CHAPTER g

Researching the Body in/as
Performance

Jennifer Parker-Starbuck and Roberta Mock
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explore their prevalence, purpose and organisation (how they are combined to
create bespoke research methodologies). We will address many ways in which
researchers engage with ‘performing’ bodies: on stage, in media, in everyday
practices or in other cultural forms and events; how researchers negotiate the
differences between spectating and performing bodies; and what tools they
might use to work with historical bodies in archives, photographs, in video
documentation or notational systems. Methods, as we consider them here, are
the ways in which researchers encounter bodies to collect evidence and infor-
mation, and to gain deeper understanding about performance. As indicated in
our epigraph, the term ‘the body’ is itself problematically generic and its use
varies across disciplines and practices; moreover, boundaries are often porous
when researching bodies and performance. We consider certain researchers
to be ‘body-centred’ because their enquiries — whether from a performance-
making, spectatorial or historical perspective — are provoked by and increase
understanding of particular bodies.

The examples we offer in this chapter indicate a fluidity in addressing
bodies. They are in part selected from more than forty papers presented to the
Theatre and Performance Research Association (TaPRA) Performance and
the Body Working Group at the organisation’s annual conferences between
2006 and 2009, and in part from a broader range of published research
through or about performing bodies. In addition to identifying some of the
key methods we have used ourselves to encounter and engage a range of bodies
as performance researchers, our methods in developing this chapter include
the reading, seeing, hearing and analysing of a breadth of research by others
about bodies and performance, as well as the circulation of a questionnaire
among Working Group members in December 2007. This questionnaire
requested information about their topics, projects, methods, methodologies,
forms of dissemination, the role of theory in their research and what they
felt was unique to researching bodies in performance. Our methodology thus
combines our own understandings of research material made public (includ-
ing written and spoken reports and the documentation of practices) with the
researchers’ own reports on their methods. This methodology has enabled us
to include both quotations from abstracts, conference papers and published
written research as well as the informal voices of e-mails and questionnaires.
We have tried to allow researchers to tell their own stories in their own terms,
treating them as brief case studies to exemplify the research methods that have
recurred in our investigation.

When we discuss ‘body’ and ‘bodies’ in this chapter, these refer to specific
subjects of study, usually the present corpus of humans or non-humans, but
also bodies within archives, historical bodies, absent or overlooked bodies.
What begins to distinguish body-centred research is the very notion of ‘body’
as interpretable and flexible, yet materially and culturally specific. It often
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plays with the provocative tension between the notion of ‘the body’ which, as
Melrose argues, is “a shifter, able to move endlessly between contexts of use,
slipping easily, and apparently without loss of identity, into multiple relational
sets’ (2006: 8) and the more specific use of the term ‘a body’, which may help
to prevent a slippage into generic and essentialist categories. Body-centred
research tends to work at the intersection of this tension to address specific
qualities of individual bodies as distinguishable subjects and as interconnected
beings in the world. We at times use the adjectival term ‘corporeal’ to refer to
the physical practices and techniques of material bodies, and we also engage
with the notion of ‘embodiment’: that is, the sense of being in a body or having
a body, a conscious engagement with the materiality of sensing bodies, or the
experience of practices that are physically manifested. According to Erika
Fischer-Lichte, ‘By emphasizing the bodily being-in-the-world of humans,
embodiment creates the possibility for the body to function as the object,
subject, material, and source of symbolic construction, as well as the product
of cultural inscription’ (2008: 89).

The ubiquity of acting and performing bodies at the centre of theatrical
activities, epistemologies and cultures often makes them both the subjects of
and the tools for communicating performance research. Indeed, it might be
argued that without bodies there is no theatre or ‘live’ performance, Simon
Shepherd writes that theatre is ‘a practice in which societies negotiate around
bodily value and bodily order. In that negotiation, theatre is not simply an art
of bodies but an art of bodily possibility, an event where the limits of body
are negotiated, fetishised, imagined somehow else’ (2006: 20), A researcher
might, for example, analyse puppet theatre’s seeming absence of bodies for the
‘bodily possibilities’ it envisions, or by imaginatively reading the puppet body
as ‘somehow else’ than a body. Hence, our focus on ‘bodies’ rather than “flesh’
or ‘self generates a broad category exceeding either biological substance or 2
singular sense of identity, a category open to various becomings rather than
fixed notions of subjectivity. This correlates with contemporary body scholar-
ship in other fields; sociologist Bruno Latour, for instance, defines the body as
‘an interface that becomes more and more describable as it learns to be affected
by more and more elements’ (2004: 6). This chapter therefore explores a wide
range of methods used to interrogate a complex ‘body of knowledge’: that is,
what it might mean when bodies learn to be affected.

GROUNDING THE RESEARCH ENQUIRY: METHODS AND
MEANS

These methods emerge as a result of questions about the body’s location and
function in performance contexts: How do I encounter a/the performing
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body? How does my/a body participate in, or generate, pf:‘rformance? W}::;
challenges are posed by archival bodies? How do/ s:houl_d/ might we encgu:il. .
unfamiliar bodies? How are bodies gnde?stood_, imagined and rc-erz.l? ;elf
through notating practices, stage directions, images and mem;)lra nzlli.ons
bodies are placed at the centre gf research afrocess;ss, then research ques
t be inflected by corporeal concerns. .
anell‘r}?:dalrocfi:f;ui)ody of Pina B);usch’s d'fmce—rhe:_;ltfvj .work presents al: r:ich
example of the wide range of methodological possibilities available to ohy;
centred researchers. Before her death in 2009, Bausch — dancer, chore:ograpt ed
and director of the German-based company Tanz'thcatel.' Wuppertal - create
a unique body of work that is documen.ted ina wn_de variety of forms: \;:rltte?i
photographic and as moving images; in the bodies of the .dancers \}:{ obpt:jl
formed with her company; in memories of those who witnesse her 1? y
dancing and those who have seen her company Perforr'n, as well a]i t (1: sut :e—
quent documentation of these bodies and memories. Within an archival se m_g;
a researcher might examine a wide variety of this docurrllentauon, viewing i
closely to understand, for example, how movement choices c1:ate 2} somartltéz
through-line in performance or to deve%op a movement.—base ?er ormz::nse
analysis. Alternatively, the researcher might analyse reviews to borm as i
of how a performance choreographed bj'r Bausch was evalt;at?d ¥y cntt;t;s,u (S)e
apply critical perspectives, such as femlm_sm or power relations, to i
of bodies i this work. The researcher might h:.we movement,r_ralnmg a
would allow her to form kinaesthetic unde}"st?.ndlngs of Bausch’s pra;uce, i-),r
perhaps knowledge of the work of José L%m(’m; 2 former te?mher of :u':;s:h,
which would enable the identification of leon.s l'nflucnces in her wor d f;
researcher might analyse this performance semiotically, r‘eadmg the co es o
the bodies within video documentation, or through their appearance in (}),r
relation to a cultural or historical moment. Alternately, the researcher might
have seen Bausch dance live, and draw upon phenomen'ology to ?eﬂect upon
her own body’s spectatorial relationship to the javork in a specific context.
Or the researcher might work with a Bausch—tra'med dancer or dance.nota—
tion to reconstruct movement through her' or his own bot'ly, attempm}lg: ht_o
understand how the movement functions in three-dimensional space‘.j h1st.
fictional researcher potentially may use a wide range of research methods tha
i nd to specific bodily concerns.
dlff;’rgﬁg 3\:«?:160 not aftempt to exhaust every possible body—co?m:red research
method in this chapter, we present a range of tools a.1.1d techmgues th_at ga;re
emerged in our research as fundamental in addrt‘assmg questions I'EllSCd by
bodies in and as performance. These, of. course, will ’oe. uniquely inflected by
each researcher’s particular concerns with bodily specifics. In Table g‘Idwe
list some the main methodological approaches used to analyse, understanh or
emphasise ‘bodies’ as subjects of study, as well as key examples of how these
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Table 9.1 Some of the main methodolo
emphasise ‘bodies’ as subjects of study

gical approaches used to analyse, understand or

Method

Means

Theorising bodies

Archival analysis of bodies

First-person methodologies,
including: practical
research through bodies,
ethnographic fieldwork,
phenomenology of lived
experience

Intercorporeal exchanges:
sharing research through
the body

Cultural positioning of the body; interpretation of corporeal

ideas and experiences; investigating researcher’s own lived

experience; negotiating between bodies absent and present;

modelling non-fixed subjectivities

Engaging researcher’s own bodily knowledge in cultural
analysis of historical embodiment; reconstructing and
re-enacting historical bodies and movement; identifying
evidence of corporeal experience from the past in
documented forms

Practice-led research techniques including performer
training and performance-making that centre on bodily
discipline and creativity; physical exploration of everyday
activities with reflexive bodily awareness; participant
observation; application of critical perspective upon lived
experiences
Autoethnographic storytelling addressing absent
bodies; collaboration that facilitates physical sensorial
communication

methods might be undertaken, which are outlined in greater depth in the
examples below.,

Used singly or in combination, these methods provide strategies for nego-
tiating tensions between bodies in theory/practice, or between observing/
spectating bodies and performing/participating bodies. Body-based research-
ers often find themselves — like Augusto Boal’s ‘spect-actors’ — participating
dually as spectators and performing participants, drawing upon their own
corporeal experiences and engagements in archival, theoretical and practical
rescarch. It is ultimately the bodies themselves that intervene in, disrupt or
engage productively among these binaries, opening new research pathways,

LOCATING THE BODIES OF RESEARCH: IDENTIFYING
THE CATALYST

Two specific questions frequently drive the construction of research method-
ologies for projects that focus on bodies and performance:

What and whose body/bodies am I researching?

How am I locating this/these particular body/bodies in or as a site of
performance research?
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For many practice-led researchers the bodies at thfa centre‘of the cn.quiry are

their own, often in proximal relations to other bodies, med}a a.l:ld ob]ectfs. For
others, the bodies researched are drawn from texts or moving images discov-
ered within archives, observed on stages, seen in [fhotog'r?,phs or l'ffad. about
in the news. Body-centred performance Fesearch is Ct,:rtam‘ly not ll,trnteq to
creative practice or traditionally aesthetic “theatrlca,l or ‘dancing l:.»od1es;'
and different researchers arrive at their subjects of 'study fro‘m a variety o

routes. These might include: a personal interest relating to family, ch:lcfhood,
culture; a perceived familiarity with, ot differenc'e from, tht? resear(iher sown
body; a transformative sensory experience d'unng a specnﬁc.class takcn. in
school, training or university; or thrOl:lgh a wide range of reading, spectating
or professional practices in which bodies are confronted. Our pe.rsonal senses
of embodiment, of experiencing our transform}ng healthy or ill bOdlCS., of
grieving the loss of a loved body, can become a stimulus for corpore?lly‘driven
research. Herbert Blau, who has described theatre as ‘31 carnal space’ of blood:,
bone, tissue, muscle, nerves’ as well as the ‘ocular site of blooded thought’,
has suggested that ‘in the extremity of performance . . - actor and spectator
breathe each other’ (2002: 50-1). To some extent, creating the ‘condmons in
which the bodies of researchers and their subjects are able to ‘breathe each
other’ is also always the utopian intention of body-centred performance
reslgaorrcz;ﬂmpie, the starting point for Roberta Moc_k’s research into the work
of artist Oreet Ashery was her own body, instilled with an acute sense of sex]lal
difference through the mechanisms of her religious .educatlon as a child,
which included the study of kalacha (Jewish law). Tlfis was lat.er' remforc‘cd
when living in Israel, as Mock felt physically ill at ease in very religious ].ewmg
neighbourhoods where she knew her sclf—pn.asentatlor‘l would b? con;;dere

gender inappropriate. Her response to Watc'hmg the v1c‘l.e0 Dancing with Meg
(Ashery 2007) was therefore visceral: the video, r_nade in 2003, documente

a ‘secret’ performance in which Ashery, presenting herself‘ as an orthodo.x
Jewish man, joined thousands of dancing men in an exclusively male envi-
ronment at an annual two-day celebration in the north of lIsra‘el. It was an
intervention that Mock, as a Jewish woman, found extraurdlrfarlly .brave and
through which she gained an exhilarating sense of pers.onal llbf:ratlon as sh‘e
imagined herself in Ashery’s place. This produced a desire to think systemati-
cally through Ashery’s artistic practice. In an essay that begins b)( c%escpbn}g
how she felt about the video of Ashery’s risky cross—drq?sscd partlmpa.mon .t;.l'l
the closed ritual dance, she borrows from Barbara Kirshenblatt-Gimlett’s
discussion of the ‘corporeal turn’ in Jewish studies (2095). In order to eras,e
the distinctions between body/mind and body/ text, Klrshenbla?tt—Gimlett s
affective approach focuses, as Ashery’s does, on "h'abltus, em.bodlment, expe-
rience, practice and feeling’. As Mock’s early religious experience taught her,
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in Judaism ‘Woman’ is always associated with materiality and the body while

‘Man’ is associated with the mind, which is exercised via the lifelong study of

written texts. Mock notes that in blurring these distinctions ‘neither the direc-
tion of Ashery’s body of work as an artist, nor the physical patterns of bodies
within it, can be described as linear. They whirl, they return, they change
direction, they snake — as she does when she holds hands with men and dances
in a circle’ (zo09: 35).

Similarly, the highly charged images of prisoners at Abu Ghraib prison

in Iraq, exposed to public attention in 2004, became a catalyst for Patrick
Duggan’s research:

T was drawn to examining the images from Abu Ghraib because I
had always seen them as theatrical; they seem to operate in a way
that is reminiscent of the staged photographs of theatre productions
because they collapse the diegetic event, the moment of staging and
the representation of that moment of staging into one image. The
catalyst to writing about the photographs was a hunch that it was
precisely the performativity of the bodies in the images (soldiers and
prisoners, willing and forced, knowing and unknowing) that contained
the violence/trauma of them in both reception and initial moment of
staging. This research provided an access point to not only consider
the theatricality of those images but also to investigate the possibility
that the performing body might be put into trauma, so to speak,

precisely through the operations of theatre and

performance. (Duggan
2010)

Applying Goffman’s model of “faces’ and Bourdieu’s concept of ‘habitus’,
Duggan develops a framework of reference through which to argue that
embodied theatrical ‘failures’, such as ‘corpsing’ and stage fright, might
legitimately be modelled as specific instances of theatrical trauma (Duggan
2009).

For both Mock and Duggan, their research processés began with images of
physical transgression, one violent and one non-violent, and led to understand-
ings of how liminal bodies are able to trigger the perceived transformation of
other bodies. In both cases, the performances they analysed were created in the
moment of viewing, when the researcher/ spectator was simultaneously senso-
rily engaged and able to contextually and critically frame the bodies in those

images. These examples also suggest that the concerns of body-centred per-
formance researchers are not determined by,

of specific aesthetics or artistic codings,
techniques, skills or historical lineages.

or dependent upon, any one set
theatrical disciplinarities, performance
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RESEARCH METHODS: THEORISING BODIES

In Theatre and the Body, Colette Conroy applies a range.of thn?orleis-l to t};:t?omn:
cal examples in order to identify four approaches to artfcul?,ungh the rtehrml -
ships between bodies and theatre. These are: (1) considering .ow,or1 Smge.
conventions of presenting and viewing, the body-produces mleam]r:.g . cge n,|
(2) exploring the body as a locus of power; (3.) using the rela.u;:ns Lpd et
mind and body as a vantage point or perspectw:: through’whm : ;odl}n ,em ad
performance; and (4) distinguishing between the body’ and .% 1«3;1 oo
ferentiate cultural values from specific referents (C.(?nroy 2o10: 8). ¥ hge '
she concentrates primarily on plays, textual analysis and spc?ctatorz li:;ﬂcaj
emphasis on dialogic exchange between Performance practice and ¢ el
theory offers a useful model through which to aflalyse, 1111;fnnnatc urS 23
textualise the potential relationships between bo:ixes and pe é)rma.nc? G !
instance, Conroy uses Timberlake Wertenbakers.; play Our gfmtry s e
as a case study, applying Michel Foucault’s theories of how bob ies are s
plined, Judith Butler’s writing about gender as a regulatfnry al sl:ragt;on, and
Kier Elam’s semiotic modelling to demonstrate how bodies might be use
explore the effects of power in the thca.l:re (Conroy.zow: 28-133). N

Theorising offers an engagement with other voices, often as a.nba « pthat
better understand the bodies that frequcnt].y haunF researchersi odies o
are no longer physically present, whcthcr_ in a.rchlve.s, ;.)erS(')nab xgemozr %
through aging processes. An ongoing desire and objective ;n ody-ce: i
research is arguably to recapture and make sense of these bodies, to nggoith :
between absence and presence. Pcrfonnanc_e re:%archcrs have es_lg:ige dwn e
wide range of theatrical, cultural, social, scientific, anthropologlﬁ an (1)t dz ;
theoretical trajectories to address these corport?al CONCErns. Tb ese ]:I)nclz 1;1128.
theories of bodily control and disciplinary practices (e.g- Agag en, Pi :] an):
Foucault, McKenzie); feminist theory (c.g. Cleus,”Dalan,Cl r‘oskz),. theoriE;
LGBT/queer theory (e.g. Butler, Halberstam, Mufioz, Se gvgc_ ;k) orics
of race, colonialism and ethnicity (e.g. Bhal?ha, Fanon, Moten, px;; l, o
risations of the body’s relationship to media and tt?chr:tology (e.g. us 31];1 ir,
Broadhurst, Causey, Kozel); cognitive and ncur.oscxenn’ﬁc th(laorles (c.gc.: a ;
Lakoff, Wilson, Damasio); and notions of ‘dis-abled bodies (e.g. oop]:—
Albright, Kuppers, Masefield, Sandahl). Early twen.ty—ﬁrst—cent.ury 5&:::;11’3 -
ers return to these and other philosophers anfi theo.nsts to enter 11(1it0 ialog =
about their subjects of enquiry, to und(?rpm thel.r ﬁndmgs an.ﬁ to Emﬁrl'd
frameworks for their research. Art historian Amelia Jones identifies the flui
processes of reciprocation as dialogue:

I stress the notion of engagement and exchange: I engage with w%lat
I experience as these works in relation to contemporaneous theories



Like Jones, many performance researchers consider the formal articulation of
these dialogues — the exchanges between bodies and theories — a form of per-
formance. Whether they are active performance practitioners Or not, most are
invested in critica] Writing as a form of practice within academic and qualify-
ing discourses and this is evidenced by an exponential increase over the past
decade in published writing about bodies in performance,

Researchers of bodies,

embodiment and corporeality increasingly have
focused on fluid, non-fixed

subjectivities. Their projects include non-human
bodies, challenge hegemonic ideas of embodiment, directly address issues of

health and mortality, bio- and neuro-science and the mediatization of corpo-~
real materiality and refract them back into performance practices. Whether
experimenting in rehearsal studios with motion capture technologies and
bodily endurance, or in laboratories cultivating cellular tissue and match-
ing patterns of bodily activity that translate into performance, body-based
researchers often ‘report’ on these topics by investing their own lived experi-

embodiment in body-based theatre and

many implications for the ‘nature’ of that research and itg methods,
variously explore in the rest of this chapter.

21
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EXAMPLE: THE DISEMBODIED/ABSENT BODY

. . £
: ‘disembodiment’ — in the form o
i : of questions of ‘disem SR B
An increasing awareness abject and/or mediatised bo
jected, ghosted, non-human, abj '
absent,t pfr (;!:gfh;ilinges f(;r twenty-first-century perfe}lémamji: r(;ieizzn Ctages
i - ce on contemporary Euro-Am :
if d disembodied presen ? . tion, which
Shl-ﬂ ml::;ted increasing theoretical and mﬁﬂwd()-loglca:‘ i(t:tls anc’i ghost-
halsg hgtebe seen as a return to ninet.eenLh—cerlturlirfI nol%oné;lsinys The Haunted
mi ; ¢ from Marvin
: idenced in examples that rang Lana vhie Wooater
B z;it; or Alice Rayner’s Ghosis (2006) in critical thcojy; t;’S -l
étftfzp(’s recycling of Richard Burton’s I%ﬁét ﬁllmv:jcfg?bidieq historically
i ohi ises the rele § s
2007). This shift recognis ! . Fst isiipams
pel‘fo‘ll'm ?’nlfsa(ckngirledged on stage, and questions no;mns of i\;f aprevalence
erase: ‘1(1) an’ in an increasingly mediatised w(?rld, The gr(‘Jw ginto gy
i ime dia performance encourages theatrical exploraltlm;‘s v
Of(;l'l lJltlrtniloublljing and displaced bodies, and web-based collabora
bodiment,
i o icati king
distances. intain flexibility in the application of wor
ile it is important to maintain : TGt
Whlile 1l1t1e1thod§ it is especially the case Wh.el’ll attcml:it']frégutlg tglidentligfy/
epecific lly absent or disembodied bodies, since it is often diffic ement with
épeclﬁcat zvhat is not there. What might begin as a clearlenrg:f imexpect.
e al discourse around a specific body, for exampt; e}){(am le, Jen
: theol?fr:io embrace other modes as the prolccf develOPfS-T O:i Schil:vc; L
e 1S buck’s initial analysis of the ‘abject’ body o efr ol baidle fo
Parker-Star’ n from the United States who was at the CCEFTC o }?‘ft Ed iy
young woma Jine tube and let her die — shifte :

; emove her feeding : : . it
deCldetvlvbtzth::lZ;ment' from an application of phllosol?hc:lr éﬁlallll(l) ;32;1 o
through i ', icular body, it began to include =

: ics upon this particular Ys i ) ds search-
HOPO:I gi(;t;l ThfI:J research was begun through ‘tradmor;lal. I:)etslgl o 1
R inu‘ersection of relevant ideas: archival research in i b
l(flg If‘(;;i:z Internet research, autobiographies, news,re-p(:g;)l,’er:liig and analys-

inc . i s in

: tative state’;

iavo’s ‘persistent vege ! -
to “gdzf“i’if;gn of ‘the event’. But it was disrupted by the appearan
ing Badiou

B
another set of ‘subjects’:

i i i rward research about Schiav_o’s
Alth('“%gh thls ;Zir?xiiélalfdsgég;g&y’s decision to remove htj,r life-
o turn, I began to encounter pigs in art pra:cuces.k
Ao oot oxhib i in Traly featured a ife-sized pig on a butcher's bloch,
amie o 1hevu\red—up and molded sugar-free che.wmg gum, another
oy fmmt!f life-sized animatronic, breathing pig — founfi rn;1 in
_iﬁggg g:lllllery a performance was brought to my attention that
a ?
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contained a dead pig, I read a novel about a boy with a pig-heart. It

became clear that I couldn’t ignore them and that they were somehow
related to this project. (Parker-Starbuck 2000)

As the project evolved, the research method that became most valuable was
listening to the bodies of one’s subjects. The juxtaposition of the ‘wasted’ pig
bodies with Schiavo’s began to present difficult corporeal linkages and ques-
tions of ethical relationships to bodies deemed less ‘embodied’ than others;
the ‘disembodied’ subjects here were either inanimate, represented or being
spoken for by others. By taking the time to allow the research to be inflected by
and about its various subjects (which also later included the voices of valuable
readers), the project began to take on an embodied life of its own’.

The final form of this essay (Parker-Starbuck 2008) took into account the

encounters with pig bodies in the research process as moments that might
make these various bodies/subjects visible:

I resisted my own urges for argument and closure as I wrote, I felt that,
like performance, it was important to offer spaces, gaps, and especially,
the time to allow the readers to hear and to activate their own lived
memoties triggered by these subjects. This part of the process became a
specifically chosen working method. (Parker-Starbuck zoog)

In this example, the long-term development of the writing — through an
emergence of the critical framework, an interpretation of the interdisciplinary
practices and an attuned ‘listening’ to the bodies that prompted a shift in
corporeal attention — attempted to solve the problem of writing about bodies
that had slipped towards absence, and in turn transformed the research for the
rescarcher. The documentation of bodies and their stories in contemporary
critical contexts frequently relies on the researcher’s own embodied engage-
ment with material matters, whether by association or, as in the examples that
follow, through archival, ethnographic and practical positioning.

RESEARCH METHODS: ARCHIVAL ANALYSIS AND
BODIES OF DOCUMENTATION

A parallel problem to that of the ‘disembodied’ subject arises for the researcher
working with archival or historical bodies. These are the bodies that are
perhaps most “fixed’ through their historical placement, although their mate-
rial evasiveness may present difficulties for researchers whose analyses rely on
the accounts of others, many of whom might not have been theatre research-
ers or who would have had their own culturally specific agenda. Currently,

research is made somewhat easier through recordec‘]) aél_diol-)vi'sual do:;:;s:i—
d hear the bodies being rese ;
tion that allows researchers to see an ar th :

3th0ugh it is important to recognise that this distanced p:%rs?ecgve mf(lly Ee
misleading: the camera, for example, directs the spectator’s v1el\]v1nghan- :1 le
g i t bodily responses than the physically

flatness of image produces differen ‘ el

i al body-based research need to
ent performer. The methods of historic '

ﬂ;; iml;ginatively, and they may often engage the researc‘:her’s own bodily
knowledge. Methods including close ‘readings’ and analysis of Perforl?a.nce
documentation, the choice of critical perspectives through which to oca(t){;

historical bodies, or the reconstruction or re-enactment from ,notatlogl :
bodily movement are frequently inflected through the researcher’s own body

or bodily experiences.

Example: addressing historical bodies

Colin Counsell’s ongoing research project, an analytical -history of peré'orfrtll;
ance and the moving body, is indicative of current strategies -wh1ch work wi
bodies that are definitively absent and evasive. His close readm'gs and analysies
of the writings of body-centred practitioner Jerzy Gl;i)tOWSl;l,. for ‘;xam]f ::(;
i i further research. As he explains: ‘I see
are only the starting points for ‘
addressynot a practitioner’s own accounts of what they are doing (wehse.ttle foll;
i iscipline) but the forms of movement their wor
that way ¢oo often in our discip : _ o
i te: T am less interested in what Grotow
or practices actually genera . . e S
that is the more widely disseminate

an what he does on a stage, as : assl
gtlfect’ (Counsell 2007). Counsell’s research follows a methodolog’lgal trailft,c
togy that aims to understand not only the signiﬁcana_a of modermst‘ bol f:es
from a historical perspective, but the operation of bodily movement itsclf as

signification:

I will ideally trace an explanatory chain l.cading from1)a pracntll.oner’s
ideas/theories, to 2) the practices by which they presume to rea ;Z.c
those ideas/theories, then to 3) the actual -movemcnt forms n;_lsu ting
from those practices, 4) the kindls of meanings gc:ne:lrateci.l b};l t hosce
forms, and finally 5) the socio-historical context from which ¢ c:is .
forms/meanings arose and in which t}.u‘:y were depl’oycd. Sotnl"lxe m
this isn’t possible — sometimes a practitioner (:loesn t hav_e :; cory —
but my aim always is to get to the movement itself, how it functions

semically. (Counsell 2007)

This archival excavation allows him to address how_ speciﬂg bod'les might be
understood and negotiated through movement in their own k.nstoncal moment.
Counsell’s rescarch methods by necessity vary according to the source
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materials available to him. Hig writings on Rudolph Laban (Counsell 20

2006) lead him to explain why he occasionally needs to move into particip
observation and practical experimentation:

If there is a good deal of usabl

e documentation of someone’s work —i.e.
video — I will start with that.

However, with someone like Rudolf Laban
there is almost nothing of his stage practice recorded, only his the

ory
and training techniques. In that case, I will 1) observe classes teaching
Laban technique, noting in detail the outcome of training exercis

es, and
2) practice it myself and note or record the results. (Counsell 2007)

s expresses the need to attend
listen to and variously re-animate his historical subjects’ bod

the direction of his research,

Regardless of whether he j
that of others, live or via a re
to see anew or make strange:

sy

ies and this shapes

s observing and documenting his own practice or
corded medium, his methods involve an attempt

The most significant conclusion
overlooks, largely because as ob
to see some aspects as given, ob

s are almost invariably those one first
Servers we are culturally predisposed
vious or merely practical. In reality, the

atures of movement/the body that seem
less important are typically those that have been culturally construed

as such, rendered ‘normal’ in the onlooker’s gaze. Establishing their

significance thus entajls unearthing what culture, history and ideology
have elided. (Counsell 2007)

05y
ant

When body-centred researchers like Counsell undertak
historiographic research methods used i
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FIRST-PERSON RESEARCH METHODS

1: Applied theory: research through bodies

i i ance in recent decades ha§ meant

b pracfsif;::—;::e?rfz?e:lilslirl:;;}focg10ying their own bodieshm ‘;::;1_'
i m;nﬁu:lf;:zg While some researchers have cont’f;‘stefl tht: ga:;i;t a:}:I b
researc } e il
e l‘)cen fonﬁ?i;ti: :?n(:)ggilgcl!ozsftubri, from the discursive to the ‘Eer—
PIOPOSF(% fmnI e 003: 16) has been addressed by body-centred researc -;{2
e 01; ; l‘?f;re who have developed new methods to make, vlst o
E th'e - etlf:w erformed limits of embodiment. The researcher Z 0 g
o mterrOgated it Ehrough which ideas are discovered and Px:esente ,h a?ar
Tty s dmcted about and through bodies. Like practitioner-scho e
rPclj'el?ir; hZ;:ri(i:;)iIEall:hough in very different ways), th; resTarchItl:r‘sa ;E;Titef;att}l.lergry,

: i i s to develop a
g Se‘{ﬁon Uclim 210 :rziﬂ;;iﬁéaf)zgzsz atlr:::ezg—called ‘Cartcs.ia.n’ [r‘lind/;mfi]_f
of bf)dles aﬂ_ui:”" iiltcrcultural approach draws on his experience in ia, arzp’s
oo @ and taigiquan training as well as Maurice Merleau- 10'nt}; :
L Jjﬂfl thinking which, he maintains, ‘eloquent!y (lre)c anmd-
Phemmen?k’@; he body’ (2002: 13). Zarrilli’s research practice in embo h;_
- ctennzrri];t\iifh :h: breath because ‘it offers a psychophysical pathway to the

s : 2 .

r;-f:éﬁcal e e o bc"dﬁ amj:lnl;:)riid gzo:f? .pzilzi-cular interest to body-

e iﬂtert_“’inemf:s‘;;i}f:;‘; rzgny of \{rhom explicitly negotiatf: the thfzo—
Cﬁffﬁ"ed' pm?nc?_ass.of semiodc,s and phenomenology through their practice.
re“‘fa‘ lmpl'lm}tmnfocuses on processes of signiﬁcatif)n and comrrllu(;ncauiril_,
il enology i ludes the theorisation of perception or embodied expe
phenom'enoioglm;erd and Mick Wallis note that the two approac:h-e‘sj Z:c
neccs Slf'ﬂofl e(?nnected: the experience of ‘the body t.hat ;‘)erforlms an ‘tz
e mt‘;:‘: > provides ‘the conditions for signiﬁcatflon; in Erymg t(.) wr1)
ik i i ]:ts able phenomenology needs signification (2‘004. 239).
abm'lt " " uniresfarch may be understood as a methodology in its ovir:
V‘Vhllc pr?culcec_lascreative practice here alongside other methods that rezearrci3 -
rlgk:gi;‘:tli?; l:o zxamine body-centred practices.;HIf:nlw, f({)ir exz?aif; Sr(; td :‘?elop
e ices? How do re .
e emfg‘%‘i;&;ﬁ;ﬁ%ﬁgﬁpg}":ﬁl lf;g{i::;; ;Vhat modes of understand‘m%
IesearCh. e ; es offer that differ from discursive research mctl?odolofgws.
i‘iphyslizldpsrizgg by body-centred practice-led resezlii}-lcrs :}z.rgr v;lezl; ::32

cssib ivitl ing and walking, throu
?CCCSSibI? :lvetgi(i?r;;C::;tr::sflig};;tsc:;g;;?nary project‘s involving subjects
;I;%:}f):sy ::thmpology, auto/biography, psychology and science.
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Example: dancing

Simon Ellis’s practice-as
o Now, explored the ac
impacts of time (that is,
body of performer and collaborator Paea Ie

-research project, Four Acts

The work Paea and [ were doing ‘on the floor’ invol
body’ —in questioning its capacity for representing
for generating ideas, and the impact of the long history of dance
improvisation on the corporeal ideas present in Paea’s moving. Perhaps
Irelate the term ‘theory’ with the question, ‘What if?’ — What if we did
this? What are the implications for this? . . . [1]t is perhaps analogous

to a biochemist, working within the domain of heat related exhaustion

asking, ‘what if we place the “subject” into 2 dry suit and then instigate
a series of extreme temperature chang,

es whilst he/she is working
on a treadmill?’ This question has not

come out of nowhere; it has a
history in practice/ theory, and is asked 25 2 result of the experience and
understanding of the researcher, (Ellis 2008a)

ved ‘theorizing the
ideas, its capacity

Ellis’s reference to the biochemist highlights how corporeal research methods
might correspond in some ways with scientific procedures, Theory provides a
questioning that propels the movement of Ellis’s body and that of his collabo-

experienced.

The body is not abstract in this case. I see Paea sweating, falling, failing,

finding. We ask questions of meaning in relation to the performing

body, and seek possibilities then and there, This PRESENCE is
undeniable and invaluable, (Ellis 2008a)

meaning’ while they are materi » exploring pos-
sibilities for corporeal understanding and nuance, is located at the limits of
what can be articulated about the phenomenological body: that is, the body
that understands and expresses itself experientially through presence, Ag
Kozel argues (against the traditions of dance as a ‘silent profession’): ‘at stake
here is the myth of objectivity. No one i uninvolved, All those who experience
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piece — j ists — do so

iece — performers, audience members, stage managers, journalist Rl

30 A y si iti their own preferences, histories,
i situated positions, f h rie

rom their own culturall . e s

lfmdies and connections with the art world’ (Kozel 2008: 134, emph n

3
original).

2: Ethnographic fieldwork and knowledges in the body

i i k in its
Theatre and performance researchers engaged in ethnograpl}lc ﬁeld;vorV ;ﬁon
faelus forms frequently rely upon methods such as participant o ser i t(;
. . ) i
;rljlrcli description, cultural interpretation and analjisls. of partlcula}f 1(r)1tcaphy,
body-centred researchers is what sociologists call g::fo;m:}nlfejetn:s 5; ‘mos;
i has been described by Joni L. Jo )
bodied methodology that cri : Pt
= enf how culture is done in the body’. This is a research pra'c:lce tlc-;at ;tliti_
Sm‘lp y,lore bodily knowing . . . and to puzzle through the ethical and p o
i ] 2
tO1 Z)i(lI:ammas of fieldwork and representation’ (Jon_es 2002 7).‘ In conl:r1 tsural
Clz thnography of performance, which discursively 1nvest1gatc(:is cubodi
the e ks iy
erformances, performance ethnography employs enactment ;n | cmbodt
; t to perform research about cultural values. Grounded in the cf that
merlleam it}hrough participating and performing, performalice eﬁhnog;oap :nccs
. i ici tural perform
of participatory cu (
ny forms, from the creation P .
takc; rIi]tlialys throu,gh the staging of ‘traditional’ theatre pieces, t(}), d:i makizlgg,
of i i e ‘know
of interact;ve installations. According to Norman K. Denzul;:) ;ied iyt
facilitated by performance ethnography ‘refersd to thosf: em L
i ditions for understanding . . .
eriences that create the con ' ! o
z;r;eriences are the sites where felt emotion, memory, desire, and unde
i ether’ (2003: 13). _ ' .
mgPCOIt%ir?aice eth(nog'raphy, participant cbservation a:nd creative Srgcl:]u:
fﬁ examples of ‘first-person’ research techniqu.es wh1?h Va'relz and St ece
(o 'iin about the study of consciousness) describe as ‘the hjve. exjfer:srxl;':l)
S:sr(:ciatged with cognitive and mental events’ (1999: 1, emphasis t11111 ((:1r11gg}11 th(;
jecti ts thr
i ! im to encourage subjective accoun : :
‘First-person’ methods aim : o
Flr:risnce perception and observation of the self that are l;lseful 1:r1tia(;10t:j?1 rsrg
and , i as they caution, -
j i the body. However,
nstructing knowledges in : : o
and :):3 description is usually considered most eff:cc.uve (and .valiua?)tl;le)‘tvl:rird_
Pe'rso en to inter-subjective validation and when it is able to lin] x;'l —
ben p‘ empirically based research methods that .fea‘ture tlu-: 0 aicrva '
PFTSO}? ,s (Varela and Shear 1999: 2). While quantitative empiric ‘rejea
1! -V .
0f Otinestance the comparison of statistical data or use of stand;rd:se bt?rc::d
or ‘ :
E ols) remain’s extremely rare in body-based performance rcsc:gc 5 c;():m i
risearch methods frequently are used by theatre, dancc? an f:rperience
; ; . .
terrogate bodily perception an
hers to more thoroughly in er
;esfizsccribing the impulse for her own research writing, for example, dance
n
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philosopher and somatic movement practitioner Sondra Fraleigh writes: ‘I
wanted to weave the intuitive voice of the dancer into a descriptive aesthetics,
slipping from first-person voice to analytical third-person theory’ (2000: 54).

Example: walking

While Phil Smith describes his methodological practice as ‘mythogeographic’,
it has much in common with the practice of performance ethnography,
Working with Simon Persighetti (who, like Smith, is a founding member of
the Exeter-based collective Wrights and Sites), he has been engaged in a long-
term project entitled Relics and Processions, centred on physical engagement
in a specific street in South West England. In 2007 Smith explained that ‘we
are repeatedly walking this one [urban] street as performative explorers. We
are both pedestrians and also performers — we are corporeally present in a
democratic sharing with the other pedestrians, but we are also present as pro-
vocateurs’ (Smith 2007). According to Smith, mythogeographical walking is

about a meshing of geographical spaces, and their ghostly bathing
in cultural motion pictures, about the geometrical connectivity of
a fragmented self, the integrity of which is constantly modulated
by neurological research, critical theory, and speculations about

consciousness and transmission, and about direct experience of the
unplanned route, (Smith 2010a: 120)

Borrowing from geographer Tim Edensor (2007: 242), Smith describes the
mythogeographic body as ‘coerced and stimulated to perform in unfamiliar
ways’. In Myrhogeography: A Guide to Walking Sidemays he suggests how this
might be done, including: walking the route to your own burial or incineration;
repeating a simple physical pattern such as stubbing your toe; entering your
city as if it were a movie; opening a book at random in alibrary or charity shop,
choosing a word in it and then drifting through the nearby streets until you
find the word or some association with it (Smith 2010b).

In the Relics and Processions project Smith and Persighetti employ specific
physical methods designed to ‘provoke’ the site:

Extreme slowness and close attention to texture and detail, sensual
contact with the site (testing the smoothed and greasy mark beneath
the 11 century date on a plaque . , .), carrying objects that draw
pedestrians to us to ‘tell’ the street in their own way . . . reciting texts
in the street . . . We record accidents . . . our own interactions with
motorists and with other pedestrians. We are collecting texts about
or cutting across the narratives of the street and sketchily re-enacting
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them (giving corporeal reference to the site ?nd to certain -al.;:?voen:é:;:itn
without representational character) . . . During the ‘rf-:searcd il

open to responding to on-street, spontaneous enquiries ;n.th 203; ;
materials that explain our work to those who enquire. (Smi 7

While some of these research methods result in texts about 1lslsues of thcan'bl)—
i ices (Smith 2009a, zoogb),
i facts and processional practices ( .
cality, dramaturgy, arte ) ! S o
i ined are disseminated experi y
the embodied knowledges gaine : - ey
i i i the strect. Hence Smu
i d interactions with other people on . Hence Smi
gt ¢ i ion that will “initiate” its
i i to create a walk/processio
and Persighett are ‘working ' : orvher ety
“audience” into the methods of exploratg)fl and intervention a
i been found.
ratives and patterns that have S
Through these research methods they beco%nfal ethnog'r;plélercs1 z':gw?ctggee
i thodology that privileges embodie ;
their own culture. As a me . >
performance ethnography uses the situated body to generate new Epders:;régs
j i i i i's ethnographic me
1 tories. Smith and Persighetti’s e :
ings and research trajec 5 e ESHpHle eI
i i i jonship between bodies — their ow
nvestigate the interrelations : ; :
1cornmfnity and sites through their processions and pedestrian performances
" i counters on
i i formatively through everyday encoun
by presenting their fieldwork per on . s o
i frame quotidian events. Their projec :
a specific street that re . T
ic i igati e practice-as-research in
raphic investigation and performanc : . :
Eppl;oacha that always depends on aesthetic and technical expertise as well as
critical contextual reflexivity.

3: The phenomenology of lived experience

Writing about research based on creative practice and 11ve}§1 e:_(é)erlence t(;]ftfc:;;
i ity i i the ideas, metho
i ! enuity in weaving together 5
requires a researcher’s ing . _
n?l practices to produce ‘outcomes’ in academic contexts, as Susan Kozel
a

expresses:

Writing from lived experience often amounts to writing without :hat
clear methodological mandate, or demands .the courage to :tslssert that
the methods are fluid and subjective.. Paradlgms are.scrap; t;)-geramre
(defiantly, guilefully, playfully, intu}tlvcly) from p}.nl.oso.p v, :Isne o .
the social sciences, physics. This bricolage or ‘hybrldlzatmn ;lsl 2
part to find a voice in the academgf, but more jmportant, to he g t e
writer herself understand what it is that she is experiencing and to
communicate these experiences. (Kozel 2008: 9)

Kozel’s book Closer is an example from interdisciplinary practic?,—!es
research that methodologically incorporates physical performance and digit
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technology, suggesting ways in which one might ‘do’ a ‘phenomenology of
lived experience’ (z008: 52). Through her close reading and interpretation of
writings largely by Merleau-Ponty, Kozel lays out specific methods and out-
lines useful procedural steps derived from her own practice, such as:

¢ Take your attention into this VEry moment.

* Suspend the main flow of thought,

*  Call your attention to your body and what it is experiencing . .
* Witness what you see, hear and touch . . .

* Takeabreak. ..

* Describe what you experienced . . .
(Kozel 2008: 53)

Like the three examples included in this section, Kozel offers a modelling for a
‘“first-person’ enquiry that includes the close ‘reading’ of experience, a focused
attention to the researcher’s own perceptions, bodily experimentation and
theoretical interrogation. The examples weave together archival documenta-
tion, theory and performance practices in very different ways, but what is key
to their methods is an insistence on attending to the specific bodies through
which research is produced.

Example: sitting

In Sitting Practice: Expansion Earth (2009a), Jane Bacon presents a methodol-
ogy for embodiment that aims to eradicate binary distinctions between mind
and body, signification and perception, archival and enacted transmission.
Hence she draws on a range of psychologists and philosophers (such as Jung,
Nietzsche, Husserl and William James) to wittily transform the act of sitting
into a performative research method:

T'have been ‘sitting’ for some time now, ‘consciously’ since 2005,
sitting as an embodied performative action in order to hold the ‘tension
of the opposites’. As an Authentic Movement practitioner, I sit, As

a Jungian analyst, I sit. As a film and performance maker, I sit. As a
writer/academic, I sit. And now, somehow it seems clear to me that as
a dancer, I'sit. . . In this field where the (my) mindbody can penetrate
into the mindbody of others I have developed my ‘sitting practice’ asa
methodology that generates a body of artistic work and an artistic body
of work — poems, video, Dhotographs, movement,

The conference paper through which we encountered this research wove
spoken text with poetic video imagery. One video entitled Woman and the Sea,
about ten minutes in length, featured a horizontal split screen although both
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images were unified through the use of a deep bluelcolour ﬁi'ter (BaCOI}ll 2009b).
The top image was of Bacon sitting on the floor in a sFudx.o space, eg elt:m;
moving fluidly, casting hypnotic shadows across a projection screen be 1r111
her body. The bottom image was a littoral landscape with foa,my‘ waves lcras: &
ing into a rocky Irish beach, echoing.the patterns of BaCf)n s hght—c-.:J ()uit'f1
dress as it responds to her Authentic Movement practice. Presenting the

paper, Bacon told us that:

I am a witness to my own creative process, o‘thers’ and the wo.rld :
which I inhabit. So are you. In this role-of w1tness_I try to re-imagine
my habits of perception and give undivided attention to what comes .
towards me without moving to impose sense or meaning . . . [ surrender

to complexity.

Here, a phenomenological pracﬁcewas—reseal:ch methodology merges er;;uely
with a creative methodological approach designed to generate artistic objects,

lmj‘\g: zlj:i:s%:f;; ‘pays attention’ to ‘.fringe ser'lsation’ and ht?r ‘felt asi.i:nse;of
landscape and of the experience of moving. Il:l ttus sta(te,- shf: tries (tlo l1.:)\=nrf tﬁr
bodymind to move ‘into speech through poetics th?t arise in the depth o g
body’. This is a process of translation thz.xt seeks to allow.a mo’vement, a wor)

or an image to emerge that embraces bodily and felt S:xpcnence (Bacon zgloga ;
As in Phillip Zarrilli’s research, ‘mind’ and ‘bod‘y do not operatchas u:;ry;
opposites. Bacon’s methods, pursued through an intercorporeal exc ?filg;' a,
includes both psyche and soma, are grounded in the bod)t and her ‘fin IHES

are disseminated through the body. She draws our attention to the fact that

this is no simple matter:

Often there is still the danger of falling into bodily cliché as
choreographer, movement therapist or pt?rformaPCc reisearcheri10r
perhaps the danger is in writing or speaklfag the ‘body’ rather than
the ‘experience’. In language the body quickly becomes gesture, a
metaphor, a personification of personhood.

Bacon’s research, like that of many who focu.s on the_body and perform:m'ce,‘
exists in the lacuna between written and creative practice, as well as emb‘racgllg
both. In all of the examples of embodied resea._rch methods presented in t 1;
section — dancing, walking, sitting and breathing = the body of thel-lrese:f:%r;:1

transmits experiences of presence and the present differently from that of the

spectatorial or spectated body.
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RESEARCH METHODS: INTERCORPOREAL EXCHANGES

1: Storytelling: spectacles of death

When Herbert Blau notes that ‘the entire institutional superstructure of the
theatre hangs upon a breath, as the deepest sensation of performance seems to
occur when an entire audience, for the moment, is not breathing at all’ (2002:
50), he draws attention to what so often haunts ontological considerations of
theatre and performance; that is, the ultimate material body: a/the corpse,
Many of the researchers discussed in this chapter have used the dead or dying
body as a metaphor: Patrick Duggan, for instance, has analysed the trauma of
‘corpsing’, that is laughing involuntarily and inappropriately on stage (2009);
in an article on contemporary walking practices, Phil Smith begins with a
discussion of the ‘ifeless body’ of ‘the situationist project’ in the early 19708
(20102: 103). Philosopher and playwright Héléne Cixous has described theatre
as ‘by definition the stage where the living meet and confront the dead, the for-
gotten and the forgetters, the buried and the ghosts, the present, the passing,
the present past and the passed past’ (2004: 28—9). Many body-centred per-
formance researchers develop methodologies that address the temporal and
spatial confluences to which Cixous and many others allude by considering
their own body’s proximity to death.
Using a personal story to draw attention to the relationship between a
specific occurrence and its context, Lib Taylor’s “The Hanging Man: Death,
Indeterminacy and the Event’ presents research that addresses both the pres-
ence and absence of a particular remembered body.

While driving out Interstate 10 from Los Angeles to Palm Desert, my
partner and I came across a traffic jam . .. The cause of the disruption was

a body hanging by the neck on a rope from a bridge some 25 or 30 feet

above the freeway . . . The feet of the corpse dangled at shoulder height of

the policeman directing traffic past the obstacle, (Taylor 2o10: 4)

This incident initiated a research project that investigated the cultural and
historical moments of what Taylor called a ‘spectacle of death’. The fleeting
image became a catalyst for questions about that specific body and its relation
to her own: ‘How are the spectator’s identifications with the body affected by
whether it was a real or simulated body? How do reactions, bodily and intel-
lectual, to witnessing the event relate to the interpretative frames that defined
whose and what kind of body it was?’ (Taylor 2007),

Taylor teases out these queries’ implications to discover productive insta-
bilities both in her topic and methodology, drawing on theories of trauma,
presence and spectacle. Juxtaposing the hanging man memory with mediated

—— ————-
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imazes of death — such as the ‘falling man’ of ¢/11, the s.elf—immolauogk(e)f

g?l?igdhist monk Thich Qua’ng Pi’c in 1963, anc} of thg ‘f.rlsh fl'mthngc::r;scttl‘;‘l s
i — Taylor analyses the (in)visibility of these :

B e ing body as witness alongside

i i by locating her own spectating y : side

Er}lk;l;i‘;:(f;‘:itc\isimzsses, to present a reflective account of her body’s physical

ity in the moment:

‘We moved slowly past the body, but not onlyﬂwould it h:zfnb:fvr;  Like
i initial physical reflex was to ;
indecorous to stare, but my initi - ex W v o
ific or frightening image, desir
he spectator of almost any horri .
Eofioclj)k and look away — to have seen but not to be in the moment of
observation — were overwhelming. (Taylor 2o10: g-10)

n
Taylor’s research is indicative of much bodi::;;r;traelz;i e:g;f:;z;?ﬁ, :li,sfﬁzzl; ;h
i i i nterana -
!tt}f g:zspezlrl:hgctr?srifval?.ngaf: gl}',ozl:iclg)fiutoethnographic approach inclludes ‘af:ttisn of
en?bodiment, witnessing, storying, irtroif:rigloga:?:ﬁiif;?g,s(;t;);z_jstuil
i it 76&%\5 1:&2:2305 c::‘:ﬁz rilllationships between collective cxper.i—
eXPIOTagon t'(;l agency. According to Stacy Holman Jones, autocfhnographm
(‘mce S tex%s’ respond to three coinciding crises, tho:?e of ‘representa-
?erfﬂmfa_ﬂce ion, and praxis’, in a landscape in which stability and coherence
— leg'mnfmo ,tioned (200,5'. 766). Using storytelling as a mod'e of address
fo engage by ;1111;5 own and her audience’s memories and sensations, Taylor
R e h erat body in such a landscape is able to produce a space of pex;—
demonstratseli (t“:nslates the ‘theatrical’ to the everyday, exemplifying 'Blau. s
fotfmanc:olo;i:‘al observation that “The actor out there, literally dying in
?m;!io;? ;our eyes, reveals the space that is never seen’ (2002: 51).

2: Sharing research through the body

ance researchers who sat scattered
e amqirllgmtz:;g;ivir;?gfot?lleave spaces between us to ba.lance out
thrOugh(l)iutt E;e(;lt too large. Sir,non Ellis stood in front of us to begin his confer-
ke tation, and suddenly, thoughtfully, began to dance. I'n the narrow
o betwen arhc , rojection screen and the first row of seats his body hlfted
b bctwff; a lep pushed back, his head dipped. Ellis caught our attention,
an'?re?lt‘h‘ias :iancE was both a method of his research and its dissemination,
a:titgl;tted and shared through the body. As Gail Weiss notes:

Acknowledging and addressing the multiple corporeal exchanges El}.xat
continually take place in our everyday lives, demands a corresponding
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recognition of the ongoing construction and reconstruction of
our bodies and body images. These brocesses of construction and
reconstruction in turn alter the very nature of these intercorporeal
exchanges, and, in so doing, offer the possibility of expanding our
social, political, and ethical horizons. (Weiss 1999: 5-6)

In retransmitting any form of research practice, shared experience can become
a method for deeper interrogation, for an exchange of ideas or expression. As
Diana Taylor explains, ‘The telling is as important as the writing, the doing
as central as the recording, the memory passed down through bodies and
mnemonic practices’ (Taylor 2003: 35-6). In both public performance and

space at the same time allows the work to be developed through the telling,
through bodily interpretations and reception.

CONCLUSIONS

Throughout this chapter, we have attempted to emphasise the intercorporeal-
ity of research processes. These sharings, collaborations and exchanges take
place between spectatorial researcher and performer, between performer-
researcher and audiences, between researchers who write and the theorists
that they read, and among researchers of different disciplines, all of which
may be crucial to research methods that enrich understandings of the inter-

Performance Working Group at the TaPRA conference were invited to engage
in a series of exchanges. They were encouraged to circulate their work — which
could be a paper, weblink, video — in advance and then present it through the
perceived shared themes of their research. Alissa Clarke and Paul Hurley,
who were paired under the theme of ‘Loving/ Giving Exchanges’, affected
us strongly as audience members with their generous interplay (although,
having set up the scenario ourselves as working group convenors, we may
have equally been affected by what we perceived to be the success of the exer-
cise). Abandoning their original papers they performed a new, jointly written

— a joint essay about their shifting understandings of exchange, collaborative
research and each other, Exploring how the symbolic gesture of the e-mail
sign off from ‘thanks’, to “all the best’, to ‘best’, to ‘warmly’, to ‘x’ evokes and

B ——
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i iliar, they stood side by side exuding
Sy Se?:};i;g?ﬂiﬁgi‘gj ;Illtict;ﬁ?:s,earc}l; methods are often thought
i Oscarcher does by herself, body-centred theatre 'fmd performa(;t_ce
e ely work alone for long. Whether encountering other bo ies
l.eseamh'ecrasllrmr 1};1 a room face to face, they are situated always in a productive
CleCtl'Ol}ld_ ! 0lina,r communities and transdisciplinary I}etworks. .
s is‘l:lp the )rrnethods we have identified as crucial for bod.ygf:enltir.eh
L;lrzll::ag a);"e each inflected uniquely by attending to specific bOdle.i; leicth
E?gies where located, how documented, Lilow movmgda;;ia Czrslgahg;wgmade
, i i i spaces an s
s Wherfl:‘lllrelg: eizziszzilglg‘;e;fihgw ?nclude the.researcher’s own
o d topother bodies in the world. The Su‘b]ects of research,
i COﬂnC:l:ed and forms of dissemination that findings take are often
Teseam}" od 21 's;lﬂcct each other. As a result, body-based res.carc.h methods
Emertmned aclll ::rformance have evolved to incorporate — quite literally —da
7 theaugr::dﬂf of bodily presences. The performance'researcﬁ methods
gfeatef d in this chapter are wholly dependent upon b?dles, bczdles that are
ey oy al and material, but sometimes mechanised, animal, absent,
1mgelybphyclsmau ented pro;ected, dead, dying, our own, another. Rathc;
rmcrg' o ;ﬁnfn observ,ing and explaining, the fu.ndamental m‘ethods 0d
:)ha(il —cfas:uo";d reséarch are locating, sensing and listening to the bodies aroun
ug, 1?2) our 8ubjects, to each other and to ourselves.
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