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Rupture & Suture 

How do performative acts of ‘Dasein’ and constructed, moments of conviviality 

influence the actor/audience relationships in interactive outdoor arts practice, 

and what is the effect of a shared sense of ‘being present’ and ‘being there’ on 

people, space and place? 

 

 “An understanding of the Husserlian1 and Heideggerian notions of “Dasein” (Being 

There or Being Present) has profound potential as a lens through which to further 

analyse performance, performativity and actor/audience relationships” (Adams, 

2013).  This statement formed the conclusion of my recent presentation for the MA 

module on Performance Contexts at Leeds University, which brought together two 

contexts, that of the difference between a map and a tour (the objective overview 

and the more subjective experience) (Fenemore, 2013) and the concept of walking 

as creative practice (Bannon, 2013).  These contexts explored in the aforementioned 

presentation provide the background to this essay in which I will use my own practice 

and experience as a street performer to observe the act of participation in both 

space and time.  By looking at participation through the paradigm of Martin 

Heidegger’s philosophical exploration of ‘Dasein’ in an outdoor performance context, 

I argue that an understanding of Dasein  is a route to a phenomenological re-

evaluation of acts of participation from both the audience’s and performer’s 

perspectives; secondly, that moments of Dasein, shared between performer and 

audience, in outdoor performance, contribute to the transformation of  space to 

place; and, thirdly, that a combination of ‘Performative Dasein’ and ‘Constructed 

Moments of Conviviality’ form the basis of a model for an “Aesthetics of Convivial 

Performance”. 

 

The performance practice which this essay explores, namely Outdoor performance 

(also known as street theatre, street arts and outdoor arts), is diverse in both form 

and content.  For clarity, I will highlight the type of outdoor performance to which this 

essay refers, namely, my own practice of interactive participatory street arts known 

                                                           
1
Edmund Husserl (1859-1938) Established a School of Phenomenology to philosophically study experience and 

consciousness.  Martin Heidegger’s (1889-1976), ontology influenced by Husserl, led  to his hermeneutic 
philosophical  explorations  of being,  space and time – the lens by which to study interactive performance in 
this essay. 
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as “walkabout character” performances, enabling me to set aside other forms of 

outdoor performance which do not serve to elucidate my argument at the present 

time. 

 

The multifarious aspects of outdoor performance 

 

The walkabout character, forms part of a style of outdoor performance termed 

“naughty, confrontative work” (Tucker, 2010, p.08).  A Walkabout is an improvised 

intervention by a professional performer into the everyday activities of a town, place 

or space with the sole purpose of engaging the (often non-expectant) public in an 

interaction or provocation.  A number of street theatre practitioners such as UK 

based Bureau of Silly Ideas2 with their Roadworkers, Dot Comedy3 with their 

Misinformation Tent and French street theatre masters, Cacahuete4 with their 

Wedding and Funeral, have expanded the premise of the walkabout character to 

create durational shows which subvert the everyday norms and rituals of their 

unsuspecting audiences. Whilst the work is subtle (it is not clear whether these are 

real occurrences or performances) it is both highly effective and engaging. Much of 

this work relies upon conversations with the public and thus the spoken word. 

 

My own Walkabout practice is more visual, aiming to insert unusual “character” 

interventions into the everyday hustle and bustle of the street scape. Examples of 

such work by Faceless Arts5 include human size bright orange and yellow snails 

performing a go slow Snailympics during UK 2012 Olympic year and a Giant (9ft tall) 

                                                           
2 Bureau of Silly Ideas (BOSI) London based street theatre company, aiming to “create inspired 
madness 
and controlled chaos in the public realm.” http://www.bureauofsillyideas.com 
 
3 Dot Comedy “renowned for their unique take on reality – creating installations, walkabouts and 
shows that mix the mundane and the absurd.” http://www.dotcomedy.info/about.html 
 
4 Compagnie Cacahuete, French masters of improvisation and urban diversion, often subverting  and 
lampooning familiar behaviour at rituals and rites of passage in the public domain.  No website 
available. 
 
5 Faceless Arts, Yorkshire based outdoor community arts company “Working at the leading edge of 
outdoor community arts practice with communities less well served.” http://www.facelessco.com 

 

http://www.bureauofsillyideas.com/
http://www.dotcomedy.info/about.html
http://www.facelessco.com/
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Heron “appearing” in streets and parks.  This type of walkabout aims to engage 

initially by visual impact, placing incongruous characters in everyday settings, and, 

once contact has been made, aims to entice the audience into interaction. The 

lineage of this type of work rests with Natural Theatre 6 with their classic Coneheads 

and Flower Pot headed characters.  Both Natural Theatre and Faceless Arts use 

arresting visual imagery in the creation of their work, however, the difference 

between the two companies lies in Faceless Arts thriving on direct engagement with 

their audience, with Natural Theatre preferring to enjoy the observational responses 

of their audience to their ‘tongue in cheek’, surreal, visual imagery. 

 

In all examples of walkabout practice, the actor is Being Present as “character” or “in 

role”, in direct interaction with the public and Being Present in space and time by 

working with and off the fabric of the spaces in which the performance takes place. 

 

Another form of outdoor performance is the small scale crowd-gathering show.  In 

my own practice, such work is narrative based, often co-authored by myself with 

participants, drawing on the community’s memories of people and place and 

performed by those communities in their communities. In this example of street 

theatre, there is little performance of character in the filmic or theatrical 

Stanislavskian7 sense but rather a portrayal of self as self or portrayal of self in role.  

During the creation of this type of participatory/applied outdoor performance, training 

in Being Present as an actor, Being Present with the community ensemble and 

Being Present with the audience is paramount for our non-professional actors. The 

lineage of this type of outdoor performance rests with the early work of Welfare State 

                                                           
6 Natural Theatre Company, based in Bath in the UK are  “world-renowned performers with a 
uniquely humourous and often surreal style”  http://www.naturaltheatre.co.uk 
 

7 Constantin Stanislavki, (1863-1938) Russian Actor and Theatre Director who developed the 
Stanislavski method of actor training , helping actors to by focus internally and draw on emotive 
moments from their own lives (“emotion memories”) to more believably portray the emotions of a 
character. 
 

http://www.naturaltheatre.co.uk/
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International 8 and is action driven, using minimal language fortified by both 

descriptive and poetic visual imagery. 

 

This essay, will not explore the crowd gathering show or the European influenced 

outdoor spectacle work of companies such as Wired Aerial Theatre’s9 The World 

Tilts, or Walk the Plank’s 10 City of Culture opening ceremonies as these, like Danny 

Boyle’s11 Isles of Wonder, London 2012 Olympic Opening Ceremony, like the crowd-

gathering street show, are narrative driven, with few spoken words, drawing poetic 

visual imagery, however, such spectacles are based in theatrical traditions of having 

clearly delineated separations between performers and audience.  

 

An Etymology of Performativity  

 

In the social sciences, performativity is used to describe the norms, habits and daily 

behaviours of individuals and society.  

 

Linguistic interpretations of performativity, though Austin’s coinage of “performative 

utterances” (Austin, 1970, in Ezcurdia and Stainton, Ed. 2013, p.30) is centred 

around the ability of speech or gestures to consummate an action.  Judith Butler 

went on to explore performativity phenomenologically in respect of feminist theory, 

highlighting that repetitive gendered gestures and speech acts are situated within 

greater social contexts and are manifestations of power and control as they perform 

identity (or gender) rather than express identity.  Butler explains this as: “identity 

instituted through a stylized repetition of acts…” (Butler, 2008, p.519). Butler goes on 

                                                           
8 Welfare State International (1968-2001) through the BaZ Kershaw book of the same Name WSI 
garnered a name for themselves as “Engineers of the Imagination:  A collective of radical artists and 
thinkers who explored ideas of celebratory art and spectacle” http://www.welfare-state.org 
 

9 Wired Aerial Theatre, based in Liverpool in the UK, Wired Aerial Theatre are the “creators of 

bungee-assisted dance” and perform predominantly in the outdoors using civic architecture as their 

stage http://www.wiredaerialtheatre.com 

10
 Salford, UK, based Walk the Plank produce light and firework spectacles and  “powerful events with mass 

appeal”  http://www.walktheplank.co.uk 
 
11

 Olympic 2012 opening ceremony http://en.wikipedia.org/wiki/2012_Summer_Olympics_opening_ceremony 
 

http://www.welfare-state.org/
http://www.wiredaerialtheatre.com/
http://www.walktheplank.co.uk/
http://en.wikipedia.org/wiki/2012_Summer_Olympics_opening_ceremony
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to explain the enunciative gendered and performed power structures at play in 

society,  

 

gender performances in non-theatrical contexts are governed by more clearly 

punitive and regulatory social conventions. Indeed, the sight of a transvestite 

onstage can compel pleasure and applause while the sight of the same 

transvestite on the seat next to us on the bus can compel fear, rage, even 

violence.” (Butler, p.527).  

 

Just like a walkabout performer, the transvestite is incongruous within the social 

norms of everyday life, however, society is often more accepting of the artifice of the 

performer, whether on stage or in the street, than they are of someone who chooses 

to perform an alternative gendered role in their day to day lives.  In the interests of 

brevity, I will not go on to explore social psychology of Butler’s gender theories here. 

 

Primarily, I am using the words performative and performativity to describe the use of 

performance in the enacting and exploration of a non-performance related construct 

- Dasein.   However, an understanding of both Butler’s and Austin’s notions of 

performativity are useful in respect of this study of Dasein when related to outdoor 

performance practice.  

 

Firstly, let us translate Austin’s theory, into an outdoor performance context, ‘that a 

“performative utterance” can consummate an action’. (p.30). In outdoor performance, 

the “performative utterance” could be a gesture that is either aural or visual or both.  

For practical reasons in outdoor walkabout performance (that is, ambient noise and 

lack of focus for passing audience) gestures are often more effective and more 

commonly used than words.  Therefore, when considering a walkabout character in 

performance, the “performative utterance” is a) the initial visual impact - the 

attraction of attention of the audience/bystander; b) a provocation of a response - be 

that a look returned, an acknowledgement, or return communication and c) the 

aforementioned facets of the performative utterance consummating the action 

through the instigation of interaction.  
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Therefore, translated into an outdoor performance context an Austinian Outdoor 

Performance Utterance = Attraction of attention + response + interaction. 

 

Because street performance takes place in the non-theatre, social and public spaces 

of town centre streets, parks or shopping centres, the work is forced to exist, and 

deal with, the social contexts as they present themselves during the performance. 

Therefore, in the Butlerian sense of performativity, the talented street performer is 

experienced at performing their own identity whilst performing the identity of the 

character that they are presenting and simultaneously holding a mirror up to 

“performed identities” of the people and objects in the space in which the 

performance is taking place. This mirroring of “performed identities” is, at its most 

subtle, a highlighting to the audience of the performer’s social observations and, at 

its most overt, a direct lampooning of an individual, social group or power structure. 

Ergo, a Butlerian “performed identity” in outdoor arts = identity of the self 

+ identity of the “character” performed + an embodiment of the identity of 

the people in the space + an embodiment of the identity of the place. 

 

Having outlined the context of the outdoor performance practice and my use of the 

words performative and performativity, I will now explore the performative act of 

Dasein in theory and in practice through four separate paradigms: 

- A philosophical understanding of ‘being there’ or ‘being present’  

- Acting “in the moment”: being present as actor 

- The actor/audience relationship: being there together, the interactive experience in 

both space and time. 

- The making of place.: The convivial experience of actor and audience, in space and time 

 

The Philosophical Theory of Dasein – in brief 

 

Dasein, commonly used in the German language to mean “existence”, is comprised 

of two German words: Da = There and Sein = Being. Put together, the word means 

being there or being present.  To Heidegger, Dasein is both phenomenological and 

hermeneutic.  Heidegger’s Dasein is akin to Being in relation to the world, in other 
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words, a human cannot exist without, and is made up of, its relationship with the 

world. 

 Dasein always understands itself in terms of its existence – in terms of a 

possibility of itself…To Dasein, Being in the world is something that belongs 

essentially. Dasein’s understanding of Being pertains with equal primordiality 

both to an understanding of something like a ‘world’, and to the understanding 

of the Being of those entities which become accessible within the world. 

(Heidegger, 1962, p.33). 

Heidigger’s exploration of Dasein, through “Being in the world”, provides spatiality to 

existence.  That is, we do not exist in isolation of each other or our surroundings.   

Thus, when a number of entities are Being in the world, the ingredients for a? 

relationship between entities, both animate and inanimate, constantly re-forms our 

understanding of Being. This understanding of Heidegger is synonymous with the 

concept of Husserlian Phenomenology (to whom Heidegger dedicated his treatise on 

Dasein – Being and Time), in that phenomenology is the study of experience and 

consciousness. In Being and Time, Heidegger proposes that Being in the world, is to 

be present and experience the world whilst being conscious of the transformative 

effect of that experience on the ever changing being. Heidegger puts it thus: “Being 

in the world – that basic state of Dasein by which every mode of its being gets co-

determined” (p.153). He goes on to explore the temporality of Dasein, through 

everydayness, historicality and tradition.  In doing so, he presents us with a further 

existential and phenomenological conundrum, that “temporality temporalizes itself as 

a future which makes present in the process of having been” (Heidegger, p.401).  

Heidegger elucidates his conundrum through the example of a Greek temple which, 

as a part of history, belongs to the past, but exists and is tangible presently.  “… ‘a 

bit of the past’ is still ‘in the present’” (p.430). Thus, just as every mode of Dasein is 

co-determined spatially, so every mode of Dasein is co-determined temporally. I 

explore this co-determination of being in space and time with regard to outdoor 

performance in more depth below. In Being and Time, Heidegger also deals with 

Dasein as issues of conscience, care and authenticity. In order to concentrate my 

argument, I have excluded these at the present time. 
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Therefore, for the purposes of my argument, I simplify the Heidegerrian theory of 

Dasein as existing in the world at a specific moment in time or,  

Dasein = Being + Space + Time, that is, Being in the world or Being 

present. 

 

How then, does an understanding of Husserl and Heidegger, Phenomenology and 

Dasein, relate to Outdoor Performance? 

 

Acting “in the moment”: “being present” as actor 

 

These are familiar terms to practitioners in the performing arts and I shall tackle them 

individually with reference to Dasein and my practice of Outdoor Walkabout 

Performance. 

 

What is it to “Be present” as a performer? 

 

The word ‘present’, as a noun, means to exist or be in a particular place (to be 

present in space), or to exist or occur now (in the present time).  Merleau-Ponty 

echoes this temporality saying that time “discloses subject and object as two abstract 

‘moments’ of a unique structure which is presence.” (p.500). Drawing on Heidegger, 

Merleau-Ponty is exploring the phenomenology of our perceptions of Being, both 

subjectively (our awareness of self) and objectively (our awareness of ourselves in 

the world).  

 

As a performer “being present” is akin to being focused on the work in hand. 

However, as an actor, the work in hand, like Dasein, is in a constant state of flux and 

influenced by the world in which the work takes place. The work develops 

phenomenologically.  It develops as the performer experiences the work and 

interprets the world in which they are working. This hermeneutic approach of 

interpretation and understanding and re-interpretation is both creative practice and a 

research act of exploring the world and the people in it.  In other words, the creation 

of performance is an iteration of Heidegger’s  “Being in the world” and Merleau-

Ponty’s “Presence”, with the added element of aesthetics. Aesthetics provides the 
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purpose.  The main reason for the creation of art or performance is to “present” the 

work and make it “presentable” for an audience to appreciate.  

 

Aesthetic considerations in the creation of non-interactive performance are largely 

finalised in the creation process, prior to the performance taking place. Therefore, 

the creation of a performance equals Dasein plus aesthetics.  Dasein + 

aesthetics = Creative Dasein. 

 

For the performer working collaboratively, the concept of “Being present”  means 

being aware, conscious and influenced by a) their own actions, b) the actions of  

their fellow collaborators and c) of the world in which they are working. 

Therefore Collaborative Creation makes use of Dasein, plus  the actor’s awareness 

of self, plus the actors’ cognisance of the ensemble, plus aesthetics (or more simply 

put, Collaborative Creative Dasein = Dasein + self-awareness + 

ensemble awareness + aesthetics). The complexity of negotiation in a 

collaborative creative process and the determination of power structures in these 

processes is the subject of another essay. 

 

For the outdoor interactive performer (whether solo or collaborating), I argue that one 

needs to heighten certain components of Dasein, giving them their own authority and 

validity.   “Being present” means being aware of the self, the collaborators in the 

performance, the opportunities for interaction in the space, the opportunities for 

interaction with the audience, being in the world (being aware of the “comment” or 

content the performance is making in the public spaces) and being aware of the 

aesthetics of such interactions for the observing as well as participating audience. In 

an interactive walkabout outdoor performance, aesthetic considerations proliferate 

throughout the creative process and during the act of performance itself.   

 

 Every artist whose work derives from relational aesthetic has his or her own 

world of forms…they operate with the same practical and theoretical horizon: 

the sphere of interhuman relationships.  Their works bring into play modes of 
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social exchange, interaction with the viewer inside the aesthetic experience he 

or she is offered... (Bourriaud, 1998 in Bishop p.165) 

 

Aesthetic considerations during outdoor performance, or as Bourriaud puts it, being 

“inside the aesthetic experience” (p.165), are both hermeneutic and 

phenomenological.  Spatially, the performers’ awareness is heightened to consider 

how they position themselves in relation to the animate or inanimate objects with 

which they are interacting. The artist is constantly assessing and reassessing the 

aesthetic considerations of how such interactions may look to an observing 

audience.  To add to the complexity of such reflexions, the entire street scape is the 

framing devise (the theatrical proscenium arch), forcing the actor to be present and 

attentive to the interaction taking place whilst simultaneously adapting to the 

aesthetics of such an action in a constantly changing environment (for example, the 

actor is working at street level, to passers-by on buses as well as to people viewing 

from an office block window). 

 

In “Chaosmosis” (in Bishop, p.79), Felix Guattari discusses an enunciative aesthetics 

of relational performance, echoing the hermeneutics of Heidegger’s Being in the 

world as well as Austins’s notion of “performance utterances” from a socio-aesthetic 

perspective.  

 

The interactive performer is reflexive to their own and their audience’s use of space 

in order to engage the audience equitably and democratically, in Guattari’s words to 

“deterritorialize” (p.79) it.  Who’s space is it anyway?  

 

 The artist and, more generally, aesthetic perception, detach and 

deterritorialize a segment of the real in such a way as to make it play the role 

of partial enunciator…The consequence of this quasi-animistic speech effect 

of a work of art is that the subjectivity of the artist and the ‘consumer’ is 

reshaped. (Guattari, 1992,  in Bishop, p.79).  

 

Here Guattari is talking about re-appropriation of real space and time and an 

enunciation of space and time in order to reshape space, changing it from functional 
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to social or relational.  He is also suggesting that the subjectivities of the performer 

and participant are being reshaped into a relational, co-habited, co-authored 

interaction. That is, Being present together in Space and Time – or Being in the 

world. 

 

Therefore, an interactive walkabout performer is embodying “Performative Dasein”.   

Dasein + self-awareness + ensemble awareness + reflexivity to 

audience + reflexivity to space + aesthetics (in the creation of and during 

performance) = Performative Dasein 

 

What does “Being in the moment” mean to the interactive walkabout performer? 

 

“Being in the moment”, refers to the immediacy and spontaneity of Performative acts 

of Dasein.  Dasein is already temporalized (Dasein = being in space and time), 

therefore “Being in the moment” is akin to Heidegger’s “Being in the World” however 

I would argue that “being in the moment” performatively is to grasp the opportunity of 

an interaction at the moment that it presents itself, to de-territorialise space in order 

to enunciate an interaction. 

 

Merleau-Ponty (2003) talks about time, “not as an object of our knowledge, but as a 

dimension of our being” (p.483). An actor training in Clown, would spend a great deal 

of time, exploring and practicing being present in precise moments in time with and 

for their audience, that is,  “being in the moment” and “presenting themselves”, their 

being,  “in the moment”.  The interactive walkabout performer also draws on these 

skills, as the performance is made up of a multitude of fleeting moments and 

interactions in both space and time. The performer needs to be perceptive about the 

length of time during which the audience shows willingness to engage before moving 

on.   The performer is therefore considering the aesthetic of time in the space and 

therefore the aesthetics of time and space in the interactions. 

 

These moments rarely make up a complete narrative through the duration of the 

performance, they exist in their own time and space and are gone.  The performance 

has no narrative conclusion, it is performed for a pre-ordained amount of time, at 
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which time the performer retreats, seeking shorter and shorter moments of 

interaction until s/he disappears into their changing/resting place. 

 

This collection of fleeting moments contributes to the perceived ephemerality of 

walkabout performance.  However, I argue later in this essay that such moments 

imprint themselves on the memory of space thus contributing to a sense of place. 

 

The actor/audience relationship: being there together, the interactive 

experience in both space and time. 

 

In the section on Being present and Being in the moment above, I have already 

discussed the levels of awareness required for Performative Dasein.  So, what is the 

participatory audience’s experience? 

 

Just as the performers are Dasein, and simultaneously transformed by Dasein, so 

too are the public as they continue in their “everydayness”.  

 

 “Everydayness” means the “how” in accordance with which Dasein ‘lives unto 

the day’ …[it] is a way to be – to which, of course, that which is publically 

manifest belongs… In everydayness Dasein can undergo dull ‘suffering’, sink 

away in the dullness of it, and evade it by seeking new ways in which its 

dispersion in its affairs may be further dispersed.” (Heidegger, 1962, p.422) 

 

Here Heidegger is talking about the day to day mundaneness of Dasein in our 

publicly and privately performed selves.  In as much as we are constantly breathing 

but rarely aware of our breath, we are in and of Dasein but rarely conscious of our 

state of being, as ourselves or in the world. Having excited his reader to the potential 

of understanding the complexities of Dasein, he self-effacingly, reduces it to the 

tedium of ordinariness. 

 

The raison d’etre of my own practice with walkabout street performance is to break 

the ‘tedium of ordinariness’, to seek out the interactive experience, to have moments 

of being together with an audience which range from the fleeting (a laugh or a smile) 
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to the profound (a memorable or awe inspiring interaction).  Nicholas Bourriaud, 

refers to such interactions or relational works of art/performance as “social interstice” 

explaining the interstice as “a space in social relations which .., suggests possibilities 

for exchanges other than those that prevail within the system.” (1998, In Bishop 

p.161) 

 

In order to instigate such an interstice, in addition to the multifaceted levels of 

awareness already at play, the actor interrupts the everyday lives of the audience in 

the street scape by presenting something other, something alternative and 

unexpected, a rupture. Which Bourriaud calls the “establish[ing of] micro-territories 

that [can] be driven into the density of the contemporary socius” (p.164) 

 

The effects of such interruptions are multitudinous on an audience.  The actor, who 

has all his/her Performative Dasein awareness elements engaged, has the potential 

to firstly interrupt, and intervene in the micro territory of a passer-by, then transform a 

passive audience into an active participant in the space of very short moments of 

time.  

 

 The audience can choose to react to the interruptions to their everyday Dasein in a 

number of ways.  The interruption can be 

- ignored: The disruption is unwelcome at that moment in time or place, and avoided 

- evanescent: The distraction is scarcely perceived.  The performance may or may 

not be acknowledged 

- observed: The walkabout is watched without involvement 

- arresting:  The interjection ruptures the audience’s present mode of Dasein 

- suggestive: The performance proposes new possibilities of perception or being, 

that is, it draws attention to other people or things 

- conversational: The performer instigates interaction (physical or verbal dialogue) 

with the performer 

- prompting: The performance instigates action for the audience with, or separate 

from, the performer  
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- a shared experience: the interruption instigates social interaction with others (a 

relational suture), and orchestrates shared moments of being in the world together, 

which may or may not include the performer. 

  

These levels of interactivity are not comprehensive.  They can be cumulative or can 

exist individually. I would also argue that the first intervention does not constitute 

engagement, whilst the others contribute to varying depths of engagement as 

follows:  

Indifferent         Engaged/Passing Complicit/ Shared 

experience 

Ignored  

Evanescent 

Observed  

Arresting  

Suggestive 

Prompting 

Conversational  

interactive 

 

 

    

                      

                                 

                       Socially  

       

It is my experience as a walkabout performer, and as a participating audience of 

walkabout performance that, for fleeting moments, by presenting an alternative, 

sometimes bizarre and out of context “vision”, the performance uses moments of 

interaction, interruption and provocation to provide opportunities for participants to 

temporarily shelve, escape or master, their everydayness, or as Bourriaud eloquently 

puts it,  the artist produces “relational space-times, interhuman experiences that 

…are in a sense spaces where we can elaborate alternative forms of sociability, 

critical models and moments of constructed conviviality” (p.167) 

 

What conditions need to be in place to enable the audience to move from observer 

to participant, to abandon everydayness and enter into complicity or, as Bourriaud 

puts it, a moment of constructed conviviality?  
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The making of Place: The convivial experience of performer and audience, in 

space and time 

 

This essay has discussed notions of being present as a performer, being present in 

the world and the effects of a performer being present in space and time with an 

audience in order to instigate an encounter, a moment of conviviality, a relational or 

interactive experience.  

 

Lefebvre (1991) talks about the power structures at play in our public spaces, that 

our spaces are produced and controlled. Bourriaud laments “that neighbourhood 

relations have been impoverished” and that “the general mechanisation of our social 

functions is gradually reducing our relational space” (p.162). 

 

As a street performer, key to my practice is a desire to reclaim the street as a place 

for creative, cultural gathering.  The work veers towards bizarre, visual interventions 

as it struggles for a place in the mechanised street scape of buses, cars, automatic 

doors, beeping pedestrian crossings, the 9-5 working day with an hour for lunch, 

seven days a week and that incessant barrier to meaningful interactive performance 

experience, the mobile phone with built in camera, forcing the performer away from 

relational interstice to presented pose. 

 

With regard to relational space, I interpret space as the physical area in which an 

action can take place or a human/object or entity can be.  A performance encounter 

in space, temporalizes the space making that moment in that space unique.  This, I 

argue is the making of place. It is what makes the space habited and habitable.  To 

inhabit a space may suggest ownership of the space, but I see it as more 

democratic.  I see it as the actor and the audience co-habiting the space for a 

moment in time and, at that same time, they are “being in” or “being a part of” the 

space with many others who may or may not be complicit in the particular shared 

moment.  This “being a part” of the space inter-relationally and interactively 

generates a shared memory. Linking back to Heidegger, it is a shared memory of 

Dasein or Being in the world.  In The Practice of Everyday Life, DeCerteau talks 

about memories tying us to a place and that these memories give a place its 
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character. (1984, p.108). I agree.  Memory is unique to space and time and the 

people in that space at that time.  It is this memory of a unique experience in a space 

that contributes to the fabric of place.  

 

When the audience moves on beyond the interaction, and the street scape reverts to 

the contemporary socius, subsumed again by the mechanisation of social functions, 

is this sense of place lost? 

 

I argue it is not.  As a performer giving a thirty to forty minute walkabout performance 

in a city centre on a moderately busy day, I can instigate complicit/shared experience 

interactions with a member of the audience every few minutes.  I can be engaged in 

passing interactions with an audience member every few seconds.  These 

interactions, complicit or passing, create memories for the participants.  The 

interactions are then observed by an audience who are engaged but choose not to 

interact.  They too perceive a unique moment in space and time - for them, also, a 

memory is created. That particular public space is now the place they saw a child 

reach up to touch a giant heron. As Guattari puts it “the event of [the] encounter can 

irreversibly date the course of an existence and generate fields of the possible ‘far 

from the equilibria’ of everyday life” (In Bishop, p.79).  In other words the encounter 

creates, a “rupture” in the contemporary socius. An outdoor interactive performance 

= a conscious aesthetic rupture in the equilibria of everyday life. 

 

Guattari’s notion of Existence = being in space in time (or Heidegger’s Dasein – 

Being in the World).  The dating of an existence = memory.  A memory of space = 

place (De Certeau).  A shared experience = a moment of conviviality (Bourriaud).   

 

The walkabout performance generates alternative and unexpected opportunities for 

social interaction or as Bourriaud puts it a series of “moments of constructed 

conviviality” (p.166).  In other words, the performance is creating  a “suture” in the 

fragmentation of the contemporary socius. 

 

When a walkabout performer draws on all their elements of Performative Dasein 

(Dasein + self-awareness + ensemble awareness + reflexivity to audience + 



Bev Adams  

27 January 2013 

 

reflexivity to space + aesthetics) to create a  rupture in Dasein and the 

performance/interaction itself creates a moment of constructed conviviality (a suture 

in the contemporary socius) then an Aesthetics of a Convivial Performance = 

Performative Dasein  + Constructed Conviviality.  
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