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Alexis, a 25-year-old striptease dancer who reported feelings of unattractiveness during childhood and reported a rape during ad​olescence, is painfully aware that society considers her occupation to be "deviant" and that she is stigmatized accordingly:

Society has the nerve to tell me to be a good girl, to shove their sexual ethics down my throat. What shit. What a crock. They hate me if I'm ugly and they blame me for what happens if I'm attractive. I'm a slut. Ugly and hated, a slut and hated. It looks to me as if they are going to think whatever they please, so I might as well not even listen to their rules. If they get their stories straight, they can give me a call. Otherwise, I'll do as I fucking please. I'll dance my ass off, rake in the money, and laugh all the way to the bank. Let them talk trash.

Alexis is aware that others are trying to constrain both her identity and her actions by supplying her with negative definitions of "self." She is also aware of the arbitrary, socially constructed character of the options being offered to her. The messages she receives about herself-ugly and hated versus attractive and hated-are contradic​tory terms and thus problematic as identity resources. No matter how Alexis presents herself, she perceives that she will be thought of negatively. As a consequence, both constructs lose credibility as legitimate concepts by which to define her "self."

However, even as she objects to being thought of as ugly or attractive, a good girl, or a slut, Alexis incorporates those concepts into her discourse as she practices identity. She defines her position in social space using these and other categories made available to her from the common stocks of knowledge (Berger & Luckmann 1966) about striptease dancers. Rather than passively accepting the negative identity labels, Alexis and other dancers become active participants in the construction of their personal and group identities by practicing narrative resistance and transforming negative labels into more positive terms.

In this article we use narrative materials from 24 life history interviews with striptease dancers as data to develop the concept of narrative resistance. We interview both men and women to avoid a possible gender bias, which we observed in some of the research on stripteasers. We do not focus on striptease dancing as a deviant activity. Instead, we explore how dancers themselves, both male and

1 All names and places have been changed to protect the identities of the respondents.
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female, use the discourse of deviance to organize their identities through a process we call narrative resistance.

GENDER AND THE DEVIANCE ORIENTATION IN THE

STRIPTEASE LITERATURE

The conventional literature on striptease dancing addresses the topic as a deviant activity. The research includes studies of lesbian be​havior as an adaptation to the occupation (McCaghy & Skipper 1969), the career contingencies and anatomical measurements of strip-tease dancers (Skipper & McCaghy 1970, 1971), the emotional stability of stripteasers (Peretti & O'Connor 1989), and managing the stigma of a deviant occupation (Thompson & Harred 1992). Much of the literature has focused on the background factors that ostensibly cause striptease dancers' "deviant careers." Other works deal with dancers' deviant lifestyles and deviant self-conceptions (Boles & Garbin 1974; Carey, Petersen, & Sharpe 1974; Prus & Irini 1980; Salutin 1971). The literature's analytical orientations pathol​ogize dancers' experiences.


Within this deviance orientation, the striptease research literature presents a possible gender bias-female dancers are often examined in the context of sexual deviance; male dancers in the context of work. For instance, male striptease articles have appeared in pub​lications such as Urban Life, Work and Occupations, Sociological Focus, and Doing Women's Work: Men in Nontraditional Occupa​tions (Dressel & Petersen 1982a, 1982b; Petersen & Dressel 1982; Tewksbury 1994). Some female striptease articles have appeared in Social Problems, Sociology of Sex, Sex Work, and Deviant Behavior (Enck & Preston 1988; McCaghy & Skipper 1969; Skipper & Mc​Caghy 1970, 1971; Sundahl 1987; Thompson & Harred 1992). The tacit attitude informing where some researchers are submitting their work is that stripping is an unusual and curious occupation for men, and a deviant, sexualized, social problem for women.

By comparing the work of Skipper and McCaghy to Petersen and Dressel, other possible biases emerge. We make this particular com​parison because Petersen and Dressel acknowledge Charles Mc​Caghy for commenting on earlier drafts of their work. Skipper and McCaglly, in their research, asked for and reported the anatomical measurements of their female striptease respondents, and they con​cluded that they tended to have large breasts. Dressel and Petersen did not report any similar anatomical information for the male
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respondents. Background variables such as ordinal position in the family, age at physical maturation, age at first coitus, age if and when their father left the home, and age when they left the home were reported for the female sample. Petersen and Dressel did not report similar information on the male sample. For female strippers, the tacit assumption was that stripping is a behavior caused by early life experiences; for male strippers, the orientation to the occupation was not pathologized, so there was no need to consider background variables.

These differences reflect a larger trend in deviance research that has been discussed by feminist scholars. According to Chaftez and Dworkin (1986, p.3),

Male delinquents are overwhelmingly guilty of acts that are crimi​nally illegal regardless of the perpetrator's age. Crimes against prop​erty and persons characterize their behavior. Girls, however, are most often adjudicated delinquent on the basis of status offenses specific to being minors. Such girls are defined as 'ungovernable,' which typically means they are sexually active. . . In short, it means girls are rebelling against the feminine role requirements of docility, obe​dience, and chastity. . . Boys are rarely penalized for sexual mis​conduct by itself.

Marcia Millman, (1975, p. 251) determined that "sociological stereotypes of deviance closely resemble those that appear in pop​ular culture," and documented a consistent pattern within the de​viance literature where male "deviants" were cast in positive terms whereas female "deviants" were cast negatively.

As an alternative, Gale Miller (1978, p.243) posited that "re​search should not seek to distinguish deviant workers from others." Instead, their activities should be treated as an occupational cate​gory. By orienting to "deviance" as an accomplished status (rather than a preexisting one), Miller implied that deviance is a social construct rather than something inherent to an activity such as striptease dancing.

Another way to re-think Miller's thesis is to use a theoretical orientation atypical of deviance research. Here, we use biographical work (Gubrium, Holstein, & Buckholdt 1994), a perspective which originated in aging research. Cast in this light, striptease dancing is a context through which a subject is asked to narrate a biography. By focusing attention on what dancers have to say about themselves, we learn which issues are relevant to their lives and, in particular,

​
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their conceptions of their identities. Within this context, deviance, as a category of identity, emerges as a narrative resource for accom​plishing biographical work. By treating deviance as a reality socially constructed through language instead of a status intrinsic to strip​tease dancers, and by interviewing both male and female striptease dancers within the context of the same study, we have attempted to reduce gender bias in our study of stripteasers.

SAMPLE AND PROCEDURE

In this work, we analyze the life narratives of 14 female and 10 male striptease dancers to develop a critical understanding of deviance as a component of biographical activity. Carol Rambo Ronai de​veloped an interest in the biographical work of exotic dancers while reflecting on data gathered in an ongoing field study of striptease artists (1992a, 1992b, 1994, 1997; Ronai & Ellis, 1989;). Rabecca Cross, as Carol's graduate assistant, helped to code the data Carol had gathered, and she developed a parallel interest in biographical work. Together, they analyzed the dancers' narra​tives noting the framing devices each used in their life history narratives.

In total, 10 men and 14 women, all stripteasers in the southeastern United States, participated in tape-recorded "life history" inter​views. Eighteen of the dancers were White, three were African American, two were Hispanic, and one was Asian. Each of the 24 dancers in the sample had participated in one or more types of striptease: revues, strip-o-grams, topless/table dancing, and nude dancing.

A revue is a traveling striptease show, consisting of either all women, all men, or both women and men. The shows begin with each dancer performing an individual striptease routine, and they conclude with all the dancers participating in a choreographed dance performance. Some shows feature activities such as Jello wrestling or boxing. Female traveling revue dancers usually strip down to a string bikini, occasionally appearing topless for extra money. In any form of striptease, the men strip down to a T-back strap that conceals the genitalia and exposes the buttocks. Dancers often find revues more exciting than other forms of striptease and enjoy receiving a flat rate-plus-tips as payment. However, revue

l
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dancers often complain of receiving lower tips than topless/table dancers or nude dancers.

Strip-o-grams are usually performed at a birthday party or other celebration. The person who "sends" the strip-o-gram selects a dancer from a photo album. The dancer appears at a designated time and place to perform a striptease dance for the recipient. Male strip-o-gram dancers often appear as a character such as a delivery person, a police officer, or a lost motorist. The female strip-o-gram dancer often arrives wearing a revealing outfit and strips down to a string bikini or lingerie. The stripteaser dances very close to the strip-o-gram recipient, and physical contact, such as caressing or kissing, may occur. The pros and cons of strip-o-grams are similar to those of traveling revues, with the added disadvantage of the danger inherent in entertaining in private homes. Dancers use a variety of methods to ensure their safety: they call management when they arrive at and leave a site, have a friend wait in the car outside while performing, or have a friend attend the performance with them.

Topless and nude dancing take place in strip bars designed for the activity. In topless bars, where alcohol is served, dancers wear pasties and a T-back strap. Customers make physical contact with the dancer during a routine called a "table dance," although ordi​nances vary on how much contact is allowed. In settings where dancers are totally nude and no alcohol is served, customers are not permitted to touch dancers except to tip them on stage. If the customer is interested in more, dancers can conduct dances for them behind private Plexiglas@ booths.

The advantages and disadvantages of topless and nude dancing vary considerably from those of revues and strip-o-grams. For ex​ample, most topless and nude dancers rely solely on tips. Strip clubs are thought to be more boring than other forms of striptease, be​cause dancers have a set schedule. However, the club setting is the safest place to work because there are bouncers to look out for the dancers' safety. Nevertheless, it is easy for anyone who wants to harm a dancer to follow the dancer home.

Knowledge of the different occupational forms furthers our un​derstanding of how deviance is constructed by exotic dancers. Dan​cers who engage in one form of striptease often regard group mem​bers who engage in other forms as deviant. The form of the occupation serves as an important way to organize the discourses that dancers use to narratively resist deviance attributions.
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NARRATIVE RESISTANCE AS BIOGRAPHICAL WORK, DIALECTICS, AND MAPPING

When an interviewer asks a subject to narrate a biography, the subject and the interviewer jointly negotiate the subject's identity. The subject relies on at-hand categories and typifications to retro​spectively construct the "life." Subjects seek to "frame and organize one's character and actions, selecting and highlighting the defining aspects of one's past" (Gubrium, Holstein, & Buckholdt 1994, p. 157). These verbal management techniques are "biographical work."

Jaber Gubrium, James Holstein, and David Buckholdt (1994, p. 156) define biographical work as the "ongoing effort to integrate accounts of a person's life," which the authors argue is "continually subject to reinterpretation because it is always the biography-at​hand." Narrated biography is a stationary process rather than a static product. The elements of biography change because of time passage and the context of the social situation in which the account is told. For Gubrium et al. (1994, p. 155), "Much of the work of assembling a life story is the management of consistency and continuity, assur​ing that the past reasonably leads up to the present to form a life​line." Biographical work is an activity in which a subject attempts to "make sense" of his or her life experiences.

In this project, we use the discourse of exotic dancers to highlight one form of biographical work: narrative resistance. "Others have the ability to threaten our opinion of ourselves by suggesting nega​tive categories to define ourselves by," (Ronai 1997, p. 125). This threat is experienced as "discursive constraint" (Ronai 1997, 1994) by the individual. For instance, a child who is being sexually abused may be told that she is a slut and if she speaks about the abuse, others will know the "truth" about her. This form of discursive constraint simultaneously controls the child's behavior (stay silent so others won't know) and her narrated biography as she tells it to herself (I am a slut and that is why this is happening to me), thus setting her up for future abuses. If she does not have an alternative stock of knowledge which enables her to resist this definition of self, she may incorporate the negative label into her identity.


Narrative resistance is a response to discursive constraint which

dialectically emerges from and constitutes an alternative stock of knowledge within a stigmatized group. Narrative resistance is an active speech behavior which serves to decenter the authority of
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specific individuals or society to dictate identity. The narrative re​sistance strategies presented here are forms of biographical work which cast self in frameworks which make use of the language of deviance, but reshape it in such a way as to resist taking on the negative identity for oneself. In reshaping the resources that the mainstream stocks of knowledge offer a stigmatized group, the group in question is remapping both their individual identities and their collective place in the terrain of social space.

Each time an individual narratively resists discursive constraint and another group member incorporates that particular strategy into their own stock of knowledge, that strategy eventually emerges as a part of the local or alternative stock of knowledge. These alter​native stocks of knowledge, intersubjectively shared by the com​munity, in turn, serve to positively alter the mainstream stocks of knowledge regarding the group in question. For instance, many of the dancers interviewed expressed that they were either supporting themselves through school or supporting a child. One has only to listen to television or radio talk shows on the topic of striptease to hear non-strippers reproducing these discourses.

"Well at least Allen is in school," or "Midnight does it to support her children" are remarks that represent a small shift in the public's perception of striptease. These discourses still make use of the lan​guage of deviance-"If someone strips for a living and she or he is not in school or supporting children, then she or he is doing some​thing wrong." No\N, however, instead of viewing striptease as always wrong in all contexts, there are occasionally fields in the common stocks of knowledge where stripping is understandable or even ac​ceptable. This mainstream discourse, in turn, intersubjectively cir​culates back to striptease dancers as a resource for their use in future instances when they are called to narrate accounts of self.

NARRATIVE RESISTANCE STRATEGIES

This article focuses on a form of narrative resistance that uses im​ages of deviance as negative exemplars-standards of compari​son-to avoid negative identity assignations. The dancers in this study made use of a wide variety of narrative resources while con​structing their biographies for our life history interviews, many more than we could discuss in a single article. Therefore, we limit our analysis of identity construction and narrative resistance to two
'​
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particular strategies where images of deviance are used as exem​plars: sleaze and immersion.

Constructing Deviance Exemplars

Exemplars, as defined by Gubrium and Lynott (1985, p.353), are "products of the collective work of representing experiences. . . recognizable means of sharing particular collective representa​tions." For striptease dancers, the collective representations of their experiences are deviant images. Dancers construct deviance ex​emplars, which delimit identity by serving as a narrative "straw man" or "straw woman" by which to compare oneself. A dancer practices biographical work to define herself or himself as an ex​ception to the average striptease dancer. Her or his identity emerges narratively by resisting the deviant role that the exemplar represents. By engaging in this pattern of discourse, a dancer defines the devi​ance frame as acceptable for some people, but not for herself or himself. Dancers, both male and female, triangulate their "selves" relative to the selves of other dancers, thus mapping identity claims in social space as they narrate their biographies. Through this pro​cess of comparison, they map their own position in the social world relative to other dancers.

Garcia, a 26-year-old strip-o-gram dancer, uses a deviance ex​emplar to describe another dancer whom he did not respect:

I know a guy who is fool enough, he got accepted to medical school, because his father wanted him to be a doctor, but while he was doing his undergrad, he started stripping. He got accepted, and I think he did like three semesters of medicine school, and he went back to stripping and that is what he is doing now. So, like, to me, that is a pity. He could have done a lot of good to a lot of people, being a doctor. Now, he is a stripper, what good does he do? I don't see it as a job, but a way to get money. I think it should be the means to an end, not the ends to a mean.

Garcia constructs an exemplar, a model of someone who is treat​ing the occupation of stripping as a permanent job. He defines himself conversely by stating that, for him, exotic dancing is only a "way to get money."

Nina, a 22-year-old revue and strip-o-gram dancer, gossips about

a rival troupe, "In the Raw":

Everyone knows about them. We know what's up. How do I say this? [giggles]. They's hos [euphemism for 'They are whores']. Say 'Hey

​
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ho' and those bitches' l turn around and answer you 'What?' [gig​gles]. Our group can't make the money they do because we don't fuck [her emphasis as she laughs out right] everyone we dance for. We may not make the money they do, but we aren't total sluts either.

Nina constructs "In the Raw" as the comparison group or ex​

emplar by describing them, and then designates her troupe as su​perior because they do not engage in the same behavior. This time an entire group is set up as the triangulation coordinate by which to map and narratively resist a deviant identity.

Jessica, who is 25-years-old, White, a senior in college and a revue dancer, displays a native awareness of how deviance exem​plars are constructed and used:

Other girls spend a lot of time talking about who they aren't by talking about someone else. I'm sure you got a lot of dancers to talk to you and I'm sure you got them talkin' trash. It's bad for the industry. You won't get trash from me. I'm one of the people that don't fall into the category of the misconception that dancers come from bad homes or are doing it out of some sort of sexual need or things like that. But that's the public talking. I don't see dancers as bad. And I don't need to badmouth to tell you who I am. Dancers are so catty, back stabbing, always talking 'bout other dancers. I hate it.

Jessica engages in some of the identity management practices for

which she chastises other dancers. She constructs an exemplar and narratively distances herself from its deviant status. She tells us what "other girls" are like, she tells us gossip is harmful, and she dis​tances herself from them by telling us what she is like. Jessica's typification of "other girls" was common. Most of the dancers in​terviewed joked that they talked behind each other's backs, wanted to know what others had said about them, and told us gossip about other dancers.

As deviance exemplars are constructed and narratively distance the self from deviance, they are used with the understanding that some dancers match the negative characteristics defined by the exemplar. Constructing deviance exemplars locates subjects on an emergent, multi-dimensional, non-cartesian map of identity. Male dancers use some of the same exemplars as female dancers use, as both groups are subject to discursive constraint and a negative identity. Exotic dancers create identity maps from the narratively shared knowledge of exotic dancing, and restructure that knowledge by avoiding locating their own identities at deviant map coordinates.

'​

NARRATIVE RESISTANCE OF MALE AND FEMALE STRIPTEASERS

109

Dancers locate themselves in social space by specifying, among other things, sleaze and immersion as exemplars.

The Sleaze Exemplar

Dancers engage in biography work, specifically narrative resistance, by locating themselves relative to “sleaze." Sleaze is a deviance exemplar that serves to constitute a form of narrative resistance which helps map a dancer's claim to a location in social space. The type of exotic dancing a stripteaser engages in can determine how she or he constructs her or his identity relative to sleaze. Most revue dancers remarked on how sleazy they think nude dancers are, which serves to narratively resist deviance by portraying them​selves as less deviant in comparison. Garcia specifies this dimension of identity in his text:

If you go all the way naked, which I never do, there is only so much you can do, offer to them. And from an exotic, appealing, sexy dancer, you become something that they are just looking at. What is this guy going to do now? Unless you can pull rabbits out of a hat or something-overkill.

Nina, a White revue dancer, also states, "I'll never go nude. I just

can't." Garcia and Nina both believe they are less sleazy than other dancers because they don't undress completely.

Connor, a 19-year-old, White, female, nude dancer, expresses similar sentiments when sharing with us her experiences from when she first started stripping and was trying to figure out how she was supposed to dance in the private booths. She concludes, "When I first started working there, I sat there for ten minutes and watched the guys. And you see everything. And me, I never show every​thing." Even though Connor is a nude dancer, she specifies sleaze as an exemplar in a manner similar to revue and table dancers. She sets up nude dancers as the deviance exemplar and narratively resists the deviant identity by explaining that she is not like the typical nude dancer who exposes it all.

By specifying physical contact with customers as closer to sleaze relative to nudity, nude dancers use this exemplar differently from revue and table dancers. They assert that nude dancing is superior to topless or revue dancing because they are not touched by the audience except to receive tips. For example Madeline, a 20-year​old nude dancer, stated the following: "I would only work in a place where there is no contact involved." Ashley, a 36-year-old nude
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dancer, parrots Madeline when she says, "I feel like if they will pay me to look at me naked, they can't touch me, they can't screw me, I am safe."

Sometimes narrative resistance is practiced by establishing an​other dancer's behavior as an exemplar by locating it as sleazy and placing one's own conduct in opposition to that behavior. Stephanie, a 21-year-old nude dancer, illustrates this as she describes what goes on in a private dance booth:

I have known some girls like that. They will bring vaseline, and jelly, but the extent of bringing things in there, sometimes I will bring ice in there. They are supposed to be simulating masturbation, and I don't do that.


Stephanie narratively constructs public masturbation as sleazy in

order to narratively resist assigning to herself the deviance she attri​butes to the women who simulate masturbation. Her claims about her own behavior distance her from sleaze.

Madeline, a nude dancer, relayed a similar story:

One girl asked me to do a dance with her in the private dance booth. And whenever you walk by the booth and she's doing a dance in there, you always hear a vibrator going off. That is so sleazy. I could not do that in front of somebody.


By disapproving of the girl who uses a vibrator, and claiming to

be unable to use them in front of people herself, Madeline narra​tively resists what she considers to be "so sleazy" and distances herself from it. To make her point more explicit, Madeline went on to discuss a situation, which took place earlier in the evening before our interview:

I don't know if you noticed it, but tonight there was a lot of tension because there was one girl that was out on stage and I couldn't believe it, and every girl I talked to was like~their faces just dropped. She grabbed the bars and flung her head down until it was almost on the floor exposing 'the pink.'

The phrase "the pink" refers to the labia and/or clitoris. Exposing

the pink by lifting one's leg, spreading one's legs, or bending over is illegal and is considered by the dancers to be desperate and a way of "upping the ante./I If one dancer does it, the customers will expect the other dancers to do it, or they won't tip. Furthermore, according to Madeline, "A girl like that gives all dancers a bad name." Not only does Madeline narratively distance herself from
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sleaze, but she also demonstrates an awareness of the implications of this dancer's behavior for the collective identity of dancers and distances the occupation from her also.

Hudson, a 23-year-old, White, male, revue dancer, uses a tech​nique similar to Stephanie's and Madeline's when he talks about raunchy stage behavior: "Like a fake sixty-nine. I wouldn't do that on stage, but I have seen people do that." Hudson attributes a label of deviance to male dancers who perform acts such as a fake sixty-nine (pretending to engage in mutual oral sex), and then narratively resists the deviant label by stating that he could not behave that way.

Sleaze is also specified through the vocabularies of gender and race. It is taken to be common knowledge among female dancers that male dancers are sleazier. Kitty comments, "Guys get away with murder on stage. A woman would never do that stuff, wouldn't want to." Many other female dancers echo this sentiment. Only one of the 10 males interviewed, Ron, hints that he thinks women can be "sleazier" than men. He states, "Some women can be even more sleazier on stage than the most sleaziest man, but not usually."

The rest of the men are somewhat defensive about sleaze as they apply it to their own gender's participation in the occupation. Often, the sleaze exemplar is specified by male dancers in such a way as to distance themselves from the "sleaze" they believe typically ap​plies to men in their field. Hollywood, for instance talks about how he finds erections on stage to be objectionable:

Yeah, there was one guy that I danced with, he always got a hard on while he was out there. But it was gross. . . I guess some girls would like it, but I guess most girls, the majority, thought it was disgusting.

Likewise Hudson reported the following:

I wouldn't want to have an erection when I was dancing. . . I think the girls would get turned off by that. . . a lot of them really grab for that area when you are up dancing close and stuff like that when you are up close to them, but I don't know if they would like it that far.

Race, as a vocabulary, appears to intersect gender as a way to do biographical identity work and narratively resist the sleaze exemplar. It is taken to be common knowledge among Whites that African American male dancers are sleazier than all other dancers. The two African American male subjects did not speak of race in any manner when specifying the sleaze exemplar. When Rachel, a White female
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dancer, hears that Carol will interview a Black male revue dancer named Kareem, she feels obligated to issue this warning:

You gotta watch out for him. I don't think he will try anything, but he might. He likes blondes so, it ain't no big deal, just watch out for him. If you saw this guy on stage, actually all the Black guys are like this, they are so N-A-S-T-Y [spelled out]. Nasty. I know it sounds racist, but it's true.

Ron makes a similar remark regarding Kareem as he discusses himself:

You need to come see me dance. When I do it, I do it for the ladies. I don't put it [his groin region] in their face. No chick likes that crap. And if they do, I ain't interested in spending too much time with them anyway. Now Kareem, he'll put it right up in their face. I watch their faces when he does that. I'm a professional and I say they don't like it. All the Black guys do that shit.

Ron sets up Kareem and "Black guys" as the sleaze exemplar.

He is White so he can distance himself from the sleaze attributed to male strippers by specifying his race. Ron elaborates on the intersection of the vocabularies of gender, race, and sleaze at an​other point in his interview. He remarked on three practices: "tying off" (tying something around the base of the penis after stimulating it to produce a tourniquet effect), "stuffing" (placing something in the groin region to produce the appearance of an erection), and injections (injecting a vasodilator into the penis to increase the blood flow and consequently the size). He explained "Usually it's the Black guys doing it. No one needs a hard-on to dance. I get embarrassed when I spring one, and wait for it to go down if I can." Hollywood, as noted earlier, is similarly uncomfortable with men having erections on stage and stated, "1 would never stick no needle in my dick." These practices, particularly the injections, are dis​cussed in very hushed and conspiratorial tones. When Hudson is asked if he knows anyone who does things to enhance the appear​ance of their penises on stage, he commented, "Whites will some​times tie off or stuff, but it's the Black guys that get radical. They inject. They have a reputation for having a big one to maintain."

No dancer specifies African American or Hispanic females as sleazy. The first author has heard White customers classify both racial groups as sleazier than Whites, however. Twice, male Hispan​ics were classified as sleazier or more vulgar, on average, than other
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dancers. Ron, when he learns Carol is to interview Garcia, com​mented the following:

He's a spic, Cuban or something. Don't do his alone. No, do it alone, and if he tries anything with you call me, I'll set him straight, I'll kick his ass. In fact tell him at the start of the interview that I said I'd kick his ass if he tried anything. Then you'll be safe. 

Almost a page of transcription material covered this topic. The first author's subsequent experiences with both Kareem and Garcia were very positive. While Kareem was mildly flirtatious during his interview, like a couple of the White male dancers and one of the White female dancers, the first author always felt safe. Garcia was a graduate student living in campus married student housing with his wife and child. In both instances, the interviewer found nothing untoward in their conduct.

Sleaze, as an exemplar, forms one dimension of a working identity map where subjects may locate themselves based on who they are and the stocks of knowledge they have access to. By demarcating an identity for themselves relative to the sleaze exemplar, dancers do not reject the deviant stigma others apply to the occupation of striptease dancing as a whole. Indeed, both male and female dan​cers reinforce it by using it to narratively resist where they stand in relation to it. By practicing narrative resistance, however, dancers actively produce and reproduce an alternate stock of knowledge as an identity resource for themselves as individuals or as a group to draw upon. By exchanging this talk in backstage settings and repro​ducing it in an interview, dancers are jointly practicing identity as a form of resistance to mainstream society's definition of them-in this case, as sleazy. Sleaze, however, is not the only exemplar that dancers specify when mapping their identities. 

The Immersion Exemplar 

Another exemplar dancers appeal to when doing biography work involves describing the degree to which a dancer is immersed in the occupation. Total immersion in the occupation is viewed neg​atively (no dancer claimed to be totally immersed), so dancers nar​ratively resist constructing identities for themselves which would define them as "too far into it." While they do not draw on medical frames like "rehabilitation" or "recovery," they do appeal to a vo​cabulary of getting "hooked" or "addicted" to the occupation, the money, or the excitement, as a way to specify immersion. Part-time
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dancers are more likely than full-time dancers to refer to this ex​emplar in their narratives.

Jarrod, a 28-year-old, Black, male striptease dancer who has

danced on and off for 9 years, uses the vocabulary of addiction:

I could stop anytime, I could just get out of it at anytime, stop. I hope I don't sound like a dance-aholic, but. . . I'm not at the point of dancing that I have to do it. I don't depend on it for anything.

Helena also uses this vocabulary:

I'm fortunate that I turned out okay, because people, some people that I hung around with and the way my life was, you know, I'm surprised I'm not into drugs. I mean when I danced at Chez Manique or Cat's, you get hooked on the money and you get hooked to the fun, and I really didn't get hooked and get pulled in.

When asked specifically why she did not get "pulled in," Helena

answered the following:

I think I had more respect for myself and I think I had more, I cared more about things, about what happened in my life than a lot of them.

Helena used others that she "hung around with" as exemplars of

who was too immersed in the occupation. She claimed they were "pulled in" while she was not. Describing how she respects herself, and how she cares about what happens to her, we can see her narratively anchoring her self on the identity map in such a way as to prevent her from seeing herself as "pulled in."

Others use this anchoring strategy more overtly to resist the ex​emplar of immersion. Rachel, a 25-year-old, uses her college and work experience as anchors which prevent her from being im​mersed too far. She distances herself from this exemplar by stating, "This isn't my life, that this is all I can do. I have my degrees, I'm managing the store now,  I'm going to stay in retail. Once I leave [Townsville], I'm not going to do this anymore." Rachel speaks of her dancing as a temporary activity, thereby distancing herself from the total immersion that would be implied if it were a permanent career.

Jessica uses the immersion exemplar somewhat differently from Rachel:

I am going to stay in college, I will get a degree, and I will seek employment in another field, but I think having the ability to do this, it's something that is there in case, something to fall back on, and that makes me feel secure knowing I have that.

'​

NARRATIVE RESISTANCE OF MALE AND FEMALE STRIPTEASERS

115

Jessica distances herself from the immersion exemplar when she claims that dancing is "something to fall back on," again offering the temporary nature of the activity to herself and us as evidence that she is not too immersed.

Claiming an intense personal relationship may also serve as a way to narratively resist immersion.. Hollywood, a 36-year-old, White, male, revue and strip-o-gram dancer states, "My dad is real close, helps me keep my head screwed on straight so I don't get into it any more like some of them do." Kitty, a White, female, revue and strip-o-gram dancer who claims to be 25 years old (others disputed this, claiming she was 27 or 28), similarly states, "We argue sometimes, we drive each other nuts, but my mom supports me, and she keeps me straight, so I don't get into any real trouble." Neither dancer claims to have activities which compete for their time and attention, but rather they claim a deep bond which serves to firmly anchor the self in such a way as to prevent total immersion.

Other exemplars presented themselves as resources for biograph​ical work and narrative resistance such as attractiveness (who is too old, overweight, underweight, awkward or ugly to dance), natural​ness (how much does one depend on cosmetic treatments such as breast, pectoral, calf, or other implants, liposuction, hair coloring, and so forth), appropriate attitude (is the person in question too arrogant, vain, or conceited), as well as twenty other categories we noted. By using all of these themes, dancers are able to triangulate and map an identity for themselves through a very treacherous ter​rain which makes available less than perfect resources for accom​plishing biographical work. Bit by bit, over time, through narrative resistance, alternative stocks of knowledge on the identity of dancers emerge, offering a small ray of hope that identity is a contextual matter rather than a stagnant caricature which blankets all strip​teasers regardless of their situations.

GENDER IN THE BIOGRAPHICAL WORK OF STRIPTEASERS

Our research reconstructs the academic stocks of knowledge on striptease dancers by applying the biographical work frame to their life histories. Instead of assuming a problem/pathology stance to​wards the occupation for women, but not men, the method of bi​ography allows us to listen to both genders talk about themselves. By examining men and women within the same study, we found
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that men are subjected to discursive constraint and suffer from the consequences of a negative identity, similar to women.

Gender turned out to be a useful, if complex, consideration in biographical work. Both men and women narratively resisted dis​cursive constraint, and specified the sleaze and immersion exem​plars. However, men and women have access to different gendered tales of self which leads them to fashion different gendered versions of the deviance exemplars. The differences are subtle. For instance, the males are not as concerned as the females with seeming to be like prostitutes. The male dancers talk about not wanting to appear to be vulgar, raunchy, or sleazy to their female customers. The female dancers are more concerned with how other dancers perceive them. The female dancers are concerned about appearing too sleazy to the male customers only in contexts where it affects what the cus​tomers expect of other dancers such as in the situation of "exposing the pink."

Other materials indicate that it is considered inappropriate for a man to focus too much attention on his appearance; to do so seems vain and thus feminine. Yet physical fitness, work out regimens, and pressure to "keep up with their looks" are all stressed more heavily in their life history interviews than in the female dancers' interviews.

Gender is also used as a biographical resource, a category on which dancers draw to construct deviance exemplars. Both female and male dancers in this study specify men as sleazier dancers than

women, an idea which reflects mainstream conceptions about male'

and female sexuality in general. White males narratively resist some of the sleaze attributed to their gender by employing race as a biographical resource; another idea which reflects mainstream con​ceptions, this time in reference to African American male sexuality. The language of gender and race then, like the language of deviance, is used as a framing device which serves to map the identities' of the striptease dancers in this study. By specifying sleaze, immersion, gen​der and race as a few dimensions of identity, dancers are able to use the language of deviance to position themselves and anyone like them​selves in a more advantageous place in social space.

NARRATIVE RESISTANCE AND BIOGRAPHICAL WORK

This article contributes to the social constructionist literature on deviance and deviant identities and implements a new theoretical

'​
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framework (biographical work) within this tradition. By focusing on both males and females, this text has sought to remove certain stereotypes which may have operated in research in this area in the past. The theory of biographical work, applied specifically to alle​viate a possible gender and deviance bias in the stripteaser litera​ture, illuminated a specific pattern-in the discourses of our subjects. These patterns, in turn, enabled us to develop the concepts of nar​rative resistance and deviance exemplars, thus expanding the ap​plicability of biography work as a theory.

The use of narrative resistance, in particular deviance exemplars, is not restricted to stripteasers nor any group of people who engage in what might be considered "deviant behavior." Narrative resis​tance is a cultural universal. Everyone in their self talk sets up other individuals and/or groups as examples by which to compare them​selves and triangulate identity. If one is a mother who works outside the home, she might say, "I wish I didn't have to work, but at least I make time for my kids, unlike Sally and Sue" or "I may not be the best father but at least I bring home my paycheck and check my kids' homework unlike Bill and Steve."

By recognizing the generalizability of this strategy, then we come full circle to realize that both male and female striptease dancers, like everyone else, are engaged in the work of trying to make sense of their identities. The working mother is told she should be at home; the father is told he should do more for his kids; the striptease dancer is told stripping is wrong. All of these forms of discursive constraint are attempts at domination and control, either as an effort to con​strain how a person chooses to self identify or as an effort to change her or his behavior (become an at-home-mom, better dad, or stop dancing, and we won't label you). None of these subjects are forced to passively internalize a negative identity. To do so would create a problematic identity. By formulating and consulting an alternative stock of knowledge, subjects develop the resources to resist. The working mother talks with other mothers and taps into the story that as long as you make time for your children, you are still being a good mother. As more and more mothers work, these discourses circulate until finally being a working mother is not considered a problem by anyone anymore, unless you don't spend time with your children. Likewise with the father, the stripteaser, and everyone else. Through the process of biography work and narrative resistance we become the authors of our identities, charting for ourselves a place
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in social space which transforms negative discourses into more positive identity resources for ourselves and others to draw upon in the future.
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