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The concept of performance
The establishment in Germany in the early twentieth century of theatre as an autonomous university sector and a necessary new science of art represented a break with the current conception of theatre. The literary tendencies of the eighteenth century had established theater not only as a moralizing genre but also as a "textual" art. At the end of the nineteenth century, the character of theatre as an art was justified solely by its relationship with dramatic works of art, with literary texts. 

Although Goethe already in 1798 in his text On the truth and plausibility of works of art had expressed the thought that the artistic character should be inscribed in the performance, which Wagner developed in his text The Work of Art of the Future in 1849, for the majority of nineteenth-century contemporaries the artistic character of the performance was ensured by the text they were directing. In 1918 the theatrical critic Alfred Klaar wrote in a polemic against emerging theatre: "the stage can validate its full value only if poetry gives it its content."
Theatre was considered in this sense an object of the science of literature. The founder of Berlin theatre, the Germanist Max Hermann, who specialized in the Middle Ages and early modern times, focused instead on performance. He argued for the establishment of a new science of art, theatre studies, arguing that it was not literature that made theatre an art but performance: "[...] The performance is the most important [...]". 
He did not limit himself simply to shifting the center of gravity from text to performance, but argued that the two are diametrically opposite, so that they cannot even be compared with each other: "theater and drama [...] are, in my view [...] fundamentally opposed [...], with the symptoms of this contradiction manifesting themselves at every moment: drama is the verbal or artistic creation of the individual, while theatre is the result of the audience and its servants." Since no scientific field dealt with representation, only texts and monuments, a new one should be established. Theatrology was established in Germany as a science of performance.
[…]
Of particular interest is the fact that the relationship between actors and spectators is a starting point and a central axis of his thoughts:
[The] primordial concept of theatre [...] consists in the fact that theatre was a social game, a game of all for all. A game in which everyone participates, contributors and spectators. […] The audience participates as a teammate. The audience is, as it were, the creator of theatrical art. There are so many creators of the theatrical celebration that the social character remains at the forefront. In theatre there is always a community.
The simultaneous physical presence of actors and spectators is what makes the performance possible, it is the condition that creates the performance. In order for a performance to be, spectators and actors must be in a common space for a certain period of time to do something together. 
Hermann's definition of the performance as "a game of all for all" also entails a completely new definition of the relationships between actors and spectators. Viewers are no longer seen as detached or sympathetic observers of actions performed by actors on stage and called upon to signify according to their observations, nor as thinking decoders of messages expressed through actors' actions. 

We are not dealing with a subject-object relationship in the sense that viewers object actors, nor in the sense that actors/subjects confront non-negotiable messages with viewers/objects. The simultaneous physical presence implies much more a relationship between subjects. Viewers are considered teammates and co-creators of the show through their physical presence, perception and reactions. The performance is the result of interaction between actors and spectators. Its production rules are rules of the game that have been negotiated by all participants, actors and spectators, and that are respected or can be violated by all. The show happens between actors and spectators, it is created together.
[…]
Hermann does not take into account in the definition of the performance either the texts directed or other artworks such as the scenography. He criticizes naturalistic and expressionist stage painting – to which he nevertheless attributes artistic value – and characterizes it as "a fundamental error of decisive importance". All of this is secondary to the definition of the show. 

The particular – that is, ephemeral – materiality of the performance consists in the presence of the actors' bodies and their movement in space. « In acting[...] There is the essence of theatrical art", this alone produces "the special, the most authentic work of art that theatre is able to create".

Hermann's interest is not focused on the role of the fantasy world created by acting. He speaks specifically of the "real body" in "real space", which means that he does not perceive the actor's body on stage as a carrier of meanings, as has been the current view since the eighteenth century, but that he focuses on the particular materiality of the body and space. Because these are the main things that create the performance and not only the imaginary faces and imaginary spaces, which come to life on stage. 
[…]
[Hermann] shifted the focus from the body, as a carrier of signs, as an exponent and transmitter of specific meanings, to the "real body," that is, from the point to the material property of the body. While critics start from the fact that the actor in the performance ought with his body to express meanings that pre-exist in the text – again emphasizing the primacy of the text over the performance – Herman completely silences questions about representation, that is, about the imaginary reality that the scene is called to represent, and about the possible meanings that can be given to the external appearance and movements of the actors. 

This may be linked to the fact that contemporary criticism and literary theory have highlighted these as the only important questions about a performance, so that dealing with the point character of the performance is taken for granted. However, there is evidence that Herman – like Butler – understands expressiveness and performativity as contradictory and mutually exclusive concepts, as can be seen from his definition of performance. Because by highlighting the simultaneous physical presence of actors and spectators, between whom the performance occurs, as well as the physical actions performed by the two groups as the central parameters of the definition, it precludes such a dynamic and ultimately unpredictable, both in its development and its outcome, process from expressing pre-existing meanings. The meanings that emerge in this process arise only in and through it. Hermann never drew this conclusion, at least he did not express it.
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