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Abstract

In this project report | analyse how the practice of Body Mapping impacts the bodily
performances of women classical musicians. The purpose is to study how the
characteristics that define normative gender affect the body and its movement; to
interrogate the body as the site where a patriarchal society constructs gender roles (more
specifically, femininity); and consequently to assess the effects that these may produce in
music performance. Drawing on interviews with six women classical musicians,
autoethnography, and Body Mapping as a method, | created a workbook for women Body
Mapping students. The goal of my research is to look into the possibilities of how the
three fields—music performance, Body Mapping and feminist thought—can connect
together, thus laying the groundwork for possible future research in this area. Even more,
| seek to apply new approaches to music performance and to contribute, at a practical

level, to the development of women classical musicians.
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Chapter 1: Introduction

| started studying music many years ago. | completed an undergraduate degree in
percussion, played in professional orchestras, and finished a Master’s degree in music
performance. Through the years | have had time to question, build and rebuild my
learning process in different ways. A few years ago, I discovered that | could relate music

and movement within my own body and mind, thanks to a method called Body Mapping.

As many musicians do, | spent several hours every day, for more than ten years,
practicing, trying to find perfection: to develop a good technique with the best teachers in
Mexico. However, | separated myself from my body; the body became the medium for
playing—as a machine—and | buried feelings, pleasure, and enjoyment in some deep
place of myself. Early in my studies | had tendonitis, and although that was the trigger to
start thinking about the role of my body in playing music, it took me a decade or more to
recover my body. The professional performance of classical music requires a high level of
technique in any instrument. Body and movement awareness have an important place in
this; and yet, as my own experience demonstrates, bodily fragmentation is surprisingly

common.

My first encounter with Body Mapping was in 2011. Because Body Mapping is
designed for musicians, it allows me to link music and the exploration of my body. This
has significant consequences in the development of musical technique and interpretation.
As soon as | started exploring my body, questions about my education started to arise:

Why did nobody teach me like this before? While | was a trainee, | remember one



afternoon in a Body Mapping session break, | asked a friend “Do you think that we don’t
have full arm motion because we are women? | mean, | have never learnt how to throw
things, you know, like toys to my dogs, or pebbles in a pond.” I think she replied that in
comparison to her brother she had less physical activity. That thought was the first seed
for me to pursue a graduate degree in Gender Studies and break my own boundaries.
After that day my questions kept going in several directions: Why do I cry when I am in
contact with my body? Why is it so difficult to feel the pelvic floor? Why is it so

wonderful to find my eyes in the mirror?

In this project, | am interested in examining how the practice of Body Mapping
impacts bodily performances—in music and life—of women classical musicians. In
particular, I have chosen to investigate Body Mapping from a feminist perspective,
because it allows me to present social issues, such as gender discrimination or abuse of
power, that are rarely discussed within classical music settings. | am interested in the
subjective experience of Body Mapping; that is, to listen to the experiences of women
musicians and my own voice for this project. | want to hear the different stories of
musical training, performances, and Body Mapping discoveries. My purpose is to relate
these stories to social constructions of gender, and to understand if this affects the

perception of ourselves and our music-making.

The foundation for my project is to examine the entangled relationships between
classical music performance, Body Mapping, and feminism. I investigate how the
characteristics that define normative gender affect the lived body and its movement, and

consequently the effects that they may produce in music performance. | am, further,



interested in the potential of Body Mapping to transform gendered bodily movements in
relationship to music performance. In this study, I have focused on women classical
musicians’ stories about classical music performance. My research questions are: What
are the effects of studying Body Mapping for women classical musicians? What is the
potential of Body Mapping to disrupt traditional gender roles in classical music

performance?

To examine these questions, | undertook a mixed methods study. I interviewed six
participants—all women professional classical musicians who have studied Body
Mapping—about their perceptions of gender and, their experiences about their body,
Body Mapping, and musical performances. | was specifically interested in questions such
as if the social construction of femininity affected body movements and musical
performances, how participants perceived the space they inhabit, and how their
perceptions of themselves have changed with Body Mapping. In addition, | engaged a
critical autoethnographic lens, through which I interrogated my own performance
histories and meanings. In particular, | was interested in how social discourses about
femininity have affected my body and its movements and its relation to my playing of
percussion instruments, which is a male-dominated field. This qualitative data—

interviews and autoethnography—forms the basis of my study.

| read this data through the lens of feminist theories of the body. Within a feminist
framework | study the body as the site where a patriarchal society constructs gender roles,
and more specifically, femininity. Echoing ideas put forward by Simone de Beauvoir

(1949/2011), Iris Marion Young (2005) declares that “femininity” is a set of norms and



disciplines that a male-dominated society imposes on female bodies (p. 5). For Bartky
(1990), femininity is an achievement after learning how a woman should behave within
social rules (p. 65). Butler (1988; 1999) considers gender as a performance that people
repeat and reinforce through time and gender norms establish ideals and rules of proper
masculinity and femininity (Butler, 1999, p. xxiii). In this project, | address how these
norms are reflected in women’s experience of their physical bodies (Bartky, 1990;
Beauvoir 1949/2011; Bordo 1993/2003; Young, 2005) and embodiment (Grosz 1994;
Howson, 2005; Waskul & Vannini 2006; Young 2005;). Also, | examine concepts of
spatiality, trying to identify how spaces and movement are gendered (Beauvoir
1949/2011; Grosz 1995; Young 2005). Studying these topics leads me to also examine the
power dynamics and oppression that women face (Bartky, 1990), and | try to identify

these in the performance of classical music.

As a project, my work serves a dual purpose. In addition to producing this project
report, which outlines the methodological and theoretical bases of my work, and offers an
analysis of my data, | have also produced a workbook on gender and performance
designed to be used in conjunction with Body Mapping training. This workbook connects
feminist thought and Body Mapping, and is designed to be used as a tool for women
musicians. More specifically, the purpose of the workbook is to guide readers—in this
case, women musicians—through the process of identifying how their social environment
has affected their bodies, its movement and their music performances. Moreover, it
encourages readers to think about their own experiences with their bodies and music in

reflexive and intimate ways.



My overarching aim, with this research, is to link feminist theory, music
performance and body awareness, through the study of Body Mapping, in order to
contribute to an ongoing dialogue between feminism and music. My research offers a way
to look into the possibilities of how the three fields can connect for further research.
However, my goal is also practical. Through this work, | seek to apply new approaches to
music performance and, in this way, to contribute to the development of women’s skills

in this discipline.

1.1. Body Mapping

Body Mapping is a somatic method developed by William and Barbara Conable.
The term “somatics” comes from a Greek root which translates as “the study of the body”
(Johnson, 2009, p. 12). For Thomas Hanna (1988) “soma” is the “living body” (p. 20).
This is the internalized perception of the body that people have of themselves, which is
different from what external people see as physical bodies (Hanna, 1988, p. 20). Thus
somatic practices help to develop people’s awareness of their internal perception of their
own bodies. For Linden (1994), the practice of somatics involves the interactions between
physical (posture and movement), emotional, and intellectual characteristics, as well as
self-concepts, and cultural values (p. 16). There are many somatic education methods
available to classical musicians. These include Rolfing, Feldenkrais Method, and

Alexander Technique (Alcantara, 1997; Engel, 2008; Nelson & Blades-Zeller, 2002).

B. and W. Conable, in addition to founding Body Mapping, are certified
Alexander Technique instructors. It is thus unsurprising that Body Mapping, as a somatic

approach, is influenced by Alexander Technique. The purpose of the Alexander



Technique is to improve ease and freedom of movement, flexibility and coordination
(Alcantara, 1997; Conable, B. & Conable, W., 1995; Kleinman & Buckoke, 2013). But
while there are similarities, the two approaches are nevertheless different. One of the
differences between Body Mapping and Alexander Technique is that in the latter, the
teacher helps students by guiding their movements with the hands. Hands-on work is not
used in Body Mapping; rather it uses anatomical images and models and asking students
what they perceive in their bodies (Johnson, 2009, p. 2). Body Mapping promotes the
training of the kinesthetic sense: this is, the perception of the movements of our bodies,
the position of our bodies in a space, and the size of our bodies. The kinesthetic sense
allows musicians to shift their attention from “How do I look?” to “How or what do I feel
in my body?” and “How do I perceive myself?”” Body Mapping speaks to musicians’ self-

awareness.

Body Mapping originated during the 1970s when W. Conable, a cello teacher at
the Ohio State University School of Music, discovered that the way that his students
moved was related to their anatomical and physiological perception of their own bodies
(Conable B. & Conable B., 2000; Johnson, 2009; Woodard, 2009). He noticed that with
accurate information about the size, function (the mechanics) and structure (shape) of
their bodies, the movements and sounds that musicians produce were different, more
efficient, and more expressive (Conable B. & Conable B., 2000; Johnson, 2009;
Woodard, 2009). W. Conable’s method consisted of looking at the bodies of his students
while playing, identifying their false conceptions of the body, and asking students about

their perceptions of the body. For example, he observed a student who was having



problems in her playing. What he observed was that she moved her arm as if the elbow
joint was higher (Conable, W., 1995, p.129). W. Conable concluded that the false
perception of where the movement happened was related to her idea of a smaller body
since she started playing the violin as a child, and she did not change the perception of her
body with adult dimensions (Conable, W., 1995, p. 129; Mark, 2012, p. 57). B. Conable
further developed, wrote about and taught this method. More recently, she also created
the organization, Andover Educators, which exists to help musicians to correct their body

maps, find ease in their movements, and avoid injuries while playing.

1.2. Body Map

The perception or idea that people have of their bodies is the “body map.”
Johnson (2009) explains that the term “body map” is described in neurophysiology as the
internal representation in our brains “that dictates how we move” (p. 13). We find other
terms to describe the same concept, such as “internal representation” or “body
representation” (Clarke & Davidson, 1998, p. 75). The body map is a visual
representation of our anatomical structures in our brains (in the motor and somatosensory
cortex). We all have registered a perception of how our body is and we move according to
that idea. In the process of Body Mapping we examine what we believe to be true about
our body by comparing it to accurate physiological information (Conable, B. & Conable

B. 2000, p. 5).

According to Nichols (2009) recent research in humans with neurological
disorders has proven that there is an ability to change the representation of anatomy on

the brain (p. 209), thus the body maps are not fixed; rather, they can change and new



movements can be learned. For instance, musicians may perceive the movement of their
arms starting from the shoulder to the fingertips, but the accurate body map is that the
arm movement starts from the collarbone to the fingertips, also including the shoulder
blade. The arm, the shoulder blade, and the collarbone move as a unit. This awareness
changes musicians’ perception of size and structure of their arms. As a consequence, their
movement also changes, and these changes affect the sound they produce on and through

their instruments.

1.3. Mis-mappings

Accurate body maps lead to fluid movements in the body, but when the body map
is inaccurate, movements are rigid (Johnson, 2009, p.14). The inaccurate body maps are
called “mis-mappings,” which are the false information about the body that determine our
movements and usually, people are not aware of them. Among the tools that Body
Mapping uses to modify “mis-mappings” are anatomy images, anatomical models, and
also exploration of our own movements through palpation (Johnson, 2009; Mark, 2003).
This last element is very important because it is the experience of the body, a real contact
through the sense of touch, where students create a special relationship with their own
bodies. This practice is very different from the hands-on approach in Alexander
Technique, because students touch and discover themselves while trying to find joints and
where the movement happens in their own bodies; teacher guidance is limited to verbal
explanation and showing anatomical images or models. Mark (2003) underlines that
acquiring anatomical information is not enough for changing the mis-mappings; the

information needs to be integrated and to be experienced within the body (pp. 11, 12).



The aim of Body Mapping is to identify constricted movements, and learn how to
find the free and balanced movements that musicians need in order to perform (Johnson,
2009, p. 16). Moreover, Body Mapping is a method to help to reduce pain and avoid
injuries produced by the constant practice of any instrument (Johnson, 2009; Mark, 2003;
Pearson, 2006). However, it is important to emphasise that the purpose of Body Mapping
is different from finding good postures. As described by B. Conable (2000), Body
Mapping focuses on teaching musicians how to gain access to their body maps and
transform them through self-observation and self-inquiry (p. 5). Body mapping is thus a

foundation for technique, not a technique itself.

The study of Body Mapping comes in layers. Body Mapping students start by
identifying the bones and how they relate with each other. Then, they start to analyse the
technique of their instrument with those lenses, in order to enable critical thinking (why?
how? what if?). In the process, new discoveries start to happen. The more immersed

students are in this exploration, the greater the variety of places they can go.

In the first Body Mapping class that | had, I asked about how to play a piece for a
recital where | needed to play on the rim of the drum and quickly change to the bass
drum. The teacher suggested that | bend my knees while playing snare drum to have free
movement in my arms. | had never thought before about bending my knees; | had never
thought about my legs for any music that | had to play. The suggestion worked and |
completely enjoyed that part in my recital. Years later the bending of the knees, which
also changes the pelvis to a different angled position, is the movement that triggered my

thoughts about how sexual | looked while playing marimba—an episode 1 discuss in the



autoethnography chapter. | consider that at the beginning of any information related to
Body Mapping, the anatomical aspect takes a lot of the attention. It is something new, and
it takes time to practice and learn kinaesthetically. I just needed an opportunity to focus
on what was beyond my physical body and that movement to discover the social labels

and the surveillance that affect my body.

I have chosen to include Body Mapping as part of my research for two main
reasons. First, the learning process is significant because it includes intellectual
information—through readings, images, and analysing movements—abut it also requires
the experience of the body. Second, unlike Feldenkrais Method or Alexander Technique
which are not specific to musicians, it is the only method that | have encountered that is
applied directly to playing a musical instrument and that produces perceivable changes in
sound while playing or singing. For these two reasons Body Mapping is a method that is
functional for musicians. | also believe that with a method like this, one has the potential
to start questioning the self about the events in everyday life, and thus to question social

interactions.

Mark (2012) states that the body map is part of how people think about
themselves, a “self-image,” which affects movement (p. 54). At the same time, people
can change the way they think about themselves by changing the way they move (Mark,
2012, p. 54). According to Mark (2012) the self is “an ongoing construction derived from
activities in the body and in the brain and their interaction” (p. 55). These ideas suggest
that there is a relation between anatomy, movement, and how people create their

identities. Thus, the construction of the self which includes body maps cannot be

10



separated from social forces. Yet, Body Mapping examines the body only from an
anatomical perspective, and does not address the body within a social and cultural

context.

In the last decade a different concept has been emerging in Body Mapping
discussions: the “self map.” At the 2015 Body Mapping conference at Portland State
University, B. Conable presented about this topic referring to the self map as a concept
used by musicians to question if they identify themselves as artists and if they are
committed to playing like artists. According to her, answering these questions can affect a
musician’s body maps and help with music performance. B. Conable (2015) explains that
some Andover Educators are worried that to question students about the self map is to
trespass into a therapy discipline. She replied to this stating, “I believe we have the right
to inquire about a student’s self mapping as it pertains to being an artist and a musician . .
. if we suspect that disadvantage is coming to the student from inadequacy in the self
map” (Conable, B., 2015, para.11). In this case there is an affirmation that external factors
and more than anatomical aspects affect the performance of musicians. Furthermore,
there is an emphasis in the necessity to question and discuss this. But | wonder, what, if
not social aspects, can be limiting musicians to consider themselves as artists? In my
interviews with women musicians, and through my own autoethnographic process of self-
reflection, it has become clear that questions of social and cultural context are highly
relevant, and that considering these in relation to conventional Body Mapping work can

have significant benefits for women classical musicians.

11



Body Mapping is a discipline that considers the capacity to transform body maps
and the benefits of performing music with awareness in the body and its surroundings, but
the meanings of the body and what happens around it are part of social encounters.
Cregan (2006) states that the embodiment of a person conditions their relationships to
other people and the world, which means that through physical attributes, people function
as social beings (p. 3). She also explains that embodiment is different for every society
and culture, and it will shape and will be shaped by our social interactions (p. 5). Thus we
cannot disconnect the body and its movements from the social forces. In the same way,
Farnell (2012) argues that ways of eating, walking, or sitting are examples of techniques
or skills that vary between people according to their socio-cultural and local conventions
(p. 9). Understandings of gender and the normative performances of gender also live in
our minds. Therefore, part of changing the perception of the body can also include
identifying its social construction. However, these understandings are fundamentally
shaped by social pedagogies that dictate accepted and acceptable bodily behaviours, a

point that emerges in the interviews data.

In the next chapter, | will explain in detail the methods that | used for this
research: semi-structured interviews and autoethnography, and their importance in this
project. After this I turn to the theoretical framework and the works of the scholars
relevant for this research. In chapter 4 and 5, | continue with the analysis of the data; the
fourth chapter examines the autoethnography, where | reveal my stories related to
performance, gender, and education. | will analyse the interviews of the six participants of

this project in the fifth chapter. 1 will conclude by linking the effects of Body Mapping on

12



my participants, as well as the necessity of discussion about social constructions related to

the body, movement, and space within Body Mapping practices.

13



Chapter 2: Methodology and Design

2.1. Situating Myself as a Researcher

As a classical musician and Body Mapping instructor, | situate myself as an
insider and participant in this project. | have played percussion professionally in classical
music contexts. The differences between playing this set of instruments and violin or flute
are significant. The way that | need to move my body is in a wide range, from subtle
movements in small instruments—Iike the triangle—to large movements with instruments
like the bass drum or timpani. Sometimes, |1 am playing several instruments in the same
piece for which I need to set them up close, but I will be changing instruments, mallets,
and technique. Thus, to play percussion requires the body to be more active and in
different ways than in other instruments. | took all of this self-positioning into account in

the research process. | examine this in more detail in chapter four.

As an insider in this research, | chose a multi-methods approach that would allow
me not only to analyze the words of my research participants, but also to critically
interrogate my own meanings and motivations. As such, | implemented two
complementary approaches: interviews and autoethnography. | began, however, by

situating my work within feminist approaches to research.

2.2. Feminist Research

According to Hesse-Biber and Leavy (2007), feminist research aims to empower
and liberate any marginalized group by challenging the structures and ideologies that

oppress that group—in my case, women musicians. Feminist research can register

14



women’s lives, experiences, and concerns; highlight gender stereotypes and favoritism
(Hesse-Biber & Leavy, 2007, p. 4); and also make the reader aware of the relationship
and power dynamics between researcher and participants ((Hesse-Biber & Leavy, 2007,
p. 117). Similarly, for Charmaz (2012), feminist research addresses a range of specific

issues that affect women, among them job discrimination or caregiving (p. 475).

What makes a study feminist is not the method itself, but the perspective and way
of approaching the research process (Hesse-Biber & Leavy, 2007, p. 4). For Letherby
(2003), the researcher who identifies as feminist chooses methods and flexible approaches
to the research to allow women’s experiences and voices be distinct (p. 102). Schiebinger
(2003) states that feminist research embodies different feminist values. Such values
include a reflexive honesty about their operating assumptions and a responsibility to their
use of language (p. 861). For her, feminist tools need to be flexible and reworked as
circumstances change. Thus feminist researchers employ a full range of methods,
insights, and creative sparks (Schiebinger, 2003, p. 862). According to DeVault and
Gross (2007), meanwhile, the purpose of feminist researchers is to listen to women’s
discourses, to pay attention to the “gaps or silences,” and to consider their meanings (p.
183). Thus, a feminist approach is to investigate social issues that are not visible and to
include ignored voices by applying different methods. This project includes perspectives
and experiences of some women musicians and myself of our bodies within classical
music settings, a topic that has not had a lot of attention. In this way my research can be
considered feminist because | am giving a voice to my participants and also to myself,

and acknowledge the importance of these experiences within a social context. The
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subjects discussed in this research reflect how women musicians deal, live, and play

music within dominant patriarchal contexts.

2.3. Semi-structured Interviews

Hesse-Biber and Leavy (2007) argue that women’s experiences are proof of their
unique point of view in a society and provide evidence of their situation, thoughts and
feelings (p. 96). Interviews in feminist research are, therefore, a useful tool to explore
women’s experiences and the context behind them (DeVault & Gross, 2007, p. 192). A
feminist approach to interviews requires the researcher to maintain a reflexive awareness.
They are not “simple encounters,” but rather are always related to cultural constructions
of similarity, difference and significance (DeVault & Gross, 2007, p. 181). In the semi-
structured interview there is a constant exchange between researcher and participant. The
researcher can motivate the participant, rephrase questions, and make changes in the
questions depending on the situation. Thus this approach is a space of reciprocity and

reflexivity (Galletta, 2012, p. 75).

There are two examples where the dialogue between researcher and participant is
particularly important. First, researchers consider the need for clarification and further
generation of meaning, i.e., asking for additional information, or going to a deeper level
of complexity in the answer of participants (Galletta, 2012, pp. 77, 79). Second, the
researchers identify a point to which they may want to return later (Galletta, 2012, p. 77).
DeVault and Gross (2007) argue that interviewers must be “active listeners” (p. 184),
which involves not only listening to the speech, but also being active in processing the

information, allowing emotions and the unexpected (p. 182). | employed a semi-
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structured interview format in order to collect women’s stories about their experiences

relating to their bodies in their practice of classical music.

2.4. Recruitment

As a scholar interested in the intersections between gender, Body Mapping and
musical performance, | developed my project around very specific participants. | sought
participants who identified as women and who had been studying classical music at the
postsecondary level for a minimum of three years. But | also specified that these
participants needed to have some background in Body Mapping. In this case, | sought
participants who had been studying Body Mapping for at least four months. | had two
reasons for having these requirements. First, | wanted musicians who had been playing in
professional or semi-professional settings, who already had developed a technique, and
who had a broad history with teachers and colleagues. Second, | needed participants who
had knowledge about how Body Mapping is taught, and who had experienced it at a

bodily level.

I included participants from Canada and the United States. Recruitment of
participants involved snowball sampling, but this provided just two participants who live
in St. John’s. Therefore, with permission granted by the owner of the Andover Educators’
list-serve, | recruited—in two stages—Andover Educators trainees or women who were
recently licensed. In the first stage, three women expressed interest in participating in my
research; however | was only able to schedule and complete an interview with one. The
second stage of the recruitment was from February to March, 2015. Since the minimum

number of participants for the project was four and | had only interviewed three, | decided
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to send another email via the Andover Educators’ list serve. This time I received six
responses from interested people. | recruited and interviewed three participants to

complete the maximum number for the project, which was six.

The recruitment of participants was challenging. The problems in the first stage
were a matter of communication (via email) or for setting up times for the interviews.
However, | did not consider that for some people it could be hard to use Skype because
they were Mac users. The interviews had to be by Skype because | used the program
Evaer to record, which is only for Skype video calls. Fortunately, this problem happened
just two times and the participants were able to use another computer. In summary, |
recruited six participants with different backgrounds, levels of music education, and Body

Mapping experience.

2.5. Participants

Three participants were comfortable with using their real names and three decided
to remain anonymous. Claire has played violin since the age of three and now she is in
her late 20’s. She has a Bachelor’s degree in violin and a Master’s degree in music. Her
first encounter with Body Mapping was in 2007 and at present she is a Body Mapping
trainee. She suffered shoulder joint dislocation several times, yet she did not consider this
as a result only of music performance. She performs professionally in an orchestra, is

artistic director of a music program, and teaches violin.

Jessica started playing the piano at age four, but later on she wanted to play the

oboe. Her studies in oboe started when she was eighteen; now she is in her late fifties.
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She has a Bachelor’s degree in music performance and a Master’s degree in music
education. She holds a position with a professional orchestra as an English hornist.
Jessica has taught oboe full time at university level and in private settings, and she plays
with several groups. She started studying Body Mapping in 2008 thinking that the
discomfort that she had in her arm was tennis elbow, but she was never diagnosed; after
taking some body mapping lessons the pain disappeared. At the time that | interviewed

Jessica, she was waiting for the results of her Body Mapping certification.

Jill plays the flute. She started at age nine. She has Bachelor’s and Master’s
degrees in flute performance. Unlike Theresa and Claire, she has never had an injury
related to music performance. After studying Body Mapping for approximately ten years,
off and on, she recently got her certification. Now in her mid-fifties, Jill teaches flute and

Body Mapping and plays intensively with several chamber music groups.

Melanie Sever is a flutist, conductor, and teacher of wind instruments and
percussion at a beginner level. She started playing flute at twelve years old and now she is
in her early fifties. She has a Master’s in performance and two certifications in music
education. As a performer Melanie plays in solo recitals, duets, chamber music, and she is
sub-principal (flute) for the professional orchestra in the area where she lives. As a
conductor, she works with the youth orchestra of her region and a flute choir, a group of
all ages. In 2007, Melanie started studying Body Mapping when she had an injury in her
arm; she was randomly dropping any object that she tried to hold. Melanie was certified

as a Body Mapping Instructor in 2014.
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Dr. Quinn Patrick Ankrum is a mezzo-soprano singer in her mid-forties. She has
two education degrees and she has been teaching voice and singing professionally for
about fifteen years. Currently, she has a tenure-track job at a university and performs as
an opera singer. Dr. Ankrum is a Body Mapping trainee who started studying in
approximately 2012. Although she has not had any injury related to her musical

performance, she has experienced injuries from her amateur athletic practices.

Theresa is in her mid-twenties. She started taking piano lessons at age seven. She
pursued a Bachelor’s degree in piano performance, but in the middle of her studies she
injured both arms because of intensive practice, which affected her piano education. She
discovered Body Mapping in 2008 and started studying it to overcome the injury. After
engaging in Body Mapping learning for six years, she recovered from the injury and
finished her piano studies. She was recently certified as a Body Mapping instructor.

Currently, besides Body Mapping, she teaches piano.

2.6. Interviews

At the beginning of each semi-structured interview, | asked the participant to
introduce herself with her music and Body Mapping backgrounds. Later, the interviews
were framed around five open-ended questions about gender and its relation to musical
experiences (see Appendix B for interview questions). However, interviews were also
shaped by participant responses. In this way, they were more like conversations. This
allowed me to combine Body Mapping experiences and information with the questions

asked. I explained in the consent form that participation was voluntary and that they had
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the right to withdraw at any point. | also informed participants that their words might be

used in the workbook and the project report.

| audio- and video-recorded all the interviews. | considered video recording
important because my research is about the body and its movement and, through this
approach, I could gather and retain information about postures, gestures, and/or facial
expressions (DuFon 2002; Heath, Hindmarsh & Luff 2010). Video recording is a way to
record embodied participants, considering their whole body and their body language, not
just their voice. Another important aspect to recording videos is that participants can use
movements to describe their body mapping process, which is sometimes easier than
naming the body parts that are being moved. However, | allowed participants to opt out of
video and instead use only audio. In the end, all participants agreed to be video- and
audio-recorded. 1 used audio recording as a backup, since the quality of the sound in the
video recording was not as good as in the audio file. Watching the video recordings after
the interviews was helpful in that it enabled me to notice and understand some

movements better.

| conducted two interviews in person. For these, | set the camera to a wide-angle
view, so that the participant’s whole body and mine could be seen. This was significant.
Usually we were sitting and talking, but there were moments where participants needed to
make some important gestures. For example, before Claire could express in words what
she perceived as the differences between “male” and “female” styles of playing, stood up
and made the gesture of holding a violin, a stance she described as “stoic” (Claire,

personal communication, September 30, 2014). In the same way, she explained the
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tendency of making herself smaller acted out with her body how she did this. These
physical elements were very important as they reflected in concrete ways the conceptual

frameworks put forward by Young (2005).

Four interviews were by Skype. In this instance, | used the program Evaer to video
and audio record. This also allowed me to record both myself and the participant at the
same time and with high quality definition. However, the Skype/Evaer format did not
allow for the possibility of either of us leaving our screens to undertake different

movements.

I chose to record myself in all the interviews because | was also interested in
watching my responses to our interactions. My responses served as input for my own
autoethnography. I discovered that topics such as the connection between music,
audience, and body; the concept of “working hard;” the discussion of healthy lifestyles
among musicians; or power dynamics in the relationship between teacher and student
triggered me to question my own experiences and understandings. Sometimes | could see
my own body’s tension when talking about a particular topic. In other instances, I could
perceive that when some of the participants arrived to a story that was difficult to tell, |
kept silent, serious, but making a few nodding movements, conveying “I am here, I am

listening, I understand, it is safe.”

Each interview lasted approximately an hour. Participants could stop at any time
for breaks, and they could decide if they wanted to answer each question or not.
Considering the potentially personal nature of the topic, interviews in person were

conducted in an intimate space where participants felt safe and comfortable. Both
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participants interviewed in person chose their studios. As I indicated in the consent form
(and agreed to by participants), | used data collected from the interviews as case studies

for the workbook, the final product of the project.

| did not consider the age of the participants as a factor that could affect my
research. Their age range is wide, from twenty-five to fifty-nine. Having a broad range
can be beneficial for the research, but as a researcher | had to deal with power dynamics
in two interviews. At different moments | felt that older participants were underestimating
me for “lack of experience”; other times they made suggestions about which direction the
research could go. These suggestions did not affect my work, but I questioned if they
would have been so open to comment about that had | been older or had they been
younger. There was one interview that was particularly difficult. | perceived that she did
not want to engage in a conversation, as she was answering the questions affirmatively or
negatively. | had to ask for more information. In general, her answers were very short and

sometimes contradictory. Almost at the end of the interview, she explained to me:

I’'m old enough to have come from a little bit of a different demographic than
probably some of the other people that you’re interviewing. So I wonder if that
factors into my answers, trying to, you know, not really see gender as an issue.

I’ve always tried not to see gender as an issue.

At that time | thought that she was trying not to see gender as an issue and that
that was the reason for her responses to be cold and without stories. | was surprised that
she compared herself with the other participants, because of course she could not know

them. There was also a comment that challenged my position as a researcher. She
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explained: “when I was 18, you know, women’s liberation was still a topic. It doesn’t
seem to even be on people’s radar anymore. You’re probably too young to even know
what I’m talking about.” This reflected that she did not appear to fully understand what
my research was about. Furthermore, | felt that she underestimated me. However, |
include her voice as much as possible in this research. Overall, participants responded

actively and engaged in telling their stories.

2.7. Autoethnography

My questions about the relationships between Body Mapping, bodily movement,
music performance, and gender identity arose in my own practice. As such, in addition to
interviews, | engaged in autoethnography. Autoethnography is a qualitative research
method that focuses on the self within a sociocultural context through personal stories. It
seeks to reflect on the interconnection of the self with the world, with the cultural, social,
and political (Chang, Ngunjiri, & Hernandez, 2012; Ellis, Adams, & Bochner, 2011;
Bartleet & Ellis, 2009; Ellis, 2009; Spry, 2001). Spry (2001) understands
autoethnography as a vehicle to liberate herself from cultural and familial structures that
formed her personal and professional identity (p. 708). Addressing works by Ellis and
Bochner (1996) and Goodall, Jr. (1998), Spry (2001) argues that autoethnography also
inspires readers to reflect critically on their life experience, their construction of self, and
their interaction with others within social contexts (p. 711). Thus, autoethnography works

as a mirror that allows internal and external dialogue.

But, as Allen says in an interview with Ellis, Adams, and Bochner (2011),

autoethnography is not just about telling a single story; what makes a story valid in
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autoethnography are the theoretical and methodological tools, and the research literature
used to tell the story (para. 8). Those points are also stressed by Chang who argues that
autoethnography is not just about the researcher, but its aim is to resonate with others and
for achieving this it is necessary to apply “ethnographic methods” to inquire the social
(Chang, 2007, p. 207). The work of autoethnographers includes data collection; as any
researcher, they have to “verify data by triangulating sources and contents for multiple
origins” (Chang, 2008, p. 49) and to analyse the data to find the cultural meanings

(Chang, 2008, p. 49).

Autoethnography has also been used in music research. Bartleet and Ellis (2009)
mention that musicians are interested in examining, understanding and communicating
personal histories as well as how they intertwine with the creation and interpretation of
music, using autoethnography as a method (pp. 6,7). However, Bartleet suggests that the
link between autoethnography and music can go further by trespassing texts to develop a
deeper relationship with sound (Bartleet & Ellis, 2009, p. 6). Autoethnography takes
ethnographic methods and searches for evocative and emotional ways for readers, which
can be taken from creative disciplines like music. In the discipline of music feelings are
already important, but it needs more exploration and awareness to combine personal
meanings. In a way, the link of autoethnography and music nurture each other, “together

the two provide a harmonious serenade . . . a counterpoint” (Bartleet & Ellis, 2009, p. 13).

Autoethnographic approaches are flexible, reflexive and reflective, where
meaning and emotionality are also considered (Ellis, 2009, p. 16). As such

autoethnographers use a variety of methods. In the process of writing an autoethnography,
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memories start to arise without any organization. For that reason Chang (2008) suggests
giving a chronological order to the researcher’s memories for starting a data structure (p.
72). Afterwards, it is important to evaluate all the memories and to select what is
significant for the research (Chang, 2008, p. 76). What happens in the present is also
important in autoethnographical work, and to collect reactions, thoughts, and feelings
Chang (2008) suggests self-observation (p. 90). The analysis of these by self-reflection
and writing a field journal benefits these processes (p. 95). | used two techniques to
develop my autoethnography. First, as a way to observe my own behaviours and to
document my thoughts while living them (Chang, 2007, p. 210), I chose to journal
throughout my musical practice and performances from September to December in 2014.
| explored the experiences of my body and how they affect my music-making. Second, |
observed earlier recorded performances. | considered my body and movements, since
even if we are not aware of it, there is always a conversation created by our previous
experiences and the person we are in the present. By using this twinned approach, |
sought to create a dialogue between the past and the present. The autoethnography
process—writing, performing, and developing the project—took me in numerous
directions. The complexity and importance of these are the reason | chose to dedicate a
whole chapter to autoethnography. | also dedicate a chapter to the insights of my

participants.

2.8. Conclusions

In this chapter, | have described the two approaches that I will be using in this

research, semi-structured interviews and autoethnography within feminist lenses. |
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explained the recruitment process for participants, which was in two stages. Also, | have
introduced the six women participants for this project by writing about their backgrounds.
Then, | described the types of situations that | encountered in conducting the interviews.
And finally, I explained why it is important to consider autoethnography as part of this
project. In the next chapter, | will explore the theoretical framework that supports this

research by introducing the work of the scholars that I will be studying.
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Chapter 3: Theoretical Approach

Feminist theory and social theory are the foundations upon which I build my
investigation of women’s bodies, their embodiment, and their relationship to musical
performance. The works of the theorists that have influenced this study approach the topic
of body and embodiment from different perspectives, such as phenomenological
philosophy and psychoanalysis. | organize this review of relevant theoretical literature in
seven parts, looking closely at topics that | explored in the interviews and
autoethnography. | start by explaining different thoughts around the concept of gender
that scholars have developed. Then, I focus on the body, which has been studied from
different angles in feminism. Here, | explore the body as a medium, object, abject, and
subject. This leads me to explore the “Experience of the Body” and the concept of
embodiment within social and feminist perspectives. | continue by looking at the physical
movement of the body and the characteristics that scholars such as Beauvoir (1949/2011),
Grosz (1994), and Young (2005) have observed as part of feminine behaviours. At the
same time, movement happens within spaces and, therefore, | explore concepts of
spatiality and gendered spaces. Another important topic to study is how disciplinary
practices affect and mold the body. In the section titled “Docile Bodies,” I study the
concept of discipline by Foucault (1975/1995), and in its relation to femininity, | examine
the works by Bartky (1990), and Bordo (1993/2003). I finish by studying
“Objectification” and how women have internalized an external gaze, which leads to

fragmentation of their selves.
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3.1. Gender

Second-wave feminists defined sex as the biological differences between men and
women. By contrast, they theorised gender as the sets of cultural attributes of male and
female subjects (McDowell & Sharp, 1997, p. 201), in other words, ways of behaviour,
dress, and movement. Second-wave feminist thinkers were concerned with identifying
gender as a social and cultural category, because this allowed them to reject the reduction
of women to the body (Howson, 2005, p. 53). As Young (2005) states, early feminists

indicated gender as a self-concept and behaviour, and sex as “anatomy and physiology”

(p. 13).

One key thinker in this area is Beauvoir. In the introduction to her book, The
Second Sex (1949/2011), she seeks to answer the question of what a woman is. She
analyses whether the differences between sexes are biological or an event of history (p.
3). Beauvoir suggests that women are defined in relation to men and not as independent
beings; therefore they become the “Other” (1949/2011, p. 6). But she also argues that this
can be taken further: women are not only Other to men; they are also Other to themselves,
including their bodies and their biological functions. In other words, they become
accustomed to being defined in relation to men and, as accomplices of the social order,
they accept and live within this framework. This conceptualization paves the way for her
most famous statement, “One is not born, but rather becomes, woman” (Beauvoir,
1949/2011, p. 283). According to Beauvoir, physiological or psychological characteristics
do not define a woman, but rather society defines her by the construct of the meaning of

the feminine. From the moment of birth, boys and girls start to be perceived and treated
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differently, establishing the rules of masculine and feminine behaviour and interaction.
Thus women become women after completing the process that molds them to be

feminine.

Drawing on Beauvoir, Butler (1988; 1999) considers gender as performative. She
explains that gender is an identity developed through time and created by the repetition
and “stylization” of different acts, including gestures and movements of the body (Butler,
1988, p. 519). The repetition of acts is interrelated with the perception of a sex; these acts
then become “expressive attributes of female and male” (Butler, 1999, p. 23). Thus,
gender is perceived as natural and paralleled to physiological features (Butler, 1988, p.
528), and by following established norms, it becomes fixed and perceived as a destiny
instead of a choice (Butler, 1999, p. 12). Butler explores the idea of gender performativity
as an expectation, an essence that flows outside the self (Butler, 1999, pp. xiv, xv). But
she also observes that the disruption of the repetition of these acts can make gender
transformation possible (Butler, 1988, p. 520). In other words, it is possible to subvert the

norms.

If we understand gender as behaviour and performance, we can acknowledge that
people learn and perform femininity and masculinity. For my research, the concept of
femininity is fundamental because I look at the performances of woman participants in
this study and how they present themselves on stage. If women perform femininity in
daily activities, how might this operate in performance? What are the consequences on
stage for the participants and for me? After all, Butler considers that gender

2

performativity is lodged in the body (1999, pp. xiv, xiv); that is, it is “a corporeal style,
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an “act” that by repetition gives meaning and regulates the body for cultural and social
acceptance (Butler, 1999, p. 177). How, then, do women negotiate the rules of femininity
in music performance within their bodies? In the next section | will focus on how the

body has been studied within some feminist and social theories.

3.2. The Body

As the work of Butler and Beauvoir has demonstrated, the body is an important
subject of discussion in feminist research. Feminist scholars have examined the body
from numerous angles. For example, they have considered the female body and
embodiment in relation to race, sexuality, and sexual pleasure (Amhed & Stacey, 2001;
Friedman & Valenti, 2008; McRuer & Mollow, 2012; Rivers-Moore, 2013; Taormino,
Penley, Parrefias, & Miller-Young, 2013). In relation to motherhood (Beauvoir 2011
Chapter 6; Young 2005 Chapter 3) and size (Braziel & Lebesco, 2001; Bordo1993/2003;
Wann 1998). More recently, feminist scholars have become interested in questions of
transgender embodiment (Bobel & Kwan, 2011; Bornstein, 1994; Butler, 1993; Butler,

1999; Enke, 2012).

Feminist scholars have also explored the body as a medium for expression. For
Beauvoir (1949/2011), the body is the instrument with which a person explores and
comprehends the world; she explains that children understand the world through the eyes
and hands (p. 283). The idea that, from birth, babies discover the world with every part of
their bodies as they familiarize themselves with the environment—as they see, touch,
smell, taste, hear, and learn more difficult movements—confirms the importance of body

awareness. Body Mapping considers the body as the medium for musical expression and
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aims for a connection between the whole body and its senses to achieve it. Beauvoir
explains this way to comprehend the world as natural in childhood, but | believe that we
lose it when we grow up. In a way, Body Mapping encourages recovery of that

understanding of the world through the body.

The body is also a medium of expression for Butler (1999), but it is “passive” (p.
164). For her, the body encompasses possibilities conditioned by historical convention;
the body is a vehicle for dramatizing or enacting possibilities, offering a way to
understand how cultural norms are embodied and enacted (Butler, 1988, pp. 521, 525).
The cultural ideas of a society are inscribed internally and externally in the body as part
of a regulatory process (Butler, 1999, p. 173). However, Butler (1988) also finds that the
body is not merely matter but a continual and incessant materializing of opportunities (p.
521). She explores the possibility of gender subversion in bodily performances; this is
when sex, gender identity, and gender performance do not relate to each other, which
creates confusion because the sense of “normal” is absent—for example, in drag

performances (Butler, 1999, pp. 175-177).

In regard to how gender and gender subversion manifest in musical settings, we
can consider musical instruments that through different periods have been traditionally
classified and gendered. According to Green (1997), through history, the instruments that
have been banned for women are those that are big, loud, and that have new technological
complexities (p. 58). Further, instruments that require physical effort and distortion of the
body—for example the facial expression when playing wind instruments—were also

forbidden for women (Macleod, 2001, p. 10; Steblin, 1995, pp. 130).
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The only “big” instrument that women could play were the keyboards, but their
playing was restricted to domestic or religious playing (Green, 1997, p. 59). Besides
keyboards, for Green (1997), plucked instruments was the other group of instruments that
women played because of their small size and quiet sound (p. 59). Similarly Macleod
(2001) explains that in the nineteenth and early twentieth centuries, women were
encouraged to play instruments to display gracious and delicate movements, and to
provide entertainment in their homes with instruments such as keyboards, guitar, and harp
(Macleod, 2001, pp. 9, 10). As we can notice, the body display—gracious and delicate—
was important and it defined what type of instruments women could play. According to
Green (1997) there is one significant characteristic in the way of playing plucked
instruments and keyboards: they were played “demurely” (Green, 1997, p. 59). The
etymology of the word demure is derived from meanings of being discreet, considerate,
or reserved (“Demure,” 2105). For Green (1997), the way of playing these instruments
and the musical settings of this performances—home or for children’s education—is also

an affirmation of femininity (p.59).

By contrast, drums have been considered physically demanding, requiring large
and energetic movements, and have been associated with military purposes (Steblin,
1995, pp. 130, 139). As such, they were associated with military and masculine bodies.
The rules for performing a musical instrument have been changing over the years, but still
gender subversion can be considered when a woman takes up the trumpet, the tuba, or

percussion instruments and pursues professional development on that instrument. As
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Butler (1999) suggests, in this scenario, biological sex and gender performance are in

conflict (pp. 175-177).

Within a social theory frame, Cregan (2006) identifies three ways to understand
the body: as an object, abject, and subject. First, “the body as an object” is that which is
produced and molded by conservative external rules affecting its motions and behaviours
(Cregan, 2006, pp. 7, 10). Atkinson (2005) adds to this idea by suggesting that to have a
body in the twenty-first century is to have a “characteristic identity” more than just
anatomical characteristics (p. 1). In contemporary times the body becomes meaningful as
an object that needs to be admired, accepted, and viewed as a source of visual pleasure by
others. Berger (2006) explains that the images that we see in pictures reflect a way of
seeing life (p. 270); through photographs, photographers reflect their perception of an
object, but they can also shape audiences’ appreciation of the world (Berger, 2006, p.
270). For example, according to Berger (2006) images of men reflect, among others,
action, promise of power, credibility, and competence (p. 271). Meanwhile, women’s
images reflect and concentrate just in their physical appearance, because men look at
them and the “the image of a woman is designed to flatter [them]” (Berger, 2006, pp.
271-273). For Berger (2006), this determines the relation between men and women and,
also, the relation of women to their selves; they agree to become “an object of vision” (p.
272). Through the gaze, culture shapes how the subject/body is perceived in terms of

fashion, body language, behaviours, and sexual activity (Atkinson, 2005, p. 2).

Following on this and extending Butler’s notion of gender performativity, Waskul

and Vannini (2006) suggest that besides people “having ” a body, people participate in
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“doing” a body because people craft, negotiate, and manipulate their bodies within social
and cultural conventions (p. 6). It can be argued that women playing musical instruments,
besides the necessity of being talented and musically expressive, need to behave
according to the norms of what it is to be feminine within given musical settings. When
women musicians are on stage, as in daily life, they carry the weight of the demands of a
society. For instance, audiences may comment about a woman’s body image—her
clothes, shoes, or body size. One of my participants explained how some of the women
conductors whom she has encountered perceive a social pressure in the clothes that they
wear. The notion that they stand with their back to an audience brings thoughts like,
“What is an appropriate thing to wear?” or “If ’'m wearing pants, will everyone be staring
at [my] butt?” (Theresa, personal communication, September 23, 2014). I will discuss the
understanding of the body as an object, as well as its regulation and discipline, in a later
section, where | will address other important scholars such as Foucault (1975/1995),

Bartky (1990) and Bordo (1993/2003).

The second category Cregan (2006) identifies is the “abject body,” which is one
that exceeds boundaries (p. 7). Cregan takes this term from Julia Kristeva’s Powers of
Horror (1982), in which Kristeva defines “abject” as something rejected that disrupts a
specific order (Kristeva, 1982, p. 4). Body fluids such as blood or sweat are examples of
“abject,” but there is also a meaning of “abject” that has a moral connotation, like crime,
treason, or suicide, as these are acts that trespass social borders (Kristeva, 1982, pp. 2-4).
According to Cregan (2006), abjection is rejection of something that is in the body, or

outside of it, that threatens the self (p. 96). In my interviews two participants explain how
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some changes in their body disrupted the stability in their lives. Jill recounts how the
physical changes that she experienced during puberty disrupted her perception of her
body and its free movements (Jill, personal communication, October 26, 2014) and, even
though Claire did not say that she rejected her body when she had a shoulder injury, she
acknowledges that her body was a source of frustration, she explained “for so long I
couldn’t play and. . . I feel that I was working against it,” (Claire, personal
communication, September 30, 2014). Perhaps, in a deep analysis, music-related injuries

can be seen as sources of abjection.

The last aspect of the body according to Cregan (2006) is “the body as a subject”;
in other words, the body that is both individual and social (p. 7). Social theories look at
and study the individual body—its physicality, sexuality, gender—emphasizing that the
body is a construct that is personal but always linked to the social. Sanders (2006)
considers the body to be a vehicle and a visible indicator of the interaction between
individuals and their contexts. For him, the body needs to be included in the analysis of
social and personal identity (Sanders, 2006, pp. 280, 281). He also notices that the body
as a social category, such as gender and identity, is not fixed. He argues that the body is a
process and “is constantly becoming something else” (p. 283). In the interviews, one of
my participants noticed that her body and her perception of it was changing with Body
Mapping. For Claire, the body stopped being a visual object or an “inconvenient thing
that [she has] to lug around,” more importantly, she noticed that the changes that she need
to make through Body Mapping were affecting the presentation of herself in life. She

says: “I think in order to change the way that you move you have to be OK with that
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possibility that you’re going to be perceived as a different person” (Claire, personal

communication, September 30, 2014).

Cregan (2006) suggests three general ways of organizing the complexity of the
body. Each part (object, abject, and subject) brings new considerations and perspectives
to study the body. However, there is a consistency in thinking that people recreate their
bodies, movements, and gestures, as Beauvoir suggests (1949/2011), by learning about
the world. Even more, the body cannot be studied just physically because the body is
always related, molded, and engaged in a social context, and, as Butler (1999) observes,

because it is always evolving it has the possibility of disrupting social expectations.

Body Mapping is a discipline that addresses the body through a physical and
neurological approach, leaving social questions to personal and private work. However,
as is apparent, the body is not just bones and organs, but instead all of its parts carry a
social meaning. The acknowledgment of the social-physical connection can help both
practitioners and performers discuss and understand the experiences of music
performances, and further to take seriously some of the experiences that students notice as

part of their own Body Mapping journeys.

3.3. The Experience of the Body

As we observe, some theorists are interested in the experiences of the body as a
central element to understanding subjectivity; therefore the concept of embodiment
emerges in sociology and feminist theories. Cregan (2006) offers a clear explanation of

embodiment as “the physical and mental experience of existence” and a condition to
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relate to the world (p. 3). In other words, we are able to communicate with others through
certain degree of “physicality,” as Cregan (2006) illustrates, in “face-to-face
communications [or] through hand written letters” (Cregan, 2006, p. 3). The body, as
Waskul and Vannini (2006) suggest, is the container of meaning and a subject in society
(pp. 3, 4). Thus, embodiment is the experiences that we create with others and our
relation to the world, yet Cregan (2006) suggests that this is a dynamic interaction

because subjects and their worlds shape each other (p. 5).

Drawing on social and feminist theories, Howson (2005) examines the study of
the body. According to her, some feminist scholars have theorized the concept of the
body centered in a psychoanalytic perspective, but have forgotten the experience of the
body, which causes fragmentation between the body as matter and social practices (p.
153). In Embodying Gender (2005), Howson investigates the body and embodiment as
core elements of human experience, and explores how feelings and sensations have an
impact on rational thought and social structure (Howson, 2005, p. 2). For Howson (2005)
the body is also a medium and part of an experience, but in contrast to Beauvoir
(1949/2011) and Butler (1999), the body leads to a specific way to produce knowledge
(Howson, 2005, p. 152). This production of knowledge requires the analysis of our
bodies’ experiences and their meaning within a social context. Similarly to Cregan’s
perspective (2006), for Howson, embodiment is the interplay between experience and
social structures (Howson, 2005, p. 39). Thus the experience of our bodies is always
connected to the practices that are allowed within social norms, but at the same time these

norms affect the experience of our bodies. For example, since it is small, my body has
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frequently been read as inadequate for percussion. People have commented about this in
different ways because of the common belief that one needs extraordinary strength for
playing percussion. My experience of my body is connected to the external approval or
disapproval of a small body playing percussion. At the same time, the comments that |

have heard about my body have affected my perception of it.

Certainly the physical body carries a social meaning, and the experience of the
body is conditioned by social interactions. Moreover, body and embodiment are
connected, and when we study one without considering the other, there is fragmentation.
Grosz (1994) describes her perception of the relation between body and mind as being
like a Mdbius strip; they are the same, a totality in which by turning it, one can become
the other (p. xii). Grosz (1994) also uses the Mobius strip to explain the interior and the
exterior of a subject, in which one side is the “corporeal exterior” and the other the
“physical interior” (pp. xii, xiii). With this model, Grosz (1994) suggests that two
different things have the capacity “to twist one into the other” which erases binary
concepts (p. 209). In the same manner, | think about the body as physical matter on one

side and its social relations on the other; they are a unity and cannot be separated.

Body Mapping also talks about the experience of the body. Students cannot
memorize only theoretical information; they need to experience, to feel the materiality
and movement of the body too. Here, the experience of the body is a deep awareness in
the physical body, more specifically, the parts that Body Mapping studies, such as
movements of the joints, self-palpation of the bones, and movement of the whole body

while breathing. Still, Body Mapping makes no connection between the physical and the
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social. Thus, if Body Mapping considers both, the physical body and embodiment, there
is the possibility to understand in a deeper form why musicians move or play in certain
ways. This approach is not far from one of the main focuses in Body Mapping which is to

consider the whole body with inclusive awareness.

Developing awareness in our bodies requires some type of discussion around
social experiences. If the social aspect is not recognized in Body Mapping, there is the
risk of studying the body as an object only—as bones and muscles as a tool for
performing—but without meaning. But is meaning not also important for music? If Body
Mapping seeks to recover a forgotten physical body through developing awareness in a
whole body, there should be a space in which to engage in conversations about how the

social affects that body.

3.4. Movement

Scholars such as Young (2005), Grosz (1994), and Beauvoir (1949/2011) explore
femininity when they talk about how women are educated differently, at a bodily level,
than men. For example, Beauvoir, in The Second Sex (1949/2011) argues that women’s
skeletons are smaller and lighter than men’s, they have less muscular strength, and in
general their physiological and metabolic characteristics tend to be “less” than men and
unstable (p. 43). However, she argues that while these are considered facts, the important
element is how this biological information defines women in society; in other words,
what the meaning of women’s physical body is (p. 46). Thus, women are considered
lesser, less stable, and weaker than men. Following this idea, Grosz (1994) observes that

the physiological characteristics of women’s bodies serve to define and treat them as
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vulnerable, frail, and “incapable of men’s achievements,” arguments which are used to
justify misogynist behaviours (p. 14). At the same time, this is exactly the way in which
the meaning of femininity is constructed. According to Bordo (1993/2003), males are
represented as active subjects and females as passive (pp. 12, 13), and passivity is
understood as an “essential” characteristic of femininity (Beauvoir, 1949/2011, p. 294).
The biological functions of the body of a woman serve as a cage; she is defined by them,
as they limit what she “can” do and the ways in which she behaves. Through the years she

recreates these ideas, reaffirming and conforming to her role in society.

Beauvoir (1949/2011) notices this difference early in children’s development. She
observes that boys explore the world by approaching activities with free movement such
as climbing trees and participating in violent games and sports; girls, however, are taught
to please (pp. 294, 295). Girls also learn the components of a feminine posture, which
include repressing spontaneous movements, standing up properly, and walking in specific
ways (Beauvoir, 1949/2011, p. 296). These observations are also taken up and extended
by Young (2005), who observes that there are differences between girls and boys in body
style and extension in daily body movements, such as walking, sitting, or standing (p. 32).
According to Young (2005), the differences between males and females are not so much
in muscular strength but in the way women use their bodies. As such, the issue is not
physiology, but social construct. Women, she observes, approach physical activities with
timidity, uncertainty, and hesitancy; they lack confidence in their bodies (Young, 2005, p.
34). As a result, women don’t engage their whole bodies in a physical task. The common

phrase, “throwing like a girl,” reflects this. When women throw a ball, they tend to use
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the part of the body that is closest to the action (Young, 2005, p. 33)—in this case, only
the forearm instead of the whole body, which would include the whole arm, a twist in the
torso, and also the legs. In addition, the response that women have towards a ball in
motion is to react, rather than to confront it. Therefore women’s bodies’ reaction is “to
flee, duck or otherwise protect ourselves” (Young, 2005, p. 34). If women do not engage
their whole bodies, they do not get used to the physical movements needed which causes

them to feel incapable of doing these tasks (Young, 2005, pp. 34, 35).

But what is to do something like a girl? When | was a percussion student some
people told me that I played like a girl. Indeed calling a woman of any age a “girl” is
common. This suggests that women are childish, immature, and powerless (Richardson,
2004, p. 91). On the contrary men are rarely labeled as “boys” in their adulthood; boys
are expected to become responsible and mature, to become men (Richardson, 2004, p.
91). Being a “gir]l” also means being dependent. Girls need to be approved of,
encouraged, nurtured, and loved. By contrast in our society, calling a boy a “girl” is an
offence. It means that the boy or man in question is unprepared for a task, afraid, or
overly emotional. In this sense, to be named or perceived as “a girl” is to diminish both

the capacities and emotions of a person.

So what did people mean when they told me | played like a girl? I believe that
these comments were related to my lack of physical confidence and also, feel that my
need for reassurance that | was playing well also reflected this. One of my participants
also commented about women needing encouragement and to hear that it is okay to play

loud and with energy (M. Sever, personal communication, March, 2015).
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Taking a phenomenological approach, Young (2005) notices that women often
question the capabilities of their bodies, and that hesitancy is reflected in their bodies’
movements. They need time to test and reorient their bodies. This appears to the observer
as wasted motions, uncertainty, and general feminine hesitancy (Young, 2005, pp. 36,
37). Also a lack of practice often leads women to think that they can be easily hurt during
a physical task; moreover they can fear just the thought of getting hurt, and therefore,
they do not want to perform these type of tasks (Young, 2005, p. 34). This reaffirms
women’s perceived incapacity for physically demanding tasks. In contrast, boys are

taught risk and, by doing that, they can learn the capacity and limits of their bodies.

Although Young’s (2005) observations are focused on the accomplishment of
specific body tasks that require strength, she also finds that there are differences between
men and women in walking, sitting, and standing (p. 30). There is openness in men’s
bodies, their stride is longer, their arms swing freely at the sides of their bodies while
walking, and their feet are apart when standing (Young, 2005, p. 32). Meanwhile,
women’s bodies display small movements in their stride: they keep their arms close to the
torso while walking, their feet are close together while standing, and the legs closed while

sitting (Young, 2005, p. 32).

Although the length of stride may be different according to body size, it is also a
social behaviour. Bordo (1993/2003) analyses how in 1971, femininity was trained in
daily activities, for example sitting down in a straight chair crossing the legs and ankles
and keeping the knees pressed together. The latter was also encouraged while running,

which resulted in short steps and short endurance (Bordo, 1993/2003, p. 19). Thus, the
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norms of femininity dictated that since women are small, their movements need also to be
small and constrained. Free, open movements are not part of being feminine within

Western society.

As we can observe, femininity is a set of rules taught to females from early
childhood. It includes appropriate ways of dressing, movements, gestures and attitudes,
and women who do not behave according to this structure are socially judged and
rejected. The dangers of growing up according to this set of rules include the absence of
spontaneous movements, lack of body confidence, and fragmentation between the body

and one’s experience or perception of it.

3.5. Space

Another theoretical consideration relevant to this study is the idea of space, which
is not separate from movement, but is considered separately here for the purposes of
organization. Movements and actions happen within spaces, and my question is if spaces

reproduce gender stereotypes or allow new perceptions of the body and its movement.

Body Mapping encourages the perception of the body and its movements, but also
of the surrounding space. The aim is to train a deep attention that brings together the self
(body and movements), the music (instrument and interpretation), and the audience by
opening awareness to the space. Often this is called “inclusive awareness” (Johnson,
2009, pp. 27-29). Feminist scholars, meanwhile, work with the concept of spatiality, and
in this section, I try to identify how spaces and movement are gendered (Beauvoir

1949/2011; Grosz 1995; Young 2005).
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According to Grosz (1995), the concept of space is completely related to the type
of objects that are