





design historian trained in civil engineering, argues thatforrﬁfo//owsfai/ure, that
impracticality guides design as much as aesthetics, since flawed designs feed
back and shape subsequent design decisions.>

The visual dominance of design may well be ending, an end brought about
by many factors, including the rise of gadget culture with its insistent drive
for innovative interactive features and the related emergence of user-oriented
design approaches that put end users up front, at, or near the beginning of the
design process. The emerging field of performance design may be another cru-
cial factor. By providing designers with new concepts, models, and practices for
approaching design in performative terms, performance design may help bridge
aesthetics and functionality by providing a common language for designers,
engineers, and others involved in the creative process, including those others
called consumers, audiences, and users.

In addition, for cultural theorists performance design provides a critical dis-
course for understanding how the world has become a designed environment
in which an array of global performances unfold - for better and for worse. What
does it mean to design performances on a global scale? Who - or what - does
the designing? For whom and to what ends?

On 25 June 1967, the Beatles performed a new song, “All You Need is Love,” ‘
before an intimate yet immense audience, one numbering approximately 350
million people - an audience composed of dozens of invited celebrities and
guests sitting around the band in a London BBC studio, and the millions upon
millions of TV viewers watching from sites around the world. The performance
was part of the BBC show Our World, considered by some to have been the first
global television program. i
One might approach the performance of “All You Need is Love” using Philip
Auslander’s concept of liveness, which entails seeing the contemporary stress
on live performance as itself an effect of hypermediation.3 John Lennon sang the
song live while listening to taped tracks the band had recorded days earlier at
Abbey Road Studios, tapes also listened to through headphones by Paul, George
and Ringo, as well as the half-dozen classical musicians also sitting-in that day.
One might also approach the performance through at least four paradigms of
performance research: the cultural performance of rock music, the technologi=
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cal performance of satellite television, the organizational performance of the
British Broadcasting Corporation and Capitol Records, and, lastly, the financial
performance of these two entities, as well as that of the Fab Four themselves.
(Significantly, when “All You Need You is Love” was released shortly afterwards
as a 45 single in more than a dozen countries, the B-side selection was the song
“Baby, You're A Rich Man,” as seen on the sleeve of the Yugoslavian release.)

| will consider “All You Need is Love” from another angle, however - that
of global feeling. Though there has been much discussion about the politi-
cal, economic, and cultural dimensions of globalization over the past decade,
less attention has been given to the dimension of feeling. A few scholars have
addressed it: anthropologist Arjun Appadurai has analyzed the complex “struc-
tures of feeling” that globalization entails, while literary scholar Bruce Robbins
has begun theorizing a hypothetical, posthumanist way of feeling global s | wish
to approach this affective dimension in terms of performance in order to begin
thinking about global feeling.

By global feeling, | mean at least two things. First, the possibility that affects
and emotions can be transmitted globally in unprecedented ways. Much of this
possibility has to do with profound changes in migration, tourism, transporta-
tion, international trade and communication technologies. Even if not felt by
everyone on the planet, feelings can be communicated and shared around the
world in ways that were never before possible, at least not with such immediacy
and intensity. | am not arguing that everyone feels the same thing or that they
interpret shared feelings in the same way. This first sense of the term global
feeling simply refers to the possibility of affects and emotions being transmit-
ted around the world.

Second, by global feeling | also mean the sense of feeling global, feeling a/
part of and from global events, both local and distant. By this | do not mean
“we are the world,” much less “| am the world.” Rather, | want to stress this
pun “a/part”: global feeling means both feeling a part of the world and feeling
apart from it at the same time. Feeling global is feeling a/part: it is feeling both
localized and globalized, situated and detached, a sort of passion or pathos at
a distance: telepathos. It is not necessarily feeling the same thing, but it is feel-
ing connected - and thus also disconnected. In some ways, this second sense
of global feeling entails an awareness of the first sense; it’s a feeling that one /s
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