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ABSTRACT

Photographs and film recordings have not been cathymeed as source material in
sports history research. However, every moment ety movement captured in
photographs tell us things that researchers coale [seen if they had been on the
spot when the picture was taken. | suggest thatoghand films can be read in the
same way as any sign systems, such as writing ps.nfdhe points of departure for
my analysis of movement in photographs and filmordmgs are kinesthetic
empathy and the idea that the meanings of most bamyements are established to
the extent that they are part of our cultural laget and contain signs and symbols
we can relate to. Furthermore, observations madm fthese documents can be
analyzed with the help of theories from other resedields. Using the methods of
dance research, such as Rudolf Laban’s movemefyjsis)alanet Adshead’s dance
performance analysis, Marcel Mauss’s habitus cancapd John Martin’s dance
analysis, styles, movement languages, and conventid exercise and sport in
photos and films can be identified. In addition, @aacordance with photographic
research by Roland Barthes, | will reflect on thimdge conditions of the use of
photographs as research material, the kind of dppibies they offer, and the kind of
limitations they set for the researcher.

KEYWORDS methods of sports history research, photographdibndecordings analysis, dance
research and photographic research

In sports history, some key questions about exei@ml sports, such as ways of moving and qualities
of movements, programs and performances, are studiy little. However, it is essential to clarifghat the
sport itself and the bodies of the people who aexaising have been like. | became interested @sdh
research issues while studying the history of Binrwomen’s gymnastics. Difficulties arose in thierkv
because movements are transient, and it is hasdyt@nything about them using traditional methatutd a
documents. In this article, | will describe howlesy movement languages, and conventions of exearid
sports can be studied through documents such asgrhphs and film recordings.

Traditionally, recording history has primarily bebased on literary sources, as literary material ha
had a special position in high culture and sciendde West. As a long-established field of stuugtorical
research was well underway before the photograghevan invented. Consequently, photographs and film
recordings have not been commonly used as sourt&iaian sports history research. In research nspo
photographs have mostly been reduced to the radingdle illustrations, to portray important peopde,as
supplementary material and decoration. This isnggabecause these documents are in many respects

22 2013 « VOLUME LVII



PHYSICAL CULTURE AND SPORT. STUDIES AND RESEAR(

undeniable from the point of view of their evidenaad can tell us something unique or express songet
special about movement patterns and sports perfar@sa

Not too long after photography’s debut in 1839,V. Holmes described the new technology as a
“mirror with memory”. This phrase speaks of the eaa's ability to faithfully and accurately reflaohat is
placed before it (Raiford, 2009, pp. 112-113). ¢gest that it is possible to make such observaticm
photos and film recordings that do not come to mondthe basis of literary materials. In additiomege
documents can tell us something about such featdresercise that are hidden in other documentshatr
simply have not been recorded in them. For instapbetos convey to us the idea of the surroundings,
equipment, apparatus and clothes used in the maepias the bearing of the person who is exergisind
the other people in the picture, such as teachetspectators.

There is, however, among historians a widely hetgpnceived idea that these materials do not yield
much information and it is hard to shape them miderary or conceptualized form. | suggest thavtps
and films can be read in the same way as any g&fers, such as writing or maps. Barthes gives aenam
two messages to be found in photographs. The dere{actual, objective) message is a picture miogr
reality. The connotative (additional, giving valuesessage contains cultural meanings associatdutingt
actual message of the photograph. Both these laglegsdenotative and the connotative, exist in yever
picture (Barthes, 1990, p. 26). Furthermore, observatioadarirom these documents can be analyzed with
the help of theories from other research fieldghsas dance research and photographic researthe In
article, | will introduce methods with which thedecuments can be conceptualized and transposed into
literary form. Studying photographs and the evidetiey provide is not without problems, howevetighe
Raiford (2009, p119) emphasizes that historians tend to use phagpbgras illustrations, as evidence, as a
mirror that accurately reflects the past. But wendd apprehend photography as a social practidly, fu
exploring the practice of looking or the historytbé photograph itself. In this article, | will alseflect on
the kind of limitations these documents set forrdsearcher.

Kinesthetic empathy as the point of departure for he analysis

Every moment, every incident that is captured & photograph tells us things that researchers could
have seen had they been present when the pictigdakan. In addition, the photograph can even decor
details that the researcher would not have notitemhnsider photographs to be mirrors that reflbet
characteristics and qualities of different kindsspbrt and exercise, because there is no movenigmuy
the moving person who is performing it. Movementtie means of moving and the intentional body its
source. The object, seen as a movement, cannefplaeased from the person who is moving. Thus tliy bo
of the person becomes the object of the analysésré&fognize, for instance, how gymnasts influehedr t
movements and posture through their age or bodd,bamd in what respect the movements of an orginar
gymnast and an elite gymnast differ.

The point of departure for my analysis of movemarnthotographs and film recordings is kinesthetic
empathy. Many movements are instinctive, but somelearned or even special skills. It is common to
attach experiences to other people’'s body movemeghen we value the weight, dimensions, resistance,
strength, or qualities of their movements. We @ognize the different ways movements are perforfioed
instance, flawlessly, precisely, or clumsily. EXpace shows that we can even read the intenticdhasfe
who are moving through their body technique. Actcagdto Rudolf Laban, human beings study the
meanings of other people’s conscious and unconscmmyements throughout their lives (Laban, 1991).

The ability of other people to analyze movementased on the fact that we respond muscularly to the
strains in the action of other people’s bodies. Kinesthetic sense communicates information abloait t
activity and loading of the somatic sensory systéfs. can develop an emotional response to anythig w
see even before we are consciously aware of it (Mte@002, pp. 37-38, 58). The changes broughttabou
the body by the observation are a natural orgaaitqd the observation. This also applies whenathject is
only thought about or remembered, or in this cagamined in a photograph. The reason for thisas th
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when we think of an object, we reconstruct our méeso The memory archive, which is formed from a
once-seen object or event and which contains thenoaules of movement, is formulated to implement
previous observations and emotional reactions (3ama000, pp. 147-148, 153).

Roland Barthes has conceived the body as a sidgncédmbe read as a “text”. According to John
Martin, a well-known dance researcher of the 198@s/ement is akin to language but more universadlyB
language consists of signs, signals, and symbatsyam to human perception and experience. The human
body always contains references to behavior, metééd, motive, function, and feelings (Barthe</8.9p.
170-178; Martin, 1969, pp. 53, 136). According tabln, the meanings of most body movements are
established to the extent that they are part ofcaliural heritage and contain signs and symbalswe can
relate to (Laban, 1966, pp. 3, 29).

Photographs and film recordings as mirrors of exerise

Developments in the technology of photography niagessible to eternalize a fleeting moment, an
entirely new phenomenon at the time. Sporting pestwsually show the peak moment of the performance
they record the culmination of the event (Pitkar2ol 1, p. 143). It is often thought that the qyatit old
photosis not good enough for historical research. Howether technical quality of these documents matters
little in this kind of analysis, as in sporting pbgraphs the event is more important than the agstbr
technical quality of the picture. Different methods dance analysis are well suited to the analgs$is
movement in photographs.

By applying Rudolf Laban’s movement analysis, ipissible to name and conceptualize observations
of movements in photos while also describing thecHjg quality of each movement in relation to its
intensions, dimensions, and qualities. Laban i9#st-known dance theoretician of thé“?.@ntury. He is of
Hungarian descent, but he published his literaripatumainly in England. After World War 1, Laban
worked at the University of London. An institutelled the Laban Centre, named after him, was later
founded at the university. At the institute, hisws are still studied and adapted to movement plyeaad
anthropology.

On the basis of his empirical observations, Labamgéned moving as acting in the space allowed by
the body. “Body space” (Raumkorper) is the spaoerat the body, upright, from right to left, bothfront
of the body and behind it. The limits of body space reached with outstretched limbs without gigftirom
the body center. The body space is wide when omggements are trying to reach the ultimate points
(Laban, 1991, pp. 64, 66).

According to Laban’s definition, a movement combirtte human’s intention in relation to the
surrounding world; in other words, human movementilink between intentions and their realization.
Laban called human movement intention “effort” {dynamics”). He hamed eight basic efforts into whic
all movements can be classified. They are: dabliiegging, floating, gliding, pressing, punchindashing,
and wringing. Combining the efforts gives us a nyfmecise grouping. Besides, in each movement ety
of the exerciser’'s body can be given an effortobivn (Laban & Lawrence, 1947).

In addition, it is possible to interpret the qualif the movement. According to Laban, every
movement has its own special way in which timegcepaveight, and flow are used. Each movement aositai
four movement factors: 1. Weight - heavy/light;F2w - bound/free; 3. Space - direct/indirect; 4n@& -
sudden/sustained (Laban & Lawrence, 1947).

Using Laban’s concept, it is possible to recogrime name the particular culture, period, genre, or
style to which the exerciser belongs. The peoplthénphotographs of exercise can be compared éh t
movements of contemporaries to obtain some idélaeo$tatus of the performers. This way it is alsssible
to compare the movement languages of differenttevéinis is interesting, for example, when studytimg
characteristic language of movement of a specéitop or a specific culture.
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With photographs taken at different points of tifihés possible to study how the movement language,
style, and conventions of an event have developbd. next pair of photos can be used to analyze the
movement language of Finnish women’s gymnastics. giotos date from the 1890s and the 1950s.

We can see that the movement language of gymndmsticshanged a lot, but in what way? According
to Laban’s concepts, in the older picture, the gysts use their body space widely, whereas in tbense
picture the gymnast uses her body space quitewlgrrim
the older picture, the movement of the gymnasts is
gliding motion that is sustained and heavy, buhatsame
time very bound and direct. In the newer pictutee t
movement of the gymnast is a floating motion teaquite
light, free, sudden, and indirect.

In addition to the fact that movement is spatitl, i
also happens within a space. Laban has concemdaliz
how moving persons pay attention to the space iictwh
they move; how they identify the directions or gsjretc.,

_ R o in the space; how they use spatial patterns, pathwaad
Figure 1. Members of The Finnish Women's lines; and what their tension with the environmisnlike
Gymnastics Union in 1904 ’

Source: Varala Sport museum. (Thornton, 1971, pp. 34, 42). The relationship lestw
movement and the surroundings, the significancéhef
environment in relation to the person moving, ama way in which
people approach their environment and behave ioait also be
analyzed from photos and films. Film recordingsvglus how people
who are exercising move within a space, their maoug
combinations, such as those used in gymnasticggbrjmping, and
movement designs or group exercise, such as gamgday.

Using the method developed by the famous Britisincea
theoretician Janet Adshead (1988) and her teampibssible to get a

dance is rooted in a description of the charadtermmovements and
formal structure of the performanc&he method is demanding
however, for it takes a large number of detail® inbnsideration.
When using film recordings of sports performancts method
should be simplified according to the purpose aheanalysis.

In the aforementioned model, a performance is studiom ," _
four points of view: context, basic elements, foramd values of Figure 2.An elite gymnast training tl
exercise. Level 1 determines the kind of genrethadkind of context new Finnish women’s gymnastics,
to which the exercise in question belongs. Leveluflines the basic195° _ .
. . Source: private collection.
elements of the exercise. These are the moventbatexercisers, ana
the visual and aural effects of the performanceel& studies the structure of the performanceptiver
words, how the movements and the visual and affiesdte are combined in the performance. Level 4xsho
the values by which the performance in question tieen appreciated by those performing the exercise.
Although these values are included in the otheelgvrecognition of them shows what aspects of the

exercise in question have received special attemticghose performing the exercise.

The analysis of social, cultural, and historical cotext of motion

Photograph and film recording analysis can be desgpey social, cultural, and historical information
In addition to dance and sport history researaddi of history that deal with people’s everydagd could
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benefit from this kind of analysis concerning tloalyp, habitus of a person, and ways of moving aristieg
in space.

Barthes (1972, p. 11) criticizes the “naturalnasbkich constantly dresses up reality that is deteeahi
by history. The body and the motion in a photo $ihdae disengaged from their “natural” habitat and
reconstituted as part of a cultural and historsialation, as bodies are formed through partiogpatn a
given discourse of motion. For instance, every tspad exercise tradition has its own rules at angry
time, and they leave their traces on the persorceskeg through the appreciation they contain.

According to French anthropologist Marcel Maussdyo@nd movement are influenced by the
surrounding culture and the social and historicaitext. In his classic workes techniques du cor$934),
Mauss pays attention to ways of moving, body pams#j and clothing; in his words, thbitusof the
representatives of different cultures. The habdusnolded by education, morals, sex, influence,fastlions
(Mauss, 1979). For example, a movement such asnginwhere the performance would appear to be
similar in each case, nevertheless varies in stgt@rding to the habitus of the person running.dafe use
photos to analyze the habitus of the person mowvitach is borne out of social, cultural, and higtak
factors. We can pay attention to the function @& tlostume of the exerciser, what social class aumit
represents, what its fashion, quality and condiiog, and to what extent it is supposed to expose\er.
Moreover, we can study what the quality and intergiof the exerciser's movements tell us abouspuets
culture in question.

In photos and films, people’s appearance, postandemaovements, grouping in space, and distance
from other people can communicate many aspectd atdividuals and their group relations. Moreovge
space where the exercise happens may communigaggttsng about social structures and social valags,
people who are interacting socially are alwaysvitials acting in physical space (Lefebvre, 20Q2, Ji.-

12, 40, 191, 225). Michel Foucault has conceivedltbdy’s placement within a system of power refetio
and its concomitant role as a locus of ideologamahmentary. Body and motion are the creation ofasoc
forces and involve the indication of such thingsstdus, class, and gender (Foucault, 1987). Ealttre
organizes the use of space taking place in sot®action. Correspondingly, a performance alwaygains
inner unity: features, conventions, means of exwes and regularities. According to Martin, each
performance of a dance is affected primarily by loely, race, and costume of the performer. He also
considers the geographical and social environmeulture and belief, not to mention the historical
background and period, to be equally fundamenttid¢ovay dance takes shape (Martin, 1936, p. 112).

Interpreting photographs and film recordings is notwithout problems

Despite methods of analysis, interpreting a phaiplgror a film recording is not easy. When using
photographs as historical evidence, the same prebkEmerge as with the analysis of any other hestbri
source. First, they belong to the discourse ofrthein period or their own culture, and the intetatien of
this is possible only if we recognize the othettdes that influence this discourse. Problems driz@ such
simple things as the difference between the intentif the photographer and the interpretation of the
researcher, who is influenced by the informatiomigor her possession and by his or her own exipeti
cultural background and value system. Furthermorlyral codes of seeing the ways in which peopke s
the world are not historically permanent but indtage the result of the interaction among econostcijal
and cultural factors (Pitkanen, 2011, pp. 110, 113)

In addition, the photos and films that reach aaedeer have already been manipulated in many ways.
The researcher has to understand the materialiggaot photography. It is important to trace howve th
picture was seen at the moment and in the contexhich it was taken, i.e., where it was taken vibom it
was taken, and for what purpose. The photograplagr mave, consciously or unconsciously, arranged and
analyzed his object so that he has included ihatwalues he wanted, for instance, ethical or @goél
norms like emancipation or nationalism. It is nolyoperformances by the photographers with thein ow
particular aspirations, but the subjects of thesatggraphs that are themselves traces of the tigtqrast.
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The photographer’s “gaze” is represented by theecanwhich is limited by the direction in which tlems
is pointed. The researcher is only able to seeghdtof the view the camera has viewed. Thus teeer
only sees what the camera shows. From the poivieef of historical research, it is essential to writat
the picture has not been manipulated after it le@ llaken (Gibson, 1979, p. 275; Pitkanen, 2011143,
146, 151).

Alan Sekula has argued that the taxonomic tookpaellence is not the camera but the filing cabinet
He emphasizes the importance of material pracbtesorage whereby photographs are kept for therdut
and made available to the later public (1987, 1) 3B is perfectly true that archive collectiorsating with
exercise and sport are often rather narrow or destoand made through the social relations, valaed,
emotional investments that they embody. The pisthigeve be cropped and chosen from among a number of
pictures according to certain special intentionghsas athletic, professional, social, politicalmenercial,
etc. Elizabeth Edwards has also pointed out theptmways in which institutional environments,
museums, private and public collections, and smiitate for or against, or otherwise influence thay in
which historians will access and ultimately usetphaphs, tracing the ways in which photographsutate
through multiple contexts of use, display, and me@nBoxes in archives are arguably invisible ptaye
historical analysis. However they are not neutpEces. Their forms are part of the very naturehefrt
institutional existence and part of the constitattsnd meaning of the archive. They are not menelgpatic
tools of taxonomic performances, but they are eiéhin shifting sets of values derived from and
embodying specific institutional and affective eggaents with users (Edwards, 2009, p. 146).
Correspondingly, photos in old books and newspaperscarefully selected. For instance, Pierre Beurd
has written about the power of the press in maatmg culture with photographs and influencing wisat
performed and produced, e.g., in the field of sp¢Bourdieu, 1998, pp. 69-75). Every one of us has
probably noticed how women’s exercise magazinespisteires to create an idea of the “right” kind of
modern woman.

Finally

The indifferent attitude of historical research ceming photographs and film recordings comes
mainly from the idea that photographs do not t&driss. In this article, these materials were, haeve
considered as valuable documents in sports histmgarch, but they should be investigated, integgreand
approached within the framework of specific pararet Gourevitch and Morris have distilled the
guintessential nature of this kind of document ddance of something beyond itself. According terth
“... a photograph can best be understood not amsawer or an end to inquiry, but as an invitatioobk
more closely, and to ask questions” (Gourevitch &g, 2009, p. 148).
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