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Abstract 

This thesis studies the socialization, performance, representation, and perception of gender (gender 
images, roles, and relations) by the members (namely dancers, coaches, and adjudicators) of the 
Czech Latin dance community. The main arguments are based on ethnographic research, held in 
the community mainly during the years 2020 and 2021, with the use of semi-structured interviews, 
participant observation, and video as well as image analysis. The introductory part of this thesis 
includes overview of the community of Czech Latin dancing, formulation of the research problem, 
presentation of the main theoretical conceptions used in this study, and a summary of 
methodological issues. The main part of the thesis, consisting of three chapters, then deals with 
the analysis of socialization, performance, representation, and perception of gender by the 
members of the Czech Latin dance community. Furthermore, it addresses the important aspects of 
physical image, and self-representation as well as advertisement of gender (images, roles, and 
relations), all of which affect the overall dynamics of gender relations within this community. 

 

Abstrakt 

Tato práce se zabývá socializací, „performancí, “ reprezentací a vnímáním genderu (představy, 

role a vztahy mezi jednotlivými gendery) mezi členy (tanečníci, trenéři, porotci) české 
latinskoamerické soutěžní komunity. Hlavní argumenty jsou založeny na etnografickém 

výzkumu, provedeném v této komunitě hlavně v průběhu let 2020 a 2021, pomocí 

polostrukturovaných rozhovorů, zúčastněného pozorování a analýzou videí a fotek. Úvodní část 

tohoto textu se věnuje představení základních koncepcí, týkajících se latinskoamerického tance 
v České republice, formulaci výzkumného problému, prezentaci hlavních teoretických postojů a 

shrnutí metodologických problematik. Hlavní část této práce, která se skládá se ze tří částí, se 

pak věnuje analýze způsobů, jakými probíhá socializace, „peformance,“ reprezentace a vnímání 
genderu (představy, role a vztahy mezi jednotlivými gendery) mezi členy české latinskoamerické 
soutěžní komunity. Dále se zabývá i dalšími důležitými aspekty genderu jako je fyzický vzhled, 
sebeprezentace a propagace tanečníků v rámci komunity, ale vně. 
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Gender, performativity, Czech Latin dancing, dancesport, image, advertisement, social media 
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Gender, performance, latinskoamerické tance v České republice, taneční sport, vzhled, reklama, 
sociální sítě 
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Introduction 
  If somebody had asked me two years ago to define myself, I would have proudly said that I am a 

competitive Latin dancer. I would have told them how much I enjoy making my body move in 

‘feminine’ ways, how much I enjoy dressing up to practices and competitions, and how much I 

can’t stand my dance partner, when he doesn’t lead me into the next step of our choreography 

properly. Out of the total 14 years of my dance career, I danced in a couple with a male partner for 

only about four. For the rest of the time, I either danced solo or in a formation with other dancers. 

Any time I would mention to someone that I dance Latin styles without having a partner, people 

would look at me with disbelief that this is even possible. Even utill this day, when solo dancing 

is as popular and as competitive as couple dancing, I still come across statements1 such as: “but 

that’s not possible, Latin is made for a man and a woman, you cannot dance by yourself,” or “but 

this is not real Latin dancing, if you don’t have a partner.” It is statements like these, that made me 

think about how fundamental the idea of a heteronormative couple is to the world of competitive 

Latin dancing.  

When I initially asked my first three respondents about how would they describe Latin dancing to 

me, two of them similarly said, that it is a dance between a man and a woman. What caught my 

attention was, that even though they had no specific preconceived notion about the topics of my 

study (as this was at an early stage of my preliminary research), their answers immediately pointed 

towards defining Latin dancing as an activity shared between a female and a male dancer. To me, 

Latin dancing was about the dance itself (the music, technique, and the figures), maybe because I 

mostly danced without a partner. But to these dancers, it was about “the connection between a man 

and a woman, and the story the couple narrates through their dancing” (female dancer, interview 

with author, 5 November, 2020).  

  Furthermore, apart from the associating Latin dancing with an image of a heteronormative couple, 

I’ve come across some other gendered distinctions the respondents made. Both coaches 

interviewed in my general preliminary research stated that a female is supposed to look “feminine” 

on the dancefloor and a male is supposed to “look like one.” This fact implies that not only is Latin 

dancing based on a dance between a male and a female, but that there are social and cultural 

 
1 From both insiders (coaches and other dancers) of the community and outsiders (friends, work colleagues, family). 
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implications within this community, that asses what are these female and male roles supposed to 

look like. Similarly, American anthropologist Jonathan S. Marion states in his research on 

ballroom dancing, gender identity, and embodiment the following: 

 
As an institutionalization of action, ballroom dance includes who moves, how, when, and 
with what meanings, and this intercontextualization of identity and performance is perhaps 
nowhere more evident in ballroom dance than in constructions of gender. Dance, since it 
can only be realized through bodily enactment, emerges as a particularly efficacious 
medium for the transmission of meanings that, because of their intrinsic embodiment, often 
pertain to sexual identities. 

(2006: 8) 
 

  Marion’s extensive research on the ballroom dance community in the USA extensively discusses 

the gendered nature of dancesport, and his work is used in several sections of this paper as basis 

for theorization. Moreover, through shining some light on the distinctions between gender roles in 

Latin and standard dance styles, he showcases that Latin dancing is heavily based on maintenance 

of traditional gender norms as well as on their socialization (ibid.: 10-13). Although Marion’s 

study focuses on dancesport community in the USA, his findings are also applicable to the Czech 

context. This was most apparent in one of my interviews with a male dance coach, where he 

mentioned, that he does not care what sexuality a male is; “as long as he was born with a penis, I 

want to see him dance like a man” (male dance coach, interview with author, 6 February, 2021). 

Thus, my general research question for this work is: 

  How is gender (gender images, roles, and relations) socialized, performed, 

represented, and perceived by the dancers, coaches, and adjudicators in the 

community of competitive Latin dancing in the Czech Republic? 

  In order to provide the reader with some basic information about Latin dancing, its categorization 

in the world of dancesport and some of its basic distinctions, I now briefly examine how Latin 

dancing came about in the Czech Republic, as well as how the dance styles emerged in general. 

Then I explore some of the existing research that discusses the topics of social constructions of 

gender, masculinity and femininity, with close focus on Raewyn Connell’s concepts of hegemonic 

masculinity and “emphasized” femininity in The Big Picture: Masculinities in Recent World History 

(1993), as well as other more general gender conceptions such as Judith Butler’s gender 

performativity in Performative Acts and Gender Constitution: An Essay in Phenomenology and 

Feminist Theory (1988), or Joan Wallach Scott’s Gender: A Useful Category of Historical Analysis 

(1986), all of which provide the theoretical framework for my research. In the last section of this 
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introduction, I utilize Butler’s and Connell’s findings to establish and then elaborate my thesis 

statement for this work. 

 

Origins of competitive Latin dancing and its styles 

  Ballroom dance lessons as a non-competitive form of dancesport have been taught in the Czech 

Republic since the nineteenth century as part of the newly shaped bourgeoisie's exclusive dance 

festivities (Návratová, Vašek 2010: 41-42). Its early origins in Europe are marked in the fifteenth 

century when ballroom dancing was a part of the courtly education of noblemen and noblewomen. 

Especially in France, where the French Royal Court organized balls as social gatherings (Harman 

2019: 9).  

  Caroline Joan S. Picart (2006) states that dancesport is a ‘sportier,’ competitive equal to ballroom 

dancing. Dancesport as well as ballroom are an umbrella terms for both Standard and Latin dance 

programs and it is crucial to acknowledge that each of the dance styles within these programs have 

their own cultural origin.  

  As for Latin styles, Samba is a Brazilian dance with an Afro-American heritage, it is famous 

mostly for its use in the carnivals of Rio De Janeiro. Samba dance came to Europe around the years 

of 1923-1925, and it quickly gained momentum due to its energetic beats and swing-like 

movement in the hips (Kos 1973: 73). However, the samba we would see on the dancefloor of a 

Latin dance competition today is far away from its original Brazilian form, as it was heavily 

Europeanized and adjusted to fit the ballroom environment (Marion 2006: 7-8). 

  Cha-cha was created by a Cuban musician Enrique Jorrin in the 1950s and it is a style derived 

from Mambo, which is danced to the rhythms of Cuban Rumba and Boogie (an African American 

genre). It was almost automatically added to the list of competitive Latin dances, as since its origin 

it became one of the most popular dances across the world (Kos 1973: 75).  

  Rumba originated from an Afro-Cuban music genre Son and a traditional Cuban dance style 

called Danzón. Its popularity was established after 1930 in France, where it was practiced in its 

simplified form, however it was not until after the World War II, that Rumba was added to the list 

of competitive Latin dances. The dance is famous for its syncopated and African-derived rhythm 

(also called “clave” rhythm), which gives emphasis on the 1st, 4th and 7th beats (Figure 1), and 

the percussive sound of musical instruments like conga, bonga, timbales, claves, and maracas 
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(conga, bonga, and claves are of African origin, but were then remade in the Americas). It is 

dubbed to be the ‘dance of lovers’ for its slow and romantic melodies (Kos 1973: 75-76).  

 

 

Figure 1: Notation of the Rumba clave rhythmizing used in the Rumba dance style. 

 
  Paso Doble is a dance style, derived from the tradition of Spanish corrida, which has a long-

standing tradition. However, Paso Doble as a dance style, first appeared in the 1919 in Latin 

America, where people wanted to celebrate the toreador’s win over the bull with a dance. Paso 

Doble as we know it today, was created in the 1930s and it symbolizes the enticing play between 

the bull and the toreador with his cape (Kos 1973: 76).  

  Lastly, Jive is an Afro-American dance style, originating from Jitterbug and Swing. Even though 

Jive was very popular, it wasn’t recognized within the competitive organizations for its Afro-

American origin. This changed after the World War II when younger dancers urged the 

organizations to add this dance style into its list of Latin dances, even though its origin is North 

American (Kos 1973: 76).  

 

Competitive Latin dancing in the Czech Republic today 

  The Czech DanceSport Federation (CDSF) currently categorizes dancers into six age categories 

(Juvenile, Junior, Youth, Under 21, Adult, and Senior), and seven performance classes (E, D, C, 

B, A, M, and Professional). Dancers without any previous competitive experience enter the 

performance class “E” – also called hobby, and progressively advance through the classes up to 

the international class “M” by winning points at competitions. Once the couple reaches class “M” 

they are able to register as members of one of the international dance organizations (WDSF or 
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WDC), to compete at their competitions. Nowadays, the CDSF2 incorporates a list of 112 dance 

studios with almost 3,000 dancers registered in total,3 while the World DanceSport Federation 

covers 92 national federations around the world and the World Dance Council covers 112 (CDSF 

2021, WDSF 2021, WDC 2021).  

    As I have already briefly mentioned before, there are distinct cultural associations in the world 

of Latin dancesport, based on what it means to be a female or a male dancer. These distinctions 

are based on the cultural and social norms of this subculture, which are constantly being established 

and reproduced by the coaches, the dancers themselves, and the adjudicators, as well as by the 

dominant society. As my work is going to be centered in the gender analysis of male and female 

Latin dancers, it is important to explain and contextualize these concepts as related to the following 

theoretical approaches.  

 

Gender theory   

  Historically, gender was not a prominent topic of discussion in the academia until the 1970s when 

feminist topics started gaining attention in the society thanks to the formation of the second wave 

of feminism in the USA and Europe (Nečasová 2008: 82-83). Until then, society and the academia 

mainly followed the androcentric view of history (as the majority of academics were men) while 

the female experience was rarely being acknowledged (Eriksen 2010: 133-134). Only after women 

gained their own recognition in history (due to the emergence of feminist studies), about it became 

possible to start talking and writing about gender as a topic, and to analyze and describe the social 

relationship between males and females, the social and cultural differences between them, and how 

are these differences constituted and reproduced, which until this shift had been only viewed 

through the optics of biological determinism (Nečasová 2008: 87, 93). 

  It is now important to clarify the difference between these two distinctive points of view. Thomas 

Hylland Eriksen (2010) recognizes two distinctive terms – sex and gender: sex differences are 

biological, and they only pertain to the discussion of physical or bodily; meanwhile, gender 

 
2 Even though I only focused on the CDSF organization, there are at least three other dance organizations however, 
those aren’t recognized by the International Olympic Committee, nor any of the international organizations stated 

above. 
3 This isn’t a total number of dancers that are enrolled to dance classes in these studios, but only dancers that are 
registered for competing in the CDSF.  
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differences are conditioned by social and cultural institutions (such as family, education, work, 

economy, religion, etc.) (Eriksen 2010: 133-134).  

  These gender [between a male and female] differences are then further distinguished into gender 

roles and gender stereotypes, which are culturally bound, relatively fixed, and binary ideas about 

the characteristics of females and males (Kottak 2013: 208-210). However, as I will demonstrate 

further on in this work, there are many more options than just the two dominant genders, as 

alternate femininities and masculinities emerge through and around the determination of these 

fixed and normative binary opposition.  

  On the other hand, biological determinism views biological differences (for example, internal 

reproductive organs, external genitalia, chromosomal sex, gonadal sex, pubertal hormones, etc.) 

as being a precursor to and determinant of any of the gender interpretations made by society 

(Fausto-Sterling 2012: 44). On the other hand, constructivist view emphasizes that gender is rather 

socially constructed, and exists both as symbolic ideas and images, as well as social practices and 

relations. Gender meanings and norms are produced by society, making gender more subjective to 

each person, as everyone performs gender (individually) according to cultural norms (Warner 

2016: 1). However, Anne Fausto-Sterling (2012) argues, that neither culture nor biology are 

exclusively responsible for the formation of gender identity. To her, biological “sex” differences 

offer some broad predispositions upon which a great variety of possible manifestations of the 

social gender are based on. But which are, however, also limited by social and cultural norms. 

Therefore, she argues, neither should be excluded from the variables that affect gender identity 

(Fausto-Sterling 2012: 43-45).  

   Furthermore, Conrad Phillip Kottak (2013) writes about culturally relativist understanding of 

gender, as “gender roles vary with environment, economy, adaptive strategy, and type of political 

system” (Kottak 2013: 210). For example, American culture praises women that are polite, 

restrained and meek, while male crying (emotions) remains stigmatized. However, these kinds of 

gendered roles and behaviors differ greatly across cultures. Although, we may find some 

generalities in terms of typically male/female activities (as G. P. Murdock’s and C. Provost’s cross-

cultural analysis from 1973 shows), there are still many unique gender particularities that appear 

in various cultures around the world. For example, Pawnee women being the only Native 

American group that assigned working wood to women instead of men (Kottak 2013: 210).  
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  In terms of all the different variables that can influence gender perceptions and roles, we can look 

at the example of an impact of material forces (social, political, and economic) on the constitution 

of gender as related to theindustrialization in the United States, where gendered work norms 

changed through time based on economy, class, ethnicity, technology, and region. African 

American women and poor white women continued to work in factories throughout the whole 20th 

century, while the role of middle-class women in different time periods changed from being 

regarded as “fit” to “unfit” and back to “fit” for factory work (Margolis 1984, 2000; Martin and 

Voorhies 1975, in Kottak 2013: 216). This is directly related to the points stated previously, that 

gender is both socially and economically constructed, as well as culturally relative. 

  Moreover, American historian Joan Wallach Scott (1986) states that the term gender as we use it 

in today’s academia was created by American feminists “who wanted to insist on the 

fundamentally social quality of distinctions based on sex” (Scott 1986: 1054). Scott (1986) further 

acknowledges four interrelated aspects of gender: (1) gender’s possible different symbolic 

representations; (2) gender’s ability to limit its socially accepted interpretations based on societal 

or cultural norms (most apparent in the doctrines of education, religion, justice etc.); (3) gender’s 

time variability and dependence on the current social and political institutions and lastly, (4) 

gender’s inherent ability to be subjectively perceived by any individual (Nečasová 2008: 92-93). 

Furthermore, Judith Butler (1988) understands gender identity as a series of socially construed 

normative practices which are embodied in a set of performative acts. Our gender experience is 

thus formed based on social and cultural customs, traditions and norms, which are being 

reproduced through social interactions (Butler 1988: 525-528).  

  Similar to Scott’s understanding of gender, Raewyn Connell (1993) perceives masculinity as 

being ‘institutionally bound’ therefore, reinforced and reproduced by the many social institutions, 

out of which “the state, the workplace/labor market and the family are of particular importance in 

the contemporary organization of gender” (Connell 1993: 602). Meaning that masculinity is a 

product of established social institutions. 
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Hegemonic masculinity and hegemonic (“emphasized”) femininity 

    Female experience doesn’t necessarily have to stand in the center of gender studies, as alongside 

the construction of femininity there have been questions raised about the construction of 

masculinity (masculinity studies) as well as other non-binary gender (and sex) categories like 

queerness, transgenderism, and transsexualism (in queer studies) (Nečasová 2008: 89). 

  As Raewyn Connell (2005) states, gender is always relational, therefore, both femininity and 

masculinity are defined based on their distinction from one another. Masculinity here isn’t 

perceived as a uniform concept, but rather as a grand variety of patterns of behaviors, languages, 

roles, images and practices in gender relations through which masculinity is established 

(Whitehead, Barret 2004: 1-2). For example, this comes out in asserting the role of a leader in 

female/male relationships, or adhering to violence when it comes to the protection of their family 

(see Yamanashi, Bulman 2007; Stroud 2012).     

  However, every form of masculinity is judged in relation to its normative ideal – hegemonic 

masculinity. Although statistically hegemonic masculinity isn’t dominating throughout the 

society, it is understood as a pattern of behaviors, languages, roles, images, and practices which 

represent the ideal of masculinity (Connell 1993: 604).  

  Adapting to this hegemonic masculinity brings its bearers certain advantages such as gaining 

more power in the social hierarchy and acknowledgement from other subordinated groups 

(Connell 1993: 602-603). To give a good example, boys in the United States are to this day judged, 

to various degrees, based on their competence in sports, whether they actually play or like them, 

since hegemonic masculinity in the West tends to be linked with aggression and physical power 

(Messner 1990: 94-98).  

  In relation to hegemonic masculinity, Connell also recognizes different types of subordinated 

masculinities such as: complicit masculinity (which recognizes hegemonic masculinity to be the 

only legitimate form of masculinity, however doesn’t meet its requirements), protest masculinity 

(which doesn’t explicitly reject hegemonic masculinity, but rather doesn’t fit into its requirements 

based on reasons such as lack of formal education and experience of poverty), pro-feminist 

masculinity (which is rather a political stance, a conscious rejection of hegemonic masculinity), 

and other alternative masculinities (for example ‘lower-class masculinity’) (Connell 2005: 832; 

Buschmeyer 2013: 293-296).  
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  Connell (1993) also talks about “emphasized” femininity – formerly named hegemonic 

femininity – which is a term that was first created in the same context as hegemonic masculinity. 

However, it was later renamed to acknowledge the power asymmetries of femininities and 

masculinities in the patriarchal gender order. Although Connell agrees that women play a central 

role in many of the processes of construction of masculinity, the focus on this asymmetrical 

relationship has fallen on one side only, as the emphasis has been placed on how male activities 

are relationally constructed, but not the same for female ones (Connell, Messerschmidt 2005: 831-

832), for example, in male-focused studies of masculinity in relation to sports, media 

representation, social class, sexuality, family and ‘typically male’ characteristics such as violence, 

physical strength, power, etc. (Anderson 2002; Lu, Wong 2013; Alexander 2003; Yeung et al. 

2006; Springer, Mouzon 2006; Carrington, Scott 2008; Morris 2008; Mann et al. 2016). 

  However, the definition of an emphasized femininity is also relational, as it is centered “around 

compliance with its subordination and is oriented towards accommodating the interests and desires 

of men” (Kostas 2019: 6). It is consequently placed very low in the patriarchal gender hierarchy 

(Connell, Messerschmidt 2005: 839). The discourse of emphasized femininity is placed mainly 

into the domestic sphere, where women are expected to acquire the roles of a mother or a housewife 

and turn to cooking, cleaning, and other household chores (Kostas 2019: 3). According to Connell 

(2002), society associates women with qualities like impressionability, talkativeness, emotionality, 

intuitiveness, and sexual loyalty. Women, who threaten the dominance of hegemonic masculinity 

by acquiring some of its traits or qualities, are therefore stigmatized as “pariah” femininities 

(Schippers 2007: 95). For example, being labeled a dyke or a tomboy by female classmates because 

of wearing ‘boys’ clothes, or watching sports – meaning, associating with things that supposedly 

minimize their femininity (Messerschmidt 2004: 97, 100, 125).  

  Femininities, as well as masculinities can appear in many forms, apart from hegemonic, Connell 

(1987) also recognizes dominant, subordinate and oppositional femininities (Charlebois 2010: 2). 

Oppositional femininities are of a particular significance, as they subvert hegemonic masculinity 

and contribute to the efforts toward equalization of gender inequality. Dominant femininities refer 

to the most widespread type of femininities in a specific social setting (for example, cheerleaders 

in many US middle-class secondary school contexts); subordinate femininities are in a sense 

deviant in relation to both emphasized and dominant femininities in the same way as subordinate 

masculinities are to hegemonic masculinity (Charlebois 2010: 18). There also exist other forms of 
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femininities, which will be discussed later on in relation to the specific context of Latin dancing in 

the Czech Republic. 

 

Gender relations in the Czech Republic 

  Feminist theories document that paradigms of an ideal couple, made of a ‘true man’ and a ‘true 

woman,’ started emerging around mid-18th century. These ideals placed men into the public social 

arena, while home was supposed to be the women’s place of virtue (Nagl- Docekal 2007: 86).    

  Nevertheless, majority of academic writings on the topic of gender in Czech Republic tend to 

divide gender discussion into two eras, which are closely related to the political history of the 

country – socialism and post-socialism/capitalism (Věšínová – Kalivodová 1998, Pavlík 2010, 

Raabe 1999). Socialism officially attempted to ignore gender differences and promoted women’s 

emancipation through labour (and simultaneous participation in the public sphere). On the other 

hand, capitalism, which was introduced to the countries of the former Soviet Union and its 

satellites in the transitional period after 1989, promotes consumerism, through which consumers 

are able to express one’s difference from others, and in this process, they tend to also emphasize 

gender differences, expressing one’s masculinity and femininity (True 2003: 104). 

  While female studies are quite common in the Czech Republic, ‘men’s studies’ had been mainly 

nonexistent until recent years. As Iva Šmídová (1999) argues, gender studies scholars haven’t been 

focusing on the issues of masculinity.  

  Šmídová states in her research from 1999, that this issue might be related to the fact, that Czech 

gender scholars weren’t able to adopt and apply theories of masculinities from the West to the 

Czech scenario. As some concepts might have been valid in the West, they were inapplicable to 

the study of Czech masculinity during, and shortly after the socialist era (Šmídová 1999: 219). 

Men in the Czech Republic weren’t able to adapt the Western ideal of middle-class masculinity, 

because they “did not have the possibility of self-assertion in ‘masculine spheres’” which were 

considered as such by the Western cultures (Šmídová 1999: 219). For example, for a working-

class male, having a professional career had a negative connotation at that time. It would mean 

having to associate with the Communist Party which wasn’t favorable among the Czech society 

(Šmídová 1999). Hana Havelková (1997) discusses a list of events that could have possibly 

contributed to the construction of masculinities in Czech Republic, this list involves “the tradition 

(or myth) of the Czechoslovak First Republic (1918-1938), the influence of World War II, the 
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‘building communism’ era of the 1950’s, the Prague Spring of 1967, the invasion of August 1968, 

the normalisation of the 1970’s, Charter 77 (and the dissident activities in general), November 

1989, the transformation process after 1989, and the split of Czechoslovakia in 1993” (Havelková 

(1997) in Šmídová 1999: 217). She doesn’t mention whether this list should be also applicable on 

the construction of femininities. 

  There is little data available on the research of specifically Czech masculinities before 1989; 

however, as Šmídová (1999) states, one of the only relevant contributions to this topic is Ivo 

Možný’s quantitative research from 1979 on marriages of university-educated Czechoslovakian 

partners. In its appendix, Možný defines the ‘traditional man’ as “physically tough, prefers to lead, 

rational, assertive, independent, realistic, deliberate, rough and reticent” (Možný 1979: 103, 

translated) However, he didn’t take into consideration that many Czech men may be different from 

this model as he assumed there to be only one model of masculinity for the Euro-American culture, 

resulting in an over-generalized description of masculinity without taking into account the 

specifics of the Czech culture (Šmídová 1999: 218). The lack of interest in studying masculinity 

as an independent research topic can be seen also in other East-Central countries, especially in the 

countries of the former Soviet Union (Novikova et al. 2005: 158-159).  

  Current Czech research on masculinities tends to focus on subordinated and alternative 

masculinities, while I haven’t found any explicit research paper dedicated solemnly to their 

hegemonic representative. For example, a recent study from Jaroslava Hasmanová Marhánková 

(2019) which focuses on how grandparenthood influences the readjustment of a man’s masculinity, 

related to man’s new role of a grandparent, thus creating some sort of a subordinated ‘masculinity 

of a grandfather.‘ One of the most important aspects of this transformation is stated by Hasmanová 

Marhánková (2019) to be the loss of connection with paid employment, taking away the male’s 

role of the ‘main provider‘ (Hasmanová Marhánková 2019: 4). However, even in studies focused 

on subordinate and alternative masculinities, it is possible to find descriptions of what hegemonic 

masculinity in Czech Republic looks like, as these two are always related to one another. 

Hasmanová Marhánková (2019), and Šmídová (1999) similarly describe hegemonic masculinity 

as based on the following activities: being involved in the public sphere, acquiring the role of a 

provider, and building a career. 
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Female studies in the Czech Republic 

  As I mentioned earlier, female studies are far more common than studies of masculinity in the 

Czech Republic. Havelková (1997) recognizes two important features in her theoretical analysis 

of conditions for feminist research in the Czech Republic during socialism: firstly, the construction 

of socialist femininity in the socialist era wasn’t a self-assertive process as the status of women 

was mostly imposed ‘from above,’ and secondly, the impact of long-term structures should not be 

underestimated, as the pre-socialist gender norms also influenced the gender norms and 

perceptions in socialism. Nevertheless, she doesn’t address what these long-term structures could 

be, but they probably relate to some sort of patriarchal notions of femininity (Havelková 1997 in 

Šmídová 1999: 217). Phyllis Hutton Raabe (1999) states in her cross-national comparative study 

of women and gender, that during socialism many women felt pressured by society and their 

families, as it was hard for them to combine their full-time employment with their family 

responsibilities, while not getting an adequate support from neither the government nor their male 

partners. This can be defined as the ‘double burden,’ which imposed two simultaneous duties on 

socialist women (under the pretense of women “liberation,”): a national duty to have a full-time 

employment, and a private duty of domestic labour (Crompton 1997: 137).  

  Changes in gender relations that followed after 1989 are attributed by feminist and gender 

scholars to the introduction of capitalism (True 2003: 104). The transition period after the fall of 

the regime was celebrated as a ‘return to what is natural:’ to Europe, to private property, and to 

hierarchy between the sexes (True 2003: 105). Women’s human rights have been advocated for 

since the early 1990s.  However, it wasn’t until the end of the 1998 that Czech government started 

taking an interest in the matter of equality by establishing a Division for Equality of Men and 

Women (DEMW) in the Ministry’s Department of Foreign Affairs (Pavlík 2010: 3). 

   As per the current status of female studies, post-1989 gender scholars mostly focus on the 

analysis of both non-normative, and normative femininities such as Filip Herza’s (2014) critical 

interpretation of the infamous conjoined twins Josefa and Růžena Blažek, which lived in the late 

18th and early 19th century. His study shows how an otherwise socially ‘different’ feminine body 

(as the twins were conjoined) served as a metaphorical ‘collective body,’ which played into the 

context of Czech nationalism in the early 20th century politics. Or Kateřina Nedbálková’s (2003) 

research on how prisons shape alternate forms of femininity and masculinity. 
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  However, regardless of which era of the history we choose, a vast majority of the post-1989 

gender scholarship in general, is carried around women’s and men’s equal opportunities, especially 

in the labor market.  

  Even though the gender pay gap has been increasing since the fall of the Iron Curtain, Raabe’s 

study from 1995 suggests that more and more women have rejected the idea of being a housewife 

and rather adapted a mindset of an economically independent woman (Raabe 1999: 227). As for 

the current status of gender equality in workplace, women usually dominate in areas with lower 

average salaries, as well as in jobs that carry a lower social status. Even though they’ve been 

expressing their motivation for becoming financially independent from their male partners, their 

representation seems to be the highest in sectors like health (80% women) and education (75%), 

which are considered as traditional ‘feminine’ occupations. However, even in healthcare we’d find 

many more women working as nurses rather than neurosurgeons (87.7% dominated by men) 

(Pavlík 2010: 2). 

  Moreover, these statistics are further discussed by Petr Pavlík (2010), however the conclusion 

remains that after 1989, gender inequality has become one of the deeply rooted aspects of Czech 

society. It also seems that stereotypical perceptions of gender are also still quite prevalent (e.g., 

regarding stereotypical occupations, gender roles, etc.), which probably also influences how Czech 

men and women view their gender roles and identities in dancesport. 

  While gender pay gap remains a relevant topic of gender scholarship to this date, other Czech 

authors also discuss topics such as migration and transnationalism (Uhde, Ezzeddine 2019, Tyszler 

2019, Pavelková 2019), but also gender in relation to the current digital environment (Kohlrausch, 

Weber 2020, Kastein 2020, Philipper 2020).  

 

Outline of chapters 

  In this work I aim to undertake an analysis of gender relations within the Czech Latin dance 

community, studying how gender (gender images, roles, and relations) is socialized, performed, 

represented, and perceived by the dancers, coaches, and adjudicators in the community of 

competitive Latin dancing in the Czech Republic. 

  Gender images, roles, and relations are analyzed in three different contexts, closely related to the 

Latin dance community. Firstly, their representation, perception, and performance in Latin dancing 

itself (Chapter I), how couples ‘dance’ gender, how dancers and coaches teach gender implicitly 
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via their seminars and how they intentionally embody gender images, roles, and relations in their 

choreographies, movements, steps, and techniques. Then, I analyze the performance of gender 

norms in the dancer’s visual image (Chapter II), mainly in relation to the selection of their clothes, 

shoes, and body posture. Lastly, I study the representation of gender on various online platforms 

(such as Facebook, Instagram, and online blogs), which the dancers use to help them find a suitable 

sponsor, but also for their self-representation (Chapter III). Furthermore, even though each chapter 

focuses on a different aspect of Latin dancing in the Czech Republic (for example dance 

curriculum, competition costuming, promotional leaflets for competitions, respectively), 

investigation of gender relations is present throughout all three parts of my research.  
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Methodology 
As I have mentioned in my introduction, my general research question for this work is “How is 

gender (gender images, roles, and relations) socialized, performed, represented, and perceived by 

the dancers, coaches, and adjudicators in the community of competitive Latin dancing in the Czech 

Republic?”. This question was informed by my 14 years long experience with the world of 

competitive Latin dancing, as well as the results of my preliminary research. 

  In my preliminary research, my goal was to map out the potential topics of interest based on emic 

or “folk” terms and ideas I obtained from three separate interviews. At the same time, I focused 

on coding data from my fieldwork at one of the dance rehearsals. Based on my preliminary 

research, in which I started with an examination of a broad set of topics, I inductively formulated 

the following research questions, which will be further studied in each chapter:  

 

Q1 – How is gender socialized, performed, represented, and perceived in Latin dancing and what 

are some of the meanings related to these gender practices? 

Q2 – What role does gender play in the creation of the dancer’s physical image?  

Q3 – How is gender represented into the online content produced by the members of the Latin 

dancing community? 

 

  Research question number one was formulated based on both my personal experience, as well as 

repetitive codes and patterns (which emerged during the first three interviews), such as: Latin 

dancing is about a dance between male and female; Latin dancing is about a couple performing 

the characteristics of each dance; Females and males are being taught Latin dancing differently 

(Appendix A).  

  Research question number two emerged from one of my general questions during the first three 

interviews – “How would you describe an ideal Latin dancer?” The responses I was receiving from 

my respondents showed that patterns of describing a distinctive physical image of the dancer 

usually also related to gender image. For example: 

 

For me, the girl should have a costume that fits her. Color-wise and shape-wise; 
also, I really appreciate when I see that she even thought of the accessories and that 
they match the costume – I am very detail oriented. 

(female dance coach, interview with author, 18 February, 2021) 
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This question was also based on my findings from my first fieldwork at one of the dance rehearsals 

where dancers wore specific types of clothing of black color only – which is related to the body 

image ideals of this community, as well as the female and male gender roles in Latin dancing.  

  Third research question was based on the fact, that although I am not actively maintaining 

relationships with most of the dancers anymore, I still ‘follow’ them on multiple social media 

platforms, where I have noticed patterns of their self-representation such as the fact that male 

dancers do not share as much Latin dance related content as females do. I have also noticed patterns 

of objectification and sexualization of the female body on dance-related social media. 

  For this research, I have chosen a qualitative research strategy, as it provides me with the most 

appropriate procedure to answer the questions stated above. Its essence is to gain a deeper 

understanding of the observed phenomenon and to examine the variables related both to the 

individual and his or her experiences, as well as to a particular group of people (Hendl 2005: 49). 

Given that in my research I will be interested in how gender is reflected in the community of Czech 

Latin dancing, a qualitative research strategy is the most appropriate. 

  This type of research is characterized by high validity, i.e., the certainty that I will research what 

I initially wanted and, at the same time, that I will gain a deeper understanding of how gender is 

socialized, performed, represented and perceived by the members of the Czech Latin dance 

community. At the same time, it is important to mention that since my research concerns a specific 

group of dancers, it will not be possible to apply my findings to any other group of dancers, as 

qualitative research methods are characterized by very low reliability, although similar patterns 

might be present in other dance communities (Hendl 2005: 49-52). 

 

Research sample and research environment 

    As I mentioned before, there are currently more than three thousand registered dancers in the 

Czech DanceSport Federation, ranging in age as well as performance class. I will reflect on my 

positionality further on however, it is important to note, that my personal relationships that I have 

within the community have influenced my research sample. To select my informants, I used 

purposive sampling, meaning that I was choosing respondents, who were available, whom I 

already knew, and those who would be able to represent the characteristics of my research 
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questions. My research also benefited from using the method of snowball sampling, which has led 

me to some of the respondents I had no previous connections with (Disman 2002: 112-114). 

  Because I aim to study the way gender is taught in the Latin dance curriculum in the Czech 

Republic, my research sample requires dancers, coaches, and adjudicators with extensive 

knowledge of teaching and ‘using’ the techniques of Latin dancing by dancing actively. To secure 

as much relevant and detailed data as possible, I decided to focus on interviewing Czech dancers 

in the performance class “A” and higher, as well as their coaches and adjudicators. In my initial 

interviews, I spoke to a dancer of the performance class “B,” and while some of her statements 

provided me with interesting data, she was not able to answer some of my more detailed questions 

such as: “What is the difference between the male and the female basic rumba step?” This has led 

me to focus on more qualified and experienced members of the community, thus making the 

decision to only interview dancers of higher categories.  

  Furthermore, as I also discuss dance costuming and clothing in my research, I approached two 

dressmakers to have a better understanding of how the dancer’s physical image reflects gender 

norms, and what are their strategies when designing this clothing. The same approach was used 

when studying the ways in which gender is projected into the content produced by the members 

of the Latin dancing community. In this case, I additionally decided to interview one of the 

photographers, as I wanted to ask him on the motives behind his photographic choices, as well as 

to validate or rebut some of my findings.  

  By choosing dancers of higher performance classes, as well as adjudicators, dressmakers, 

photographers, and coaches, I ensured my research sample’s homogeneity in a sense that all of the 

respondents were closely tied to the Czech community of competitive Latin dancing, but they were 

also highly experienced and knowledgeable in the topics of my research (meaning dance 

techniques, specifics of dance partnering, etc.). However, to further validate my research I needed 

to ensure a certain heterogeneity within the sample choosing as well (Disman 2002: 99, 112-114). 

This was ensured by incorporating respondents from different Czech dance studios, of different 

ages, and both genders.  

 Because all of my interviews were carried via online calls, due to the restrictive measures taken 

by the Czech government in order to eliminate health risk during the 2020/21 COVID-19 
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pandemic, they had to be pre-scheduled and organized.4 I first relied on the dancers and coaches 

that were in my immediate friend group, and then approached other members of the community 

via Facebook or Instagram messaging.  

  In sum, my research involves interviews with 12 active dancers out of which eight are females 

and four are males, ranging in age from 16-30. Out of these 12 dancers, three are female, and four 

are male dance coaches. In addition, three of these coaches also qualify as professional adjudicators 

(one female, two males). As I mentioned previously, I also interviewed one male photographer 

and two female dressmakers, resulting in a total number of 14 respondents. 

 

Research method 

    As I indicated in the previous section, due to the limited social contact, I mostly rely in my 

research on data created from carrying out semi-structured interviews, participant observation at 

some of online dance classes, and video as well as image analysis. 

  Markéta Zandlová (2015) states, that the purpose of semi-structured interviews is to provide us 

with the respondent’s subjective interpretations of the studied phenomenon. While some of my 

questions were prepared before carrying out the interviews, I have generally asked questions that 

arose from my conversation with the respondent on one of the following topics: gender in the 

activity of Latin dancing in Czech Republic, gender in the physical image of a dancer, and gender 

in social media self-representation and advertisement. These interviews were carried via Zoom 

meetings and took between 30-45 minutes each. To ensure that my respondents have the full ability 

to express themselves, I carried my interviews in Czech. Every interview was recorded, and then 

transcribed and translated.    

  Participant observation is imperative to ensure the high validity of the created data, low reactivity 

of the studied group of people and overall, and to bring us a better intuitive understanding of the 

studied cultural phenomenon (Bernard 2006: 254-356). “Numerous studies have shown the extent 

of the gap between what we say and what we do, between what people think and feel and what 

they do, between behavior and attitude, between sentiments and acts” (Gobo 2008: 6). Moreover, 

as Czech Latin dancing is mainly a performative activity, it is crucial for my research to include 

observations from either dance classes or competitions. As stated previously, my access to dance 

 
4 My initial plan was to interview these dancers rather ‘organically’ after their rehearsals, which I planned to attend 

to. 
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seminars and competitions during this research was very limited due to Covid-19 related 

restrictions. However, over the course of my research I was still able to attend five dance classes 

via platforms such as Google Meet and Zoom.  

  Another research method used was video and image analysis. This research method was 

especially beneficial due to the fact, that it does not affect participant’s reactivity (Kozinets 2010: 

104). Netnographic research methods such as content analysis were used mostly in the study of 

the dancers’ gender projection onto online platforms such as Facebook, Instagram, YouTube, and 

two discussion forums as well as one blog. This part of the research was carried out in accordance 

with Robert V. Kozinets’ methods as stated in his book Netnography: Doing Ethnographic 

Research Online (2010). In this case, I mostly focused on analyzing personal accounts as well as 

joint accounts and public pages of the dancers (successful couples usually create Facebook pages 

for themselves to promote their achievements to the public and potential sponsors). Out of all the 

platforms I analyzed, Instagram displayed the most activity, as all the community members 

‘posted’ about their Latin dance experiences almost on a daily basis. 

  My decision to adapt these methods as stated above are based on their successful application in 

the activity based anthropological research of Jonathan S. Marion (2006), as well as Kathy 

Hamilton and Paul Hewer’s nethnographic research of Salsa (2009). Activity-based approach 

stems from Pierre Bourdieu’s theory of practice (1997), in which he “recognizes that it is what 

persons actually do that situates their experiences, constructions, and understandings of both 

personal and collective belonging and identity” (Marion 2006). Therefore, while the place is not 

completely removed from the study, the main focus is placed on the contextualization of the 

activity in question – Latin dancing.  

 

Data Analysis 

  Since the data created in the framework of qualitative research does not have a structured form, 

its evaluation is more complicated than the data of quantitative research (Hendl 2005: 226). All of 

my interviews were recorded, transcribed, and translated immediately after finishing the interview. 

Fieldnotes that I made during the online seminars were also transcribed immediately after the 

event, to ensure I incorporated as many details as possible to ensure “thick description” – which is 

focused mainly of getting multiple layers of meaning (Geertz 1973: 9).   
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  I began with a systematic analysis of the research by reading the transcriptions of the individual 

interviews and fieldnotes. This data was analyzed via qualitative thematic coding (Appendix A). I 

first highlighted the data that was related to the answer to my research questions, and then reduced 

this data and proceeded to thematic coding to distinguish the individual problems (Hendl 2005: 

238). With the help of open coding, which occurs only during the analysis (not beforehand), I tried 

to find regularities and similarities, as well as differences and variations in the created data. Once 

I started noticing patterns of specific cultural and social phenomena (gender relations in this case), 

I continued with focused coding, where I concentrated only on a selected number of themes. 

Furthermore, this process led to the creation of verbal descriptions of regularities and similarities 

and differences in the individual statements of informants, which I was then be able to assign to 

individual research questions. In this manner, I searched for the concrete ways in which gender is 

reflected in the Czech Latin dancing community. 

 

Ethical considerations 

  There are several ethical considerations I need to address, regarding my research in the Czech 

Latin dancing community. First, I assured each of my respondents of anonymity unless they wish 

otherwise. Secondly, saved the recordings of conversations and their transcripts in a password-

protected folder on my computer to prevent information misuse. All of the respondents were 

informed that any participation of the respondent was voluntary, and that the participant was able 

to withdraw from the research at any time. Although I strived for the greatest possible scientific 

knowledge in my research, I paid attention to the respondents' privacy, and I handled potentially 

sensitive and personal data with the utmost care. When analyzing online content from Instagram, 

Facebook, and YouTube I made sure to only incorporate data, that was open to the public, while 

also asking for the owner’s informed consent to use that data. None of the private profiles or private 

content on any of these platforms was included. Lastly, when conducting interviews, I tried to 

make the respondents as comfortable as possible by informing them on the purpose of my research 

as well as notifying them about their anonymity. 
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Positionality and limitations 

  As mentioned above, qualitative research can have high validity but low reliability, as it is 

characterized by the creation of large amounts of data, with a small number of individuals (Disman 

2002: 305). 

  One of the biggest problems that could affect the validity of my research is bias from the 

researcher. To avoid this problem, I have to reflect on my position as an insider in all steps of my 

research. I am aware of how vital self-reflection and freedom from my subjective feelings is, for 

making this research highly valid.  

  Therefore, it is important for this research to clarify, that I identify myself as a heterosexual 23-

year-old white middle-class female. As I mentioned before, I have been a part of the Czech Latin 

dance community for 14 years, and therefore, I already had some pre-conceived notions about 

gender in Latin dancing even before carrying out this research. However, I tried my best to stay 

neutral, and to not affect any of my interviews, as well as taking into account all kinds of data to 

remain unbiased. 

  Another potential problem is reactivity, which affects the course of data creation. This issue can 

occur even though I am a member of this community, as respondents will always be informed 

about the planned research (Hendl 2005: 156). At the same time, Hendl (2005) speaks of distortion 

on the participant's part, which I tried to avoid by constantly reassuring respondents that their 

statements will be protected and anonymized. The fact that I am a member of their community, 

and I knew some of the respondents personally also helped me with building rapport and gaining 

their trust. 
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Chapter I – Bodily movement in competitive Latin dancing as a reflection of 

gender norms  
 

 
  It’s the 25th February and I am scrolling through the Czech Pro-Am5 Union’s Facebook Page, 

looking for a free online seminar that would help me better understand the way gender is taught 

in an actual dance class. Today I have joined a seminar called “Lenka Nora Návorková – Elegance 

of Dance” (Elegance tance). The event has been promoted for quite some time, as the winner of 

the TV series Stardance and a Czech Latin Champion was supposed to teach us on “elegance in 

dancing” (Eleganci v tanci). 

  Lenka (the tutor) comes into the class wearing an all-black outfit, consisting of a sleek and slim 

three-quarter sleeve shirt and a knee-length A cut skirt with frills to enhance her moves. She’s also 

wearing Latin dance shoes, which are high heeled and made of tan satin color. Her hair is clipped 

back into a half-updo, and I can tell she has makeup on (see Figure 2). All this preppy dressing 

makes more sense, once she says, “today we will talk about elegance in dancing.” However, the 

outfit she’s wearing is quite common for dance practices and seminars as I have seen women 

wearing black skirts and even tailor-made black dresses to a dance class before. Even though the 

seminar is online, Lenka N. Návorková is broadcasting from a beautiful dance studio. I can see 

the glossy parquet floor and a mirror wall behind her.  

 

 

Figure 2: Lenka is lifting her skirt while doing a ronde move with her leg in Rumba. 

 
5 Pro-Am is a competitive category in which professional male partners dance with amateur female partners. It is not 
a part of the official CDSF organization, but rather a hobby, where competitions are organized under the Czech Pro-
Am Union. 
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  We’re starting the class with rumba. She said that rumba was the first dance that came to her 

mind when thinking about elegance in dancing. After teaching us a few steps-long choreography, 

she regards: “A woman is supposed to look elegant, and feminine. Now, that we have the short 

choreography sorted, we can go into the details.” She then goes into listing all the steps we can 

take to make our moves look more “elegant” (elegantní): being 100% confident with all the steps; 

adding “playful” (hravé) and ”flirty” (flirtovní) moves to highlight certain parts of the 

choreography (this she says as she pulls up her skirt a little to show off her legs and pointed feet); 

making ourselves feel good in the choreography.  

  She points out that even though rumba has all the prerequisites for “elegance” (romantic music, 

dance between a man and a woman, slow tempo), jive can be made elegant as well. “Even though 

it may seem like jive is very athletic and all you have to do is jump and kick, it is also possible to 

make it look elegant.” After showing us the steps of the very short jive choreography, she then 

goes again into explaining the ways in which we can make Jive look elegant: having “strong” 

(silné) legs when doing a slide to the side as well as adding a “subtle” (jemný) shoulder movement, 

which will make us look more “feminine” (žensky); when doing the step-and-point move, we 

should really bend our knees and go low while adding some hip action to look “sexier“ (víc sexy), 

leave jumping to the men,” she says; kicks should be very compact, thighs and knees should be 

kept together at all times unless we’re doing high kicks, women are never supposed to have a 

visible gap between their upper thighs (as she points into that area). After repeating the 

choreography a few more times she dances to a jive song and demonstrates the choreography. 

  While there are a few minutes left to her seminar, she sums up all the important highlights of 

elegance in dancing, which I have already mentioned above, ending the class by saying: “And 

finally, motto of our seminar is – If I feel good in it, I will immediately look good as well.”  

 

  This short vignette describes one of the Czech online Latin dance seminars, led by a female coach. 

It goes to show, how dancers adjust and modify their choreographies to appear more “feminine,” 

and in this case even “elegant” and “sexy.” Though this class is designated for females, Lenka also 

mentions a few aspects of Latin dancing that are strictly “masculine” (such as jumping in jive).  

  This chapter will therefore analyze the ways in which members of the Czech Latin dance 

community (mainly dancers and coaches) assess which moves are “feminine” and which are 

“masculine.” It will also examine how the dancers interact with each other in couple dancing where 
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these general aspects of “femininity” and “masculinity” (such as subtle “feminine” arms 

movement, or that jumping in jive should be left to men as Lenka stated) are shaped into gender 

roles, which are subsequently adjusted in accordance with each Latin dance style. The seminar’s 

choice of topic – “elegance” – may seem to have been chosen at random, or not having any 

substantial relevance, however, it is a frequently debated topic within the Czech dancesport 

community, and it will be further examined in the following chapters as it is discussed both in the 

context of the movement itself and the dancer’s physical appearance. It also relates to the 

normative notion of femininity in dancing, and to the emergence of other alternate femininities, 

which will be further discussed below. 

 

Theoretical framework 

  The topic of masculinity and femininity in Latin dancing is an important one. Lenka’s N. 

Návorková’s seminar offers a glimpse into the list of body movements which are assessed by her 

as “feminine.” Based on what I know about Latin dancing, it would be very hard to try to sum up 

all the aspects of “feminine” or “masculine” dancing, as dancers have a certain freedom to create 

their own moves and choreographies – thus, creating a never-ending possibility of figure 

variations. In this chapter, I study how the Latin dance community creates and reproduces its own 

gender stereotypes, some of which are found in the very detail of a single step of the foot. The 

performativity of gender is especially emphasized as it is performed through dancing. Moreover, 

at a competition, the performance is supposed to be a couple’s dance between a man and a woman, 

who are supposed to appear to be romantically involved, which adds to the notion of 

heteronormativity. This is also studied in this chapter, as the dancers’ gender role is adjusted in 

accordance with each of the five Latin dance styles. 

  Throughout this chapter I rely on theoretical considerations of several scholars. As indicated 

above, the main theoretical approach of this chapter is the performativity of gender. Judith Butler 

(1988) notes, that gender identity is grounded and performed in a stylized repetition of bodily acts 

through time. She also notes that gender identity is performatively constituted through the acts of 

expression, which are said to be its results, making a distinction between gender expression, and 

gender performance (Butler 1990: 79). These acts do not only form the identity of the actor, but 

they also make it an object of belief – ritualized and socially constructed norm which the actor 

follows in their daily acts and performances. This social aspect makes the “performative 
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accomplishment of gender compelled by social sanction and taboo” (Butler 1988: 520). 

Furthermore, Butler also notes that gender is socially regulated as certain acts can be interpreted 

as expressive of a gender identity and those either contest or conform to the form of gender identity 

that is socially and culturally considered normative (Ton 2018: 6-9). Butler’s gender 

performativity is analyzed throughout all three chapters as the main objective of competitive Latin 

dancing is to not only perform dance but also gender. Moreover, social regulation of the gender 

performance can be taken quite literally as the couples can be sanctioned for their dance-as-gender 

performances, by the adjudicators at competitions (for example, for not appearing “feminine” or 

“masculine” enough in their dancing). 

  Furthermore, to illustrate how significant the “feminine” and “masculine” gender identity is in 

Latin dancing, I take from Jonathan S. Marion’s (2006) work Beyond Ballroom: Activity as 

Performance, Embodiment, and Identity in which he examines this dynamic. It is important to note 

that the “feminine” and “masculine” gender roles within this community reflect those of the 

dominant culture to some extent. Similarly, I also refer to Valentin Meneau’s (2020) study on 

choreographed heteronormative performances in Latin American competitive dancing to further 

examine the function of gender roles in Latin dance styles.  

  In addition, I focus on the way members of the Czech Latin dance community think about 

“elegance” as a distinctive quality which gives space to the emergence of other types of 

“femininities” within the culture. 

  In the following sections I firstly focus on the curriculum of Latin dancing, where I discuss the 

individual specifics in bodily movement for both genders. Secondly, I briefly introduce the topic 

of elegance, which is related to my further discussion on different types of femininities. And lastly, 

I talk about “partnering” and its effects on the construction of gender in Latin dancing. 

 

Becoming a Latin dancer: The curriculum 

  In this section I provide a descriptive analysis of the Czech Latin dance curriculum and the ways 

in which gender norms are taught to be performed through explicit teaching as well as implicit 

cultural and social forms of pressure from the members of this community. As I have been told in 

interviews and, judging from my personal experience, professional Latin dancers often start their 

careers at a very young age – most of my respondents had already been dancing by the age of ten.  
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I started when I was six, my mum enrolled me into a dance studio, and I immediately 
started with couple dancing. Till I was about 12, my parents always asked me if I’d want 

to continue with it or not – I kept saying yes, because of girls [being around many girls]. 
My parents were the ones who kept me in dancing.  

(male dancer and coach, interview with author, 18 February, 2021) 
 

  This quote represents a very common scenario as most of my respondents that entered the Latin 

dance world at such an early age, did so due to their parents’ initiative. Competitive Latin dances 

are available to dancers of any age and therefore, it is not unusual to see a six-year-old dance the 

‘romantic’ rumba with their partner. However, dance couples in the younger age categories 

(Juvenile I – Junior II, which are dancers between the ages 0-16) do not seem to be required or 

taught to exhibit the same version of masculinity and femininity as participants in the Adult (19–

35 years old) or even Youth (16–19 years old) and Under 21 (16–21 years old) categories.  The 

Czech DanceSport Federation (CDSF) nor its international equivalents World Dance Council 

(WDC) and World DanceSport Federation (WDSF) do not impose any restrictions or guidelines 

in terms of the ways in which certain dance figures are executed – meaning, dancers aren’t given 

strict rules on how to look “feminine” or “masculine.” The only guidelines are set in the number 

of figures and combinations that are allowed in the first three performance categories (E, D, C).6 

From B up to the international performance category M, dancers can choose to implement any 

figure as they please (and even create their own).  

  Therefore, as the organizations do not hold any explicit authority over the performances as far as 

the gender performance goes, it is up to their dance coaches and mentors to guide their 

pupils/students. In addition, a few of the coaches and adjudicators I have spoken to, expressed that 

participants in the Juveniles (10–12 years old) category should not pretend they are heavily in love 

with each other while dancing a rumba, stating that there is a certain inappropriateness attached to 

these kind of acts at such a young age. When I asked one of my respondents (a male coach) about 

when would be the appropriate time to start implementing more “masculine” or “feminine” moves 

into their choreography, he stated the following: 

 
My philosophy is that up to their 13th year the curriculum is pretty much the same. We’re 

trying not to make any [gender] differences between them. The biggest difference– when 

 
6 CDSF has a specific performance category system in which couples start in category E, and move through D, C, B, 
and A before they enter the international class M. Couples move through categories based on the points they win at 
competitions and numbers of final rounds danced. You need to have at least 200 points and five finales to upgrade to 
the next category.  
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they get older – is in the way they move their arms. So, particularly the arms … we’re 

trying to teach their movement ‘universally’ the same for girls and boys. There might be a 
figure or two that a girl will do just for aesthetic purposes, but that’s about it. In Junior II 

is where it starts getting more elaborate, because they can also wear makeup and have 
rhinestones on their dresses. They can also do a little more of emotional expression and 
stuff. 

(male dancer and coach, interview with author, 16 March, 2021) 
 

The answers that I have gathered from other coaches and adjudicators seemed to be similar to the 

one stated above. Dancers appear to be taught ‘genderless’ dancing until they reach a certain age 

category, which is deemed to be appropriate by their coach to start implementing “masculine” and 

“feminine” forms of dancing into their curriculum. The following pictures (see Figure 3, 4) from 

two separate Czech competitions demonstrate the two different performances of rumba, both 

showing different age-conditioned versions of masculinity and femininity in Latin dancing. It is 

now important to mention that developmental psychology reports say that children start learning 

and noticing gender differences by as early as three to four months of age. They can recognize 

female and male voices around their third month. By their third year they are already somewhat 

able to navigate the culturally specific gender stereotypes and “they can actively label themselves 

as either a boy or a girl” (Fausto-Sterling 2012: 44).  

 

 
Figure 3: A Juvenile couple dancing the basic Rumba step at the 2017 Trend Cup. Photo by Jiří Kuhn. 
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Figure 4: A Youth/Under21 couple dancing Rumba at the 2018 Czech Latin Championship. Photo by Jiří Kuhn. 

 
  Once dancers reach an appropriate age, their coaches start implementing certain gender-specific 

movements into their choreographies, bringing in a spectrum of dance techniques which 

simultaneously enhance the performance of gender. One of the most specific ones is the movement 

of the arms. I was told by one of the coaches that the male dancers should be creating “volume” 

(objem) with their arms by spreading them as much as possible and avoiding unnecessary “self-

touching” (sahat na sebe) unless they are touching their partners. On the other hand, female 

dancers are allowed and even encouraged to place their arms on themselves as well as on their 

partners.  

 
That’s why it’s so hard for guys to look masculine because it’s “unnatural” (nepřirozené) 
to keep moving their arms away from their bodies. It doesn’t happen often that a girl looks 

masculine, but it does happen very often that a guy looks feminine. 
(male dancer and coach, interview with author, 16 March, 2021) 

 
Yes, to be honest, the first thing that comes to my mind is the movement of arms. Because 
they are so distinct. You cannot have a guy touching himself, it would just look “stupid” 
(blbě) and “feminine” (žensky), whereas the girl should be “playful” (pohrát si) with the 
hands.  

(male dancer and coach, interview with author, 18 June, 2021) 
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  The first quote points out the performativity of “masculinity” as even the coach himself notes, 

that moving one’s arms in such manner is “unnatural”7 and difficult to learn. Moreover, the second 

quote further proves that there are cultural gender stereotypes associated with the movement of 

arms, making certain movements “feminine” and other “masculine.” 

  Another distinctive body movement, which is also related to the socialization of gender 

performance, is the footwork technique. Females usually wear short dresses or skirts8, whereas 

males wear long pants. The female partner’s footwork is therefore that much more visible to the 

adjudicator and the spectator. One of the female coaches said in her online seminar in this regard 

that women’s feet need to be rotated outwards.  

 

Boys, you don’t need to pay that much attention, but girls it’s absolutely crucial to rotate 

your feet outwards as much as possible. 
(female dance coach, author’s statement during an online seminar, 14 March, 2021)  

 

  This quote illustrates, how detailed these gender differences can be. Rotating the feet outwards 

more has an effect on the way our hips rotate as well, this makes the female appear as if she was 

rotating her hips a lot more than her partner – making her appear more “feminine” in her steps. 

The female coach also said that girls should be focusing on their insteps and how important it is to 

keep stretching them out daily. Instep is the upper part of the arch of the foot (of the part between 

the heel and the forefoot). By stretching this part, dancers achieve a higher arch of the infoot, which 

is like those of a ballerina. To have a better understanding of what this technique looks like in 

action, see Figure 5.  

 
7 By saying it is “unnatural,” my respondent referred to the fact, that men do not normally move their arms in such 
manner in their everyday activities.  
8 Females usually do not wear long skirts as their high-heeled shoes can get stuck in them or even damage them. It is 
also due to the cultural stereotype of having to expose their legs as a female Latin dancer. 
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Figure 5: An Under21 couple dancing Paso Doble at the 2018 Czech Latin Champiosnhip. Photo by Jiří Kuhn. 

 
This image shows an example of a correctly rotated right leg with a properly stretched instep. 

This is one of the typically “feminine” figures of Paso Doble, as her right hand is also stretched 

in a way to symbolize the toreador’s cape9. Some other aspects of the body movement, 

associated with cultural notions of femininity in Latin dancing is flexibility and ease in the way a 

female carries herself on the dancefloor. Based on my own observations, there are many more 

figures for the female that require flexibility and I have always been told by my coaches that 

whatever I do, it needs to look effortless and easy. 

 

With girls I work more on their flexibility because they do a lot of “backbends” (zákon) 
and “leg lifts” (zvedat nohy). […] Nowadays I find it also very important for dancers to be 

flexible because for example if they want to dance rumba and raise their feet over their 
head, I want them to do it the right way. 

(male ballet/dancesport coach, interview with author, 6 February, 2021) 
 

  This quote shows that females are required to be more flexible as their choreographies involve 

figures like “backbends” and “leg lifts.” On the other hand, the male partner’s posture is 

expected to create the “volume” one of the male coaches spoke about in our interview above. His 

 
9 The dancer is supposed to embody the toreador’s cape. 
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arms are spread wide, and his chest is stretched out so that he appears more muscular, large, and 

in control – his movement looks more voluminous. In sum, the movement a dancer refers to as 

“voluminous” (objemný) should resemble the movement of someone who would have a muscular 

physique, even if they do not. They are also supposed to appear physically strong and grounded 

as I have observed in many figures, where men usually serve as the female’s support (see Figure 

4).  

  This section discussed only a few of the aspects (movement of the arms, footwork and hip 

rotation) of gender performance through which “femininity” and “masculinity” is established in 

Czech Latin dancing. So far, I have only focused on the dichotomous differences between the 

“feminine” and “masculine” movement. In continuation I will now briefly touch on the topic of 

elegance in dancing. 

 
On elegance 

  At the beginning of this chapter, I describe an online seminar in which Lenka N. Návorková gave 

a lecture on elegance in dancing, as well as on femininity. These two seem be closely related as 

two of my female respondents mentioned that an ideal feminine dancer should be first and foremost 

“elegant.” The objective of appearing “elegant” for women historically stems from Fred Astair’s 

dance teachings, which to this day serve as educational material to multiple dance coaches (New 

England Vintage Film Society Inc. 2010: 129). This preference was also voiced by one of the 

dance coaches as well as one Czech adjudicator. Lenka’s class goes to show that elegance is 

supposed to be reached primarily by dancing and body movement (as described by Lenka in my 

introductory vignette above). However, the dancer’s image also plays into the overall appearance 

of “elegance” however, this topic will be more discussed in the next chapter. This aim to appear 

elegant was expressed by several female dancers, and according to one of my respondents it seems 

to be inherently linked to the two international dance organizations – World Dance Council and 

World DanceSport Federation. One of the dancers conveyed her feelings and impressions about 

the differences between the two organizations (in regard to elegance) in one of our interviews. 

 
Actually, when I started dancing in Brno [in 2015] I never thought about dancing anywhere 
else but in WDSF, but when I got back to Prague [in 2019], I started being more interested 
in WDC. […] The word WDSF means “too much of everything” for me, there is a lot of 
acrobatic figures (too many back bends, splits, high kicks), and it’s too “affected” 

(afektovaný) for my taste. WDC on the other hand is more basic and elegant, there’s more 
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dialogue between a man and a woman, it’s based mostly on the man’s leading skills. The 

woman still has space to express herself, but she is still following the man’s lead.  
(female dancer, interview with author, 23 March, 2021) 

 

  This quote points towards the fact, that there exist also other notions of “femininity” other than 

the “elegant” ones discussed above, as my respondent mentioned that WDSF promotes a rather 

“acrobatic” and “affected” type of “femininity,” while she associates WDC with the more 

“elegant” one. Although I haven’t come across any other dancer that would make such distinction 

as I have interviewed mainly dancers from only one of the organizations (WDSF), the topic of 

elegance opened a doorway for a discussion of other possible forms of “femininity” which will be 

further examined in my next chapter. Although the discussion of this section is centered around 

different kinds of “femininities,” it is an important topic for the overall discussion of gender in this 

research, as these different types of “femininities” have effect on the gender roles and stereotypes 

formed within the community of Czech Latin dancing. 

 

Partnering: a story between a man and a woman 

  The “masculine” and “feminine” dancers incorporate into their dancing many cultural and social 

gender attributes in terms of body movement, however, normative gender roles are also established 

through dancing interactions between the dancing couples, specifically through the dancing 

relationship of leading and following. Jonathan S. Marion (2006) points out in his research on 

ballroom dance culture that this leading and following dynamic between dancing couples is 

perhaps “the most clear-cut example of the gendered institutionalization of rights and duties in 

ballroom dancing” (Marion 2006: 10). This is especially noticeable in the way couples move across 

the dancefloor. At a competition, couples dance in many rounds before they get to the final round, 

having to dance in large and small “heats” (groups of couples). Most of the dance styles are 

choreographed in a way that the couple always moves in a counterclockwise motion around the 

dancefloor, so that all the adjudicators and the spectators can see them. However, from my own 

experience and from what I have seen at one of the dance rehearsals it is the male’s duty to avoid 

collisions with other couples and to manage the overall choreography of the dance. The following 
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vignette illustrates how couples are being taught the leading and following dynamic under the 

pretense of “partnering”10 by one of the most renown Czech dance coaches. 

 

  It’s 5 December 2021 and I don’t have any access to actual face-to-face dance lessons as we are 

currently in the middle of a COVID-19 lockdown, however, when scrolling through Facebook I’ve 

noticed that a page I follow – Dancesportlife Academy – has shared a link for a paid dance seminar 

with one of the best Czech coaches and adjudicators I know, Jaroslav Kučera. The seminar is 

called “Jive is not Rock’n’Roll,” and it was recorded at the Benidorm Camp lectures in Spain. 

The date of recording, however, remains unknown. After the first half of the class, where Jaroslav 

talks about the ‘correct’ way to dance jive in general, he says: “I also like to talk about partnering, 

so we will also talk about this in jive.” He then goes into explaining how this is to be done. He 

states that jive is the only dance from all the five Latin dance styles, where the dancers move in 

the same direction – meaning if one moves to the back the other one does as well, but in a mirrored 

way. Because normally the male partner leads the movement into different directions as he pleases. 

He then starts showing us a special movement (it is not a step nor a figure) that is supposed to 

emphasize the ‘physical connection’ between the partners. He reaches for his partner’s hand and 

together they dance the basic jive step. He then says that this connection is achieved by both 

partners leaning in towards one another while touching their hands in what looks like high five 

(with the female’s right hand touching male’s left hand). It may seem like a very trivial movement, 

but to ‘connect’ correctly, both partners must lean in and use their body weight at the right time, 

thus pressing towards each other. The coach then says that the guy is supposed to lead the girl 

and indicate the next move early enough, so that the girl knows where to move next based on the 

guy’s signal, not because she would follow some pre-established choreographic sequence. Her 

partner is not only in control of the directions towards which the couple moves, but also of the 

progression of choreography.  

 

  This short vignette shows one of the many cases, in which a female’s submission into the male’s 

lead ensures a proper ‘connection’ between the two partners, and in this way reflects and socializes 

conservative gender stereotypes. The female is ordered to move based on the male’s signals, not 

 
10 Although the term implies a more equal relation between the dancers, in the culture of Latin dancing it always 
connotates the leading role of the male and the following role of the female. 
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on her own agency. However, is also important to note, that there are also parts in which the couple 

is more equal in their partnership – such as the ‘leaning in’ towards one another. 

  However, this leading and following relationship between a male and a female isn’t embodied 

only through dance’s connective impulses, but also in the dancers’ overall appearance on the 

dancefloor which is much more visible to both the experienced adjudicators and the spectators. 

Marion (2006) similarly notes in his work, that because the dancers call to attention the role of 

either the female or male body, the couples create a dynamic in which dance has the “potential to 

convey sexual imagery that challenges or confirms attitudes about being a man or a woman” 

(Marion 2006: 9). However, I would say they rather confirm this uneven dynamic, as we have seen 

so far.  

  Moreover, the dancers are heavily encouraged by their coaches to embrace the appearance of 

having a heteronormative relationship with one another across all the Latin dance styles, even 

though most of these couples are not romantically involved in their private lives (see Figure 4). 

One of the dancers (who also works as an active coach) stated to me that couples are led to perform 

dancing in this way due to the fact, that dancesport is not judged based on objective criteria. He 

also said, that apart from technique and musicality, judges also focus on something called a 

‘general artistic impression’ under which falls the couple’s incentive to appear as a romantically 

involved heterosexual couple as they appear to evaluate the ‘acting’of a relationship scenario. This 

ideal appearance is reached mainly through facial expressions and emotions (happiness, anger, 

sadness, infatuation – see Figure 5), but also bodily movement towards one another, and it varies 

based on the Latin dance style. As I have mentioned before, I was told that each dance style has 

its own “character” (charakter) and its own “scenario” (scénář), requiring the dancers to adjust 

their gender roles accordingly.  

  One of the coaches stated that he even has a Word file template for all the scenarios11 that are 

supposed to be embodied within each Latin dance style. He did not explicitly clarify what does 

that mean, however, it is clear that these scenarios help dancers to have a better understanding of 

what should their gender role look like in each dance style. I asked five dancers across three 

different dance studios about these gender-specific scenarios, and all of them responded almost 

equally (there seem to be three different variations on the scenario behind paso doble). Samba is 

supposed to exemplify a party dance, at which a romantic couple meets one another; cha-cha is 

 
11 All of which relate to the ‘general artistic impression’ (acting). 
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about a female, trying to seduce her partner; rumba is more intimate (one of the dancers described 

it as “what the couples do behind closed doors,” insinuating the sexual aspect of the imaginary 

relationship); paso doble is perhaps the most conflicting as some of the dancers think of it either 

as a divorce, or a majestic wedding. However, others pertain to the original idea of a toreador and 

his cape, bringing up the analogy of the female being a decorative object to the male toreador (see 

Figure 5); and lastly, jive is dubbed to be a cheerful after-party (jive doesn’t seem to require any 

specific gender or/and heteronormative role for the couple). These scenarios are transmitted orally 

between dance coaches and the couples, which are motivated to embrace them to score better in 

the ‘general artistic criteria’.   

  Valentin Meneau’s (2020) study on how violence is glorified and coded as “love” in rumba is an 

exemplary study of one of the dance styles, which shows how the dancers’ compulsive need to 

affirm their gender plays out with the scene’s expectation to witness a touching love story. 

According to Meneau’s analysis of the three top WDSF couples, the result is a strange 

sexualization of females and violence against them. “Steering the female dancer around, violently 

pushing her away, insistently looking at her or touching her, ensuring her balance, exhibiting her 

or producing visual contrasts in size or in use of space are all choreographic ways for male dancers 

to reassert their masculinity” (Meneau 2020: 977-978). Meneau’s research is the only academic 

paper I have encountered, to include such a detailed textual analysis of the gender role dynamics 

in rumba (or any other Latin dance style for that matter). However, based on what I have been told 

by my respondents (about “scenarios” and “characters”), and from my own experience, it is clear 

that each dance style requires a slightly different gender role performance, and performance of 

sexuality (heteronormativity). 

 

Conclusion   

  In this chapter I focused on the bodily and choreographic gender performance of “femininity” 

and “masculinity” within the Czech Latin dance community. I examined the gender-specifics of 

Latin dancing curriculum, describing how dancers are being socialized into their gender roles 

through their coaches’ lessons. Moreover, I illustrated a few of the exemplary choreographic and 

technical distinctions in the bodily movement to further emphasize how certain movements are 

associated with one of the two genders and how they come together to execute a performance of a 

heteronormative romantic relationship on the dancefloor.  
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  Furthermore, I introduced the topic of “elegance” in dancing, as it is often associated with 

“femininity” in Latin dancing in general. However, as one of my respondents indicated, there 

appear to be other notions of “femininities” as well, and because most of them are linked rather to 

the physical appearance of the dancer than the movement itself, they will be further discussed in 

my next chapter, where I focus on gender in image.  

  Lastly, because gender roles are also established through dancing interactions between the 

dancing couples, I described how the following and leading dynamic between the partners reflects 

the respective normative gender roles and how they may vary based on each Latin dance style. 

Therefore, it is apparent that gender in Latin dancing is constructed in multiple ways: movement, 

physical image, and relation between the dance partners. 
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Chapter II – Gender and image in Czech Latin dance culture 
 

  It’s 21st October 2020, and I’m opening a YouTube video called “Filip Karásek & Tereza Florová 

PD Samba.” It’s a video recording from a dance practice that I attended in 2015, and there are 

four other videos from the same event – one per each dance style. The practice takes place in the 

main ballroom of a dance studio TK Trend Ostrava.  

  There are currently five dance couples on the dancefloor awaiting the start of the music for this 

round of samba. Given the title of the video, one couple in particular is placed into the main focus 

– Filip and Tereza. Tereza has short black hair and a little makeup on, she’s wearing a sleek and 

tight black bodysuit made from elastic fabric (most probably lycra), a short mini skirt made of a 

around-the-body-tied black fabric and some thick black tights. The only visible piece of fabric that 

is not black are her dance shoes, which are in a dark tan colorway. Filip, on the other hand is 

wearing a white short-sleeved T-shirt with long black pants that are high-waisted; he’s also 

wearing Latin dance shoes (see Figure 6). Apart from Filip’s T-shirt and Tereza’s tights they are 

both wearing pieces of clothing that were made specially for dancing. All the male dancers are 

wearing long pants that look like the ones a man would wear with a blazer, but they are made of 

a special elastic fabric, and they’re also cut in a way that doesn’t limit the male’s movement.  

 

 

Figure 6: A screenshot from the “Filip Karásek & Tereza Florová PD Samba” video. 
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  I remember I used to wear ballet leotards to the practices and the skirts were all made either by 

a professional dressmaker or cut and sewn together by myself. Me and my friends used to plan out 

our outfits for practices in advance, and I sometimes felt underdressed, even though I was wearing 

a short dress with fringes on it. To me, it felt already too preppy, but some of the other girls had 

tailor-made dresses from dressmakers and I only had a few pieces of clothing assembled into an 

outfit. After watching the video, I called Tereza and asked her about why she decided to wear such 

clothing and how does it make her feel, to which she replied “I have a muscular body, so I 

sometimes look like a boy in certain pieces. I have to highlight my femininity more, and deeper 

necklines and cut outs do that for me.”  

 

  This vignette serves as an introductory example of how social gender norms of Latin dancing 

permeate into the way Czech dancers dress. Tereza’s physical appearance, as she said, is deemed 

by some and by herself as not “feminine” enough, therefore, she needs to use her clothing to alter 

that appearance into one that is more socially acceptable. I have already discussed in the previous 

chapter, how gender is performed using the physical body (e.g., body movement, interaction 

between couples). In this chapter, I analyze image aspects, and especially how clothing and 

makeup are used by the dancers to further emphasize their gender performance.  

 

Theoretical framework 

  In this section I rely on Linda A. Jackson’s (1992) book Physical Appearance and Gender: 

Sociobiological and Sociocultural Perspectives, where she studies the professional, interpersonal, 

and social implications of the physical and facial appearance in relation to gender in general. 

Moreover, I turn to Phoebe R. Apeagyei’s (2008) research on the relationship between the human 

body and clothing in the UK. In her research, she focuses on how consumers try to fit into the 

socially construed ideal body type of the ‘skinny trend’ which is of relevance especially among 

females in the Czech Latin dance culture. I also draw from Marianne Thesander’s (1997) work on 

feminine ideals to further theorize on the gender norms of femininity, while illustrating the possible 

variants of femininities, based on research from multiple scholars such as Ann Chisolm’s (1999) 

research on Olympic gymnasts or Deidre M. Kelly et al.’s (2005) study of skater girls. Finally, I 

draw from Alexander J. Mussap’s (2008) research on the relation between the masculine gender 

role and muscularity to analyze how are male’s body ideals in Latin dancing construed, while 
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drawing from Conrad P. Kottak (2013) to further explain social and cultural notions behind sport 

activities and bodies.  

 

Clothing as a way of enhancing the gender performance 

  I remember when I attended a professional Latin dance seminar for the first time in 2015, my 

first thought upon entering the changing rooms was that I was surely going to be underdressed on 

the dancefloor. The females were showing each other their new skirts and each one of them had at 

least two different outfits to choose from. When doing my ethnographic research at various online 

lectures as well as analyzing YouTube videos, such as the one described in the vignette above, I 

noticed that especially females only wore black clothing to workshops and rehearsals. Males on 

the other hand, seemed to use a greater variety of colors, even though their pants were mostly 

black. The following figure illustrates, how the couples dressed up for a seminar with an 

international coach, Peter Stokkebroe. While most of the ladies dressed up in leotards with skirts 

of black color (apart from a few dancers with colorful tops), men opted for simple t-shirts out of 

which only a few chose a black one (see Figure 7). 

 

 
Figure 7: Couples dancing samba at the Peter Stokkebore Workshop in TK Trend Ostrava in 2020. Photo by Jiří Kuhn.  

 
  To further understand the role of clothing, I went to ask the dancers themselves. Apart from two 

respondents, all the females indicated that wearing black leotards and skirts is an unspoken rule to 
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them – they were not able to give me a specific answer, pointing at the fact that they were socialized 

into this way of dressing by their coaches and fellow dancers. The other two respondents replied:  

 
We are artists and, in some way, we need to look neutral when we’re creating our art. Black 
is just “super neutral” (super neutrální). The creativity is supposed to come through with 
the movement, not the clothing. Then, it makes you look “skinny” (hubeně), but it’s also 

very practical, because people don’t see when you start sweating. Also, animal prints, they 

have always been trendy in dancing, because they’re sexy, but they’re also practical in the 

same way as black fabric.  
(female dancer and dressmaker, interview with author, 15 June, 2021) 

 
In my opinion, it’s because black color makes you look “skinnier” (hubenější). Because 
it’s a sport that is supposed to be “beautiful” (krásný), and the people dancing are supposed 
to look beautiful as well. I think it goes hand in hand with trying to look as skinny as 
possible. Nobody likes to look at a “fat” (tlustou) dancer. Maybe it’s so that everyone looks 

the same so that no one would be too different from the rest.   
(female dancer, interview with author, 5 December, 2020) 

 
 
  These quotes show, that not only is black clothing practical in terms of hiding away sweat, but it 

makes the female body look “skinnier” (hubenější) and therefore, more “beautiful” (krásný) as one 

of the respondents said. This is a predominant trend amongst the female Latin dancers as I 

remember multiple occasions on which my friends and I discussed whether a certain skirt cut is 

going to make our legs look longer and “skinnier” or not. On the other hand, none of the males 

expressed any motivation in the way they dress for dance seminars and practices. And personally, 

none of my partners have ever expressed any motivations or concerns either. Wearing Latin pants 

with a T-shirt is simply a question of comfort to them. Based on my conversations, the effort 

females put into creating their practice outfits is disproportionately larger than the one of males. 

Jackson (1992) notes that gender appearance stems from cultural values, saying that if a culture 

values female appearance more then the male one, it is due to its historical tendencies. And based 

on my research so far, what the Czech Latin dancing culture values seems to be feminine beauty 

and sex-appeal, which is also often associated with a lean and skinny figure. Moreover, this also 

shows that this ideal of femininity is so deeply rooted into the culture of Latin dancing (in general), 

that women try to adhere to it not only at competitions and public events but even in seminars and 

lectures. Marion (2006) similarly points this out in his study by saying, “The enormously visual 

dynamic of the DanceSport culture should not be underestimated off the [competition] floor any 

more than on it, and it is along these lines, for instance, that there are differences between what 
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counts as appropriate and expected for Ballroom versus Latin dancers12 even when not dancing” 

(Marion 2006: 11). I asked one of the dressmakers about what are her priorities when designing 

and making a dress for herself, to which she said: 

 

For me, the number one thing is to make my body look good, it’s a little embarrassing, but 

I really need that. The next thing is to feel “comfortable” (pohodlně) – sometimes, when I 
wear something that “fits me” (sedí mi to) “super well” (mega dobře) but it’s a little 

uncomfortable, or it’s cutting me (řeže to) a little, I just ignore it. However, on the other 
hand, I wouldn’t want to wear a dress that is comfortable but makes me look “fat” (tlustě) 
or something. 

(female dancer and dressmaker, interview with author, 15 June, 2021) 
 

  This quote shows that the preference of looking slim and feminine is used to an extent to which 

it becomes a priority. If the dress makes the dancer look “good,” it is worth sacrificing her comfort. 

Apeagyei’s research (2008) similarly shows that women in the UK also display strategies of 

choosing their garments to produce desired effects of enhancing their body shape. In this case, the 

culture of Latin dancing seems to put a bigger pressure on females to “look good” even for the 

sake of their comfort. 

 

Elegance and luxury versus vulgarity and cheapness 

     The earlier discussion on elegance (see Chapter 1) can be further developed here, as a female 

dancer’s physical appearance has the potential of making her look more “elegant” and 

“expensive.” However, if she wears an ill-fitting costume, to some, she may appear “vulgar” and 

“cheap.” Meanwhile, the only requirement for the male dancers seems to be to look like a “man.” 

In this section, I discuss how clothing and costuming gives place to the emergence of alternative 

but still socially acceptable “femininities.” I asked one of the adjudicators if he has any preference 

regarding the dancers’ physical appearance at competitions, to which he replied: 

 

No, not really. Though, I really hate “vulgarity” (vulgárnost) and looking “cheap” (lacinost). I always tell 
my pro girls you cannot look cheap, that is the worst. […] Nowadays, everything is super “shiny” (blištivé) 
and “glittery” (třpytkaté) and “vulgar” (vulgární), and it seems super “shallow” (povrchní). […] To sum it 

up, a woman cannot be vulgar, and a man must look like one. I don’t care about his sexual orientation, but 

once he’s born with a penis, he must look like a “man” (muž) on the dancefloor. 
(male adjudicator, interview with author, 6 February, 2021) 

 
12 For more information on the difference between the identity of a Ballroom (standard) dancer and a Latin dancer, 
see Beyond Ballroom: Activity as Performance, Embodiment, and Identity (Marion 2006). 
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    Here, the respondent notes how a heavily decorated costume, which is “glittery” and “shiny” 

makes a dancer look “cheap” and “vulgar.” Furthermore, he puts vulgarity and cheapness into 

direct opposition with “elegance” and “luxury” as my question was “Do you have any preference 

in terms of what you’d consider elegant in regard to looks?” To which he said no, and then initiated 

the next sentence by “though, I really hate…” (nicméně, nesnáším když…). Moreover, this claim 

was supported by multiple of my respondents.  

 
[…] Even with the dresses, I love when they’re more “elegant” (elegantní); I don’t like 

when they’re too “vulgar,” (vulgární) I know some dance partners think it’s a plus if they’re 

revealing a little more than the other ones, but I always try to stay “elegant.” […] Less is 
more honestly; I don’t like too many rhinestones. 

(female dancer, interview with author, 23 March, 2021) 

 

  From these statements, it could be suggested that members of the Czech Latin dancing 

community distinguish between different versions of “femininity”, which are brought forward 

through their physical appearance either associated with “elegance” and “luxury” or “vulgarity” 

and “cheapness” (Jackson 1992: 209). The use of terms such as “luxury” and “cheapness” also 

carry implications of social class status. Marianne Thesander (1997) states in her book on feminine 

ideals, that clothing as an indicator of social status as well as a reflection of the morality and 

aesthetic values of people has been playing this role since almost 1400 years B.C. when the female 

members of the Egyptian Royal family served as ideals of beauty. Thesander (1997) also says, that 

clothing as well as other indicators (mannerism, makeup, physical body) have been serving as a 

tool of class distinction (she mostly talks about French women in 18th century), so that the classes 

could distance themselves from one another socially. This could implicate, that Latin dancers not 

only use their physical appearance to distance themselves from non-dancers or dancers of other 

styles (meaning standard, hip-hop, contemporary etc.), but also from other Latin dancers within 

the community. 

  Moreover, these Latin dance standards are followed not only by the ‘active’ (still competing) 

dancers, but also their mentors, which indicates that these standards are transmitted from the latter 

to their students or that they are circulating within the whole community. In addition, I came across 

a version of acceptable alternative “femininity” in Czech dancesport in one of my interviews:  
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The guy either is a man, or he isn’t, but the girl can be an “elegant lady” (elegantní dáma) 
or a “provocative dragoness” (provokativní dračice). Maybe a little “cheekier” (drzá) with 
the way she looks, but it can still look very good. 

(male dancer and coach, interview with author, 16 March, 2021) 
 

You have to consider if her legs look good, or if you can’t look at them, if we want to make 
her look elegant, or if we want to make her look like a dragoness. A little sexier, you know. 

(female dancer and coach, interview with author, 25 June, 2021) 
 

  It appears, that apart from the primary dichotomy of “elegant” and “vulgar,” there is an alternative 

to the elegant – the “dragoness.” This dragoness takes from the luxury and expensiveness of the 

elegant dancer, but also adds in the sex-appeal in a way that does not appear “vulgar” nor “cheap” 

(it is something in-between both as it takes from the “sexy” look, but in a “non-vulgar” way.)  

  Studies like Ann Chisolm’s (1999) Defending the Nation: National Bodies, U.S. Borders, and 

the 1996 U.S. Olympic Women’s Gymnastics Team or Deidre M. Kelly et al.’s (2005) Skater 

girlhood and Emphasized femininity: ‘you can’t land an ollie properly in heels’ similarly show 

how females create alternative femininities which are socially acceptable within their respective 

subcultures (for example gymnastics or skater culture). These alternate femininities tend to 

challenge the social norms of the traditional normative femininity, creating “an implicit critique of 

the form of femininity oriented to accommodating the interests and desires of men” (Kelly et. al 

2005: 246). Therefore, giving space to the creation of alternate femininities such as the “skater 

girl” (Kelly et. al 2005), the “bad girl” (Yu-Hsuan Lin 2005), or the “derby girl” (Nancy J. Finley 

2010). Another form of alternate femininity (in terms of my research) is the “femme fatale” – “an 

attractive and seductive woman, especially one who will ultimately cause distress to a man who 

becomes involved with her” (Yuko Minowa et. al 2019: 3). The main characteristics of the “femme 

fatale” stated in Minowa’s (2019) research on this alternate femininity are very similar to those of 

the “dragoness” in Czech Latin dancing – self-determinedness, eroticism, and exoticism. However, 

as I have not come across a single female respondent that would identify herself as the “dragoness,” 

nor anyone that would have identified another dancer as such, I am unable to further confirm this 

similarity. 

  Furthermore, it is also important to note that while my respondents mentioned the many possible 

appearances of a female dancer, the male only has one choice – he either appears as a “man” or 

not. In this regard, it is important to note that when presented with the question of “do you have 

any preferences in what a Latin dancer (latinář) is supposed to look like in terms of image 
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(vizáž)?,” most of my respondents immediately begun with describing what they like/dislike in the 

female dancers, even though the wording of my question did not imply that I was asking about any 

of the genders in particular.13 Moreover, when describing what they dislike in male dancers, they 

briefly mentioned that they do not have a specific preference as long as they do not appear 

“feminine.”  

 

The skinny and the muscular  

  I have already established what the gender standards of competition costumes in Czech Latin 

dance culture are, as well how the practice of clothing is strategically used to cover up certain non-

normative body shapes and images and highlight bodily advantages. It is now important to consider 

the multiple aspects of body image ideals and norms which are in connotation with the “feminine” 

and “masculine” body of a Latin dancer. As Tereza regarded in the introductory vignette to this 

chapter, the main issue she expressed in relation to her body is the muscularity of her upper body 

part – especially the arms. Kottak (2013: 8-9 states, that culture is a key force in the way human 

bodies grow and develop and that it affects the way people think about their bodies and how they 

are shaped. In one of my conversations with a male coach and professional dancer, he also stated 

that women are not supposed to have muscular arms. According to him, they should have large 

hips and breasts and a small waist as well as long legs. Allan Mazur (2010) states in his research 

on U.S. trends in feminine beauty that characteristics such as general roundness (breasts and hips), 

fleshiness, smooth skin, and symmetry “are attractive in virtually all Western societies” (Mazur 

2010: 283). In addition, even though there are common binary conceptions of gender such as the 

muscular male and the non-muscular female, in reality it is much more intertwined and diverse 

(Trish Gorely et. al 2010: 263-264). Moreover, although Czech culture shares these Western ideals 

of beauty, a comparative study on sociocultural attitudes towards women’s appearance in the USA, 

Poland, and the Czech Republic shows, that they are less strict and far less internalized than of the 

other studied countries (Bernat et. al 2017: 57).  

  As noted above, female dancers have also expressed that they try to avoid looking “fat.” One of 

the Czech adjudicators I talked to even went so far to say that seeing a “fat” female dancer brings 

out feelings of disgust in him.  

 
13 I have specifically used the Czech word “latinář” as I know it is used for both for males and females inside the 

community of Latin dancers, even though the word itself is of male gender.  



 51 

 
If the lady is a little more “corpulent” (korpulentní), she should find a way to hide that 
away. […] Even though I am a liberal person in normal life, as a judge I cannot take obesity 
on the dancefloor or in theatre. Unfortunately, not everyone can do dancesport 
professionally. It’s something you present to the people and if I see a girl is “fat” (tlustá) 
and it doesn’t look good and you can see it all “flowing” (vytéká) out of her costume, I just 
feel like getting a heart attack.   

(male adjudicator, interview with author, 6 February, 2021) 

 

  This quote illustrates, that the culture of Czech Latin dancing values and promotes slim-looking 

females, insinuating that a “fat” female dancer has a high chance of not only being culturally and 

socially ostracized, but awarded less points (if any) for her overall “artistic” (in reality gender) 

impression in Czech Latin dancesport. Apeagyei (2008) notes that the ‘thin body cult’ goal, which 

is prevalent in the Western countries, is associated with self-control, elegance, social 

attractiveness, and youth, all of which are qualities valued within Western culture. Moreover, there 

are body ideals for males as well; however, because their legs are ‘hidden’ under the pants, the 

focus is placed on their upper-body parts. One of the male coaches regarded: 
 
The man has to be very masculine. His body shape has to be “triangular” 

(trojúhelníkovitý). I know that standard dancers are more “conservative” (konzervativní) 
and “gentleman-ish” (džentlmenský), but a Latin guy has to be “rushing” (sršící) with 
testosterone, having beard is great, open shirt, strong legs, strong butt and a big chest.  

(male coach, interview with author, 16 March, 2021) 

 
  This evidence points out that “masculine men” are supposed to be mainly muscular, which 

requires additional body nurturing in order to achieve the “triangular” shape of the body, as my 

respondent described above. His use of the term “rushing with testosterone” also implies a 

connection with the ‘machismo’ stereotype associated with Latin American masculinities (Beattie 

2002: 303-304).14 “The term has been widely adapted as a reference point for describing 

sometimes favorable but mostly offensive behaviors associated with male abuse of sanctioned 

social prerogatives” (Beattie 2002: 303), which plays into the dominant male role of a male Latin 

dancer.  However, it also shows that while there are multiple types of culturally and socially 

acceptable (but also inacceptable) femininities in Latin dancing, there are only two kinds of 

masculinity acceptable in Latin dancing – the socially acceptable masculine muscular one (which 

 
14 On more information about the ‘machismo’ masculinity in Latin America, see Peter M. Beattie’s (2002) Beyond 
Machismos. Men and Masculinities. 
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highlights the physical power of the male), and the non-acceptable, non-masculine one, and 

therefore, feminine. Alexander J. Mussap (2008) similarly notes that muscularity and physical bulk 

imply strength and dominance all of which are adhering to the ideal male gender role in the 

Western culture. However, there are other acceptable (and alternative) masculinities in the broader 

culture of dancesport – the “conservative” and “gentleman” masculinity of a standard dancer for 

example. There also exist other forms of alternate masculinities within the dominant society as I 

have already mentioned in my introduction chapter on gender – referring to Connell’s (2005) 

categorization of subordinate masculinities, but these do not seem to be relevant for the culture of 

Czech Latin dancing.  

  The following figures (Figures 8 and 9) show two different dancers, which could be considered 

as “masculine” (according to the Latin dance standards mentioned in the quote above), in a sense 

that they both have open shirts, and a muscular torso as well as the arms.  

 

   
Figure 8: A Youth male dancer at the Czech Latin Championship in 2018. Photo by Jiří Kuhn.  

 Figure 9: An Adult male dancer at the World Latin Championship in 2018. Photo by Petr Ježek.  
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  However, it is also important to note that this appearance of muscularity may be also created by 

the way the dancer carries himself (as in Figure 8). Meaning, as we already discussed in the 

previous chapter, masculine movement is supposed to create volume in the upper body part. This 

is especially apparent in these two figures where both dancers position their arms further away 

from the torso, flexing their muscles, and pushing out their chests. Physical image of the dancer in 

Both of these figures (8, 9) then point again towards stereotypes about the physical appearance of 

Latino men – having tattoos, slicked-back hair, wearing religious symbols as an accessory, 

appearing as exotic (Carballo-Diéguez et. al 2004: 159-160; Beattie 2002: 303-304). 

  All in all, the male body can be made to appear more muscular by a proper use of the arms as 

spreading them further away from the body creates more volume. 

  It could be concluded that the main way of channeling the male “masculinity” is through the 

movement, by which they distinguish themselves from the “feminine,” and the nurturing of the 

body in terms of its muscularity. Conversely, because females can adhere to multiple versions of 

femininities, they need to be more creative in their outfit choices, as the costume is what makes a 

distinction between what is “elegant” and “sexy” versus what is “vulgar” and “cheap.” Moreover, 

as the male body image ideal is “muscular,” females strive for the appearance of a “slim” figure 

with long legs and emphasized curves.  

  Lastly, I am aware of the fact, that the overall image of a dancer does not consist only of the 

competition clothing however, it is the topic of dance costuming that brought me the most amount 

of relevant data on what role does gender play in the creation of the dancer’s physical image.   

 

Conclusion 

  In this chapter, I focused on the way dancers use their clothing to channel their femininity and 

masculinity. Furthermore, I focused on the strategies behind the way dancers design and create 

their costumes to hide away parts of their body features that do not adhere to the normative 

standards of beauty and attractiveness in Latin dancing in the Czech Republic.  

  Moreover, by expanding on the discussion of elegance in dancing, focusing on the physical 

appearance of the dancers, I explored how dance costumes for females give rise to the three 

different versions of femininities, some of which are acceptable (“elegant,” “dragoness”) and some 

unacceptable (“vulgar,” “cheap”).  
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  In addition, by focusing more strictly on the bodily aspects of the dancers I came across the two 

versions of masculinities – the socially acceptable “muscular male dancer” and the “non-

masculine, feminine male dancer.” This points to the fact, that masculinity in Latin dancing seems 

to be more restricted as the male dancers only have the option of one socially acceptable form of 

masculinity, while there are certainly other alternate masculinities in the broader culture of 

dancesport (“conservative standard dancer”) as well as in the dominant culture in general. 

However, as females similarly use dresses to make their bodies look slender, males use the 

“volume-creating” movement of their upper torso, to make their bodies appear more muscular.  
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Chapter III – Representations of gender on Czech online Latin dance portals 
 

 

  This section analyses the many ways in which members of the Czech Latin dance community 

project their perceptions of gender images and roles onto social media and blogs. One of the most 

active blogs in this regard is Otanci.cz, which was created in the 2021 lockdown period, to bring 

dancers “the hottest news from the world of dance” (Otanci.cz 2021). The anonymous ‘editor’ 

(redaktor) posts articles into various sections which focus on news, various discussion topics, 

events, and photos from competitions. However, one section of particular relevance – the diary of 

a dancer – also includes personal posts from the editor. These posts indicate that the editor (or the 

editor contributing to this section) is a Czech male Latin dancer in the adult age category. One of 

his posts titled “DIARY OF A DANCER #DANCEPARTNER” notes: 

 

After my very first partner, which motivated me with her beauty and made me want to hold 
hands with her in the park, I finally found ‘the one’ with whom I spent several years both 

on and off the dancefloor. 
  My first real dance partner was a girl called Jitka. She was older, more experienced, and 
she was assigned to me. I didn’t have any objections, because it is a lot easier to practice 

when you feel the success coming. My strongest memory of Jitka is from one of the balls 
(ples), where she fell under the table after a twirl (podmetenka)15 we did in our 
formation… It was our biggest artistic endeavor, and it is important to say, it was also our 

last one. She simply removed the splinter from her butt and left with grace (vyndala třísku 

a z grácií odešla do věčných lovišť). 
  Miss Bára followed right after. She was smiley and lively. She was nifty, even though she 
was missing a little “elegance” and “class” (elegance a noblesa). We became regional stars 
(regionální štiky), during the year we danced together, and we won most of the 
competitions we went to. I got the feeling we need to start practicing more. My initiative 
wasn’t reciprocated, and Bara replaced me for an ice cream with a cool hockey player. 
  This went on until I met Kateřina, who changed my life. She was and still is very pretty, 
she has good humor and I have enough experience to know better than to think I will 
immediately find a better one. 

(Redaktor, “DIARY OF A DANCER #DANCEPARTNER” 2021) 
 

  This quote illustrates how male dancers tend to evaluate their first female partners – based on 

their physical appearance/attractiveness which I have already spoken about in Chapter I. 

Moreover, this blog shows that the Czech dancesport community in general has a strong online 

 
15 I have not been able to find the official name of this figure in English however, it is a figure often used in 
formations as it includes spinning the female while she’s ‘laying’ on the floor, which is prohibited in competitive 
couple dancing. 
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presence. There are also multiple other blogs that I found (danceart.cz/tanecni-blog, 

dancebuddies.cz, tanci.cz, majkluvsvet.cz) however, most of them were either focused on 

promoting dance studio events or discussing dance as a sport in general.  

  In this chapter I analyze social construction of gender images, relations, and roles through the 

lens of social media which plays a big role in self-promotion of Czech dance couples. Dancers are 

promoting themselves on Internet websites and social media mostly to attract potential sponsors 

and to then promote the sponsors’ businesses on them (Figure 10).  

 

 

Figure 10: Facebook post of a Czech dance couple promoting a SIDOLUX floor cleaning product by posting about it on their 
joint Facebook page. 

  
 Figure 10 is a great example of how dancers promote their sponsors’ business. It also shows the 

gender stereotypes that are being promoted – the female is the one holding the mop and cleaning 

the floor in her high heels and revealing short black dress, playing into the stereotype of female 

being the cleaning housewife taking care after the household. The male partner is not seen around 

her. Some of my respondents who are currently being sponsored noted that their sponsors 

approached them first, which illustrates the importance of being seen by the public even more, it 

also shows how lucrative dancesport promotion is for the sponsors. In addition, it opens space for 
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the analysis of the dancers’ online self-representation as another means of understanding gender 

relations in Czech Latin dancing.  

 

Theoretical framework 

  Amanda Zimmerman and John Dahlberg’s (2008) research says that women’s portrayal in 

advertisement, studied since the 1960s, usually relies on objectifying women, and that this 

objectification generally falls into several categories of gender stereotypes – “housewife, 

decorative element, sex object, and dependent on men” (Zimmerman, Dahlberg 2008: 72). The 

female dancer in Figure 9 would fall under the role of “housewife, concerned with physical 

attractiveness, sex object, career oriented, and neutral” (Zimmerman, Dahlberg 2008: 72). In this 

chapter I also analyze, how men are depicted in advertisement materials in relation to their 

stereotypical dominant male role, and how effeminophobia affects the way they represent 

themselves (and are represented by others) on social media. Therefore, in this chapter I rely on 

Zimmerman and Dahlberg’s (2008) study on the sexual objectification of women in advertising, 

as well as Maurice Patterson et. al’s (2009) study on representation of women in advertisement in 

Ireland. Furthermore, I briefly draw from Jonathan S. Marion’s (2007) research of the translocality 

in Latin dancing. In his research, he dedicates a section of his work to analyze the dynamic between 

the photographers and the dancers. Moreover, I also rely on Niall Richardson’s (2016) study on 

effeminophobia in performance-level ballroom dancing, to better understand some of the 

incentives and anxieties that male dancers face when performing gender, which then also further 

affects the way they represent themselves online. Lastly, I base my examinations on Akane Kanai 

and Amy Dobson’s (2016) research on gender and media, to successfully connect the notions of 

gender-related self-representation mentioned above with current scholarship and knowledge in the 

field of digital media.    

 

Representations of gender image and role on Czech online Latin dance portals 

  As discussed earlier, the overall artistic impression is central to Latin dancing. This primarily 

aesthetics-based criteria includes both the corporeal act of dancing and the physical appearance of 

the dancer/couple. Jonathan S. Marion (2007) notes in his research on ballroom dancing, that being 

a skilled photographer provides him a “powerful point of cultural entry into an industry that 

privileges image and appearance” (Marion 2007: 116) as he can offer photographs to the dancers 
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to secure their engagement and communication in relation to his research. In short, dancers like 

their photographs being taken in exchange for the ability to share them on their social media 

profiles or to use them for their self-promotion. It is important to point out the significance of a 

photographer’s involvement with the dancesport community, as they are usually present at every 

competition, which brings them into close contact with the dancers, coaches, and adjudicators. 

They are also in full control of what images are being taken of the dancers, and which ones end up 

being posted to their web/social media pages. Therefore, they are often the main producers and 

selectors of images and related (gender) stereotypes that are incorporated on social media and 

Internet.16 

  To begin with, I have noticed that images of the female body are generally used a lot more than 

the images of males in materials such as online promotional leaflets/posters for competitions. I 

have not found a single leaflet/poster with a male figure on it unless it was a picture of a couple 

(see Figure 11 and 12).   

 

    
Figure 11: Poster promoting the 2020 Czech Latin Championship with a figure of a female dancer. Posted by the organizer. 

Figure 12: Poster promoting a 2019 Czech Dance League competition in Slaný. Posted by the organizer. 

 
16 Other producers and selectors include dancers, coaches, and the competition spectators (family members, friends, 
and the general public). 
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  Figures 11 and 12, for example, show a promotional material with a very ‘feminine’ depiction of 

a female dancer. Both are wearing heavily decorated dresses and coincidentally, accessorizing 

their outfits with long gloves, which makes them look feminine and elegant. Dancer in Figure 11 

has a typical ‘feminine’ Latin posture – her back is arched, showing her muscular back due to the 

open-back dress; her hands are lifted above the level of her shoulders with fingers spread elegantly; 

her neck is elongated, and her chin is pointed slightly upwards. Her covered breasts are also slightly 

visible. In addition, Figure 12 shows a female that appears to be slightly more sexual in the way 

that she’s not only touching herself with her right hand, but her hips are twisted while she’s 

seductively looking at herself and stretching her neck. Her breasts and upper thighs are also visible 

(and partially uncovered). It is also possible to observe that the dancer in Figure 12 plays into the 

narrative of the female ‘dragoness’ (see Chapter II) by showing more sex-appeal and yet not 

looking vulgar. Both figures (11, 12) clearly show, how the symbolic properties of a female body 

are objectified “as objects to be viewed” (Patterson et. al 2009: 13). Patterson (2009) argues that 

this is one of the four forms of women objectification in advertisement all of which are based on 

Connell’s concept of “emphasized femininity” – compliance with female subordination. 

  However, if a male appears on a poster, it is always with his female partner and typically in a 

pose which clearly distinguishes the ‘masculine leader’ and the ‘feminine follower’ roles (Figures 

13, 14, and 15), playing into Connell’s (2005) definitions of the hegemonic masculinity and 

emphasized femininity.  
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Figure 13: Poster promoting the 2018 Grand Prix Jihomoravského kraje in Hodonín. Posted by the organizer.                     

Figure 14: Poster promoting a 2019 Crystal Cup Super Dance League in Ostrava. 

 

 
Figure 15: Poster promoting a series of dance workshops by the Fénix Louny dance studio. Posted by the organizer. 
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  Moreover, Figure 13 and Figure 15 further emphasize the male’s dominant role by showing male 

figures in poses in which they hold and support the female while they are doing a back-bend – one 

of the few dance figures which cannot be done without the male’s support. Figure 14 also illustrates 

this dynamic, but in a more subtle manner. All three figures visually represent the normative 

gender hierarchy – the male is always standing upright, while the female is standing in front of the 

male on bent knees which makes her appear smaller and shorter than the male. The latter stands in 

an almost statue-esque (firm) pose with his chest stretched forward and his arms spread wide. Also, 

his muscularity seems to be slightly emphasized. Male’s face shows almost no emotion, while the 

female is smiling, making her look welcoming and happy, which also plays into the gender 

stereotype of the emotion-less male and emotional female (Kottak 2013: 210). 

  Similarly, the photos which end up being posted to the photographers’ social media pages are 

more often focused on the female dancer or the couple, while there are only a few male-only ones. 

Photographers usually post most of their photographs edited on their dedicated public social media 

pages. I have studied three different Czech photographers one of which is a female (Martina 

Deylová, Jiří Kuhn, and Libor Makrlík). The following three figures (16, 17, 18) are screenshots, 

taken from randomly selected sections of photographs from Czech Latin dance competitions, 

posted on the Facebook pages of these three photographers.  
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Figure 26: Screenshot of a random portion of photographs taken by a Czech photographer Martina Deylová. 

 

 
Figure 17: Screenshot of a random portion of photographs taken by a Czech photographer Jiří Kuhn. 
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Figure 18: Screenshot of a random portion of photographs taken by a Czech photographer Libor Makrlík. 

 

    Figures 16, 17 and 18 show the types of pictures photographers share on their pages. Upon a 

closer look at these sections, it is possible to notice that the ratio between pictures of females and 

males is disproportionate – to be exact, 9:2 out of 11 images focused on only one of the dancers 

(44 images in total). 

 

“Sexy” vs “silly”: dancers’ points of view 

  The professionally made photographs discussed above are often further reposted by the dancers 

onto their social media profiles alongside their own photographs, and based on my observations, 

female dancers post far more often images related to Latin dancing than males. Because male Latin 

dancing itself can be seen by the dominant culture as effeminate (Richardson 2016: 2-4), this might 

be a possible reason as to why male dancers post about it far less often. To explore these issues 

from an emic perspective, I have asked my respondents whether there is any reason as to why they 

do (or do not) post images related to Latin dancing social media, and these are some of their 

responses: 
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To be honest, I do not have that many good pictures from the competitions to post. If I see 
a photographer tagged me and I don’t like what I see, I just un-tag myself. I think the main 
thing for me is to post to thank our sponsors, so I usually go for a picture with my partner, 
but if I find one where I don’t look “stupid” (jako blbec), “silly” (hloupě), or “sleazy’ 
(slizský), then I sometimes post it. However, I’m not even that active on social media, so I 

let my partner take care of it for the both of us. 
(male dancer, interview with author, 3 July, 2021) 

 
I feel very sexy when I’m dancing, but otherwise I don’t like sharing “racy” (odvážné) 
pictures on my social media. I think Latin dancing brings out this sexiness within me, 
because in real life I’m a bit of a “tomboy” – I like oversized clothes and sneakers. […] 

Obviously, if I’m going to post something from the competition, I will pick the pictures 
where I look my best.  
Author: What kind of “racy” pictures would you not post? 
I do not feel like sharing pictures of me in swimwear, or lingerie, or something like that. It 
feels inappropriate.  
Author: But you would consider your pictures from Latin dance sexy, right? 
Yes, but that is different.  

(female dancer, interview with author, 5 July, 2021) 
 

 
  These quotes illustrate that females can use their dance-related photographs as a prosthesis for 

expression of their femininity, sexuality, but also their personality, identity, status, and obligation 

to their sponsors. Quote from my female respondent also nicely shows the difference between 

representations and understandings of her on-stage and off-stage gender identity as well as the 

level of socialization into her Latin dancer gender role. Even though some of the images she shares 

are highly suggestive and seem to exhibit objectification of her body as seen in Figure 12, she 

considers them appropriate. She also avoids being seen as “vulgar” which plays into types of 

normative femininity in Czech Latin dancing, as discussed in previous chapter. 

  Males (at least some of them), on the other hand, do not seem to share this motivation, as it might 

be harder for them to find images in which their appearance would adhere to hegemonic norms of 

masculinity. My male respondent quoted above also indicated that adjectives such as “stupid, silly, 

or sleazy” are indicative of perhaps another type of (gender) identity (or masculinity) that the 

dancer would reject. Richardson’s (2016) study similarly notes that “the female dancer has never 

been viewed as suspiciously gender dissident in the way the male dancer has been” (Richardson 

2016: 8). This can be caused by two different gender anxieties, surrounding the failure of a 

“correct” (normative) performance of femininity and masculinity. Female’s inability to perform 

normative femininity is usually not perceived as “masculine,” but rather as childish, stiff, or 

incompetent (Richardson 2016: 10). However, a male’s inability to perform the “correct” form of 
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masculinity is often “read within the existing discourses of effeminophobia” (Richardson 2016: 

10). “Effeminacy used to be regarded as the signifier of a voraciously heterosexual man who 

cultivated feminine charms in order to impress his female admirers. I was only after Wilde’s public 

disgrace (Wilde was one of Europe’s most famous fops or dandies and, in an era predating the 

mass media, could be identified as one of the first celebrities) that effeminacy became read as the 

signifier of homosexuality” (Richardson 2016: 2). Subsequently, this anxiety might then be 

reflected in the way dancers carefully select the photographs they post onto their social media 

profiles as the photographs shared by the photographers capture also this on-stage gender 

performance (and not only their on-stage dance performance). Akane Kanai and Amy Dobson 

(2016) also note in their research on the relation between gender and digital media that with the 

growth of social media “there’s been a shift from conceiving digital media as spaces of potential 

exploration and freedom, to spaces where identity, including gender, is more tightly regulated and 

policed” (Kanai, Dobson 2016: 2). 

  Moreover, the choice of photographs which appear on promotional materials and the 

photographer’s page, indicate that both the photographers and the organizers of those Latin dance 

events are aware of this dynamic between the masculine and effeminate in the world of Latin 

dancing. This could be one of the reasons (the other being use of objectified female body in 

advertisement) why there are so many posters and leaflets with sexually attractive females in 

normative gender roles. I have asked one of the professional photographers, whether there is any 

preference or strategy behind the content, form, and selection of pictures that end up being posted 

on social media, to which he noted:  

 
When I’m taking photographs, I take multiple things into account. First, the costume. 

Women’s costume is 99% of the time more visually interesting. Second thing is facial 

expressions. Women tend to be more interesting in terms of what their faces tell me. Third 
thing, choreography. Women work a lot more often with their arms, so the pictures then 
look spatially more filled out. And fourth thing, everybody knows I am openly gay and too 
many pictures of one male dancer could bring up questions if the dancer is also gay. […] I 

think the posters are just a stereotype from the daily life. I hope I won’t live the day there 

will be an emancipation campaign in Latin dancing, where the female will be holding a 
guy in a backbend.  

(male professional photographer, interview with the author, 7 July, 2021) 
 

    This quote shows that the explicit reasons for why there are more photographs of females than 

males on his Facebook page - they are “visually more interesting” in terms of both their physical 
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appearance and their movement. It is also clear, that the photographer follows normative gender 

images and roles in his photographic choices. Moreover, the photographer expresses his fear of 

taking too many pictures of males, as their sexuality might consequently be questioned. 

  In addition, his answer as to what he thinks about the fact that the competition leaflets tend to 

show an image of a couple in which the male is in a more dominant position was that they are ‘just 

a stereotype of the daily life’ and that he doesn’t want to live the day, when the roles would be 

reversed – the female would be holding the male in a backbend. From this, it can be inferred that 

(at least some) members of the Czech Latin dance community are aware of the effeminophobia or 

even homophobia that often shapes perception and representation of male dancers in Czech Latin 

dance world (as people often conflate non-normative masculinity with non-normative sexuality), 

whilethe male dancers themselves consequently try to navigate through this anxiety by the way 

they express (or avoid expressing) themselves online.  

 

Conclusion 

  This section has illustrated how members of the Czech Latin dance community choose to portray 

themselves online, as well as how other members of the community advertise dancers in 

promotional materials for different dance events. 

  Firstly, I pointed out how advertisement materials targeted at the public audience promote 

normative gender roles, as well as images of women’s body objectification. I have illustrated three 

examples (Figure 13, 14, 15), all of which emphasize the dominant male gender role (hegemonic 

masculinity) and the subordinate female role (emphasized femininity). Moreover, I also analyzed 

how advertisements use the female body as an ‘object to be viewed,’ showing off their bodies in 

suggestive poses (Figure 12) and without their male partners.  

  Secondly, I focused on how dancers themselves think about their self-representation and their on-

stage gender roles that are being presented on their social media profiles. While the females share 

their Latin dance-related photographs with a rather positive attitude, expressing their on-stage 

femininity, sexuality, but also their personality, identity, status, and obligation to their sponsors, 

males seem to refrain from posting this type of content as it is harder for them to find images of 

themselves that would correspond with the general ideas about hegemonic masculinity in broader 

culture. Drawing from Richardson’s (2016) study, I illustrated how this concern might be tied to 

the existing anxiety of effeminophobia in Czech Latin dance culture.  
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  Lastly, because the dancers usually use the original photographer’s images, I briefly discussed 

how these photographers follow normative gender roles in their photographic choices. Based on 

my respondent’s statement I also showed that even the members of the broader Latin dance 

community (e.g., the photographers) may be aware of the effeminophobia tied to the male dancer’s 

on-stage masculinity 
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Conclusions 
  In this paper I attempted to shed a light on the many ways in which gender is socialized, 

performed, represented, and perceived by the dancers, coaches, and adjudicators in the community 

of Czech competitive Latin dancing. Even before the stage of preliminary research, I already had 

some ideas about the ways in which gender is reflected in this community however, as I found out 

through the many interviews, and online dance seminars with the most successful and 

knowledgeable members of this community, gender permeates into almost every aspect of these 

[Latin] dance styles.  

  Through the methods of participant observation, semi-structured interviews, and video as well as 

image analysis, I have analyzed gender images, roles, and relations on three different levels – 

movement, physical image, and online presentation.  

  In my first chapter, I focused on the gender-specific parts of the Latin dance curriculum taught 

by dancers and coaches in the Czech Republic. By conducting an analysis of the explicit teachings 

during various online classes, and during 13 semi-structured interviews, I concluded that gender 

is omnipresent in each move of the dancer’s body. In this chapter I illustrated a few of the 

exemplary choreographic and technical distinctions in the bodily movement to further emphasize 

how certain movements are associated with one of the two genders and how they come together 

to execute a performance of a heteronormative romantic relationship on the dancefloor. Moreover, 

I also briefly introduced the topic of elegance in dancing, which has led me to a discussion about 

the different type of femininities in Czech Latin dancing culture.  

  In my second chapter, I continued with the earlier discussion on different types of femininities 

by studying the ways in which dancers use their clothing to channel their femininity and 

masculinity. By focusing on the emic terms “elegant, dragoness, vulgar, and cheap” I came to the 

conclusion, that my respondents are aware of three different versions of femininity, two of which 

are acceptable (“elegant, dragoness”), and one of which is unacceptable (“vulgar and cheap”). This 

is also tied to the physical appearance of the female body, as female dancers use their clothing 

(both for rehearsals and competitions) as a strategy for hiding away parts of their body features 

that do not adhere to the normative standards of beauty and attractiveness in Czech Latin dancing. 

   Furthermore, I found out that while females have two options – to either look “elegant,” or like 

a “dragoness” – males seem to have only one. Moreover, this acceptable type of masculinity is in 

direct correlation with the physical appearance of the male (his actual physical body), as my 
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respondents identified it as the “muscular male dancer.” While having a muscular body requires a 

lot of work outside of Latin dancing, dancers can use their body posture to appear more 

“voluminous,” especially in their upper-body parts. This points to the fact, that masculinity in Latin 

dancing seems to be more restricted as the male dancers only have the option of one socially 

acceptable form of masculinity, while there are certainly other alternate masculinities in the 

broader culture of dancesport (“conservative standard dancer”) as well as in the dominant culture 

in general. In sum, as females similarly use dresses to make their bodies look slender, males use 

the “volume-creating” movement of their upper torso, to make their bodies appear more muscular. 

  The last chapter of this paper focused on two different perspectives on portrayal of the Czech 

Latin dance community online. I firstly analyzed the ways in which members of the community 

advertise themselves on social media, as well as how they are advertised through promotional 

materials, which aim to attract members of the broader Czech culture. In this first section of the 

chapter, I pointed out how advertisement materials targeted at the public audience promote 

normative gender roles, as well as images of women’s body objectification.  I have illustrated three 

examples (Figure 13, 14, 15), all of which emphasize the dominant male gender role (hegemonic 

masculinity) and the subordinate female role (emphasized femininity). Moreover, I also analyzed 

how advertisements use the female body as an ‘object to be viewed,’ showing off their bodies in 

suggestive poses (Figure 12) and without their male partners.  

  The second part of this chapter then focused on how dancers themselves think about their sel-

representation and their on-stage gender roles that are being presented on their social media 

profiles. In this regard, I found out that while the females share their Latin dance-related 

photographs with a rather positive attitude, expressing their on-stage femininity, sexuality, but also 

their personality, identity, status, and obligation to their sponsors, males seem to refrain from 

posting this type of content as it is harder for them to find images that would correspond with the 

general ideas about hegemonic masculinity in broader culture. In addition, I also discussed this 

fact from the photographer’s perspective, as I specifically asked one of the Czech photographers 

about his photographic choices. This then pointed me towards concluding, that members of the 

Czech Latin dance community refrain from emphasizing the male dancer in online content, as 

there is a general consensus about the effeminophobia that is tied to the male dancer’s on-stage 

masculinity. 
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  In conclusion, this thesis has shown that competitive Latin dancing requires not only a lot of 

training, knowledge, and preparation in regard to the bodily movement, but also in terms of gender 

performance. This gender performance is inherently tied to the very characteristics of each Latin 

dance style, and it requires not only to learn the steps of a choreography, but also to implement the 

right technique, to maintain the physical appearance of the body, to invest a lot of money into 

dance clothing (both for rehearsals, but mainly for competitions), and to find the ‘right’ partner to 

dance with. Thus, permeating into all aspects of the competitive Latin dance culture in the Czech 

Republic. 

  Due to the limitations of my research, I suggest that it can be expanded by including a more 

detailed study of the gender-specific movements and techniques of each Latin dance style. This 

could be achieved by carrying out fieldwork in dance studios and competitions, instead of online 

seminars, as well as interviewing dancers, coaches, and adjudicators immediately after (or during) 

their rehearsals, seminars, and competitions.   
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Figure 3: Kuhn, J. 2017. Image of a Juvenile couple dancing the basic Rumba step at the Trend 
Cup competition. Jiří Kuhn Photography official Facebook page. Available on 
https://www.facebook.com/JiriKuhnPhotography/?ref=page_internal  
 
Figure 4: Kuhn, J. 2018. Image of Youth/Under21 couple dancing Rumba at the Czech Latin 
Championship. Jiří Kuhn Photography official Facebook page. Available on 

https://www.facebook.com/JiriKuhnPhotography/?ref=page_internal 
 
Figure 5: Kuhn, J. 2018. Image of an Under21 couple dancing Paso Doble at the Czech Latin 
Champiosnhip. Jiří Kuhn Photography official Facebook page. Available on 
https://www.facebook.com/JiriKuhnPhotography/?ref=page_internal 
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Figure 6: Screenshot from a YouTube video “Filip Karásek & Tereza Florová PD Samba,” 

uploaded by florka171. Available on 
https://www.youtube.com/watch?v=ANX7uOb1Z3U&list=PLoj40CXEqd5Z62w15EHhz_su2ro
Yy4kAw&index=2&t=4s  
 
Figure 7: Kuhn, J. 2020. Image of couples dancing samba at the Peter Stokkebore Workshop in 
TK Trend Ostrava. Jiří Kuhn Photography official Facebook page. Available on 

https://www.facebook.com/JiriKuhnPhotography/?ref=page_internal 
 
Figure 8: Kuhn, J. 2018. Image of a Youth male dancer at the Czech Latin Championship. Jiří 

Kuhn Photography official Facebook page. Available on 
https://www.facebook.com/JiriKuhnPhotography/?ref=page_internal 
 
Figure 9: Ježek, P. 2018. Image of an Adult male dancer at the World Latin Championship in 
2018. Taneční svět magazine official Facebook page. Available on 

https://www.facebook.com/tanecnisvetofficial/photos/t.100000061755415/1171276703027728/?
type=3  
 
Figure 10: Screenshot from “Tomáš Gál & Sabina Karásková” official Facebook Page, posted 
by the page owner. Available on https://www.facebook.com/gal.karaskova  
 
Figure 11: Poster promoting the 2020 Czech Latin Championship with a figure of a female 
dancer. Czech DanceSport Federation official Facebook page. Available on 
https://www.facebook.com/tanecnisport/photos/2664967370205621  
 
Figure 12: Poster promoting a 2019 Czech Dance League competition in Slaný. Czech 
DanceSport Federation official Facebook page. Available on 
https://www.facebook.com/tanecnisport/photos/2495515747150785  
 
Figure 13: Poster promoting the 2018 Grand Prix Jihomoravského kraje in Hodonín. Czech 
DanceSport Federation official Facebook page. Available on 
https://www.facebook.com/tanecnisport/photos/?ref=page_internal  
 
Figure 14: Poster promoting a 2019 Crystal Cup Super Dance League in Ostrava. Czech 
DanceSport Federation official Facebook page. Available on 
https://www.facebook.com/tanecnisport/photos/?ref=page_internal  
 
Figure 15: Poster promoting a series of dance workshops by the Fénix Louny dance studio. 
Czech DanceSport Federation official Facebook page. Available on 
https://www.facebook.com/tanecnisport/photos/?ref=page_internal  
 
Figure 16: Screenshot of a random portion of photographs taken by a Czech photographer 
Martina Deylová. Available on https://www.facebook.com/martina.deylova.9/photos  
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Figure 17: Screenshot of a random portion of photographs taken by a Czech photographer Jiří 

Kuhn. Available on https://www.facebook.com/JiriKuhnPhotography/photos/?ref=page_internal  
 
Figure 18: Screenshot of a random portion of photographs taken by a Czech photographer Libor 
Makrlík. Available on 
https://www.facebook.com/libor.makrlik.fotograf/photos/?ref=page_internal   

https://www.facebook.com/JiriKuhnPhotography/photos/?ref=page_internal
https://www.facebook.com/libor.makrlik.fotograf/photos/?ref=page_internal
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Appendix A 
 

Transcription of two separate interviews, carried out in my preliminary research.  

Coding of topics shows the following patterns: 

o Latin dancing is about a dance between male and female  

o Latin dancing is about a couple performing the characteristics of each dance 

o Females and males are being taught Latin dancing distinctively 
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Transcript + folk terms Coding of topics 

How would you describe Latin dancing to me? 
It’s ballroom couple dancing. A boy and a girl. I am 
dancing particularly Latin dances which are mostly 
from America. It’s not just dancing, but also a sport, 
so it doesn’t belong to the category of sports only. 
It’s also a cultural experience, especially when 
speaking of competitions and shows. The 
community is something like a family to me.  
Why are you interested in Latin dancing? 
I’ve also done gymnastics and majorettes when I 
was in grammar school. I came to Latin dancing by 
accident, but from the moment I first saw it, I knew I 
wanted to try it out. I like that there is a relationship 
between two people. That’s what I like the most 
about it. 
Imagine you walk into the ballroom for a dance 
class, how would you describe the place to me? 
It definitely has a dancefloor (parket). It’s not 
conditional, but I would like the place to have a 
mirror as well. Music, some speaker. I remember, 
that in my old dance club there was a pole on the 
mirror for ballet purposes. And also, some room for 
sitting. People often also put-up shelves with 
trophies. Sometimes there are also pictures of 
dancers for motivation. 
Would you be able to describe the type of people 
that come to these classes? 
The group that I practice with the most, they’re all 
adults or youth. I’d describe us that we’re connected 
by having the same coach. All the guys are dark-
haired.  
Are they naturally dark-haired, or are they 
colouring their hair? 
They dye it, yes. It’s terrible, hahah.  
So, the group I train with, we also like to motivate 
each other. We give each other feedback. I am glad, 
that it’s also a pretty diverse group when speaking of 
the performance classes. It’s not like it’s only a 
group of the best people.  
Could you tell me how do you get along with these 
dancers? Do you make friendships? DO you meet 
up with them outside the ballroom? 

 
Latin dancing = heterosexual couple dancing 
 
Latin dances come from America 
 
Sport & Culture/Art 
 
Community feels like a family 
 
 
Has done gymnastics and majorettes prior to 
Latin 
 
Relationship between two people 
 
 
 
 
 
Ballroom has a dancefloor, mirrors, speakers 
 
Studios possibly assume that dancers also 
practice their ballet skills  
 
Ballrooms can be decorated with trophies or 
other couples’ pictures for motivation 
 
 
 
There are groups within the club that 
practice with each other 
This one is connected by having the same 
coach 
 
Guys dye their hair in darker colours – 
possible exoticization? 
 
Dancers within the group support each other 
 
Membership in this group is not based on 
the performance class 
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I’m a newbie and it’s been only a year since I first 
started training with my coach. I knew the people 
from before, because I’ve been seeing them around. 
We work on a friendship basis with this group, so 
yes, we meet also outside of the dance club. Our 
group is really tight knit.  
Can you describe what a Latin dancer does on an 
average day here at the dance studio from the time 
you arrive until you leave? 
I come to the dancefloor, but first I change clothing. 
I should start with a stretching session to prepare 
my body. Some basic, then I focus on it a little more. 
And I focus on the basic steps more because you 
need them everywhere. First, we discuss with my 
partner, we decide on what should we on first. We 
then practice separately at first. I think it’s really 
important to practice alone first. Then together, and 
it’s also surely important to dance (zajet) to music. 
First, we practice to a slower music and then to a 
faster one. At the end we do some stretching, just so 
that we’re not sore the next day. After stretching we 
go home. In average I spend there around three 
hours, including some training alone (volný trénink) 
and some lessons (lekce). Depends on the day.  
Can you tell me what do the dancers usually wear 
to these trainings/practices? 
I’ve noticed that many people nowadays prefer 
comfortable clothing. So, girls practice in leggings 
and t-shirts. All of the dancers definitely wear black. 
But if there’s a practice or a group lesson, or 
someone comes from abroad, then boom… 
Everyone suddenly wants to be stylish. Sometimes 
the girls’ dresses resemble their competition 
dresses, just in all-black versions. It can be bodysuits, 
skirts, the guys wear pants… 
Would you be able to tell me why do you dress that 
way? Where did you learn to dress that way? 
No one told me, when I was a kid. But somehow 
when I turned fifteen, I started wearing black. It was 
some sort of a milestone for me. Like becoming an 
adult. I think it looks elegant and classy. And I also 
think they wear black, because it’s making them look 
skinny. 

She identifies herself as a newbie, even after 
a year 
 
Training group based on friendships 
 
These friendships show even off the 
dancefloor 
 
 
 
Change of clothing 
Stretching  
Practicing basic 
 
Aligning on the things to practice with her 
partner 
First practice separately – very important 
Then dancing together 
 
Finally, dancing to music 
 
Stretching after practice to prepare the body 
for the next day 
 
Daily spends about 3 hours training 
 
 
 
Nowadays/Before 
 
Dancers now prefer more comfortable 
clothing 
All- black outfits 
 
Dancers dress up more on special occasions 
 
 
 
 
 
Unspoken dress code 
Kids don’t have to wear black 
Wearing black as a symbolic milestone of 
becoming an adult 
Possible ideal appearance – elegant, classy, 
skinny 
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What emotions does dancing at this practice evoke 
in you? 
 I feel the most emotional when I dance rumba or 
paso doble. Those are dances that evoke emotions 
the most. But of course, I feel emotional when 
dancing in general as well. For me the main emotion 
is happiness. At the competitions, when everything 
works as it’s supposed to, I feel pure happiness, 
because I’m doing what I love, and I am sharing it 
with others.  
How do you feel about dancing in a couple with 
someone? 
That’s the first thing I liked about it, that it’s 
[dancing] some sort of an expression of feelings 
between two people. If I was alone then of course, 
I’d be able to do everything by myself, and if you’re 
not cooperating with your partner it’s a bit more 
difficult. So, it’s harder, when two opinions have to 
meet. On the other hand, you have someone to 
share that happiness and the success with. In that 
moment, it’s a really great feeling, when you’re on 
the dancefloor and both experiencing this happiness 
together. You don’t even have to be life partners for 
that. I think it teaches you how to communicate 
even in your personal life. 
Can you tell me about how you met your last dance 
partner? 
That was thanks to our coach, because we both had 
classes with her, and it was kind of a coincidence 
that we were both breaking up with our partners. 
So, she matched us together. There were no 
problems, because we had the same coach. We 
knew each other from before, but we had different 
partners. Now we’ve been dancing together for half 
a year, so I came to this new dance club with a new 
dance partner already. But I’d transfer to this club 
even without him. But it was a bonus for me.  

 
Rumba and Paso Doble evoke more 
emotions than other dances 
 
 
She feels happiness on the dancefloor 
 
 
 
Happiness = doing what she loves, sharing it 
with others 
 
 
She likes dancing in a couple  
Expression of feelings between two people 
 
Cons: cooperating with a partner is 
sometimes difficult 
 
 
Pros: sharing happiness and success with 
your partner 
 
Dance couples don’t have to be life partners 
 
Skills learned through couple dancing are 
useful even in personal life – communicating 
 
 
 
 
Her coach matched her with her new dance 
partner 
 
Dancers knew each other form before 
 
 
 
She transferred to a new dance club six 
months ago 
Transfer was not motivated by the new 
dancer partner 
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Transcript + folk terms Coding of topics 

How would you describe Latin dancing to me? 
Latin American dancing is a grouping of five 
competitive dances – samba, cha-cha, paso doble, 
and jive, where the couples dance together and by 
that they create some sort of a story and they act 
out the characteristics of each dance. It’s mainly 
about the technique, musicality, and the movement, 
but it’s also about performance. 
Can you tell me why are you interested in Latin 
dances? 
I like the diversity in rhythm and movement. I like 
that it’s beautiful and elegant. It looks like it’s 
physically very difficult, but also difficult artistically. 
So, I think I like it because it’s not like hip-hop and 
street dance, where you’re dancing in a hoodie. 
Would you say that you like it also because of the 
nice clothing? 
Yeah, it’s definitely one of the things. 
Imagine you come to the ballroom how would you 
describe the place to me? What does it look like? 
Dancefloor. Changing rooms. I mean, LR is basically a 
school gym, so… But other places also have trophies 
on the shelves, banners with pictures of the Gál 
Team, and a coffee machine.  
And where is that? 
Tomáš has this small space, it’s something like a 
studio so sometimes we go there.  
What kind of people join these classes? Can you 
describe them for me? 
I think those people are extroverts, and most of 
them like that someone is watching them. They’re 
goal-oriented and ambitious and they just work 
hard, they’re no wagtails (trasořitka). 
Could you tell me how do you get along with them? 
If we’re talking just about people within the club 
then yes, we meet even outside the ballroom.  
Because you’ve danced in three different clubs, can 
you tell me if it’s normal to become friends with 
your teammates?  
I don’t know if it’s influenced by being almost the 
same age with the people in LR, because in Marendi 
I was just a small kid and in Trend it was different. It 

 
 
 
 
Couples act out characteristics of each dance 
 
Taxonomy – technique, musicality, 
movement, performance 
 
 
 
Diversity in rhythm and movement 
Beauty and elegance 
 
Difficult physically and artistically  
Not like hip-hop and street dance 
 
 
Nice clothing is a part of why she likes 
dancing 
 
 
Taxonomy – things you’ll find in a dance 
studio 
 
 
 
 
 
 
 
 
Dancers are extroverts/ like being watched 
 
Positive qualities related to dancers within 
her dance studio 
 
 
Relationships transcend to her personal life 
off the dancefloor 
 
 
 
Taxonomy of different dance clubs 
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was really hard to get involved with the group unless 
you were a member for a really long time or a really 
high performance class. 
So, if a D-class dancer came to your club right now, 
do you think you’d become friends with them? 
Hmm… I’m not sure if they’d become a part of our 
small group (parta), meaning Gal Team, not the 
whole LR. But I think if someone like that comes in 
and he’d be normal, I think his performance class 
wouldn’t matter. 
You mentioned that there is this Gal team and then 
the whole LR. Can you elaborate more on that? 
There is the Gal team – those are the top people 
who have the highest performance classes and they 
closely cooperate with Tomáš Gál and Sabka. And 
then there is prep group (přípravka), but they’re 
called that way even when they have like a C class. 
But they’re more friendly with the prep people. 
Their trainings aren’t that intensive. The other 
dancers teach them, and once in a while they have 
classes with Tomáš, but it’s not like they have that 
many classes with him like we do. So, it also depends 
on who they’re training with. And then of course 
there are juniors and other children.  
Can you describe to me, what dancers usually wear 
to their dance classes? 
First of all, black colors. Girls can have elastic dresses 
or bodysuits with skirts, but that’s usually what they 
wear for a practice, and then if they’re training just 
the technique or something it’s usually leggings and 
a bodysuit or a t-shirt. And then when we stretch, 
it’s usually trackpants and something comfortable. 
Would you be able to tell me why? 
In my opinion, it’s because black color makes you 
look skinnier. Because it’s a sport that is supposed to 
be “beautiful,” and the people dancing are supposed 
to look beautiful. I think it goes hand in hand with 
trying to look as skinny as possible. Maybe it’s so 
that everyone looks the same so that no one would 
be too different from the rest. 
Would you say that it’s somewhat of an unwritten 
rule? 
Yes. 

Different ways of socializing within different 
dance studios 
In TK Trend, it was harder for her to fit in 
than in other studios 
 
 
 
Possibly open to socializing with other 
dancers, regardless of their performance 
class or their group membership within the 
studio 
 
 
 
Taxonomy of the possible hierarchy of the 
social groups within the studio; based on 
performance class, age, and the coach they 
train with 
 
Prep group is more friendly with fellow 
members of this group – dancers of lower 
performance classes 
 
 
 
 
 
 
 
Triangulation of previous data on clothing  
 
Nice clothing for practise 
 
More casual clothing for individual training 
 
Comfortable clothing for stretching  
 
 
Black clothing to make dancers appear more 
skinny 
 
Dancers are supposed to look beautiful 
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If we go back to the distinction between a prep 
group and Gal team, can you tell me what’s the 
difference? 
Well the main one is I think in the performance 
class. I think that once you go to B class it sort of 
makes you want to collaborate more with Gal, 
because there is no one else in the club who could 
coach you. Čep isn‘t really training anymore, so 
maybe Markéta. It doesn’t have to mean that once 
you get B class you immediately become a part of 
the Gal team, but you’re definitely close.  
Would you be able to tell me what type of 
emotions does dancing Latin dances evoke in you? 
I think it’s happiness mostly. In rumba for example I 
feel super in love, even though I’m not. In paso 
doble I usually bring up negative emotions to make 
myself mad. Cha cha for me is super flirty, seems like 
I could flirt with anyone around me. Sometimes 
rumba also makes me feel sad. 
Could you tell me though, what exactly brings out 
these emotions in you? 
I think it’s connected to the music and to the 
characteristics of the dance. But in rumba for 
example there can be scenarios like “I love you 
now,” and then it would be like “okay, so now I’m 
leaving you,” so it can be both very romantic and 
very sad.  
So how do you create these scenarios? Do you 
make them up yourself? 
No, I’ve been told these by my coaches. I’m guessing 
someone else told them as well, and they each 
added something more to it so then I can adjust it by 
myself. In some figures it’s pretty clear and the 
coach tells me exactly how he wants me to act, but 
in 60% of cases it depends on me and how I’m 
feeling towards my dance partner and the music. So 
it’s not always the same. I think dancing is a lot 
about acting, because the way I express these 
feeling in a certain scenario, I don’t necessarily 
always feel that way.  
And have you ever been told to act a certain way? 
It’s not like I’ve been ever told “now when you put 
both corners of your mouth down, you’re going to 
act sad.” But sometimes they tell me that for 

 
 
 
 
More collaboration with T. Gal after entering 
the B class 
 
Taxonomy of other coaches within the 
studio 
 
T. Gall mostly coaches dancers of higher 
performance classes 
 
 
 
Rumba emotions – in love/sadness 
Paso Doble emotions – anger/negative 
emotions 
Cha cha – flirty 
 
 
 
 
Emotions are related to the music and 
characteristics of the dances 
Dance choreographies can have scenarios 
that facilitate evoking of emotions 
 
 
 
 
 
Scenarios are taught by coaches / sometimes 
the dancer is being told how to act in a 
scenario 
 
 
Dancers can interpret these scenarios by 
themselves (in 60% of cases) 
 
Dancers, through their movement, can 
express feelings they don’t necessarily have 
to feel 
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example “in this figure I would like to see you be 
happy” or something.  
How do you feel about dancing in a couple? 
You do a lot together. From entering the studio, to 
going to comps together. You usually have hotel 
rooms together and because there’s just the two of 
you, you also have to help each other with 
everything when preparing at a comp. There has to 
be a lot of trust. You should also be able to 
understand each other to some extent. He’s some of 
a life partner of yours. From my experience, I can tell 
that when two people click together it makes a huge 
difference.  
What do you think are the main qualities a 
partnership should have? 
Trust, tolerance, understanding, and some sort of 
harmony between the two personalities.  
And for how long have you been dancing with your 
current partner? 
Hmm, two and a half years now. 
 

Coaches navigate their pupils on how they’d 
like them to act in certain figures 
 
 
 
Dance couples spend a lot of time together; 
when going to competitions they share hotel 
rooms and assist each other when getting 
ready 
 
 
Dance partner = life partner 
 
It is important for the couple to have a 
cordial relationship even off the dancefloor 
 
 
 
 
Qualities a dance partnership somewhat 
resemble the qualities of a regular 
friendship/romantic relationship 
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