lt stlll mav be arqued that thlS dlssertatlon 

pr1vlleges VlSlon as a mode ot analvsls and e~tends ~he ~p-

studv of the spectacular torms of cultural pract1c~ such as 

strlp danClnq. Th1S crltlClsm mav be valld lf one assumes. 

tollowlnq James Cllftord. tor G'~,amDle. tnat tne scr:H H- carl 

escape or transcend thlS dom1nant vlsual paradlgm and orodüce 

an alternatlve cultural Doetlr:s of speech. However. the post-

modern ethncgraphers have net even ad~quately de~crlbed and 

deflned thlS supposed v1sual paradlgm and 1 am lncllned to 

assume that such notlons seem to generallze mechanlstlc theo-

r1es of the" gaze" from the subJectlve to the cultural 

realm. 
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If my speculations are ~ndeed ~ired in a visual prlson­

house of language, then sobelt. In order to reconstruct strl.p 

dance as cultural practl.ce rather than as mechanistic obJect 

of 1 ogocen tr ic ana l VS1S. 1 have made a concerted ef for t to 

place my own dlscourse wlthln the dlscourse of strlp dance. 

Instead of assumlng an lmperlOUS rhetorlC wLth clalms to 

sClentlflclty and transcendence, the language 1 use lS 

playful, pun-fliled. and hapefully pleasurable for bath wrlter 

and reader, mlrrorlnq the Dl~~surable possl.bl.lltles of strlp. 

1 fDCUS my gaze on the cultural hlstorvof strlP danclng and 

on the varYlnq lnterpr-etatlons ot strlp DY lts practltloner-",. 

l do not Sfl1 t t mv e'l es ta ln Drder- to qenl?ra te a qEner cl l 

theory of pleasure. spectator-shlp. and strLp -- but 1 en­

deavour to provlde speclflC ethnographlc hlstorlcal. ana thea­

retlcal dlScusslon that may facliltate such general under-­

standlng ln the future. 

l have openlv admltted and acknowledged that thlS dlS­

sertatlon lS a creatlve. personal and polemlcal reconstruc­

tIon or str-l.P danclnq. 1 have pOlnted out the lllnltat~.::::l;-,5 

of my research whlle aisa emphaSl.Zlng the lmpor-tance CT 

notlons of comple~l.ty and speciflcitv for the studv of these 

cultural practlces. However. such self-refIect~ve r~velatlons 

do not vltlate the crl.tlcal relevance or lnternal laglC:al 

coherence of the argumen ts con talned herewi th. The reader wlli 

have to declde for her or hlmself lf my partlcular vlsions of 

strlp danc2 are lndeed out of sight. 
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