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The Argentine tango, a beautiful and sexually-charged partnered dance form, is 

most often characterized as a passionate drama between a man and a woman, where the 

masculinity of the male dancer as the leader contrasts with the femininity of the female 

follower.  Its origins are deeply rooted in earliest twentieth-century Argentine life, 

particularly in the barrios of Buenos Aires, where tensions of culture, race, class, 

sexuality and privilege clashed head on. Because tango is historically and popularly 

accepted as a heterosexual dance, little attention has focused on its very earliest 

development and practices, when men often partnered with other men to learn it.  This 

practice was so common that in 1903 the Argentine magazine Caras y Caretas [Faces 

and Masks] published a series of photographs portraying two men dancing tango to 

illustrate its basic steps and maneuvers.  Inside this early practice lie uninterrogated 

questions on issues of sexual preference, identity and homosexuality.  As a professional 

dancer and dance scholar, I have explored this aspect of tango’s history from two 

perspectives: through traditional historiography that investigates the documentation of its 
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early practice, and through choreography and performance of an original dance work that 

affirms that continued practice today.  Tango Vesre is a dance performance, that through 

live performance and video projection, spotlights a 100-year evolution of male tango 

dance in the Buenos Aires of 1910 and 2010.  This work analyzes male/male tango 

partnerships from historic, performative and choreographic perspectives, examining 

issues of homosexual bonding and sexual identity through tango dance practice. The 

choreographic creative process for the dance performance intertwines deep archival 

research in Argentina and the United States, ethnographic research in Buenos Aires, and 

studio/movement explorations.  In 2009, tango was designated an “Intangible Cultural 

Heritage” by the United Nations Educational, Scientific and Cultural Organizations 

(UNESCO); Tango Vesre investigates this art form's unacknowledged history and brings 

forward a new perspective.  

 

Link to view images from live performance on March 8, 2012: 

Tango Vesre Performance Images- http://vimeo.com/39238956 
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TANGO VESRE [INVERTED TANGO] 

Introduction  

Prior to returning to graduate school, I was a professional dancer -- a career that 

spanned more than 10 years. During that time, I performed several duets with male 

partners that spurred an interest in exploring the choreographic possibilities and 

phenomenological intricacies between two male dancing bodies in performance. 

Subsequently, I explored how men‘s physical strength could provide choreographers a 

different kind of framework for choreographic experimentation than that of male/female 

partnering.  Even more, within the context of coupled social dances, the roles of leader 

and follower can be shared, negotiated, alternated and even blurred.  Inevitably, when 

men dance together on the concert stage, or within a social context, questions about 

gender and sexuality immediately come to the forefront.  So, as I began to research male 

partnering and societies’ reactions to male dancing bodies, I was surprised to discover the 

practice of men dancing tango in Buenos Aires, Argentina during its early development 

phase between 1880-1910s.1   This opened for me exciting new avenues of investigation. 

Since the mid 1980s, shows like Forever Tango have popularized the Argentinean 

tango with sexually charged male/female partnering, making it a worldwide phenomenon. 

Tango is most often characterized as a passionate drama between a man and a woman, 

where the masculinity of the male dancer as the leader contrasts with the femininity of 

                                                
1 Castro claims tango’s early development phase took place during 1880-1890, where it was considered 
folk culture, and its next stage between 1890-1917 when, as part of the popular culture, it was accepted into 
Argentine society (6). For purposes of my investigation, I have combined Castro’s subdivisions and called 
them the “early development phase of tango.” 
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the female follower.  With such focus on heterosexual behavior, little attention has been 

given to the practice of men dancing tango with one another during its development 

phase.  Tango scholars and historians have acknowledged that at the turn of the twentieth 

century men practiced and danced tango with each other in the streets, cafés and bars of 

Buenos Aires.  As I researched, however, I realized that many scholars and historians 

neglected to interrogate or address the motivations behind that practice.  In When Men 

Dance: Choreographing Masculinities Across Borders, Fisher and Shay claim, 

“Historically, dancing men have been celebrated as warriors or courtiers, as graceful, 

delicate tempters whose movements are praised in poetry, and as extraordinary creative 

forces and works of art.  But in some eras, they have also been ridiculed, branded as 

prostitutes, and banned from the stage in astonishing numbers around the world” (7).  

Their arguments shed light on the historical perception of the male dancing body, and 

why historians may have avoided documenting this phenomenon. 

The lack of evidence concerning the male partnerships in tango’s literature raised 

many questions for me as a scholar, dancer and choreographer. As a result, my 

investigation analyzes these male partnerships from historic, performative and 

choreographic perspectives, examining issues of homosexual bonding and sexual identity 

through tango dance practice.  As I examined tango’s development through a closer lens, 

considering the historic context in which it developed, and Argentina's negative stance on 

homosexuality at the turn of the twentieth century, I questioned: Did the all-male tango 

dancing enable closeted homosexuals to embody their sexual identity? This question I 

raise does not assume that the male/male partnerships were exclusively a homosexual 
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performance, but rather considers how a homo-social milieu facilitated homosexual 

bonding. 

The research methodology I employed brought together tango's history with 

theories from queer theory and dance studies, and also converged archival research with 

performance ethnography and original choreography.  For this investigation, I had to 

build on, frame, animate, embody, and challenge my findings through studio and 

scholarly practice; I was able to interweave scholarship and studio/movement exploration 

into a final choreographic creative process.  My work involved an extensive review of 

literature in both the United States and Argentina that looked into tango’s history, 

inviting the Argentinean choreographer Alejandro Cervera to create a male/male duet in 

order to deepen aspects of my movement inquiry, archival digging in Buenos Aires, 

Argentina, numerous field observations at queer tango clubs in Buenos Aires, and 

choreographic explorations in the dance studio to create a dance work. 

Three years of academic and movement based research culminated in the creation 

of Tango Vesre, a dance performance that expresses an evolution of male tango practice 

in Argentina.  In two duets, Parallel Tango choreographed by Alejandro Cervera and my 

own choreography, Bound Tango, I offer unique perspectives on male tango partnerships 

in Buenos Aires, separated by a century of evolution and social change.  Parallel Tango 

takes place during the Buenos Aires of 1910, and Bound Tango in 2010.  Although the 

work is framed within the Argentinean tango aesthetic, the thesis puts into motion issues 

of power negotiation, equality, marginalization, gender roles, sexual identity, acceptance, 

rejection and male dancing bodies. The use of projected images on stage -- archival 
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photos projected on a large screen prior to each dance -- help frame the time and place of 

each work and give a contextual sense of tango's development.  

The sections that follow outline the process of my research, which constantly 

shifted from the archive to the dance studio.  The first three sections contextualize the 

historic content of my research and set forth the framework for how I examine the 

Argentinean tango through a queer perspective. In subsequent sections, I outline the 

progression of how I "tangoed" myself into Vesre -- in other words, how I intertwined 

scholarship and movement-based research to produce a dance performance incorporating 

findings from texts and my own moving body. 
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Tango Vesre 

Tango Vesre, which in English translates as Inverted Tango, is a linguistic 

reference that connects to the very core of tango's music and history.  The title resulted 

from my investigation into the development of Argentinean lunfardo, a slang that 

according to Castro originated with the lower social classes in Buenos Aires during the 

second half of the nineteenth century.  Lunfardo also has roots in the criminal realm, as 

much of it developed in the prisons, conventillos (tenements) and streets of Buenos Aires 

(Castro 21).  The indigenous natives, creoles -- referring to the people of Spanish descent 

who where born in Argentina-- and the European immigrants that lived in Buenos Aires 

experienced a mixture of cultures and languages. The combination of Spanish, Italian, 

and indigenous languages gave origin to unique words that eventually produced the 

lunfardo lexicon.  Initially, the word lunfardo meant "thief," though after some time it 

became the name of the slang spoken by the people in the outlying areas of the city 

(Teruggi 22).  

For Castro, lunfardo is closely tied with tango culture since many of its songs are 

written using this slang.  As a result of this usage, lunfardo evolved within Argentine 

culture to become accepted among all social classes in Buenos Aires.  Lunfardo scholars 

have made a connection between lunfardo and criminal activity, but few have correlated 

the slang with homosexuality. The Argentine scholar, Magali Saikin, who focused on 

gender in tango in her book Tango y Género (2004), has linked lunfardo with criminality 

and homosexuality. Saikin referenced a study published in Argentina by psychiatrist 

Francisco de Veyga that reveals correspondences between criminals that spoke lunfardo 
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and the "sexually inverted.” At the turn of the twentieth century, Argentineans used the 

term “sexual inverts” to refer to homosexuals, transgendered and cross-dressers.  

Homosexuals at the turn of the nineteenth century were considered criminals and often 

categorized as suffering from a form of degeneration.  Since Argentine society 

considered homosexuality an abomination, it was thought to contribute to the subversion 

of the accepted gender roles in Argentine society (Rodriguez 78).  Consequently, 

lunfardo was spoken among men -- regardless of their sexual orientation -- who were 

involved in “criminal” activity.  Thus, homosexuals in the outlying sectors of Buenos 

Aires spoke the slang lunfardo.  

One of the main features of lunfardo is the use of vesre, a linguistic practice in 

which the syllables of common words are inverted to become slang.  The word vesre 

itself is the result of the inversion of the word revés, meaning "inversion" or 

"backwards."  Although the syllables in the words are inverted, the meaning of it remains 

the same.  Examples of lunfardo vesre include café → feca (coffee), pantalones → lompa 

(a shortened form of the word for pants), tango → gotán, and hotel → telo.  

My thesis title, while referencing music and history, is also a strong metaphor 

illustrating how I reimagine and reexamine the traditional male/female structure in tango 

from a queer standpoint.  Tango Vesre then becomes the transposal of gender roles in the 

tango, or a reversal of the traditional roles of leader and follower in the dance, as well as 

the juxtaposed viewing of homosexuality as both atrocity and accepted practice.  
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 Early History of Tango 

The tango reflects the life, culture and history of Argentina, and accordingly 

encompasses all the characteristics of the society from which it developed: frustration, 

sadness, bitterness, nostalgia, resentment and the inability to adjust.  For me, tango is also 

about the relationships developed between the two individuals who are dancing it. The 

Argentine political theorist, anthropologist and dance scholar Martha Savigliano wrote: 

 The tango dance emerged from these racial and class conflicts and competed for 

a place of its own among the dances that were already being danced, pending, as 

always, benediction in the culture empires of the world.  Men and women’s 

bodies displayed tensions of the correct and incorrect, of the civilized and 

primitive, of the authentic and the parody, and all these tensions were sexualized 

so as to render the conflicts natural, universal, and unavoidable.  

Savigliano defines the tango by conjuring the tensions and social dynamics that took 

place as it developed. To a certain extent, I feel that these tensions are still reflected in 

Argentine life.  Like Savigliano, I place significance on individuals’ relationships in an 

attempt to define and explain the development of the Argentinean tango.  

 With this understanding, it was imperative that I visit Argentina to directly 

experience its culture, its people and its tango.  I traveled there in the summer of 2011 

and spoke to many individuals who were eager to tell me about tango’s history.  As well, 

I studied texts in Argentina’s General National Archives and National Library that 

offered accounts of its history.  Once I had sifted through it all, pondered the 
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contradictions and tested the theories, I ended up with more questions than answers from 

the diverging versions and interpretations of tango’s origins and subsequent development.  

As I studied the works of tango scholars Bates and Bates (1936), Carella (1966), 

Castro (1991), Baim (2007) Lamas (1998), Rivera (1976), Salas (1986), Rivera (1976) 

and Savigliano (1995), I evaluated their accounts of the origins of tango along with their 

insights on the male/male tango practices. These scholars acknowledge this practice yet 

offer limited information that advances a deeper understanding of the historical reasons 

men danced together. The standard assumption is that because of the disproportionate 

male/female ratio -- more men than women -- in Buenos Aires during the late nineteenth 

century, men partnered with each other to perfect their moves as a way to increase their 

chances of having physical contact with a woman.  In contrast, Carreto insists in his book 

El Compadrito y el Tango that it is erroneous to assert that men danced with one another, 

because it would only seem natural for them to exclusively seek the companionship of the 

opposite sex as a result of the uneven male to female ratio (5).  As I considered these two 

hetero-normative assertions, I could not help but envision how different these 

partnerships must have been for the homosexual men who participated in the all-male 

tango dance practices given the nature of the sensual movements and the inherent 

sexuality of the tango dance form.  

When speaking of the Argentinean tango, one has to grasp the complexities it 

encompasses.  The rich history of tango is best understood through meticulous analysis of 

its music, choreography, composers, lyrics, dancers and singers. Therefore, it is difficult 

to write a succinct historical note about tango, though for the purpose of my thesis, I 
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synthesized the historical facts about the origins of tango as agreed upon by the scholars 

mentioned earlier.  It is generally accepted that the tango was born in Buenos Aires, 

Argentina during the late nineteenth century, however scholars prefer to say it was born 

on the banks of the La Plata River and included Uruguayans who also contributed to its 

development.  Even the origin of the word tango is unclear. There are three accepted 

theories. The first, with African slaves brought to Argentina in the mid-1800s, the word 

"tango" referenced "closed place," or reserved ground where those slaves and free blacks 

gathered to dance. 2 The second theory is that it derived from the Latin word tangere, 

which means, "to touch." And third, because of its resemblance to the Spanish word drum 

(tambor), some suggest "tango" is a corruption of that paticular word (Hoss 5). The 

drums were often used in the eighteenth and nineteenth Latin American music played in 

Argentina.  

Since tango is of popular origin and of an evolutionary genesis, it has been 

impossible to pinpoint a precise date of birth.  Throughout the years of research 

conducted by Bates and Bates, they determined in La Historia del Tango that it is certain 

tango dance emerged between 1870-75, however there were mentions of tangos as far 

back as colonial Argentina (19).  In other words, it is not until 1870 that tango can be 

traced with concrete evidence.  During the later part of the 1800s and early 1900s 

Argentina was experiencing a massive European immigration from Italy, Poland, France, 

and Russia. Argentines are a fusion of diverse national and ethnic groups, with 

                                                
2 For more information see http://www.welcomeargentina.com/tango/historia  
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descendants of Italian and Spanish immigrants predominant.  Most immigrants were poor 

single men who hoped to prosper and earn fortunes in this developing country.  This 

wave of immigration to Argentina remained constant through the early twentieth century 

causing its population to steadily increase (Corregidor 26). The intermingling of these 

European immigrants with the native Argentines --indigenous and Spanish creoles-- 

along with African slaves resulted in a diversity of cultures.  Each culture borrowed 

dances, music and customs from one another.  Waltzes, mazurkas and polkas which were 

codified forms of European music, mixed with the Cuban habanera that featured lyrics, 

and the syncopated candombe rhythms from Africa.  In essence, the tango is the result of 

the coming together of rural folk, European forms of music, and the candombe rhythms 

of the African slaves. 

The 1880s presented a peculiar transformation in all aspects of Argentine society 

(Castro 2).  With the rapid influx of immigrants, including many from France developed 

a passion for all things Parisian.  The architecture of Buenos Aires soon reflected a strong 

desire to imitate whatever Paris had to offer.  The Spanish spoken in Argentina 

underwent significant changes because of the immigrant arrival; Spanish words were 

being pronounced differently and lunfardo was emerging.  Food was similarly influenced 

by French and Italian cuisines.  New roads were built and the railroad system offered new 

lines of communication and transportation of goods. There was a significant economic 

and social renovation throughout the country. At the same time, a large number of 

unskilled laborers and skilled workers flooded into this developing country, but it was 

very difficult for recent poor immigrants to acquire land.  As Buenos Aires was becoming 



 11 

one of the richest countries in the world, and the upper classes were establishing the 

cultural and social standards, immigrants were forced to move into tenements or 

conventillos.  The conventillos were located in the southern --also oldest-- neighborhoods 

of La Boca and San Telmo.  

According to Miglio, a conventillo was a type of urban housing where each room 

was rented out by a family or a group of single men.  Bathrooms and dining rooms were 

to be shared by all tenants; not surprisingly, this overcrowding resulted in poor sanitary 

conditions. Generally, these tenements were homes that once belonged to upper class 

families that abandoned their properties to move into the northern areas of the city.  

Those houses had galleries that were structured around one or several central courtyards 

(Miglio 11). The conventillos advanced the mixing of people of all nationalities, and 

produced a linguistic, cultural, social and political hybridity that became a foundation of 

popular culture, tango and lunfardo. These tenements also created a juncture of two 

realities: the Gauchos –the native cowboy of the South American pampas, usually of 

mixed Spanish and Indian ancestry-- and the large immigrant influence in the city of 

Buenos Aires. 

The tenaments in the neighborhoods of La Boca and San Telmo soon became the 

outlying zones of Buenos Aires.  And there, in the conventillos, the brothels, the streets, 

the bars and cafés of the marginalized sectors of Buenos Aires, where international 

cultures mixed and lawlessness prevailed, is where tango as we recognize it today was 

born (Savigliano 31).  In its early years, tango's venues also offered drinking, gambling 

and prostitution (Baim 41).  Tango dancing in the brothels and bars offered entertainment 
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for men before or after a sexual encounter with a woman.  The intimate contact of two 

bodies gave tango an erotic quality.  This intimate, sexually suggestive dance contact 

reflected the machismo of early twentieth-century Argentine culture, where male 

domination and power over the female confirmed accepted gender and sexuality roles in 

Argentina. 

Castro argues that tango was clearly associated with the lower classes in 

Argentine society, but  men from the upper classes also adopted its practice when visiting  

the brothels (45).  He also notes a significant difference in the meaning of tango for each 

social class, “For the lower classes the tango expressed the frustration and alienation of 

urban life, while for the upper classes it provided a means to escape from moral and 

social restrictions.” Tango was generally considered shameful, a sinful element to be 

dealt with in secret.  Politicians and the Catholic Church condemned it because they did 

not want Argentina to be associated with such an inmoral, sexual dance that demanded a 

close and intimate embrace.  In spite of this, tango became hugely popular, eventually 

making its way into European dance halls.  

During the 1910’s, wealthy Argentineans recognized Paris as the cultural and 

entertainment center of the world (Baim 52). There, they introduced tango to the 

artistically-inclined and politically liberal Parisian society eager for innovation and open 

to the suggestive nature of the dance.  Tango soon spread to cities throughout the world, 

though not without some controversy or opposition.  Newspapers in London, United 

States and Italy openly called to ban the dance form and its dissemination throughout 

those cities.  Interestingly, with the welcoming of tango in Paris and other European 
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cities, the Argentine upper classes that once rejected the tango were now beginning to 

embrace it as well, until eventually becoming Argentina’s national cultural icon.  

What is most interesting about the tango is that it has been marked by the 

political, economical and social processes that have taken place throughout Argentina’s 

history.  For instance, General Perón’s government, which extended from 1946 through 

1955, had a positive impact on tango’s development.  The political and social reforms 

implemented by General Perón and First Lady Evita Perón promoted an affinity toward 

the arts and tango.  It is precisely during his presidency that tango had its Golden Age, 

approximately between 1935-1955.  During this period there was an emergence of many 

popular and influential tango lyricists and orchestras including those of Juan D’Arienzo, 

Francisco Canaro and Aníbal Troilo.  Later, the military coup in 1955 that overthrew 

Perón had overwhelming consequences for Argentina and tango.  The country leaped 

toward a sort of dark era since the new military government was comprised of members 

from the upper classes who considered the culture of the masses -- including the tango -- 

dangerous and unsuitable.  On and off, Argentina experienced several periods of military 

governments and democracy.  The last military dictatorship in Argentina during 1976-

1983, was the cruelest ever experienced in South America.  The country was engrossed in 

acts of terrorism, mass murders and socio-political repression.  This particular military 

dictatorship banned tango and homosexuality.  After the fall of the military junta, 

Argentina experienced a tango renaissance, suddenly people wanted to learn to dance 

tango again, and tango shows began to travel around the globe.  
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Moving toward the twenty-first century, tango played a vital role in the economic 

recovery after the 2001 crisis when banks froze their assets after Argentina’s government 

announced their massive deficit and inability to pay-off its external debt.  Argentina was 

eventually able to stabilize its economy through revenue from tourism.  The tango-dinner 

shows marketed to travelers played a significant role at attracting tourists to visit Buenos 

Aires.  Lastly, with the legalization of gay marriage there has been an advancement of 

queer tango in Argentina.  Without doubt, tango has been, and continues to be intricately 

tied to Argentine people, culture, politics and economy. 

 

 

 



 15 

Challenging Tango’s Official History 

In light of this historical context previously discussed, I ask: Why have the male 

partnerships in tango been understated or even ignored by many historians?  In the book 

Choreographing History, dance scholar Susan Foster reveals that history documents 

encounters between bodies and institutional frameworks that touched them.  Furthermore, 

she argues that they delineate idealized versions of bodies, what a body should have 

looked like, and how it was required to perform (5).  Foster’s claim explains how early 

tango historians may have misconstrued and even neglected to address male partnerships 

because they fused their experiences, biases and preconceived notions of what tango 

should have been at writing about tango’s history.  In other words, historians inculcated 

hetero-normative ideals and homophobic discourses into tango’s history.  

It is essential to understand tango’s “official” history in order to grasp the 

arguments offered by three scholars that illuminate the issue of male partnerships in 

tango.  Scholars Jorge H. Salessi, Osvaldo Bazán, and Magali Saikin have published 

work that confronts the hetero-normative standards that have continually characterized 

the Argentinean tango.  All three scholars bring to the forefront unnoticed and concealed 

perspectives about gender roles and homosexuality within the Argentine tango.  

Jorge H. Salessi, an Argentinean scholar and Professor of Romance Languages at 

the University of Pennsylvania has written extensively about tango, nationalism, 

sexuality, gender performativity, homosexual prostitution, and turn-of-the-century 

categorizations of sexual deviance.  Salessi offers significant evidence that tango dancing 

was initially a predominantly homoerotic dance between two men (Tobin 83). In his 
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research on sexuality through analysis of documents by criminologists, hygienists, and 

psychiatrists, he has concluded that the “homosexual panic” divulged by these texts was a 

reaction to the demographic, cultural, and socioeconomic circumstances that were 

creating a new culture in Buenos Aires (Salessi 157).  In Medicos, Maleantes, y Maricas, 

Salessi analyzes how Argentina’s hygienic discourse sought to identify and eliminate 

aspects in its society that presented a threat to the moral and social order.  The hygienic 

process affected and influenced the progress of medicine, criminology, the family, social 

welfare and demographics (Garret 187).  Furthermore, the homosexual culture at the turn 

of the twentieth century was systematically being “eliminated.” Salessi explores male 

tango dancing practices to uncover the homo-sociality in tango culture. Salessi 

demonstrates that tango is a cultural expression with significant homoerotic and 

homosexual connotations.  His research reveals evidences explaining how at the turn of 

the twentieth century male homo-sociality was exceptionally common and supported a 

bonding among straight, homosexual, and transgendered men.  The homosexual presence 

was particularly palpable in the marginalized zones of Buenos Aires where tango dancing 

occurred.  And undeniably, their presence influenced the development of tango.  

In the History of Homosexuality in Argentina, Osvaldo Bazán narrates a parallel 

presence between tango and homosexuals.  He argues that both tango and homosexuals, 

suffered from persecution during times of marginality in Argentine society during the late 

nineteenth century through the early twentieth century.  For him, these two worlds --

tango and homosexuality-- were deeply connected.  Bazán considers the decade of the 

1910s as the period in which the rupture between these worlds –tango and 
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homosexuality-- happened.  It was precisely during the 1910s, when tango was 

institutionalized into Argentine culture and was being played in the dance halls, cabarets, 

cafés and theatres throughout Buenos Aires.  He adds that for tango to become popular, 

society suitably forgot its origins and thus became homophobic.  As the upper classes 

were embracing the tango, there was a necessity to conceal its ties with the underground 

culture.  Savigliano also uncovers this process by asserting that tango was appropriated 

by the upper classes and reinvented to serve as a commodity both in and out of 

Argentina.  This reinvention involved eradicating its subversive nature, and thus the 

homosexual traces.  Bazán insists that homosexuality within the tango form continued in 

the shadows; its presence would continue, underground and mostly unseen, into the tango 

of the twentieth century.  While Bazán does not give significant details about the traces 

and influences of homosexuality within tango, Magali Saikin unveils numerous evidences 

of their presence in the early phases of tango.  

In Tango y Género, Saikin confronts, examines, and unearths gender roles that 

have been silenced and kept hidden throughout tango’s history. Tango y Género 

deconstructs traditional gender roles in the tango and uniquely studies tango from a 

gender perspective. Most studies of the tango have focused on culture, narratives, 

musicology, history or sociology.  Saikin states that the study of gender roles within 

tango has been ignored because of the shame and prejudice toward homosexuality.  As 

Saikin puts it, “ The mentality and idiosyncrasy of Argentina at the end of the nineteenth 

century and the beginning of the twentieth century --the time when tango was 

developing-- was strongly influenced by the positivism, and did not provide recognition 
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or acceptance to homosexuality, but instead, homosexuality was considered a sickness 

and a condition that needed to be eradicated” (11).  Her claim clearly matters because it 

stresses that for years the concealment of homosexuality was conveniently disguised as 

mere inattention and neglect, and thus the historians documenting the history of tango 

intensified the heterosexual standards.  

Her research for Tango y Género is meticulous and thorough.  Saikin analyzed 

texts from popular tango songs from the 1900s and discovered implicit and explicit traces 

of homoeroticism in poems and tango lyrics. For instance, she highlights a poem written 

in 1900 by Evaristo Carriego, titled “Los compadritos bailan con cortes” (93).  

“…Todos los dejamos solos, 

¡caramba! que se lucieron 

a allí, che “Pardo,” estuvieron 

cuerpiando como chingolos.” 

The poem speaks of two men dancing the tango, and in the last verses there is mention 

that two men are left alone dancing a tango because their bodies move as if having sexual 

relations. Additionally, Saikin examined manuals of criminology and psychiatry to find 

that the social and racial hegemony disapproved homosexuality.  There were records of 

treatment centers and special psychiatric therapies that expected to cure “the disease” of 

homosexuality.  

Salessi, Bazán and Saikin’s work have incited controversy among tango scholars 

and the tango community in Buenos Aires.  For example, one of the figures mostly 

opposed to the homosexual connotations in the tango has been José Gobello, president of 
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the Academy of Lunfardo in Buenos Aires.  In an article published by Diego Marinelli in 

El Clarín, one of Argentina's most prominent newspapers, Gorbello is quoted:  

The link between homosexuality with tango is a total fallacy. Throughout history 

there were many singers, musicians and composers on which rumors about an 

alleged homosexuality, including Carlos Gardel, but for the most part they were 

totally unfounded.  Of course they have been isolated cases, as in any other fields.  

But it is wrong to claim that the dance of tango had some kind of particular 

relationship with homosexuality. Several authors have insisted on seeing a sexual 

connotation when men danced tango with one another, when in fact the main 

reason is that tango was still frowned upon socially, and women were almost 

forbidden to dance in public. 

While Gobello’s claim holds validity and credibility, it suggests that homosexuality was 

almost entirely foreign to tango’s development.  Clearly this was not the case.  Although 

Gobello’s assessment is echoed in films such as The Tango Bar (1998) and in the 

traditional heterosexual tango scene, Salessi, Saikin and Bazán’s work unquestionably 

open new ways to creatively examine and appreciate this widely embraced art form. 
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Tango-ing Myself into Vesre: From Theory to Practice 

The entry point into my research consisted of the following questions: What 

homo-social environment was created when men danced tango with each other? How was 

homosexuality perceived in Argentina at the turn of the 20th century?  Was there an 

underground homosexual culture during the development phase of tango? Was there a 

social effort to eradicate homosexuality in Argentina? Did homosexuals in Buenos Aires 

during this time period embrace a homosexual identity? Was there a conscious effort on 

behalf of the press, historians, artist and writers to suppress the homosexual 

perspective/presence in tango culture as it developed in Buenos Aires?  The pilot project 

for Tango Vesre, during the course Theorizing Dance-Dancing Research in Spring of 

2010, operated as an early opportunity to link scholarly research --finding answers to 

these questions--, with the artistic process of making a live dance work.  In this first 

phase, I reviewed literature on tango’s history, YouTube videos of men dancing tango 

together, drawings by Pedro Figari, and tango lyrics that used lunfardo.  

As I continued to research sources that would bring answers to these questions, it 

was clear that I needed to take my research into the studio and begin to tangle, or tango 

with it.  I went into the dance studio and began making a dance work that explored, 

choreographically, many of these questions.  It was not easy making the leap from the 

cerebral content of my research to the physical form.  How can I explore historical issues 

of my research through choreography?  There are not many models for choreographers to 

create a dance based on historic content; therefore, I had to devise a method that worked 

for me.  My initial choreographic process consisted of having a clear understanding of the 
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time period and the events that took place during the development of tango.  I used that 

information as a tool to generate movement phrases that expressed my feelings and 

emotions about the content.  

Susan Foster best explains in her book Choreographing History, what I as a 

choreographer did with the texts and evidences in my research, “A historian’s body wants 

to inhabit these vanished bodies for specific reasons.  It wants to know where it stands, 

how it came to stand there, what its options for moving may be. It wants those dead 

bodies to lend a hand at deciphering its own present predicament and in staging some 

future possibilities” (6). As a choreographer trying to convey that history, I had to 

envision my body in the bodies contained in tango’s history.   

My dance partner at the time, Matthew Bunker, was an undergraduate male 

student, and together we generated movements by reading aloud excerpts from texts that 

referenced machismo and male relationships/friendships. While one read, the other 

improvised movements that captured their essence.  After watching each other move, we 

revised and refined the movements until they became the framework for our duet.   

In that process, I became aware that my body was processing tango’s history, and 

these physical experiences were in direct dialogue with my personal experiences.  

Building from Foster, I had to decipher my own present predicaments and stage some 

future possibilities for that history.  Therefore, my process relied on interpreting tango’s 

history through my body along with the histories already contained within it.  It truly was 

a process of synergy as our two histories came together, tango’s and my own, to create a 

new awareness, a new possibility.  As my body moved in the dance studio, I felt that it 
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communicated with the textual historical representations, and as I returned to the 

archives, my bodily experiences from the dance studio made me look deeper, read 

between the lines, so that I obtained the substance and essence of the histories of men 

dancing the tango with each other, and about the marginalization of homosexuals in 

Argentine society at the turn of the twentieth century.  As Ann Cooper Albright indicated 

in her article “Tracing the Past: Writing History Through the Body,” the body is a method 

of transportation into history (107).  Alvin, the body, became the vehicle that traveled and 

transported itself to that history.   

Since my dance partner was younger in age, smaller in frame, and less 

experienced in life and as an artist, the process of choreographing this duet presented 

many challenges.  My goal was that we would exchange the role of leader and follower, 

but I ended up being the leader most of the time, therefore doing most of the lifts.  These 

differences hindered my choreography process because I was unable to achieve a balance 

in the power dynamics.  Although I experienced a certain level of dissatisfaction creating 

the duet as a result our unbalanced partnership, some very significant questions began to 

surface as I reflected back on the historical and social research I had already begun: Were 

men allowed to have that level of intimacy? What were the consequences if the intimacy 

achieved through tango dancing transcended Argentine prescribed gender roles?  

Creating this first dance -- a study -- was instrumental in helping me toward the 

next step of the choreographic process.  In order to further develop Tango Vesre, I 

wanted to invite an Argentine choreographer versed in both tango and modern dance 

forms to choreograph a duet, historically situated in 1910, that would embody what I 
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learned through the archival research. I was very interested to discover what would 

happen if I placed my inquiries into the hands of another choreographer who was rooted 

in the history in his own way, and who might then help me explore the questions that 

surfaced as I choreographed the duet with Mr. Bunker.  

I also wanted to examine how objectively or subjectively I embodied that history.  

In the pilot project I was both the dancer and choreographer, so I sensed that I could have 

brought forth some biases.  I suspected that I choreographed movements that were 

comfortable for me as a performer, hindering the process of bringing forward the true 

essence of the male/male partnership.  Cooper Albright asserted, “Researching with my 

own body brings me face to face with my own physical predilections, intellectual 

interests, artistic agendas and writing desires” (110).   I agree with her on the significance 

of bringing ahead your vision, interests and creativity into your work, but for my bodily 

research, I wanted to distance myself from the role of choreographer and simply dance it.  

Ultimately, this would allow me to be the vehicle, the body that transports itself into that 

history.  

I commissioned the choreographer Alejandro Cervera for the new duet.  Cervera, 

is in his late 50's, is Argentinean, an active participant of the tango culture, and has lived 

in Buenos Aires.  On the other hand, I am in my 30's, grew up in Puerto Rico and moved 

to the United States as a young dancer.  The differences in our backgrounds and ages 

would unquestionably create interesting cross-generational and cultural interpretations of 

my investigation.  Also, Cervera lived through one of the worst military dictatorships in 

Latin America’s history, a period that profoundly affected tango culture and Argentine 
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society. Therefore, his first hand experiences as a dancer, his association with tango 

culture in Buenos Aires, his life as a gay man, and his time living through the dictatorship 

regime would bring to the duet a perspective much distinct from mine.  

Tango's more recent evolutionary developments have been tied to economic and 

political conditions in Argentina, palpably tied to the military dictatorship that extended 

from 1976 through 1983.  As political repression developed during this regime, tango 

lyrics reflected political feelings and ultimately lead tango songs to be banned as 

subversive (Castro 9).  Raids against homosexuals intensified, and many men went 

underground or emigrated (Bazán 332). In this period, tango and its music also went 

underground as large dance venues were closed, gatherings in general were prohibited 

and same sex relationships censored.  Aware of this history, I found it critical to invite 

Cervera to work with me. 

Cervera arrived in Austin in February 2011 to begin choreographing the duet for 

myself, and my friend and former colleague Ricardo J. Garcia.  While I had never worked 

in the studio with Cervera, I had performed his ballet Tango Vitrola (1986) during my 

tenure at the Dayton Contemporary Dance Company in Ohio.  Accepting my invitation 

was no easy task for Cervera.  He is a very methodical and meticulous choreographer, so 

asking him to choreograph a duet in the short time frame of eight days was challenging 

and a push.  Needless to say, I trusted his skills and his artistic integrity.  

It was clear to me from the very beginning that he was the best person to invite 

for this phase of my investigation.  He has studied music at the Conservatorio Municipal 

Manuel de Falla, and trained in dance at Teatro Colón and the School of Contemporary 
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Dance in Buenos Aires, Argentina.  Cervera was a member of the Contemporary Ballet of 

the Teatro General San Martín of Buenos Aires before assuming directorship of the 

company in 1985.  American audiences knew him after his company performed at the 

American Dance Festival and the Kennedy Center in the 1980s.  In Argentina, he is 

hailed as a leading creative force for his work, in dance, opera, theatre and music. 

In Tango Vitrola, the work I had previously performed, Cervera dealt with 

male/male tango partnerships in the beginning section as a way to reference tango’s early 

history when men danced with one another.  Additionally, Tango Vitrola explored the 

history, and rhythms that make up the tango.  Cervera achieved this by blending the 

distinctive qualities of tango with ballet and contemporary movements. Since Cervera 

explored these ideas in his ballet, I understood that working in the studio with him would 

enrich my understanding of tango’s music, choreography and history.  Furthermore, it 

would allow me to dance tango with a male partner.  Cervera said, "My inspiration for 

Tango Vitrola came from memories of people dancing, tables, chairs, and old sounds.  As 

I think about Tango Vitrola a few words come to mind: desire, sensuality, sexuality, 

rejection, and passion.”   

As we exchanged e-mails prior to his arrival, my only instructions to Cervera 

were that I wanted him to choreograph a male duet on the premise that little attention has 

been given to the practice of men dancing with men during the early development phase 

of tango.  I added that I was interested in (re) examining this and wanted to bring to the 

forefront unnoticed perspectives of sexual identity and male bonding in the tango dance 

form.  In addition to expressing these parameters, I translated into Spanish an earlier 
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version of my thesis proposal so he would understand the scope of my project. To my 

surprise he did not ask further questions and stated that my goals and purpose were very 

clear and properly articulated.  Cervera also said he had questioned himself about aspects 

of the all-male tango dance practice, so it seemed appropriate for him to tackle this 

project.  Cervera was very excited about working with Garcia and me.  He expressed that 

it would give him an opportunity to expand upon what he superficially touched upon in 

his ballet Tango Vitrola.  

 

Alejandro Cervera’s Residency: Parallel Tango  

Cervera, Garcia and I began rehearsing.  Our first day in the dance studio began 

with movement improvisations. Cervera asked Garcia and I to stand before each another 

and move very slowly.  We moved through the space and soon developed a sense of trust, 

synchronicity and physical/mental connection.  After 30 minutes of exploring that idea, 

we shifted to embracing each other by holding our forearms.  Initially, he asked us to 

have eye-to-eye contact.  Later, he encouraged us to close our eyes and feel weight 

transfers and directional changes through the traditional tango embrace.  The Argentine 

tango uses a close embrace, which includes body contact at the chest and one arm behind 

the partner's back and the other holding hands.  In a close embrace, the leader and the 

follower's chests are in contact and they dance with their heads touching, or very near 

each other. This embrace also serves a practical purpose since tango is an improvised 

dance; there needs to be a strong physical connection between the dancers to be able to 

communicate roles of leader and follower.  Cervera did not assign a leader or follower, he 
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wanted us to explore the impulses and negotiate that ourselves as we moved.  After 

another 20 minutes of doing this, I forgot all about the idea of leader vs. follower. This 

feeling allowed Garcia and me to be fully engaged with each other’s movements.  

Throughout the rehearsal process we had poignant conversations about 

Argentina’s history, same sex relationships, and tango.  Cervera’s vast knowledge of 

tango and Argentina’s history throughout the rehearsal process greatly helped me 

contextualize and embody what I had read about these subjects, but he was sharing it as 

personal stories.  Our conversations regarding same-sex relationships became even more 

meaningful as they directly correlated with the duet he was creating.  One conversation 

stood out in particular.  He spoke of the tensions that emerge within same sex 

relationships when one partner questions the nature of their attraction toward the other.  

As we worked on our characters for the duet, he encouraged us to explore three different 

ideas about same-sex relationships: 1) a partner’s attraction may be driven by their desire 

to be like the other -- in other words, a man may become attracted to a partner based on 

the traits missing in himself; 2) the emotional connection with a male partner can result 

from the need to fulfill the absence of a male figure in his life; and 3) a process of 

uncovering unknown aspects of previous relationships (i.e. lover, father, bother). Once 

we had that conversation, Cervera never touched upon those ideas again.  He wanted us 

to think about those notions because it would create an emotional tension needed for the 

duet, and consequently manifest itself in the physical form.   

I perceived from Cervera that Garcia and I were providing the necessary 

emotional tension and sensual/sexual desire between our characters. Garcia is a 
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heterosexual man, but he was never afraid or dismissive about touching, staring or 

showing desire toward my character.  Our long-term friendship, his high level of 

professionalism, his interest in the work and comfort with his own sexuality allowed 

Garcia to surrender emotionally and physically to Cervera’s work.  

Eight days of rehearsal lead to an informal showing of Alejandro Cervera’s duet 

titled Parallel Tango. Trying to find an alternative way to write about this dance, I 

wanted to experiment with a format in which my descriptions and interpretation of the 

dance seem as if they danced, or better yet, did the tango. 

The performance begins with both dancers on-stage, I am standing in front of a 

transparent plastic curtain and Garcia is standing behind the plastic veil. We 

move slowly in sync, as we use our index fingers to point at our heads and travel 

downward to our pelvises.  

The plastic curtain is referenced in the choreography twice, at the beginning and the end 

of the dance.  The drapes functioned as a physical and emotional barrier between us. The 

revelation of our characters using the index finder to hover around our bodies had to do 

with questioning our identities, our sexualities. The choreographer’s choice to begin with 

the music barely audible to the audience created for me a sense of anguish because our 

characters were not able to show their true selves to the world.  The music evoked traces 

of a forgotten history and signals that the duet takes place in a private space rather than a 

public domain.   

 As the music plays quietly, we move slowly with intensity. We come together 

testing emotions as we explore the other’s face, and then close each other’s eyes.  
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 It was not possible for men in Argentina during the early twentieth century to openly 

love another man; therefore closing our eyes meant that it was only possible to love each 

other in the dark, in complete blindness, and not a part of our realities.  The “reality” of 

the time was that homosexuality was an “evil” that needed to be eradicated (Rodriguez 

2006).  

Subtly, we embrace and move across the floor.  Suddenly, we lose our embrace 

and move away from one another to dance side-by-side sitting on bar stools.  

There is an obvious intention to suppress our attraction, thus the bar stools are introduced. 

While never clarified by Cervera, I take that their stiffness became an obstacle between 

us that helped create more tension between our characters.  Since we stayed with our 

stools throughout the section, they symbolized societal constraints that were hard to stray 

from.   

I plead Garcia to dance with me, but I am turned down.  Garcia walks on a 

straight path downstage ignoring me.  He is so focused on his destination that he 

walks over me, without acknowledging my presence.  I stand from the floor and 

retreat up-stage where I fail to stabilize myself between two stools, falling 

constantly.  Garcia is downstage performing hand and arm gestures that take his 

focus both to the ground and above.  

Garcia’s movements indicate a fight to find his inner-self.  His solo referenced powerful 

images of the Catholic Church  -- the surrendering pose of the hands in front of the body 

facing upward. This gesture is commonly portrayed in statues of Saints and Virgins. A 

second image explored by Cervera in Garcia’s solo was the gesture of ecstasy depicted by 
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the rolling back of the eyes. The emotions in Garcia were extreme as they were on 

opposite spectrums; on one hand, he testified to the joy and pleasures of a relationship 

with a man, while simultaneously feeling guilt and asking for forgiveness for loving and 

desiring another man.  Garcia’s character was conflicted by his identity and evidenced 

difficulty at surrendering to his desires.  Although we were physically separated into two 

distinct spaces on-stage, our relationship in the choreography remained unified through a 

perpetual emotional and mental connection.  

Garcia’s solo ends and he finds a certain peace. He walks upstage and picks me 

up from the stools. Garcia carries me in his arms and walks downstage where he 

carefully places me to the ground.  

Garcia saved me from the pain and torture of his rejection.  This action was transcendent 

because it meant relieving my character from the rejection previously suffered by 

Garcia’s character.   

While in Austin, it was not possible for Cervera to articulate what exactly Parallel 

Tango meant for him choreographically or as an artistic exploration.  He said that his task 

in choreographing the duet was to make himself accountable to the ideas and vision in 

my thesis project; therefore he himself needed time to process this experience.  Months 

later, at my request, I received a statement from him clarifying the meaning of Parallel 

Tango.  Cervera acknowledged that this work led him to reexamine some aspects of his 

personal life, and view certain personal issues in a new light.  Cervera wrote the 

following notes his work Parallel Tango: 
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Parallel - Analog - Similar - Equivalent - Equidistant - Reciprocal – Counterpart 

Synonyms help give an idea of the same issue. 

A tango done by equals, with one same pulse and same tension. 

The same energy enveloping the bodies intertwined. 

The same will in a different order. 

The power and subtlety of masculinity this time takes on different clothes, but just 

stays in the body tuning embraced, cradled, the body receiving and giving, 

without artifice. 

It also took me some time to debrief the process after working with Cervera 

because of the multiple levels in which Parallel Tango was relevant to my investigation. 

Cervera’s work deepened my understanding of how it must have felt for a man to hide his 

love for another man within the social context of Argentina at the early part of the 

twentieth century.  In Parallel Tango I embodied shame, guilt, desire, male desire, 

rejection of oneself and of another, intimacy, secrecy, fear, homoeroticism and 

marginalization.  All of these aspects are deeply related to the ways homosexual men 

must have felt or experienced when they danced the tango during its early development 

phase.  This deeply emotional experience provided concrete validation to the power of 

the unconscious/conscious memories I acquired from readings concerning the relegation 

of homosexuals in Argentina and tango’s development. With my new level of physical 

embodiment of tango’s history, the desire to submerge myself once again into archival 

research and ethnographic work increased.  That summer, on my research trip to Buenos 
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Aires, I found myself better equipped to interpret and analyze tango’s historic content and 

choreography.   

Now I needed to move on to the second part of the performed thesis work, the 

creation of Bound Tango.  Cervera’s choreography played a critical role as I moved into 

developing the second duet, the piece situated within a contemporary --not historic-- 

framework.  It became increasingly clear that I needed to study in Argentina not only to 

contextualize my academic research, but also to immerse myself in the current queer 

tango scene so that I could best represent a 100-year evolution of male partnerships 

through my own duet Bound Tango. 

 

Bound Tango 

There are specific reasons why I situated the two tango duets in different 

centuries, Parallel Tango in 1910, and Bound Tango in 2010. These time periods 

established transformative developments in Argentina’s history. The institutionalization 

of tango into Argentine culture during the 1910s shaped profound changes for the tango.  

As a result of its acceptance in Europe, Argentines embraced tango and featured it in 

dance halls, cabarets, cafés and theaters throughout Buenos Aires.  But in order for tango 

to become popular, its subversive origins -including homosexuality- were put into the 

shadows by the upper classes that appropriated it and (re) presented it to the masses. 

Along with this process, the heterosexual norms in the tango deepened.  As mentioned 

previously, Marta Savigliano puts forward ideas of appropriation and exoticism in tango.  

By offering a notion of “political economy of passion,” she argues that this process of 
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appropriation and (re) presentation of the tango to the masses benefited its uses for 

consumption both nationally and internationally.  Therefore, since the tango would 

become a symbol of Argentine culture, its dissident origins needed to be put away so that 

it would correspond with gender and social norms, as well with ideals attached to high 

art.  

The year 2010 marked a divergent reality for Argentine society, however.  After 

the fall of Argentina’s military dictatorship in 1983, gays and same-sex tango dancing 

were gradually becoming more accepted in Argentine society.3  These political and social 

developments lead to sweeping changes.  In July of 2010, Argentina became the first 

Latin American country to legalize gay marriage.  Argentina’s new law provided gays the 

same marital rights as heterosexuals, including adoption and inheritance rights. The 

approval of this law signaled unprecedented transformations in Argentine society, and to 

the development of queer tango in Buenos Aires.  Queer tango is a form of tango that 

encourages gender complexity and exploration.  Gays, lesbians, heterosexuals, bisexuals, 

transgendered, women leaders and men followers have a space to experiment with gender 

roles in the dance.  In many ways, the diversity in the queer milongas mimics the mixing 

of races and cultures when tango was first developing 100 years prior.  As a result of the 

boom in queer tango in Buenos Aires, it was crucial to conduct fieldwork in order to 

create Bound Tango.  

                                                
3 Piepenburg, Erik. “Pairing Up to Tango, in Every Combination.” The New York Times, 7 Oct. 2010.  
Web. 25 Aug. 2011. <http://www.nytimes.com/2010/10/08/arts/dance/08tango.html>  
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 In the summer of 2011, I was in Argentina with two main objectives: conduct 

archival research at Archivos General de la Nación, La Biblioteca Nacional de Argentina, 

and Academia Nacional del Tango; and to conduct fieldwork that allowed me to observe 

and participate in the activities at queer tango clubs in Buenos Aires.  At Tango Queer, 

La Marshall, and Club Independencia, three of the most prominent queer tango 

establishments in the city, I engaged in tango lessons, danced with other men, and 

observed male couples dance tango.  Finding myself in Argentina, at the birthplace of 

tango, and with an intellectual and embodied understanding of its history not only 

through the scholarly research but also through the movement/studio research with 

Alejandro Cervera, I was exceptionally ready to immerse in the queer tango scene of 

Buenos Aires.  The sum of these experiences provided the framework for Bound Tango.  

I choreographed Bound Tango for Austin dancer/choreographer José L. 

Bustamante and myself.  Bustamante is currently the Dance Department Chair at Austin 

Community College and has a long history as a nationally recognized choreographer in 

his own right.  I chose to work with Bustamante because of his maturity and years of 

experience as a performer, dance maker and artist.  His presence and input enriched the 

process of creating the duet. Throughout, he asked questions about the ways men 

interacted at the queer tango clubs, and how I felt as an outsider; I was not Argentinean 

and I was not a member of the queer tango community in Buenos Aires.  As we began 

working in the dance studio, we were able to establish a strong connection that facilitated 

our physical explorations of how to best represent the queer tango scene of Buenos Aires, 
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and how to interpret the dynamics and partnerships between men within that social 

setting. 

What is the queer tango scene in Buenos Aires? Since the queer tango scene 

provides the frame for Bound Tango, it is vital to understand how and where they happen.  

I will use the term milonga to indicate the queer tango clubs I visited during my 

fieldwork in Buenos Aires.  The term milonga has three different definitions.  First, it is a 

social event or location where people go to enjoy tango dancing.  The people who dance 

at milongas are identified as milongueros.  Second, milonga refers to a distinct style of 

tango that uses the same basic musical elements of the tango, but the tempo is faster and 

tends to place greater emphasis on the rhythm of the music.  Finally, milonga refers to a 

distinct music genre distinguished by its faster paced beat -- this genre is the antecedent 

of tango.  A queer milonga in Buenos Aires is a gay-friendly space in which people go to 

dance tango, but it might be more accurate to say that it is a space for tango dancing with 

relaxed gender roles.  In queer milongas, women lead women, women lead men, men 

lead men, and men lead women.  Queer tango gives dancers the option to play with dance 

roles without being forced into one role because of their sex, moreover, it gives men and 

women the freedom of choice, and challenges the hetero-normative structures that 

preserve traditional thinking and practices about gender and sexuality.   

The milongas I visited usually consisted of a central dance floor with tables and 

chairs arranged at the sides, with a bar and sometimes a restaurant.  A milonguero’s 

purpose for attending a milonga is not simply to dance, but also to meet other dancers, 

listen to the music, or simply to be in a queer social environment.  Queer milongas are 
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openly advertised in Buenos Aires in city newspapers and magazines devoted to tango. 

The number of people that visit varies each week.  The milongas I attended hosted 40 to 

60 people per night.  All three of the queer milongas venues I visited sponsored hetero-

sexual/traditional milongas on other nights. I enjoyed the architecture of the spaces 

because they were in historic buildings, but had very contemporary renovated interiors, 

giving them a more urban feel.  Before the dance floor opened up for couples to dance, 

each milonga offered group tango lessons.   

The lessons were nothing like a ballet and modern dance class, or even like the 

private tango lessons I had taken before.  Modern dance or ballet dance classes have a 

clear progression from beginning to end, while the tango lessons at the milongas did not 

follow a particular formula.  They were more improvisational than anything else, and 

were structured on the spot according to the abilities, interests and experience of those 

participating. Professional tango dancers within the queer tango circuit taught these 

classes.   

Tango Queer was the first milonga I visited.  When I walked into the space I felt a 

little intimidated because I noticed that several people changed into different shoes to 

dance tango, and for me that meant people took their dancing very seriously.  I also felt 

intimidated because when I thought of a queer tango club, I automatically associated it 

with the dynamics that take place at gay bars in the United States.  My experience at gay 

dance clubs has been that most of the men exclusively attend to their group of friends or 

“clique,” and some men are there looking for sexual encounters.  Since I was obviously 

not Argentine and a newcomer to this particular club, I thought that men there would 
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behave the same way.  I was delighted that both men and women welcomed me into the 

space, and asked questions about where I was from and how long I had been dancing 

tango.  Indeed, it was a queer social space where men and women shared a passion for 

tango dancing, and their purpose in being there was not to make sexual advances toward 

others.  I was respected and embraced with admiration for my interest in studying queer 

tango.  

The tango lessons at the milonga were very useful to become reacquainted with 

the feeling and intimacy of the tango, and allowed me to dance with multiple male 

partners.  During the first couple of classes at Tango Queer, the instructor introduced the 

proper ways to walk while a couple dances tango; couples must move counterclockwise 

around the dance floor.  Speaking in rapid Spanish, the instructor’s assistant explained 

the correct posture and the importance of waiting for the leader to give the physical cues 

or commands through the arm embrace to begin walking and moving across the dance 

floor.  This exercise was similar to what Garcia and I did with Cervera as he set Parallel 

Tango, we had to walk facing each other feeling our partner’s energy and movements.  

 The instructor stressed that tango is a dance of improvisation and the couple needs 

to be in tune with each other’s bodies and energies.  Several times we switched partners 

at an attempt to practice both roles of leader and follower.  After doing the exercise with 

several partners, I realized I was better at leading beginners, whereas with an experienced 

dancer I was a good follower.  In one exercise the instructor began making the space 

smaller and smaller while we glided with our partners across the dance floor; we did this 

with our eyes open and closed.  When I had my eyes open, I looked at the floor to see my 
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footwork, but was told by one of my dance partners that I should not look at the footwork 

but instead respond to his movements and feel his energy.   

Later that evening, I noticed a female couple dance an entire set or tanda with 

their eyes closed.  A tanda is a set of tango music, usually consisting of three to five 

tango songs, of the same style.  The tandas are separated by a brief interlude of non-tango 

music called a cortina (or curtain) that serves as a break to switch partners.  Witnessing 

the female couple dance the entire tanda with their eyes closed remained a testament to 

the level of commitment and connection one must have with their partner when dancing 

tango.  It was precisely that type of connection what I sought to express in Bound Tango.  

At the end of the four weeks I spent in Buenos Aires, I had taken ten tango lessons in 

three milongas, danced with multiple partners -- with me mostly in the follower’s role -- 

and written numerous pages of observations and experiences at the milongas.  Bringing 

all these experiences back to Austin, I was ready to choreograph Bound Tango. 

The music for Bound Tango is a song titled Adiós Nonino by Astor Piazzolla, 

performed live by the Austin Piazzolla Quintet.  I wanted to use a Piazzolla composition 

because he is the single most important figure in the history of tango music.  Piazzolla 

developed a new harmonic and rhythmic vocabulary made for the concert hall more than 

for the milongas where people go to socially dance tango.  His new style of tango became 

known as nuevo tango or new tango, and many of his compositional devices have been 

seen as experimental.  Piazzolla was not afraid of dissonance or abrupt shifts in tempo 

and meter, and he often composed segmented pieces with hugely contrasting moods that 

interrupted the normal flow and demanded the audience's concentration.  The complexity 
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and spirit of Piazzolla's composition brought him huge international acclaim.  On the 

other hand, he earned the animosity of many tango purists who criticized him for his 

“abandonment” of the tango tradition.  What Piazzolla’s music represents to tango music, 

is in many ways what I as a choreographer wanted to do with the traditional steps in 

tango.  As I choreographed Bound Tango, I explored new ways to physically embody 

traditional tango steps.  I developed innovative methods to appreciate those steps and 

express alternate ways of communicating through tango with two male bodies.   

By training, I am a modern dancer with ballet training, not a tango dancer.  So, in 

my choreography I refrained from using tango steps as they are traditionally performed.  

My interpretation took into account my embodied knowledge of tango’s history through 

the movement research with Cervera, my body’s histories -- a gay Puerto Rican 

contemporary male dancer -- and the insights brought forth through my fieldwork in the 

queer tango clubs.  My dance partner, Bustamante, is also a gay male, but born and raised 

in Mexico; therefore, working within this rich multi-cultural framework grounded my 

desire to interpret the queer tango scene as an outsider and not as a tango dancer, nor as 

an Argentinean.  

In the studio, I experimented with a series of improvisational movement exercises 

with Bustamante to find ways to deconstruct tango’s basic steps and maneuvers. 

Bustamante and I performed and analyzed traditional tango steps, and once we had a 

grasp on those particular moves, we experimented with using different spatial 

dimensions, incorporated off-centered partnering, activated different body parts to 

embrace and connect, shifted the dynamics of how those tango steps are traditionally 
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performed, and introduced partnered floor work.  This approach allowed the 

choreography to have less emphasis on the body parts that are normally associated with 

tango dancing such as the hips, legs and feet.  For the most part, when couples dance the 

Argentine tango the upper body is connected, chests face forward and connected on one 

side of the body forming a V shape.  Since this posture draws constant attention to the 

movements that occur on lower body, I wanted to discover new ways that accentuated 

other parts of the body “doing the tango.”  

As I choreographed Bound Tango, there were two questions in my mind: What 

does the tango mean to me? What were the experiences from dancing tango in queer 

milongas in Buenos Aires that I wanted to highlight in the duet?  Tango for me is a 

graceful and powerful language that expresses many things, among them, camaraderie, 

romance, respect, curiosity, playfulness, and joy.  When dancing with unknown partners, 

such as I did in Buenos Aires, I was influenced by feelings of mutual respect, support, 

attraction and a certain level of excitement as I surrendered to an experience for which I 

had no expectation.  As I agreed to dance tango with my partners, I essentially approved 

on going in a journey with them because we both embarked on negotiating our use of 

space, our kinesthetic responses, our musicality and the awareness of oneself in 

relationship to the other.  On the other hand, with someone I knew, the dance would feel 

much different because I experienced a more penetrating kinesthetic and passionate 

connection.  The emotional context of each partnership was distinct and influenced how 

the dance developed across the dance floor.  The way each couple improvises tango steps, 

develops their musicality, and chooses their movement qualities is unique to them at that 
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particular moment in time.  I found that one of the greatest features of dancing tango at a 

milonga is the opportunity to be truly "in the moment."  When I danced with male 

partners, with me in the follower’s role, I became free of the anxiety of what may have 

come before or what may come after, I simply danced being in the moment.  It was by 

being in the moment that I became aware of the sensual pleasure, and exhilaration of my 

body's movement through space.  With these memories and embodied sensations from 

dancing in Buenos Aires, I wanted to find that unique connection with my dance partner 

Jose Bustamante.  However, I did not want to embody the notes and observations from 

my journals at the milongas.  I wanted to find the connection between Bustamante and 

myself.  Therefore, when we rehearsed, we began by repeating the exercise I did with 

Garcia during our first rehearsal with Cervera.  We simply held each other in the tango 

embrace and walked around the studio to the sounds of tango music with our eyes opened 

and then closed. 

One of my primary goals in choreographing Bound Tango was to contrast the 

setting, emotions, physical movements, usage of scenic elements and choreographic 

structure in Cervera’s Parallel Tango. The first peculiarity I emphasized was in their 

settings.  Parallel Tango takes place in a private, intimate space; whereas Bound Tango 

materializes in a queer social space where contact between same-sex partners is 

acceptable.  To make this differentiation, I created two distinct environments on-stage; 

for Parallel I used a black backdrop and for Bound I exposed and lit the back wall of the 

theater.  In addition, I placed prominence on the choreographic aesthetic and structure of 

Bound Tango to exemplify the contemporary time period it embodies.  The movements in 
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Bound Tango suggest more intimacy as my dance partner and I used different body parts 

to embrace and connect as we performed the duet.  We had many moments of eye-to-eye 

contact, we touched each other tenderly, and we openly accepted each other’s touch and 

embraces.  Parallel Tango had an evident emotional and physical connection between the 

men, but clouded by tensions and anxieties about accepting their sexualities and 

attraction toward each other.  Lastly, the bar stools in Cervera’s duet signified societal 

constraints, but in Bound Tango they clearly changed its purpose; I utilized them as 

artifacts that brought our partnership together, rather than drawing us apart.  At the stools, 

we began a section of the dance that exposed the mutual flirtatious exchanges that bring 

couples together at a milonga.  

In terms of musical structure, Bound Tango uses only one piece of music, unlike 

the multiple songs used for Parallel Tango.  Adiós Nonino is one of Piazzolla’s most 

prominent tango compositions.  Adiós Nonino was composed around 1959, while he was 

on tour in Central America.  During this tour, he received news of the sudden death of his 

father Vicente Piazzolla, who was called Nonino.  Not being able to be near his family 

and father at the time of his death created great stress for Piazzolla.  Adiós Nonino 

captures this emotional stress.  The song underlies a deep, choked and anguished lament; 

the lament and the pain of a son, at such a distance is clearly expressed.  Yet, with quick 

notes and rhythmic vitality, the song is also overlapped with optimistic and celebratory 

musical moments.  Because of these specific qualities and shifts in this song, I felt this 

Piazzolla composition was appropriate for Bound Tango.  The four musical shifts in the 

music suitably suggest an emotional increment that clearly outlines the development of 
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the relationship between the dancers.  The music evokes a kinesthesia among our bodies 

that operates as the vehicle that deepens our connection in the dance from beginning to 

end.    

In Bound Tango I did not want to choreograph a “tango dance,” but instead 

cultivate a duet that explored, embodied, exposed and put into motion the uninhibited 

sensual dynamics that take place among men at queer milongas in Buenos Aires.  This 

was only possible as the result of the unique connection I developed with Bustamante.  I 

consciously choreographed the duet so that audiences would wonder about the nature of 

our relationship throughout the work.  By ending my duet with the Argentinean closed 

embrace, with my back facing to the audience, I wanted to create a sense of intrigue that 

would motivate audiences to ponder about: What will happen next? Will they now dance 

a traditional tango? Did the men know each other before arriving to the milonga? Are 

they lovers? Are they friends?  Do they frequent this milonga to dance with each other? 

Essentially, Bound Tango explores the freedom in which two gay men can openly 

dance tango at a social setting and unreservedly use it as a means to express their sexual 

identity through tango dancing.  My duet represents the dynamics and interactions that 

take place in the queer tango club and between men as they dance tango.  My dance 

partner and I are bound to our mental and physical connection as we perform the dance, 

bound to our passion for the dance, bound to each other and bound to the idea that our 

partnership is accepted within society.   
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Tango Vesre On Stage 

After much archival research and creative processes, I arrived at the moment of 

taking Tango Vesre to the stage.  Tango Vesre premiered on March 8-9, 2012, in the 

Payne Theatre at the University of Texas at Austin.  Since each duet was contextualized 

within a specific time period, I prepared a short movie to introduce each dance.  For 

Parallel Tango, I assembled photos gathered at Argentina’s National Archives during my 

research in Buenos Aires.  The images from the Archives depict geographical locations 

relevant to tango’s development during its early phase.  There were photos from the 

neighborhoods of La Boca and San Telmo, as well as from many conventillos that 

functioned as spaces that facilitated the blending of different cultures.  These images 

were accompanied by the sounds of a bandoneón, a musical instrument similar to a 

concertina.  A musician plays the instrument by holding it between both hands and 

pushing in or pulling out while pressing the multiple buttons or keys with the fingers.  

The bandoneón has an essential role in the tango orchestra  -- especially in Piazzolla’s 

music -- and has practically become the symbol of tango.  The bandoneón’s beauty is in 

its particular sound and power; it provides a somber, sensual sound. 

My research focused heavily on the movement/choreography and history of 

tango.  But as mentioned previously, tango is not only about the dancing.  Tango lives in 

its music and lyrics.  Therefore, I pursued highlighting the spoken and sung voice 

because it is such a significant part of the tango art form.  I asked the Argentinean singer 

and actor Gerard Flores to perform immediately after Parallel Tango, a medley of songs 

that represent the essence of tango.  The songs he assembled spoke of despair, love, hope 
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for the future and describe streets and neighborhoods in Buenos Aires.  Adding this 

element to the performance of Tango Vesre emphasized the emotion and social 

commentary contained in tango lyrics.  In tango, the singing voice is used to express 

emotion, unite communities and pledge allegiance.  The singing voice is one of the 

universal characteristics of being human and a measure that has shaped the development 

and evolution of tango. 

From Gerard Flores’ song, I transitioned toward a final video that juxtaposed 

images that I photographed in Buenos Aires --important contemporary landmarks, the 

neighborhoods of San Telmo and La Boca, House of Government, City Center, and tango 

show marquees-- together with archival pictures that represent a historic and social 

evolution in Argentina.  The archival images reference a number of periods in 

Argentina's history: General Perón period in power; First Lady Evita Perón's; the military 

dictatorship that extended from 1976-1983; the Mothers of Plaza de Mayo, a social and 

political activist group of mothers representing the 30,000 individuals that were murdered 

or disappeared during the military regime; the 2001 financial crisis when Argentina’s 

economy reached a breaking point; and the subsequent legalization of gay marriage in 

Argentina in July 2010.  It is noteworthy that these events not only influenced Argentine 

society, they also affected the development of tango.  In sum, the videos were 

incorporated to acknowledge the political and social 100-year evolution of Argentine 

society and its impact to tango. 
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Conclusion 

Two and a half years of work on Tango Vesre has lead to vey fruitful artistic, 

personal, and professional outcomes.  The choreographic explorations I navigated while 

working on the pilot project in 2010 through creating Bound Tango has shaped the way I 

will continue to work as a dance artist.  In my improved approach toward choreography, I 

now envision the dancers I work with navigating through different roles.  Nowadays, I do 

not see them solely as dancers, but as choreographers and critics of the work.  Tango 

Vesre allowed me to appreciate the relevancy of working in a collaborative process, 

where both dancer and choreographer generate ideas, have an inner drive to discover, 

identify and solve problems, are knowledgeable of choreographic structures and devices, 

and can evaluate, re-evaluate and refine the aesthetic form of the work. These traits 

typically describe a mature dancer with significance experience in the field, however as 

an educator in higher education my pedagogy will foster developing this type of dancer in 

a creative process.  

At a personal level, the work challenged me to be constantly “in the moment.”  

Three weeks before the premiere of work, Jose L. Bustamante injured himself and 

therefore could not perform Bound Tango.  Within such a constricted timeframe, I asked 

Garcia to come to Austin sooner so that he would learn the duet and perform both 

Parallel and Bound Tango with me.  It was odd dancing the duet with Garcia because 

Bound Tango was so much about my experimentation and unique kinesthetic connection 

with Bustamante.  Garcia learned the dance three days before the show, so at first I felt 

that we were not as connected in this dance, but instead were going through the motions 
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and choreography developed by Bustamante and myself.  My connection with 

Bustamante could not be duplicated; consequently, Garcia and I had concentrated 

rehearsals so that we would connect mentally, emotionally and physically inside the 

choreographic structure already set.  More than before, I needed to be fully in the 

moment so that our partnership achieved a certain level of maturity.  

Bustamante and Garcia had unique musical, emotional and kinesthetic approaches 

to the duet.  Each partner took the time to nurture different elements in the choreography. 

Garcia focused on having increased eye contact and softening our transitions during 

broader movement, whereas Bustamante was most concerned with the emotional 

correlation between our characters.  Garcia is younger than Bustamante and as a result I 

had to adjust to his increased physical energy and strength.  Because Garcia’s was 

capable of lifting me higher and had a firmer grip, I reacted to his energy by becoming 

physically forceful in order to reciprocate that level of energy.  Toward the beginning of 

our rehearsals, I was somewhat uncomfortable committing to that increased energy 

because I felt rushed, and forced to take less time savoring the nuances and intricacies of 

the moments when my partner’s hands touched my back, when our chests were pressed 

against each other, or when we had to touch one another with the backs of our hands.  It 

was not until our first performance of Bound Tango that Garcia and I settled into our own 

groove and became less concerned with what the choreography was and more with how it 

had evolved from our rehearsals.  Performing both duets with Garcia was better suited, 

primarily because audiences perceived our emotional and physical tension in the first 
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duet, and afterwards experienced how in Bound Tango our bodies were able to release 

that tension and embody acceptance, synergy, tenderness and male desire/passion.    

Before its premiere, I thought that the local tango community in Austin would not 

embrace Tango Vesre because it challenged the traditional gender norms in the tango.  I 

was overwhelmed with the acceptance from this community, and from the public in 

general.  The tango dancers in the Austin community highly encouraged me to share and 

disseminate my work to traditional and queer tango festivals across the globe.  Moreover, 

prior to the work premiering in Austin, I received an invitation to perform Tango Vesre at 

a college in Pennsylvania as part of a tango event hosted by its Latin American Studies 

Department.  

As a result of its success, and the unique perspective it offers about male 

partnerships, I will develop this project for presentation in a variety of venues.  The thesis 

version of Tango Vesre is the kernel of what will continue to evolve. I will revise the 

videos projected prior to each dance and will rework the beginning of Bound Tango as 

well as some of the dynamics in the movements. I want this project to reach the broadest 

audience possible; nonetheless I know certain constituencies will be particularly 

interested in Tango Vesre because of its multi-disciplinary nature. I am investigating 

setting the duets on professional dance companies as well as performing it at dance 

festivals, queer tango festivals, queer tango communities, and university dance and 

performance studies programs.  

The next step toward perpetuating Tango Vesre is to develop a Legacy Project for 

it.  The Legacy Project consists of creating a website that shares my research findings 
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pertaining to the overlooked aspects of tango’s history, and present the choreography as 

the embodiment of the evolution of the male partnerships in the tango. Tango Vesre 

epitomizes how concert dance and social dance are intricately tied to social, political, 

economic, ethnic and racial developments in a society.  In 2009, the United Nations 

Educational, Scientific and Cultural Organizations (UNESCO) recognized the tango as an 

“Intangible Cultural Heritage.” They sustain that an intangible cultural heritage is an 

important factor in maintaining cultural diversity in the face of growing globalization.  As 

stated by UNESCO, “understanding cultural heritages encourages mutual respect for 

other’s ways of life;” therefore, my investigation does not only assert the homosexual 

presence in the development of tango, it also supports an acceptance of the homosexual 

community, which historically has been marginalized in Argentinean society and tango 

culture.   

Over the course of developing Tango Vesre, I came to understand that when 

individuals have an understanding of the cultural heritages of different communities, 

there is a direct impact on how society engages in intercultural dialogue, subsequently 

encouraging a more integrated society. The goals for the Legacy Project are that it a 

provide space for audiences to: appreciate how social dance forms have, can and should 

extend from the traditional heterosexual norms; create a cultural awareness of tango; and 

have an appreciation of how movement conveys ideas, concepts and messages that reveal 

human relationships, cultural and social histories, and imprints of particular gender roles.  

Moreover, I feel that this work can be a model to provide awareness of how concert 

dance intersects with history, society, culture and social dance. In future scholarly 
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endeavors with Tango Vesre, I am interested to explore how my research resonates, 

clashes, confronts, challenges, propels, supports or even expands tango as an “intangible 

cultural heritage.” 

Finally, as a male dancer, choreographer and dance educator, I have become more 

aware of my approach toward addressing issues of gender roles in my work.  I have come 

to question: As a dance educator, am I responsible for identifying gender messages and 

making the classroom a place where sex-role stereotyped behavior can be questioned and 

transformed? I say yes. As a teacher of multiple dance disciplines, it is valuable to 

acknowledge how dancing bodies communicate information about “gender-appropriate” 

behavior in society.  Subtle cues communicate that males should use their bodies in 

hostile, confrontational, and space-dominating ways, while females should use their 

bodies in reflective, submissive, expressive, pleasing, and delicate ways.  This research 

has lead me to believe that gender issues are not marginal, but essential to what and how 

we teach in and out of the dance studio.  Dance education is not immune to gender issues 

that exist in society; I think it clearly reflects what we find in society.  In the case of 

Tango Vesre as a scholarly investigation and dance performance, reflects the cultural and 

social changes of tango dancers, offering lesbians, gays, bisexuals, heterosexuals and 

transgendered an opportunity to blend with ways of dancing tango.  Same sex partnered 

dancing proposes the possibility of different dynamics, and lends itself to exploring new 

ways of communication through dance.  I believe tango is still at the peak of its 

renaissance, and I am certain that its future will take new directions and offer new ways 

of imagining and embodying this treasured art form. 



 51 

Bibliography 

Baim, Jo. Creation of a Cultural Icon: Tango. Indianapolis: Indiana University Press,  
2007. 
 

Barrionuevo, Alexei. “Argentina Approves Gay Marriage, in a First for Region.” The  
New York Times, 15 Jul. 2010. Web. 23 Sept. 2011 http://www.nytimes.com 
/2010/07/16/world/americas/16argentina 
 

Bates, Hector; Bates, Luis J. La Historia del Tango: Sus Autores. Buenos Aires: General  
Fabril Financiera, 1936. Pg. 5-53.  

 
Binda, Enrique; Lamas, Hugo. Tango en la Sociedad Porteña 1880-1920. Buenos Aires:  

Ediciones Hector L. Lucci, 1998.  
 
Carella, Tulio. Tango-Mito y Esencia. Buenos Aires: Centro Editor de América Latina,  

1966.  
 

Carretero, Andrés. Prostitución en Buenos Aires. Buenos Aires: Ediciones Corregidor,  
1995. Pg. 120-127. 

 
Castro, Donald S. The Argentine Tango as Social History 1880-1955. Lewiston: The  

Edwin Mellen Press, 1991.  
 
Cooper Albright, Ann. “Tracing the Past: Writing History through the Body.” The  

Routledge Dance Studies Reader. New York: Routledge Taylor and Francis  
Group, 1998. Pg.101-110.  

 
Denniston, Christine. The Meaning of Tango: The Story of the Argentinian Dance.  

London: Portico Books, 2007. 
 

Donadio, Marisa. Documento e investigación sobre la historia del tango, Año III No. 3.  
Buenos Aires: Instituto de investigaciones del tango, 1997. Pg. 112-119.  

 
Fisher, Jennifer;  Shay, Anthony. When Men Dance: Choreographing Masculinities  

Across Borders. New York: Oxford University Press, 2009. Pg. 3-23. 
 
Foster, Susan L. Choreographing Histories. Bloomington: University of Indiana Press,  

1995. Pg. 4-10.  
 

Garret, Victoria Lynn. “Dispelling Purity Myths and Debunking Hygienic Discourse in  
Roberto Arlt's "El jorobadito." Hispania Vol. 93, No. 2 (June 2010), pp. 187-197.  
Web 11 Feb 2012 <http://www.jstor.org/stable/25703430> 



 52 

Gobello, José. Aproximación al Lunfardo. Buenos Aires: Ediciones Criterio, 1953. Pg.  
15-37.  

 
Hoss, Monica. The Tango and the Bandoneon. Buenos Aires: Maizal Ediciones, 2009.   
 
Ingenieros, José. Criminología. Buenos Aires: Editorial Henisferio, 1953. Pg. 113-124.  
 
Marinelli, Diego. “Los tangos menos escuchados: Historias de militancia política y  

homosexualidad en la milonga. El Clarín. 16 Jun. 2004. Web 15 Jan. 
2011<http://edant.clarin.com/diario/2004/06/27/sociedad/s-04201.htm >  

 
Miguens, Silvia; Penelas, Emiliano. Astor Piazzolla: Fulgor de Bandoneón. Buenos  

Aires: Aguilar Grupo Santillana, 2006. Pg. 29-97. 
 

Pastor, Manuel; Carol Wise (2001).  "From Poster Child to Basket Case." Foreign  
Affairs; Nov-Dec 2001; v80, i6. Pg. 60. 
 

Rivera, Jorge. La historia del tango: Sus orígenes. Buenos Aires: Ediciones Corregidor,  
1976. Pg. 25-63.  
 

Rodriguez, Julia. Civilizing Argentina: Science, Medicine and the Modern State. Chapel  
Hill: The University of North Carolina Press, 2006. Pg. 75-170.  

 
Saikin, Magali. Tango y Género. Stuttgart: Abrazos Books, 2004.  
 
Salas, Horacio. El Tango. Buenos Aires: Ediciones Planeta Argentina, 1986. Pg. 21-52. 
 
Salessi, Jorge. Médicos, maleantes y maricas. Buenos Aires: Beatriz Viterbo Editora,  

2000. Pg. 112-170. 
 
Savigliano, Marta E. Tango and the Political Economy of Passion. Boulder: Westview  

Press, 1995.  
 

Teruggi, Mario. Panorama del lunfardo: Génesis y esencia de las hablas coloquiales  
urbanas. Buenos Aires: Editoriales Sudamericana, 1978. Pg. 17-47.  

 
Tobin, Jeffrey. “Tango and the Scandal of Homosexual Desire.” The Passion of Music  

and Dance: Body Gender and Sexuality. Oxford: Berg Editorials, 1998.  
 
Wilchins, Riki. Queer Theory, Gender Theory: An Instant Primer. Los Angeles: Alyson   

Publications, 2004.  



 53 

Vita 

Alvin Rangel began dance training in his native Puerto Rico. At UT-Austin he 

works as an Assistant Instructor of ballet and contemporary dance. Alvin has 

choreographed for UT-Austin's Dance Repertory Theatre and Ears, Eyes and Feet 

concert. Two of his works have represented the University of Texas at ACDFA and 

recruitment trips of the College of Fine Arts.  With UT dancers, he traveled to Cartagena, 

Colombia in 2009 as a rehearsal assistant for the Canción del Cuerpo Project.  Between 

1997-2004, he performed with the Dayton Contemporary Dance Company (DCDC) in 

Ohio where he originated roles in works by Bill T. Jones, Bebe Miller, Dwight Rhoden, 

Donald McKayle, Ronald K. Brown, Jawole Willa Jo Zollar, and Kevin Ward.  He 

participated in a documentary film co-produced by PBS and American Dance Festival 

titled Free to Dance.  Alvin has conducted master classes and workshops in the United 

States, Russia, Poland, Colombia, Argentina, Mexico and Puerto Rico.  His choreography 

has been performed by Ballet New England, Stivers School for the Arts, Andanza, 

Performing Arts School in San Juan, DCDC-2, and Episcopal High School. Alvin 

choreographed and co-created an outreach lecture demonstration program for DCDC that 

toured nationally to 27 cities as part of the Flight Project; which celebrated the 100th 

year of the first powered flight. 

 

Permanent Address:   4505 Duval St.  

Austin, TX 78751 

This thesis was typed by the author. 


