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PREFACE

This volume is a selection of papers that were presented at an
international conference, ‘ The Expression of Subjectivity in the Performing
Arts' held at the Polytechnic University of Valencia (Spain), in November
2008. The editors of this book were the conference organisers and the
editors of the online proceedings.

One of the main reasons for the conference was the major conceptual
reorientation of postgraduate academic studies of performative disciplines
at several universities. Theatre, music, dance, and even film studies, had
been approached almost exclusively from theoretical perspectives, i.e.
rarely were artistic practices included in the core research work of a
doctoral dissertation. However, especialy in the last decade, doctoral
projects on theatre, cinema, music and dance have given way to new forms
of doctoral theses in which performative art practice itself has become
central to these projects and various research strategies. The performing
arts are forcing us to rethink the current models of investigation, as it
happened previously from the influence of other disciplines such as
anthropology. Today, academic institutions such as the Sibelius Academy,
the Orpheus Instituut or the Polytechnic University of Vaencia, in the
field of music, or the Ingtitute for Theaterwissenschaft of the Freie
Universitét in Berlin in theatre and the University of Wales and University
of South Australia in the performing arts curriculum are consolidating
their strategies in performative research through a variety of options and
academic formulas that are till fairly experiential and open. At the
conference we did not encourage attention to methodological aspects of
research, but to issues arising for researchers devoted to the performative
phenomena, primarily through aesthetic reflection. The conference
brought together established academics, research students and artists from
a range of disciplines to debate current issues around various kinds of
performative events. Therefore, contributions to this volume reflect
academic discourses but also some performative discourses emanating
from the field of artistic practice.

The book is divided into five parts corresponding to the different
performing arts discussed at the conference: theatre, music (including
opera), dance, cinema as well as other general issues relating to
performance. The papers explore the characteristics and particular
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challenges of aesthetic engagement with various kinds of performances.
They focus in particular on how subjectivity emerges in the theory and
practice of the performing arts, and on how recent discussion on different
fields, can help to articulate new ways of understanding our experience of
artworks. The introduction to these parts offers an overview of some past
and present philosophical concerns regarding the performing arts as well
as asummary of the points addressed by the different authors. Readers are
presented with similar issues to contemporary debates on art as well as
unique issues to the performing arts, such as identification of authorship,
technical realization, ontological status, fictionality, or spectators’ role.

The purpose of the book is to capture current ongoing thinking on the
performing arts that can give insights to philosophers, art historians, art
critics and artists. It is hoped that this collection will stimulate further
reflection on key issues around expression in the performing arts and
contribute to continuing the construction of new knowledge on aspects of
these arts and our experiences of them.

The editors would like to thank Michele Cometa, Kari Kurkela, Derek
Matravers, Christoph Menke, Vicente Ponce, José Pavia Cogollos, Julie
Van Camp and Gerard Vilar for their invaluable assistance in selecting the
original papers that were presented at the conference, many of which have
made possible the present volume. We would like to acknowledge that the
conference would not have been possible without the support of the
Ministerio de Educacion in Spain (project funds FFI2008-00750 and
FFI12008-01705-E/FILO). Finaly, our gratitude also goes to Stephen P.
Hasler for his careful reading and editing of some parts of the book.



INTRODUCTION

The complex nature of the performing arts demandbipre levels of
philosophical attention. It requires the study lbéit objects, that is, of
both specific works and their particular instancealised in performative
events; reflection on the processes of creatiorfippeance, and reception;
as well as consideration of the roles of the reieegents involved-author,
performer, and spectator.

A dominant view of the performing arts is that penfiances are tokens
of a type, in other words, instances of works df Berformances are
generally considered the outcome of the readingerpnetation or
realisation of a work which exists independenthitefmultiple instances.
This conception assumes an identity correlatiomwben works and types,
as held by Richard Wollheim (1981). Probably, onderstanding of the
nature of performative arts is related to otheratiadeas about atbut
court. Among these ideas figure prominently the notiba @ork of art as
the finished product of an artistscomposer, painter, choreographer,
writer, etc—creativity. Every realisation of the original worls
understood to entail an interpretation of that watkch is put usually on
the stage for an audience. The intentions of ththosudetermine the
identity of the work, thus good performances oretuk of a piece are the
result of the correct interpretation of the authdritentions, which are in
most cases recovered through the reading of theuat®ns specified by
the artist in a script or notation. Particularlypeessive intentions determine
expressive properties of the work and its instanaed therefore provoke
affective responses from the public. For exampienes kinds of written
musical works seem to fit this model well; everyfpamance being an
instance of a previously established work, so tiredactor of an orchestra
and the musicians join forces to realise a comf®p@ce.

This understanding, however, is not without proldeifirst of all, a
performative work of art is portrayed as an artef@tose properties are to
be identified in an experience of it. In the penfiarg arts the properties of
the work—notoriously their aesthetic and expressive propestare
known through their performances. If we take al#o iconsideration the
acquaintance principleby which an artwork, as artwork, is not known
unless one has had a direct experience-sftien, in any understanding of
the performing arts, performances are as necessamprks as works to



2 Introduction

performances. So, it seems we are caught in awdan referring to the
properties of the performing arts, since thereoisvay to experience them
without a performance, and a performance is saibetof a work if it
realises some properties the work essentially gssse

In most artistic traditions there are author's tentindications about
what properties the performance should have (Wighetxception of dance,
where documentation of works’ specifications hasrbeare). In addition
to prescribing to a greater or lesser extent hosvpghrformance should
look, sound and feel, there are conventions anditivas about the
properties relevant to different artworks. Howevieris only when the
properties are displayed in the performance thagxperience the work as
art, get to know it, enjoy it and are able to apfae and evaluate it fully.
More to the point, it is not that a property exisis something just by
prescription of a creator artist, but rather tht property of the work is
identified in the experience of the performancedeein the experience of
the work. It may be enlightening to refer here als&Vollheim’s (1980)
account of painting, where representational or esgive properties of the
work could not be accesible to the author priothi® activity of painting
itself, since it is only artistsfulfilled intentions that determine the
representational or expressive content of the warkhe same sense, it
can be argued that only when the performance tplee® does it makes
sense to speak about properties of the work. Wagipect to this point,
Graham McFee (Chapter 8) distinguishes betweestiarippreciation of
the properties of a dancework and the distinctieatrgbution of the
dancers whose particular characteristics mightetitng to the work they
are performing.

There is a wide variety of positions regarding ttblation between the
properties of the performance and the propertigh@fwork. They range
from those holding a more empirical stance, likeds Hamilton's (2007)
claim that theatrical performances are works of @rtmore conceptual
ones, like Graham McFee’s (1992) view that perfarces are instances
of works. In any case, what is commonly agreetias évery performance
is a specific object of artistic and aesthetic eiqree and judgement,
whether or not it is an ontological type on its owamd this is precisely
what is of relevance to the topic of the preseiiecton.

Despite its centrality for the performing arts, theneral debate
between works and their instances is not directiyetained in the
chapters of this book but it certainly figures hetbackground of all.
Every work of art is an artifact created to be pered, interpreted, and
taken into consideration in different ways at difiet times by different
kinds of spectators. What is specific to the penfog arts is that the work



Expression in the Performing Arts 3

is previously conceived, and usually rehearsedyrder to repeatedly take
place later on in front of an audience. In additibris characteristic that
performers share space and time with the spectafdf® piece. The aim
of this book is to analyse issues surrounding hgpression occurs in the
performing arts from the point of view of their paular nature.

Two contributions share an interest in expressioth a reflection and
exploration of the general response to and thehaistexperience of the
performing arts. Alessandro Bertinetto (Chapter fb8uses on the nature
of performance, addressing the nature of perforramg from the point of
view of the experience they call for. He criticiZzégka Fischer-Lichte’s
claim (2004) that distance and disinterestednesmatacharacterize
performing arts, and that, contrary to the resthef arts, the performing
arts are events, actions really performed by therscsingers, etc. in the
presence of a public; therefore, there is no difiee between meaning
and action, fiction or illusion and reality, workdpublic, and the rest of
dichotomies in play when dealing with disinteresiess. Since the avant-
garde, performance art exploited what was alwaysgiahe nature of the
performing arts: an artist may be a performer; wrfmation is a form of
creation; and the public can interact and affe@ thork. Since the
audience is also participant, it makes no sensealb for distance.
Bertinetto criticizes the idea that performancesidbrepresent or express
anything but themselves, the idea that improvisatjrecludes the
existence of a previous work, and more to the cdhe, idea that
performances cannot be experienced with detachntettis, aesthetically.
He maintains that participation does not preclusedpectator to having a
disinterested experience of what is happening,ithiat say, considering it
for its own sake, and not functionally. However ridetto argues for a
logical and not psychological version of disintéeeimess which entails
considering works of art out of the stream of lifethe sense of appealing
to imagination and the play of faculties, insteddction or instrumental
reasoning. Radically Bertinetto claims that it mspible to aesthetically
contemplate any objects and events, but gettingofid/our aesthetic
attitude in your experience of them leads to thecealing of their artistic
character.

Susan Feagin (Chapter 2) also refers to the nattigerformances
exploring the differences between performance agtérFKivy’'s claim in
The Performance of Reading: An Essay in the Philbgoof Literature
that a silent reading to oneself of a novel or@rtsétory is a performance.
She criticizes Kivy’'s idea, and comments on her o@xperience as
spectator of a theatrical rehearsal with puppets. Her, performance is
informed by several substrates of activities the¢ @ternalized by
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performers, while Kivy asserts that the performaapeears in the first
reading. Feagin concedes to Kivy that reading isdifferent from many
other actions we perform, but in the sense thdbgbphers are wont to
describe any action as an action one performsei®iffices are argued with
respect to the goal of the agents involved: thd gba performer is a
presentation, while the goal of the appreciatahefwork is understanding
and appreciating it. The most striking differendetween reading and
performance however are the diverse processesithahrehearsal serves
for the preparation of a performance. Feagin argoasthe material of a
work requires a lot of “starting and stopping, tiyiout and reconsidering”
during rehearsals, a pretty different process frieencontinuity of reading.

The process of rehearsal is precisely the focu®aifla Esposito’s
study of butoh dance (Chapter 10). Esposito higitdighe importance of
attending to the production process during thetmeaf a work for our
understanding of the performing arts. She followgidht Conquergood’s
(2002) suggestions on researching with proximitg, closing the gap
between analysis and action, rather than with WégtaWith this in mind,
she offers a personal account of how she usedcipeanit observation
during the rehearsals of the pie@epheusby the butoh dance theatre
company Café Reason. Esposito parallels commamltietween doing
ethnography and the making of a performance asepsas that involve
difficult dialogues and share a sense of the uneteple the unfamiliar,
danger, curiosity, commitment and trust. Using egraphic methods, she
investigates the relationship between the pecubar of language and the
body in training (Butoh-fu), concluding that theffdient roles or
modalities of participation among performers inéetsto create the
subjective paradigm of Butoh dance and of perfoigean

Before we continue, readers should know that weehavluded the
practice of film making as a performative activigithough some of the
characteristics of the performing arts mentionedhat beginning of this
introduction are very different from those of filmEilms are artistic
objects that contain drama, live music, dancing, bevertheless, they
have not been systematically considered as perforenartistic practices.
There are differences in the creative conceptiothefpieces (scriptwriter,
filmmaker, producer), the mechanic reproductionthe work instances,
and the actual experience of it since film actagen share time or space
with the espectators during its artistic developtmanaddition, the living
dimension of the representation is replaced bypiogection of a film.
There are however some important reasons for degmimema as a
performing art. Since the earlier debates about attestic nature of
cinema, cinema was compared to theatre (BenjamBw)l9After all,
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cinema is mostly practised as a narrative artfamnahich the representation
of the events is realized by acting. Moreover, aslavant consequence,
movies, unlike literature or paintings, use the hanbody as their main
vehicle of expression. In this sense, cinema besowesy close to the
performing arts. Cinematic practices are clearlyttet borders of this

category, becoming an interesting case for reflectbon performative

events that complements and enriches the debaten ewhen our

perspective is focused on the most cinematic aspddt.

One of the topics explored by several authors is ¢bllection is the
specific contribution of the agents involved in tpeocesses of the
performing arts. We have mentioned already thetartinerit attributed to
the author of the works. An example of this is wkeernomposer writes
down a score, gives instructions over its execsgtioassumes many
implicit conventions and envisages, to some extany it will be received
and interpreted by the listener. Acknowledging thatforming works of
art are to be performed does not imply that thbaitt, and responsibility,
of the creator with respect to her work disappdadeed, McFee (Chapter
8) establishes a distinction between responsiislitf artists as creators of
the work and dancers as interpreters, and contdadsdancers are not
artists, as they are netiin most cases-makers of the artwork.

A central theme related to authorship in the penfog arts revolves
around authors’ intentions. Several ideas have laelwanced. An author
cannot properly have intentions about every prgpeftthe performance,
hence of the work. Authors do not control whollywhtheir work will be
executed, how it will look or sound every time st performed, on this
stage or concert hall, and with this public. Evemew the work has been
recorded with precision, performative texts haveerbesubject to
interpretation, to a reproductive cycle that hdsvedd the intervention of
improvisation and imagination to a greater or lessegree throughout
history. Thus, original creative intentions miglet imore or less respected,
more or less fulfilled in performance. On the othand, it may be said
that it is obviously true for every work of art ttihe author’s intentions do
not determine completely the aspect of the workke@f a unique token
included. But there is something more illustratalgout intentionality in
general and the social character of it in the perfiog arts. The author’s
main intentions assume that the work will be perfed, hence that others
are to direct the piece, act the roles, design dhgtumes, attend the
spectacle, and so on. Normally the production m®de a cooperative
enterprise in which all individuals involved cobtute to the completion of
a work. The responsibilities of these agents iyt exceed the loyalty
to the author’s intentions in that every performanall be judged for
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itself. The expressive and aesthetic properties. @erformance can be
critically appraised independently of the origipabperties assigned to the
piece; therefore artistic or aesthetic value isntlatributed to agents
beyond the author. The important point here is tihatintentionality of the

work is one to which all contribute, with bigger emaller responsibility,

and which is imposed to all of them. And clearlg thnain intention is

expressive.

In addition to the collaborative authority of perfang works of art, it
has been pointed out that there is a charactelistaraction between
performers—acting, representing or executing a wesnd the
audience—appreciating and enjoying a work. On the one hpedormers
act in front of and for an audience, intending tasp their attention, to be
understood, and to arouse emotional and other mssgo On the other
hand, observers react to the presence and acticghe performers which
may affect the performance. How the audience isremdetd, how the
audience responds, and how the work is affecteithdyesponse is central
to the very nature of the performing arts. Thera general recognition of
the fact that the roles of author, performer andctgtor sometimes
overlap. For instance, in music, when there isanch for the performer to
create, as defended by Alessandro Bertinetto (@hdt), in the practice
of musical improvisation, or when the audience &@bance to participate
in the work and become a performer, as suggestetibyel Corella
(Chapter 7). It could also be that a single persontrols the whole
process of production, for instance, a composanudic, who writes the
piece and conducts the orchestra, or better, wete®lo and plays i,
becoming creator and performer at the same time.

Turning now to expressive intentions, this collectof essays reflects
very specifically on the way expressions of suljégt are to be
understood in the context of the performing artgprEssion through
performances is analized in relation to the waywek is conceived, the
work as presented to the audience, and the aféectisponses the work
elicits in the audience. The expressive concepifamwork is exemplified
in Rosella Simonari’'s essay on dance (Chapter 8 &xamines the
interaction of Emily Dickinson's poetry with the mang in a
choreographic piece by Martha Graham. Simonariyes an account on
how the spoken lines are in many cases used toagahd highlight the
mood changes of the different characters. Expriggsiv performance is
discussed by James Hamilton (Chapter 1) and Franduillén and
Antonio Garcia (Chapter 15). However, while Harmltsearches for
expression in the basic performative componenthexdtre, in the actors,
Guillén and Garcia focus on the expressive roleillafmination and
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chromatism. Hamilton presents a series of intutiabout this issue. The
first intuition he comments on is that actors irrraive performances
convey (rather than express) the feelings and mobdbkeir characters.
Another is that spectators and performers may mdif®out the moods and
feelings of given moments in a performance. A tlong concerns the fact
that when an actor varies his physical orientat®the audience, what he
says will have a different impact on the way spectaexperience the
mood and feeling of the moment. The fourth intuitis that recognizing
the role of causal inducements in theatrical pemforces is connected to
the physicality of performances. Hamilton statesalfy that the
recognition of at least some of the foregoing cuiged for an appreciative
response to any particular performance. In contwéhtthis point of view,
Guillén and Garcia dissolve the primacy of the ganker and his word in
the theatrical narrative and open up its meaningsey analyse in
particular the role light and colour play in the nwaf Robert Wilson.
Their proposal is that these elements liberateviddal spectators’ visual
thoughts into a contemplative emotional state wéreiths a dance, theatre
or cinematic event.

A historical approach to the origin of the expressmotions in
performance is offered here by Miguel Corella (Gbaj). Corella starts
by considering different manifestations of Expresm critical to the
developments of the avant-garde, to go on examiRioighantic music, as
presented in different literary visions. Corellgpkins how artist novels
contrast the subjectivity of the creator with thgeativity of the work, its
autonomy from its author. He points out a paradalxgituation in the
expression of subjectivity: it appears to be “acpss of disindividualisation”
where one’s own subjectivity is partly recognisktigh the appropriation
of performative structures or patterns. The exjpvesgesture might come
from a conductor or a soloist but also, in someutenpinstances, from
each of the spectators who are compelled to becpedormers
themselves by singing and dancing along. He iliss this by reminding
us of the tradition initiated by Plato’s theory mdetic inspiration where
the artist is presented as a vehicle of expressioa divine or demonic
force. In the literary tradition the artist appeassa creator of original and
subjective forms that seem to obey a necessity amd able to be
immediately recognised as rules.

Noel Carroll (Chapter 11) contributes to this dission with a critical
account of the history of the theory of motion piets, showing how the
discourse of subjectivity entered cinema studiea esncept employed by
Althusserian-Lacanians. After tracing certain cdigist approaches to
different levels of the engagement of affect by iootpictures, Carroll
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defends, against Marxist-psychoanalists, a cogniecount of the role of
emotion in film. He explains his concept of crigdrprefocusing which

specifies that for the elicitation of a certain ¢imo from the audience, a
movie maker must provide scenes and sequencesheittight properties
as salient. Carroll’'s concerns about radical ciagein are echoed by
Salvador Rubio (Chapter 12) who explores the complgary side of the
fiction paradox related to documentaries. Carradindudes with a

discussion of the ways in which recent psycholdgaggroaches to the
moral emotions can enrich research into the ematioshaping of

subjectivity by the moving picture media. Carradingpletes this cognitive
account with a reference to moral emotions, in otdeprovide further

insight into the subjectivity of the viewers. A gramme for future

investigation should attend to developments in i@sychology. An

account of our moral emotional responses shouldecgplate them as
evaluative judgements of certain situation withaetessarily involving

rational deliberation.

Until now, the issue of responses to moral emotiwas been mostly
discussed in relation to performance art, probalrge the corporeality of
the theatre brings a different dimension to theeeigmce, opening up
wider possibilities of transgression during perfanoe. Doris Kolesch’s
contribution to this volume (Chapter 14) looks fsety at the moral
emotions prompted by the representation of paimbéteBlau has pointed
out that “the bodily sacrifice of the subject” (199125) is not a new
phenomenon of the avant-garde but one that linkateoaporary
performances with ancient theatre. In a compeliegount of pain in
performative events, Kolesch investigates how nespe to the presentation
of pain in performance artin which performers are effectively suffering
pain—differs form the representation of pain by otheram® pictorial or
cinematographic. Kolesch argues that in obsenliege events, spectators
not only perceive, but also sense and get affelbje@ain. Compassion,
indignation and the like are inevitable responsdgemwperceiving the
suffering of others. But, as Blau had suggestesl aistheticized violence
in the theatre might also lead to desensitizing @veh to transforming a
passive audience into a participating one whichobexs the inflictor of
pain. Kolesch acknowledges the fact that the publigot mere spectator
but witness and participant. However, she is moterésted in those cases
in which response turns into responsibility rattiem real action.

The relation between reality and fiction is anoti@pic mentioned
with respect to different performing arts. Doris l&&ch (Chapter 14)
emphasises the non-fictional character of perfooeaart. Paola Esposito
(Chapter 10) refers to the influences between #m and fictional
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activities of performers. Salvador Rubio (Chapte?) lholds that
documentary films, though assertive in charactesmpt in the spectator
responses not dissimilar to those caused by figticmema. In fact, he
defends that rhetorical mechanisms in documentbmg fare basically the
same as those used by fictional works in order rouse emotional
responses in the viewer. On the part of the vievnsr, argues that
imagination plays the same role, even if it is éfgliand not merely non-
asserted thoughts which are set in motion to utaleisand emotionally
experience the work.

Music has been, without doubt, the artistic fididtthas led to the most
nuanced reflection on the aspects of expression.cénturies there has
been a strong tension between advocates of muficalalist purity,
exemplified by instrumental music, and those wigarded it as the most
expressive art considering the example of vocalienuSor the vast
majority of musicians, expression is fundamentallgifficult goal, only
reached when all the technical resources of th&uments are fully
mastered. For thinkers, this concept is also diffito address, without
falling into reductionism (and here the non-repnégional character of
the music has been a serious problem.) One ofrteast contributions to
the evolution of theories of musical expression baen based on some
consensus about the expressive nature of musis.HHs led to suggestive
reflections, from those about the role of the imagbn to the interesting
hypothesis of the similarities between music ardvtiorld as the origin of
experiencing expression.

Three contributions to this volume connect directijth some
discussions in this context. David Levin (Chaptgtutns to some recent
thinking about presence and mediation in our engagé with operatic
performance to answer this question. Antoni Gonfdapter 5) and
Maria J. Alcaraz (Chapter 6) defend the value o§imin the capacity of
the performances to arouse emotions in the lister®omila explains
musical expression in terms of an expressing agantial or imagined,;
implying an interpretative activity on the audielscgart that fails to
explain the more immediate and non-reflective elgoee of expression in
music. He argues that the second-person point e vwermits the
attribution of expressive intentions in interactaiuations, in which there
isn’t an interpretation in terms of a third persmma deduction from the
behaviour of the expressing subject, but a spontanesaction on the part
of the second person to certain perceptible featuréhe situation. Gomila
defends that the second person is not reducibe first person point of
view, as it is not always necessary or sufficiemtidentify with the
expresser in order to understand expression. Hbenér is ready to be
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emotionally affected by the way the music sountlg is, to recognize
intentional expressive attitudes in it. What coastthe ground of musical
expressivity is that music affects us emotionallyere is no further
necessity of logical or analogical justificatior&nce music is a human
activity musicians intend to ostensibly expresstigh it, looking for the

acknowledgment of their intention. The audienceprecally perceives

music as the product of an agent, and respond gpaittaneously. Even
atonal expressionist music can be explained witthiis interactive

framework as music that seeks to express the epriof crisis, and
revolt against the Bourgeois art and world.

Alcaraz clarifies the issue of emotional experienée music by
suggesting that to be moved by music does not lethi@ the music is
expressing some inner state. Furthermore she adastformalists do
since Hanslick, that absolute musioot having representational
character—is not capable of expressing mental conditionswBaespond
emotionally to certain properties of music as wenstimes respond
emotionally to other abstract arts, and here shatiores dance, but
painting could also be a case in point. Even irrgsgntational arts as
literature or cinema, emotional responses cannabepletely warranted
by propositional or representational content. Adeafinds Peter Kivy's
suggestion about the syntactic relevance of exjweeggoperties of music
to be insufficient for an account of how emotions eelated to music. The
expressive character some pieces of music exhitdly ronly be
acknowledged when we respond emotionally and phppgr their
gualities. As in literature, emotional responsedp h® organise the
content, to fix attention on some character or mtler to provoke
expectations about the story. Finally, in respogdimotionally to music
we may be in a better position to wholly understand appreciate it.

Two further articles by Sven Kristersson (Chapfeardd Judit Vidiella
(Chapter 16) present a very singular view of penfmnce and text.
Kristersson’s ideas relate to a performance wherghows the structure of
a research developed in and through performancee @uthor, a
professional singer, puts forward subjectivity asaarative choice in the
exposition of his own work, an artistic researclogess included in a
doctoral thesis. Kristersson explains the projeyeloped around the
Gilgameshepic in collaboration with Karim Rashid, an stadjeector
based in Malmd. Using Shakespearean traditionseasrithed in Peter
Brook’s The Empty Spacewhere scenic communication is established
using verbal imagery rather than a stage set amgsprKristersson
embarks on the embodiment of a series of perforemaad a subsequent
“reflective interpretation of the interpretationg:br this, he makes use of
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artistic methods related to various musical, thealtand literary traditions
as well as the myth of Orpheus as analytical tdilsilarly unique, in her
discourse, Vidiella argues that as performers, iskid-cover ourselves by
putting our own selves at risk and into play, mestihg the power
relations between spectators and actors. She nmaritaat, as spectators,
we attend a performance in order to inhabit zonésalternative
subjectivities, which we put into play in and odtsiof the act. Vidiella
concludes that this allows us to confront macrdjali and micropolitical
subjectivities in a concrete time and space.

The contributions in this book are arranged in fdaets which reflect
writers’ interests on particular performing artss Ave have tried to
articulate here, many of the issues discussed widgich part clearly
present relevant comments to other parts of thé&,bsm readers will be
able to make many connections between them.

Part | offers three chapters with a focus on theatie. In the opening
chapter, “Performer subjectivity and expression itheatrical
performance,” James R. Hamilton looks at the rdl¢he physicality of
performers in the inducement of moods and feelingbeatre audiences.
Susan Feagin’'s essay “Performing and rehearsingsiders differences
between theatrical performances and rehearsals.fifii part ends with a
more practical study “The performer in the emptyac®d by Sven
Kristersson on how to communicate historical soragel poetry to
contemporary audiences.

The four essays in Part Il direct the attentiorthi® world of music.
David Levin's initial essay, “Subjectivity unhingeélektra in Zurich,”
bridges the discussion between expressing in #hesatd music as it is
focused on the expression of subjectivity in opdd® examines in
particular in Martin Kusej's contemporary productiof Elektra, asking
about how we might delineate and theorize the rdiftns between
textual, performative, and mediated subjectivitiesChapter Five, Antoni
Gomila points to the interactive character of egpi@n in music with his
essay “Musical expression and the second persospgeive.” He
acknowledges the complexity of the expression ofotems in this
medium and articulates extrinsic and intrinsic aspef them. In the text
that follows, “The cognitive value of emotions irusical understanding,”
Maria J. Alcaraz continues the discussion focusimdjsteners’ emotional
stimulation by musical works. She provides an exal®mn of how
emotional responses may have a role in the undglisiga of music. This
part of the book closes with an essay by Miguele@ay “Expression and
expressing oneself in music.” He, however, appreadhe expression of
subjectivity in the arts from artist novels, in fieular those featuring
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musicians (performers and composers.)

Part Il is dedicated to dance, a performing auttbncompasses
multiple arts. Graham McFee’s chapter, “Dance, deand subjectivity”
describes danceworks as “performables” which diffeways relevant to
expressiveness or appreciation. He focuses on itenalion between
artistic appreciation of danceworks, which involvattention to the
features or properties of the work itself, and distinctive contribution of
the dancers who instantiate them. The other twptelhs on dance are
dedicated to analysing expression in specific wohksher article “Is it a
word dead when it is said?” Rosella Simonari aredythe relationship
between text and performance in Martha Graham’'selgnecel etter to
the World. Utilising ethnographic methodology, in “Café Realso
Orpheus$ Paola Esposito looks for evidence of whethergheduction of
a Japanese Butoh dance affects the participantsinsoof self and body
identities.

In Part IV, Noél Carroll's text “Subjectivity, emons and the movies”
opens up considerations of expression from thetmdimiew of the theory
of motion pictures. He argues that emotions armpared to processes of
rational deliberation, very fast decision-makingtioes. A second text in
this part by Salvador Rubio proposes a questioresgay “How do
documentaries raise emotions?” in order to exptbee complementary
side of the fiction paradox related to documengarRubio’s work focuses
on the filmLas Hurdes. Tierra sin parhy Luis Bufiuel, and shows how
the viewer becomes caught at times in conflictimgotons which
converge to give a feeling of discomfort.

The final part of this volume concentrates fourafiressays that
consider, in diverse ways, how expression occurthénperforming arts.
Alessandro Bertinettaddresses the nature of these arts from the pbint o
view of the involvement of the audience with “Aestib distance in the
performing arts”. However, Bertinetto still defentte relevance of the
concept of aesthetic distance in the experiendbeoperforming arts with
a logical rather than psychological version of mlisiestedness. In the
following chapter, “Witnessing the pain of other®bris Kolesch invites
us to reflect more specifically on audiences’ eigrares of and reactions
to the depiction and demonstration of pain in penfance art. Chapter
fifteen, “The silent utopia” by Antonio Garcia arétancisco Guillén,
offers readers yet another focus on significatigpeats of production
processes in theatrical performances commenting tlom role of
illumination and chromatism in the work of Roberti$@n. The book ends
with a truly performative script, “Queer subjecties,” by Judit Vidiella
where she indicates the adoption of different ralkgender stereotypes
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and rhetoric in order to reveal how everyday dissewand behaviour are
subjected to performative conventions.
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PART I:

THEATRE



CHAPTERONE

PERFORMERSUBJECTIVITY AND EXPRESSION
IN THEATRICAL PERFORMANCE

JAMES R. HAMILTON

In this chapter, | focus primarily on theatrical ripemances of
narratives. The contents of such performances tares. Stories are the
representations of sequences of actions put inomdby agents. This
narrowness of focus is put in place in order t@hgst us started. But the
view | propose has more general application.

The problem | will address is how theatrical periances generate
moods and feelings apart from those moods anchfgethat are generated
by the grasp of the contents in a performance.dxample, a spectator
may feel sad for a character's plight and eveatésolution of the plot
but still think the overall mood of the performaniselight-hearted. And
she may not be able to point to anything particidathe content of the
performance that would justify her overall chardztgion. The inability
fully to explain felt reactions to whole performascis fairly common.
And, it seems, it has more to do with facts abarfggmances themselves
than with facts about the contents of performances.

Here, | offer an explanation of this phenomenonebyphasizing the
role that the physicality of performers plays ie thducement of moods
and feelings in spectators.

What seems obvious

Expression of emotion is central to theatrical perfances of
narratives in some way. Here are five widely beal\claims about the
relation between expression and performance.

Actors in narrative performances convey the fealiagd moods of
their characters.

It is appropriate to describe theatrical perforngsnasing emotion and
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mood terms.

What actors do to convey characters’ feelings andds is connected
to what justifies spectators’ ascription of emotiand mood terms to
theatrical performances.

The physicality of the relation between performansl spectators has
something to do both with how character feeling amabd is conveyed
and with what justifies spectators’ ascriptionsfeélings and moods to
performances.

Recognition of at least some of the foregoing iquied for an
appreciative response to any particular performance

In this chapter, | will consider only the first foof these claims. The
fifth takes us beyond the current topic.

| will regard these claims as intuitions. By cadlithem "intuitions," |
mean they are claims many of us are prepared teviedbefore we engage
in critical reflection. They can be wrong, the esof mere prejudice. But
they often afford a place from which to start acdision. And, of course,
they are often right; which helps explain why tlaford such a place. In
the next section, | will discuss each of the fifstir claims in greater
detail.

Four intuitions in more detalil

1. Why should we use the term “convey” in (1) ratti&n “express”
when talking about actors? Doesn't the latter nimkéer sense? The idea
that actors "convey" their characters' moods andtiems sounds flat. And
good acting, in particular, seems correctly cha@mtd as involving the
expressiorof emotions, not their mere conveyance.

However, substituting “express” for "convey" in (&)a mistake. If to
express a mood or feeling requires actually bemthat mood or having
that feeling, then puppets do not express them. Sfefctators sense
emotions and moods when observing puppets. Moreduenarrative
performances it is characters who express emo¢indssuffer moods. And
the fact that characters express emotions or softevds does not entail
that actors express emotions or suffer moods. Biat aboutgood
acting? It might help here to think for a moment@tbone species of bad
acting. Actors sometimes talk about something tbal} “committing to
the action.” The difference between performing atioa in that manner
and failing to do so can be demonstrated, but ibast explained by
reference to several reasons for which actors ratyd be committed to
an action. They may fail because they are nervdaesitawhat they are
supposed to do. They may fail because they do ctoially understand
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what they are doing and why. But, generally, thelWwhen they are self-
conscious for some reason.

The self-consciousness of which | write here istodie confused with
self-awareness. For example, if the style of penforce calls for it, an
actor can be self-aware and aware of her relattospectators without
being self-conscious. Moreover, self-consciousneas undermine a
deliberately self-aware performance as easily ascah undermine
acting/performance in any other kind of style. Alltakes is for the
performer to be uncomfortable acknowledging heati@hship to spectators.

This species of acting failure is often obviousspectators. When an
actor is self-conscious about what she is doinguhguarded mannerisms
reveal her sense of discomfort. This is why a dnmount of actor-training
involves learning how not to be self-conscioushia performance of those
actions that will become the routine developeceimearsals and performed
in front of others. “Committing to the action” i@ way in which actors
overcome self-consciousness.

It is also a way to infuse the doing of any actiorset of actions with
the kind of focused energy that enables the acomake the actions
convincing, that is, to make them convincing exampbf actions done
with certain feelings and moods. This observatigplias to acting
training that insists the actors must feel the stirgys as their characters
feel in order to portray those feelings, in the memof “The Method”,
perhaps. It also applies to actor training thaistsssuch same-feeling is
not necessary at all, in the manner suggested derdi. So, all things
considered, it seems to me we should stick withvibed “convey” in (1)
and not substitute the word “express.”

2. Spectators ascribe feelings and moods to whetopnances. And
it seems right to say that a performance may beectly described as, for
example, dark and cynical. But beyond this obsexatwe seem to be
pulled in different directions by other facts abauhotion ascription to
performances.

| have hesitated to write that performanegpresanoods and feelings.
Sets, costumes, props, lighting, sound, and otkehnical elements
contribute in some way to whatever moods and fgslispectators
experience. On a standard conception of expresaprequiring a subject
who expresses, this would make no sense. More tanmiby, it is unlikely
that these elements make their contribution asréselt of spectator
recognition of them. Instead, it is more likely $beelements causally
induce spectators to have particular experiencasadte related in some
way to their sense of what is going on in the conté the performance.

| have also hesitated to write that the moods aedirfgs ascribable to



