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Chapter 16
Systems intelligence and multiple intelligences in performing

Henri Penttinen
This article discusses some issues related to performing and reflects them through the concepts of systems intelligence and multiple intelligences. The discussed themes are divided to what occurs before, during, and after a performance. The main concepts discussed and described include charging, presence, spans, reflection, and communication.
Introduction

Performing in front of an audience is often thought as something frightening, some, however, are very natural and fluent in it. A person in the audience who is not a skilled performer can easily notice even gentle imperfections in a performance. That is to say, some things related to performing are very easy to understand, for all of us. This article will discuss some of the issues related to thriving towards a better performance or being a better performer. The concepts will be divided with respect to time, so that issues related to things that occur before, during, and after a performance are discussed separately. The issues and concepts will be discussed on a general, conceptual level, i.e., a list of specific activities to reach the goal will not be given. Rather, the point is to raise some relevant issues and treat these through the concepts of systems intelligence and multiple intelligences. 

- Multiple Intelligences - MI, is a theory developed by Dr. Howard Gardner (1983). The theory criticizes a single intelligence view and instead proposes at least eight different intelligences. The theory is based on scientific research in fields ranging from psychology to anthropology to biology. In addition to linguistic and mathematical/logical intelligences, usually viewed as the forms of intelligence, Gardner includes the following items to the list: musical, spatial, bodily/kinesthetic, interpersonal, and intrapersonal. In 1999 he added naturalist intelligence and existential intelligence to the list (Gardner 1999). He claims that all humans have these intelligences and that the development of them is strongly affected by the cultural surroundings. His view also includes the possibility to affect and develop these intelligences. The intelligences are seen as independent and they develop in different time periods to different degrees. However, they are closely related to each other and development in one area may improve the whole constellation of intelligences. In fact, there is strong interaction between these independent items, but it is still unclear how and why this happens. The interplay between the intelligences is a field under scientific research (see e.g. Milovanov 2000) and at the end will most probably prove the importance of all intelligences. Furthermore, one of the key elements is that what ever the intelligence profile of a person is, things can be learned through all of these intelligences, and not only through language or logic. Next, a short description of the first seven intelligences is provided.

Linguistic intelligence is the capacity to use language, speak, write, read, and listen skillfully. A person with linguistic intelligence is very likely to achieve good results with in the traditional western school system. Poets and writers are a natural example of people with linguistic skills. Musical intelligence involves understanding and expressing melodic and rhythmic themes – music –. In other words, not only is reproduction of music through an instrument an important part of musical intelligence, but also the ability to listen, hear, and recognize music. A person with logical – mathematical intelligence is able to manipulate numbers, quantities, and operations with ease. This also includes the ability to solve different kinds of problems through logic. Spatial – visual intelligence includes visual perception of the environment, the ability to create and manipulate mental images, and the orientation of the body in space. Navigators and chess players, for example, often possess intelligence of this domain. Bodily – kinesthetic intelligence is the capacity to use the whole or parts of the body, including physical coordination, fine and gross motor skills. Personal intelligences are divided into two: interpersonal and intrapersonal intelligence. Interpersonal intelligence involves understanding of other people and how to communicate and work collaboratively with them. A teacher, a salesperson, or a politician most probably possesses interpersonal intelligence. Intrapersonal intelligence refers to understanding of yourself, your inner emotions, and feelings. A person with intrapersonal intelligence typically knows what he or she can do or cannot do, including the ability to control emotions and thoughts and work with them consciously. In addition to these specific intelligences Gardner sees that humans have higher order cognitive capacities such as common sense, metaphorical capacity, and wisdom. (Gardner 1983) 
- Systems Intelligence - SI, is a concept launched by Saarinen et al. (2004). Systems intelligence is seen as a higher order cognitive capacity to perceive interactive entities and seeing oneself as part of it. A systems intelligent person knows how to act purposefully in complex systems with multiple feedback paths, so that the system as a whole produces desired positive results. SI acknowledges that a system produces behavior, not only the individual components, and that positive change is possible. SI is a holistic approach. A subject acting with SI wants to see things from different perspectives, realizes differences in mental images, produces collaboration through interplay, and is able to contribute and influence a system in a positive way. 

SI draws and elaborates on the MI concept (Gardner 1983) and Peter Senge’s theories on thought (1990).  SI differs from systems thinking (see e.g. Churchman 1968) in the sense that SI sees humans inside and as an active part of dynamic systems, whereas systems thinking conceptualizes and models structures from the outside. For a more elaborate discussion on SI see (Saarinen et al. 2004). 

This article is an outcome of the seminar held during fall 2003 by prof. Esa Saarinen, prof. Raimo P. Hämäläinen and researcher Sebastian Slotte. This text reflects, adds, and takes further some of the themes related to performing raised in the discussions during the seminar.

The structure of the article is as follows. In the next section the main points of the concepts will be shortly introduced. Then the themes will be discussed in more detail by grouping the concepts with respect to time, so that issues mainly related to things that occur before, during, and after a performance, are discussed separately. Other related issues, not discussed in the time alignment sections, will be treated after this. Discussion and conclusions are presented at the end of the article, respectively.
Main Points of the Concepts
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Figure 1. A block diagram showing the discussed concepts in relation to time. Concepts concerning and included in all the time steps are shown outside the box with grey outline.

Next a short overview of the main concepts treated in this article will be given. These themes will be explored in the following sections. Figure 1 shows the main concepts as an outlining and supportive block diagram, where performing is divided into segments with respect with time. A performance can be seen as a process where potential is first built up by charging (preparing), then during the performance the potential is increased and released, and finally the performance is reflected upon through self examination and outside feedback. Furthermore, a performance is seen as any appearance in front of an audience, be it a music concert, scientific lecture, or a short speech at a wedding. For a very short performance some of the raised issues are a bit ample, but still relevant on the whole. Overlapping between the discussed themes does occur, and a few concepts (feedback, balance etc.) have been separated from the time segmentation. These things are common with all the time steps and are depicted outside the grey box of Fig. 1.
Before a Performance 
When preparing oneself to a performance people typically gear up, psyche up, or gird oneself for a performance. Here this action will be discussed as a charging process, as building up potential. As another concept, as a part of charging, seizing the space will be elaborated. But first, the themes of practicing and insight will be tackled. 

Practice

The importance of rehearsing or practicing is unquestionable. But what is the nature and true objective of rehearsing? Rehearsing and the use of aids help to learn and control both physical and mental behavior. The essential goal is to make these behavioral patterns natural. For a learning apprentice, thriving and rehearsing takes painstakingly lot of effort, whereas the master has already walked this road and things come more naturally. In addition, a theme I would like to raise from the undisputable advantages of practice, is the shortening of the time to take a skill from a practicing level to a practical level. This speeding up of learning is linked to the process of a skill becoming more natural. As in all practicing, development takes time. Taking development steps further too fast will end up only in partial results. Therefore, the virtue of patience is an attribute that should also be kept active.

The old saying, practice makes perfect, could rather be formulated as: practice improves one’s abilities, indefinitely. This includes the possibility for unforeseen improvement. With a positive outlook, the outcome of practicing and rehearsing retains unpredictable possibilities. This chain of thought can be explained by underlying the fact that no one is perfect and no one will ever be. However, when you obtain new abilities, new possibilities are opened, and therefore myriads of new combinations are available. This again opens the number of possible paths to such a vast number that in a way, the situation can be described as having unpredictable possibilities.

From a system intelligence point of view, practicing should be viewed as interaction between entities with multiple feedback paths. An apparent example of this is a rehearsal with people involved. The method how a group of people is led through a rehearsal is an essential question. The leading method and the leader will greatly control the amount of interaction. In a top-down method the leader can for example encourage or disallow interaction. As a top-down method settles down, everyone learns how to work within the rules. As a result, the system controls the amount of encouragement given towards interaction. An SI leader allows a healthy amount of interaction that gives the best overall results, whereas a dictator suppresses interaction attempts. In a situation where the participants are on an equal level, the possibilities to affect the rehearsal in an SI manner are more profound. For example, at a rehearsal of a jazz quintet one participant’s mood or opening comment can set and determine the atmosphere for the rest of the session. In a tired or awkward atmosphere the rehearsal most probably does not end up with a breath taking jam. Here an SI participant tries to avoid dictating the atmosphere with a bad mood or fatigue. In both cases, an SI person realizes the possibilities to affect a rehearsal with ones being, in a sense, finds his or her role and plays it out as best one can. Also, understanding group behavior and dynamics is an important SI component. 

A counter example is a situation where a task is repeated over and over, alone. At first glance, this situation does not seem to withhold any SI components. But when considering the system and the goals, one realizes, e.g., the use of variety, mental preparation, easy and rewarding tasks etc. are tools and methods that stimulate the performer to reach results with a positive outcome. 

From the view point of MI, evidently the intelligences straightforwardly related to the genre of the performer are important and shape the rehearsal situation. In addition, both inter- and intrapersonal intelligences are significant, as can be understood through the examples above. Intrapersonal skills are often essential in both physical and mental arts. In physical activities, as dancing or singing, the student has to listen oneself, with purpose to not over do anything. Here an effortless place not to listen to oneself, e.g., is when a task is practiced in a group where all other participants are at a higher level. In this situation, one easily goes with the group and might end up hurting oneself. On the other, practicing with people at a higher level than oneself often supports fast development. This is due to exerting oneself and learning by example. An SI ability here is to learn from positive examples from different fields, especially without choosing a suitable one in beforehand, but rather letting positive influence overwhelm independently of the field. 

A definition afford sharpening here, is the one of an SI learner (one who practices). There is a difference between an apprentice who follows an SI practice-program and one who creates one. That is to say, it does not make a person SI, if one follows a practice-program which implies the use of SI. It gives the possibility, but does not ensure it. An SI learner follows the practice-program while being alert by listening to oneself and others, by influencing the system etc. To follow an SI practice-program one does not need to be SI, but to create one it is a requirement. 

Insight 

Insight denotes a mental restructuring that leads to a sudden gain of explicit knowledge allowing qualitatively changed behavior (Wagner 2004). Insight is the act or result of apprehending the nature of things. Before the moment of insight a subject or matter may seem incomprehensible, but after the insight the subject becomes understandable and natural, in a totally new manner. Furthermore, with time and practical usage of a particular insight its meaning and impact is easily forgotten – it has become self-evident –. This can be a problem when confronting drastically new situations or when trying to understand another person’s perspective. On the other hand, a self-evident process or mental skill comes very naturally. Here a sharpening of thoughts and becoming aware of personal insights of the past, can help one to obtain more insight(s) and adapt in new situations. The nature of a personal insight is closely linked to learning and the process of rehearsing.

An insight in itself is not enough to bring it to a practical level, once more, practice steps into the picture. It is only through practice, an insight rises to a practical level and possible adaptation. Also, to gain competence and comprehension of a humongous (or devastating personal) subject matter, a chain of insights is needed, possibly including re-visitations of some insights. 

In the case of personal insights, some of the SI and MI angles are the ability to listen to oneself, confront things, and participate in dialog. On a general level, here an SI skill is the ability to grasp larger entities and to connect different insights. Similarly, for an insight to occur, at least one of the intelligences of a particular field is needed. 

Preparing – charging 

Here preparing for a performance will be discussed as charging, as building up potential, which will be released during the performance. There must be as many charging styles as there are performers and the charging procedure highly depends upon the type and length of performance at hand. A two hour rock concert is inevitably different from a fifteen minute technical presentation. What ever the occasion may be, some kind of a charging procedure surely improves the possibility to deliver a good performance. Besides charging oneself appropriately before a performance, an SI person would also account for the whole group of people possibly participating in the performance. 

Depending on the type of the occasion the preferred physical and mental charging acts definitely differ. Whereas a rock star pumps him or herself up, so that when coming on stage he/she is full of confidence and ready to explode, a lecturer might calm him/herself down and is very sound and relaxed. Even if radically different, some kind of a charging process has occurred before entering the stage. Before a physical performance, warming-up is a very natural way to get prepared. In addition to physical maneuvers, mental charging is an often used aid to get ready. 

Performance anxiety gnaws almost every performer. Even experienced performers might get nauseous or shake like a leaf before a performance. There are many techniques how to decrease performance anxiety
, 
. They have a lot in common and typically advise to, e.g., focus all your energy on the task in hand, be positive, see the big picture, and let the audience be at your side of the team, rather than against you. These are all attributes which can be linked to systems intelligence. Positivism and taking the whole system, with its feedback paths into account, are all a part of SI. 

Another, essential fact about performance anxiety is to accept it as a part of the system. Many world class performers suffer of performance anxiety, but will perform outstandingly. In a way the anxiety is a part of their charging routine. When the anxiety does not crucially disturb a performance and it has been accepted, a fundamental ingredient related to performing has been pinpointed. 

In addition to being charged and not too nervous before going on stage, one should realize not to mentally lock and freeze the chain of upcoming events. In the sense that, if a slight change in plans occurs it can sweep the positive charge away and a plunge to a negative and disordered reaction will most likely follow. In other words, one should be prepared for changes since they will occur, no matter what. A small change in the act does not necessarily mean a change for the worse.
Seize the space

Here, seizing the space is a possible charging process, and means familiarizing oneself with the space and spending some time in it, in a relaxed mood. By doing this, it will be easier to create mental imagery concerning the forthcoming act. Unknown or un-comprehended things are often seen as threats. Hence, when the performance space is more familiar it should not be as threatening as before. In the realm of SI, getting familiar with the system improves the tools, which can be used to affect the system in a positive way. Therefore, seizing the space can be seen as SI behavior. A person with keen spatial intelligence (MI) could be very talented in seizing a space or realizing its possibilities. 

During a Performance
Next, the concepts of presence and spans during a performance will be discussed. Issues like the use of space, physical composure etc. have been left out, but are still relevant subjects concerning the act of a performance.

Presence

In the French language, in addition to presence, présence stands for the ability to perform
. The English dictionary Merriam-Webster
 cites presence, among other things, as being a quality of poise and effectiveness that enables a performer to achieve a close relationship with an audience. Both descriptions include reference to the act of performing. Also, presence can be defined as the sense of being in an environment. Lombard and Ditto have six detailed definitions for the concept of presence, but argue that it is such a basic state of consciousness that the concept is only useful when restricted in mediated environments (Lombard and Ditton 1997). In this context, however, I would like to set the emphasis of presence as being a state of mind, which improves concentration and the connection to the performance. Moreover, the term presence could be described as, mind being present while performing, with a high degree of focus.
In addition, the concept of Flow comes very close, and is interleaved, with the concept of presence. Flow was formulated by Csikszentmihalyi (1990) as an optimal experience or as “the holistic sensation that people feel when they act with total involvement”. The writings on the concept of flow are many and the concept is well defined. The most essential overlapping between the concepts of flow and presence, as discussed here, is the focus on the task at hand. The connection between flow and SI could be a subject for an article in it self, however, this text will now flow towards deeper insights on presence in performing. 
For example, presence is not active when your mind wanders off while reading a book. The risk to let your mind wander increases significantly while performing a task, which is highly automated, i.e., you do something you have practiced persistently. Actually, while performing one often executes a multitude of automated tasks, the dancer has practiced movements of the body, and the musician can play the piece in his/hers sleep. Many of these tasks are executed at a speed that does not allow the mind to react or change the process during the execution, e.g., the fingers on the piano keyboard run up the scale at a lightning fast speed. Here the process can be stopped, but it is very difficult or impossible to change it radically during execution. In these kind of situations, the movement of the mind towards something else than the task itself is quite natural and humane. With this is in mind, presence could be expressed as, focusing of concentration towards the task at hand, while restricting distracting movements of the mind or thoughts. Moreover, presence is not something that will lockout the outside world from the performer. In this sense, presence is not only an ability to concentrate, but also the ability to be a part of the whole performance, by taking the other persons and objects involved into account. 

Through practice of presence, this kind of focusing should and will come a more natural state of mind. In spite of this, it is always possible to fall of track, even for an experienced performer. Therefore, it is essential to keep the concept of presence actively in mind. With time, the transition from a confused and disordered state to a more concentrated state will be shortened. In effect, by actively using and reminding oneself of this process, it is easier to switch to a focused state. In a sense, diving deeply into a performance would become more natural. Benefits of activating presence would be, e.g., improvements in the clarity and intensity of a performance. An indication of good presence is loosing track of time during practice or a performance. 

Presence can be seen as a parameter for both SI and MI. Presence is an ability to concentrate and via this increase empathy and the ability to dive into a performance. However, the extending attribute, saying feedback and interaction are a part of presence, imply links to both SI and MI. Feedback and interaction are at the core of the definition of SI. So even if concentrating on ones personal performance, a person with SI considers the whole system at hand. As for MI, interaction (with persons) is a crucial part of interpersonal intelligence. Therefore, a person with no interpersonal skills could not be considered as a person with outstanding abilities regards to presence, even if possessed with enormous concentration skills.

Presence is here seen as important since such descriptions of a performance as giving everything and intensity are strongly linked to presence. The importance can also be seen through bad performances where the person is not present, or seems to be distracted.
Spans 

Processes with different time spans and different phases are at work during a performance. Realizing that there are different levels of development during a performance helps one to view and harness the process itself.

A performer has typically charged him/herself before the taking the stage. The audience on the other hand, might be in a totally different state of mind, perhaps they have just arrived. Therefore, after the act has started, it takes some time for the audience to get warmed up and responsive. In the same manner, some kind of development during the performance takes place for the performer, especially in the case of a long performance.

In some cases, the audience might be ready from the start. This, however, requires some kind of charging of the audience. This can be self induced through a learnt habit, such as waves and sheers before a hockey match or rock concert. The other option is to charge the audience in a controlled fashion, example by a warm-up act.

If the performer realizes and understands these different spans and phases it helps him or her not to get distracted and disappointed if instant reaction from the audience is not obtained. Typically the audience lags slightly behind the performer, particularly in the beginning of an act. When these spans and levels are comprehended, understanding of the system at hand has improved, and the possibility for systems intelligent behavior grows.

After a Performance  
What happens after a performance is first some kind of a recovery of the physical and mental state. In addition, at least an SI performer reflects upon the just ended performance and looks into the future. These issues are discussed next. 

Reflection

Here, reflection is considered as a thought, an idea, a remark, or an opinion formed as a result of consideration of some subject matter, i.e., the subject matter is thought through afterwards. In this context the subject matter is naturally the performance. For the act of reflecting, two perspectives can be classified: objective and subjective. In both cases, a systemic view on the matter helps to divide and define relevant strengths and weaknesses. However, a purely systemic view does not include the subject as an active participant affecting the whole system. Therefore, an SI view pushes the possibilities for improvements drastically forward. 

During subjective reflection, intrapersonal intelligence is an important ability when trying to understand what one thinks of oneself as a performer and what he or she wants to do and accomplish as a performer. Similarly, interpersonal intelligence is vital when reflecting oneself with the other performers and the audience. To deepen subjective reflection, the subject doing the reflection can change the viewpoint and look at the situation from a different perspective – try  to be objective –.

Objective reflection can be though as happening through people involved in the performance, such as other performers and persons behind the scenes, and outsiders, people who are not involved, such as the audience and critics. The level of objectiveness during dialog with people involved is naturally debatable, but the bases of these viewpoints inevitably have different perspectives. Feedback from the audience and critics is also an important source of information when the objective is to get an extensive conception of a performer and a performance. 

While reflecting, the ability and desire to confront things is important. This is typically not easy, since the procedure often involves confronting imperfections in the performance or the performer. This difficulty of sincere confrontation is up most challenging in both subjective and objective reflections. In addition, the practices of reflection and confronting are made invalid and useless if the subject lacks the desire to improve.
Future

The description SI withholds the concept of feedback paths. The strongest feedback path a performer has to improve, is to look into the future, what can be done better and why. How can the next rehearsal take the flaws of the previous performance into consideration, should something be changed in the charging process, how could the audience be more involved, was the timing of the start and end correct, were the other performers taken into consideration, and so on, the list of relevant SI questions goes on. Only the future can tell.
Other Related Issues (Time Independent Issues)

This section discusses themes that cannot directly be mapped into the performance time line or are relevant in all time stages. At some level these concepts are more related to attitude and self development, but are given a performing aspect. 

Loops and spirals 

Often things are seen as a chain of reactions. In this context the performer practices and prepares before a performance, does the act, and recovers. This forms a clear chain. When adding the concepts of SI to this, feedback paths, among other things, appear into the vocabulary. One feedback path here, is the path from recovery to practice and preparing, i.e., from the end to the beginning. When this path is linked, the chain forms a loop. Viewing the process as a chain, that starts and ends, the task is always started from the beginning. When the perspective is a continuous loop, the actions taken during any stage, can more easily be seen as having an effect upon future events. An action taken does not set up a chain of reaction that ends at a certain point in time, rather, it starts a series of events that will keep on affecting and starting new events. 

As for a performer, overcoming performance anxiety, succeeding beyond expectations, and so on, are positive incidents that should support ones belief in ones skills. Sometimes people get a so called streak of good luck or a succession of successful events. Putting it in another way, this could be seen as a positive loop or spiral. Naturally, everything comes to an end and the streak or loop ends. However, for a performer having positive loops as an objective and putting effort in creating possibilities for them, definitely promotes faster progress and a positive trend. Undoubtedly, there are also the negative loops and spirals. In the same manner as positive ones, these feed them selves by feeding back from bad experiences and failed performances. The sought after ability here is to analyze the situation and identify the paths how to break a negative spiral, in a sense, use basic SI tools. For a performer this could mean, seeking for continuance and renewal of practice routines, while setting rewarding goals that give aspiring possibilities to develop. 
Balance

Balance between things is important in any field or subject. As a caricature example: an apple a day keeps the doctor away, but a full basket makes your stomach ache. In the same manner for a performer, there exists a multitude of issues that should not be over or under done. Some of those are presented here, through word pairs.

Self confident – Humble. A performer who is too self confident will at the end of the day start to irritate, but in the same manner, exaggerated humbleness does not give out all the possibilities of a performer. The problem here is also the fine line between healthy self confidence and shameless cockiness. A healthy load of over confidence can in some situations be a suitable cure. In spite of this, the results of over confidence on the long run are not too healthy. This is because, for example reflection and confrontation will be overridden by over-confidence and development will not happen freely. Control – Letting go. A perfectly controlled performer/performance often feels rigid, at least with time, even if the eye for subtle nuances can grow. Similarly, a totally chaotic system has its problems. At a personal level, a too rigid and controlled attitude or mind surely prevents drastic artistic leaps and explorations. Practice – rest. Practice makes perfect, but too much makes one insane. In this day and age it is easy to understand that too much work and carrying out endless number of assignments will lead to a dead end. Just recently, research has proven that sleep has an essential role in both learning and creative tasks (Wagner 2004). Therefore, it is essential for a performer to have enough rest during both practice and performing periods. Respectively, sleep does not compensate for practicing. 

These word pairs might most probably seem self-evident, however, often when a performer has a slight problem or goes even drastically over board in one of these, the perceived notion of the performance or performer typically gets degraded. This again is an indication that self evident issues are not always easy to perceive or control.

Motivation, enjoyment and goals

Where does the motivation for performing come from?  If the need for performing is in a way or another self inflicted, motivational and enjoyment issues come quite naturally. In contrast, when a performance has to be carried out as an assignment issued by someone else, motivation can be difficult to achieve. This extreme negative case is understandably difficult to overcome, but motivational problems are confronted by all who perform frequently. 

In a positive case, performing is done since the performer wants to, thinks it is fun, desires to, or it is a means to do a primary function, such as doing arts of some kind. When this is the starting point, enjoyment is most probably strongly linked to the event of performing. However, when standards are set very high, reaching predetermined goals and succeeding might not be satisfactory. This can easily lead to a negative spiral even if the goal, at the beginning, was positive. The worthwhile ability of an SI person is here to anticipate these kinds of mood and motivational changes and take necessary precautions. Possible tools for resolving these kinds of issues would be to use variety in practice situations, mental preparation, and easy/rewarding tasks that impose positive loops. 

The question of setting goals is an important issue because; when the goals change the system changes and therefore the optimal SI behavior pattern changes. Too demanding goals are easily unrewarding and can become unrealistic to reach. On the other hand, if the goals are set low, higher grounds will never be reached. This is straightforward, but still holds a lot of truth and at the same time has a dualistic nature. Meanwhile, if a so called realistic view contains many constraints and is of a negative nature, the goal setting is most probably on the low side. On the contrary and unquestionably, many ground breaking leaps in arts and sciences have been such gigantic steps, that a realistic view at the time, would have prejudged the goals to be impossible. So the SI objective would be to find a balance between realistic and reachable goals and an open mind for unseen possibilities. 

Communication – interaction and feedback 

Communication, interaction, and feedback are essential parts of everyday life and are also crucial when it comes to performing. So far, the term feedback has been used in this article as evaluative or corrective information from the audience and critics, or for describing feedback paths in systems when viewing things through SI. Now the emphasis is on feedback and reaction that is instant, without delay. When feedback and reactions are instant, without real delay, the processes are more intuitive and reactive, than in processes where there is time to ponder upon options. When the process does not have a delay people use mental models. For a performer an objective is to learn creative and supportive mental models, in contrast to destructive and judgmental.

The practice and performing systems are highly complex and for apparently unexplainable reasons one day things work out much better than another day. One of the factors that adds to this complexity, is communication between people. Unspoken, bodily communication is an important communication path. It can reveal a multitude of moods and meanings, without anybody saying a word. Therefore for a performer, it is substantial to realize the influence of bodily communication and its influence power on the system and its feedback paths. 

For a performer, communication occurs at every stage of the performing process (before, during, and after). In different fields of performing the importance or emphasis on communication naturally vary. Nevertheless, if the performer has the objective of analyzing and increasing the amount of communication and interaction at every stage, new levels of understanding and succeeding will be reached. As a result of increasing interaction at every stage, of course the number of feedback paths increase. Still, if the paths are exploited properly the benefits exist. For example, if a lecturer tries to interact with the audience by asking questions and arousing discussion, the audience most probably will be more alert and learn more. Or an actor takes an unexpected turn, throws something (e.g. a ball) to the audience, and involves the audience. Indisputably, increasing interaction opens new possibilities.  

Discussion 
- Define the system at hand - A skilled performer understands which components are important and which are not. Here excluding things out of a particular system related to a performance facilitates SI behavior, since unimportant things are left out and do not disturb. Focusing on essential things also improves efficiency and makes analysis of the situation slightly easier. 

When facts and information have to be delivered to an audience in an interactive situation, the criteria is different from artistic situations. When delivering facts the performer has to know the field, rather than being a virtuoso on stage. The system where the performer operates defines some of the criteria to be met.
Basically the systems involved in a performance are the individual (the performer), the audience, the space or media where the performance takes place, other performers (including a director and other people involved), and the work or piece being performed. The interaction and importance of these systems varies between and during performances. Figure 2 a) illustrates a situation where many systems overlap and the audience is at the center, whereas in Fig. 2 b) the audience is attached from the other systems the performer is in the center. For example Fig. 2 a) could become Fig. 2 b) any time, on purpose or by accident. Moreover, it is in the hands of the performer (or director) to try to control this situation. This is a simple and crude example, but the purpose is to underline that the amount of interaction between systems varies and is dynamic. In addition, Fig. 2 could also be two different interpretations of the same performance. This again means that even if the performer defines his or her system(s) at hand, it inevitably looks and feels different for the other participants. Finally, it is the dynamics and different viewpoints of systems that will challenge every performer. 
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 Figure 2. Defining the systems at hand. Examples: a) the audience is at the center, b) the individual is at the center and the audience is attached. 
- Natural - An important characteristic for a performer is to be natural, to be yourself. The audience can easily see through an act if it is not very well practiced or natural. Typically, the performer does not want the audience to feel awkward discomfort, but by playing a role that does not come naturally, this can easily be achieved. Therefore, to achieve goals typically set for a performing situation, it is more reasonable to be natural than act out a role. For an actor in a play or suchlike, the situation is naturally different. A point given here between the lines is that one does not need to be a super-talented and self confident artist to perform.

 - Inflexibility - When Gardner discusses the socialization of human intelligences through symbols (Gardner 1983, Ch. 12, he mentions that humans often become inflexible with age. That is to say, with age people are more reluctant to try out new things and the will to experiment decreases. Although, some persons are able to maintain their flexibility or discover it again. For a professional performer a rigid attitude towards exploring is not the most sought-after characteristic, even if some superstars definitely have this quality. By definition, ground breaking performers have explored existing boundaries and broken them. Personal inflexibility is one barrier to overcome, but so are cultural, social, and systemic inflexibilities. 

- Drastic Changes - A system intelligent person is someone, who learns and is willing to adapt, if the system requires it. Naturally, one cannot know and master all the systems in advance. Moreover, humans do mistakes, miscalculations and errors. This means that an SI person should be ready to do quite large transitions in ones opinions and attitude. In practice, this can mean quite drastic changes in personal behavior and attitude. Drastic changes in attitude and behavior usually take a lot of time. Here, the word patience, once again, resurfaces. 

An example of this regarding performing could be the development of the flute. In the 19th century a new flute made out of metal was introduced. This new design outperformed the wooden version in almost all possible ways, such as, playability, and dynamic range. However, the opposition it got was strong and persistent. It took circa 50 years for the new flute to become the dominantly used one, as it is today. In a sense, this is an example of a new generation of players/performers is needed to accept a new instrument. Turning this example back to this text, an SI performer would not prejudge a system before trying it out and understanding it, at least without proper arguments.

- Affecting a system that causes behavior - A performer should realize the environment and atmosphere the audience is involved in, will produce and influence their behavior. In short, the environment, atmosphere, audience, and the performer form a system that will produce behavior. As a forte for the performer, when this system is set up adequately, the audience will be ready to behave exceptionally, compared to everyday conduct. This can be understood through an adult audience screaming and jumping in a rock concert. On the contrary, when the system is set up un-optimally, the performer has to give extra effort to affect the system. An example of this is a university lecturing setup, where the audience sits quietly without participating and practically waits for boredom with a negative attitude. Then again, even small changes in this kind of a system can radically alter the future course of the system.

- Use of all intelligences - To become a balanced performer all or most of the human intelligences proposed in Gardner’s MI theory are actually needed. That is not to say, one needs to be a virtuoso in all the intelligences to be a good performer. Rather, while performing, the strict use of the single intelligence directly related to the field where the performance is occurring, is not enough.

As an example of using all intelligences and SI in a performance: a pianist plays a piece of music. Musical intelligence is unquestionably needed and bodily intelligence is needed for physically controlling the piano. For understanding large and complex musical pieces often some sort of logical/mathematical abilities are of help, since music profoundly contains large sets of rules. In addition, for example rationalizing a practice program can increase efficiency. Visual intelligence can help the player to keep on track in long pieces of music, when they visualize the course of the piece through images. Some people also visualize musical themes and chords through colors and images. If the music contains lyrics, linguistic intelligence helps to understand the feel of the piece. To interpret the music, it helps if the player knows what the composer wants to portray or/and what he or she personally wants to add to it. This again means that the player should know what he/she feels like, which means that personal intelligences should be in use. As described in this text, also systems intelligence can be used, e.g., for picking out essential affecting components and reflecting the performer’s role in the overall picture. 

The example above, underlines that performing is a complex and wide process, which needs a vast set of skills. What it also tries to clarify is that a weakness in a particular intelligence can be compensated by a forte in another. For example a slight weakness in a certain musical ability might be compensated through logical reasoning. Also, the possibility of an intelligence to radiate to other fields of intelligences should not be excluded.

- Good vs. SI - A good and motivated performer probably does many of the things discussed in this article. Therefore a few relevant questions should be discussed: (I) Is a good performer an SI person? Naturally, a person can be a good performer without being system intelligent, but considering things in an SI perspective, things can be improved or at least understood in a different manner. In addition, an SI performer can be good in a particular system and environment but if it changes drastically, the talent/intelligence may not be at the same level. A good performer might also possess some SI-like features, such as affecting the system in a positive way, but lacks a holistic perspective on things. (II) What separates a good performer and a systems intelligent performer? Basically the SI performer views the big picture and realizes his/hers possibilities as an affective element, which have an influence on other components. Whereas, a good performer may do many things just right, but does not have the same perspectives and multitude of viewpoints as the SI performer. For a holistic SI view to rise to its full potential, the performer should be aware of the concepts and use them at a conscious level. And yes, since the concept of SI is new, a good performer can be SI without knowing it.

Conclusions 
A systemic view on the performance process helps to define different stages and influential factors. The comprehensive picture, in a systems intelligence sense, is obtained after including the subject as an active and positive force. This addition of the subject does add to the picture and increases the web of ever changing feedback paths. Regardless of the added complexity this addition is a crucial one to obtain a comprehensive picture.

From a SI perspective a good performer realizes that he/she is a part of the performance system, so that he/she can affect the end results before, during, and even after a performance. An SI person also sees the strong feedback loops between the performers and the audience and performers, and has a systemic view on the complex entity. Through the concept discussed in this article a good performer could be described as one who charges before a performance, possibly seizes the space, is highly present during the performance, and reflects upon it afterwards through many perspectives. In addition, the performer is prepared for changes, tries to tie things together for a complete picture, searches for a balance between things, is positive, intuitive, and open minded. This utopistic performer also acts as an example and is influenced by positive examples, while being humble. When a performer reaches a proper level of skills and a balance, and understands the system at hand, he/she can dazzle and mesmerize the audience with skill, intuition, and ease.
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Seize the 


a) day, 


b) space.





Be prepared for changes.


Be prepared to change.





Reflect through as many perspectives as impossible.





Desire to confront.





Realism prevents gigantic leaps?





The system dictates the amount you interact. 
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