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ABSTRACT 

As a performance artist, I have experienced a strong synergy connecting performance artists, 

the work they make, the network they create and inhabit, and the trust that binds them 

together.  I wanted to discover how that network operated.  Therefore, this doctoral research 

project focuses on the question, “What is the operation of the global performance art 

network? ”  Network theory forms the overarching theoretical framework, with the additional 

concepts of trust, community, social capital, and performance art playing a key part in the 

analysis.   With no known research into the global performance art network to date, the 

research will contribute to theory development and practical perspectives in relation to 

performance art.   

In addressing the research question, I acknowledge my personal ontology and self-interest in 

the subject matter.  This duality of researcher / participant has allowed for a conscious 

ethnographic approach to this research.  I have adopted a pragmatist paradigm in approaching 

this research question, which encourages a mixed methods strategy, combining quantitative 

and qualitative research methods, allowing for triangulation of data.   

The program of research contains three studies that together address the research question.  

An auto-ethnographic qualitative participant observation of the network comprised Study one.  

Study two involved qualitative semi-structured convergent interviews with network members, 

while Study three was a quantitative longitudinal social network mapping analysis, using a 

historical/comparative cross-sectional approach.   

The findings of this research indicate that the experience of trust is intrinsic to the networks’ 

operation as artists trust themselves (self trust), artists trust their audience and other artists 

(interpersonal trust) and further there is an experience of generalised institutional trust within 

the network as trust becomes a social norm within the network. The research outcomes 

included theoretical development around networks and trust and the practical application of 

these findings to network development in other industries. 
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CHAPTER 1:  

INTRODUCTION 

….the room is warmly lit, the space is filled with one thousand kilograms of empty bullets; I sit 

and let* the final 500mls to make a total of one litre of my blood to be used in this 

performance.  People begin to enter the space, shuffling in and out.  I don’t know how long 

they stay, my perception of time has shifted…has it been an hour…maybe two?  From time to 

time, as an audience member moves across the room, I hear the sound of the empty bullet 

shells falling on each other.  It is a pleasant sound and it reminds me I’m not alone.  I continue 

to write the words I am given, as audience members respond to my question, “What are your 

thoughts about war, what are your hopes for peace?”  I continue to transcribe their words in 

my blood until there are no more words, no more blood or no space left on the canvas to 

continue.  As I read and write their words, tears come to my eyes, as strangers offer me 

intimate details about their own and other family members’ experience of war and offer their 

most private hopes for a better world.  This is my recollection of a piece of performance art I 

performed as part of the Brisbane Festival: Under the Radar program in 2008 called 1LTRE OF 

BLOOD 1000 KGS OF BULLETS. 

Image credit: Sharka Bosakova 

 

Figure 1: 1 LTRE OF BLOOD 1000KGS OF BULLETS, R Cunningham 2008      

*”let” from the vernacular of bloodletting 
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I entered the performance art scene as an inquisitive sound artist who dabbled in installations 

and performative environments.  After experiencing live performance art in 2007 I immersed 

myself in the field by making my own work locally, communicating via online performance art 

email lists and curating local performance art events.  Within the course of 3 years, I had been 

invited to perform at international festivals.  This made me begin to question—how does an 

unknown Australian female artist, involved in the sector for only three years, go from making 

performances in her own backyard to being invited to the longest running and one of the 

largest performance art festivals in the world? What property of the global performance art 

network had allowed this to happen? 

In overview, performance art is a niche genre within the performing arts that has seemingly 

actively sought to evade definition and institutionalisation for decades.  A definition by 

performance art historian and curator Rose-Lee Goldberg (1998, p. 12) states that although 

the genre defies definition, it may be thought of as “live art by artists,” although every 

performance artist approached by Goldberg appeared to have their own personal definition.  

The definition I will use in this research is my own and is a conceptualisation and extension of 

Goldberg’s definition, that performance art is art produced by real bodies, as real action, in 

real time.  This definition of performance art relates to the practice of live art and action art; 

enveloping the key elements of the practice which are experimental, experiential and 

ephemeral (Goldberg, 1998; Phelan, 1993). 

Performance art emerged around 1960 from the work of the Viennese Actionists,  as well as 

from the cultural movements of Futurism, Dada, Fluxus and experimental theatre (Goldberg, 

2004).  There is a long tradition of community involvement and political activism in 

performance art, with a focus on humanitarianism, activism, and the live moment (Goldberg, 

1998; Phelan, 1993).  Unlike traditional forms of performance which infer the imaginary, the 

pretend, or surreal, performance art is essentially stripped of façade, with many artists looking 

to the real and the ritualistic for sources of meaning and connection (Berghuis, 2006; 

Goldberg, 1998).  This opting for the real moment of meeting via ephemeral contact is often 

preferred by performance artists as such an environment may allow space for metaphysical 

transformation (MacLennan, 2004). 

The impetus for this research is based on my own experience within the global performance 

art network.  Within this network I have been shown great generosity and trust and have 

entrusted others in return.  Such seemingly unusual behaviour from people who are practically 
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strangers has driven me to enquire about the performance of this particular network, and why 

this phenomenon of trust appears to be so prevalent within it.    

In my experience, trust is essential to the operation of the global performance art network.  I 

have met numerous artists who speak of trust as existing in their work and in their ideals of 

how the world could operate.  In addition, I have seen such trust explored in their performance 

practice, and have been offered their trust in real life situations.   An example of such trust in 

performance is Lynn Lu’s performance of “trace” which I witnessed at the Future of 

Imagination IV: International Performance Art Festival, Singapore in September 2007.   The 

artist’s description of the work follows: 

Over the course of ten hours, visitors were invited into my tent one person at a 
time.  They closed their eyes as I scripted text in their palms with my fingertip.  
Some participants were able to link the characters together to discern terms of 
endearment such as ’honey’, ’sweetheart’, ’darling’, etc.  Others did not make 
out meaning from my finger traces and simply succumbed the feather-light 
sensations upon their skin.  When they opened their eyes, I invited them to 
‘leave your mark on me’.  And marked I was: I was variously bitten on the neck, 
kicked in the shin, stroked on the cheek, kissed on the mouth, petted on the 
head, licked on the nose, touched on the heart, told a dark secret, inhaled, 
given a tear, gazed at, glared at, clapped at, gnawed at, blown at, whispered 
at, finger-written on, administered acupressure, and bestowed blessings of 
peace (Lu, 2010). 

This performance took place in a large white performance space, in which the artist had set up 

a small tent where one by one, audience members entered, and after a short time, exited.   

Upon entry to the tent or sanctuary, Lynn welcomed the audience member of whom I was 

one.  The space within the tent was open and light, while obviously small in size and enclosed.  

Although I knew there were people outside of the tent, there was a sense of isolation once 

inside.  The performance was intimate and peaceful, yet I left the tent feeling unnerved by the 

request to “leave your mark on me.”  I think I had been startled by her slow and measured 

request, I remember a tear coming to my eye as I took her hand in mine, and kissed her cheek 

in reply.  Once I had exited, I was wondering why I had responded so emotionally to this simple 

and open gesture.  And it was simply that.  It was a simple and open performance in which the 

artist had requested trust in the closing of one’s eyes and then invested trust in return by 

positioning an invitation for the audience member to leave their mark on her. 

Within the network, I have also experienced being offered interpersonal trust by network 

members I had only just met.   An example of this is the trust given to me by Agnes Nedregard, 

a performance artist based in Bergen, Norway.  I met Agnes at the National Review of Live Art 
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(NRLA) in Glasgow 2008 where we talked about performance art, life, and philosophy at the 

bar.  Later that year, I emailed Agnes and requested that she submit a video for a performance 

festival I was co-running in Brisbane called “exist in 08” to which she obliged.  We met again at 

the NRLA in 2009, where we again, talked about performance art, life, and philosophies at the 

bar.  As I was staying in the UK for some time in 2009, she invited me to see a work she was 

making at that time in Glasgow, which I did, and she visited me in Inveraray (two hours west of 

Glasgow) while I was living there.  She said I should visit her in Bergen while in the Northern 

Hemisphere.  By this stage, we had spent approximately 30 hours together in total.  In 

September, my husband and I took Agnes up on her offer and we visited her and her son in 

Bergen.  On the evening of our arrival, we met Agnes and her friends in her apartment and 

spoke all night of art, economies and futures.  The following morning (after less than 40 hours 

together), Agnes said that she had to go to China for a performance art festival, but if we 

wanted to stay in Bergen we were welcome to free lodgings for as long as we desired.  When 

the time came, she handed me her house keys and off she went.  We stayed two weeks in 

Bergen, and when it came time to leave, we left the keys in her mailbox.   

These are two simple examples of trust within performance art practice and within the global 

performance art network, of which there are many others. It is such experiences that 

propelled me to investigate why there seems to be an impulsion to trust within the network, 

why trust and intimacy seemingly develop so rapidly within the network, what properties of 

the network might allow for such an evolution of a performance art career over the course of 

three years and why it appears that trust is an operational mechanism of the network itself. 

Having noted the essential impetus of my research and before moving onto Chapter Two, the 

following background to the research, research questions, contribution and justification, 

methodological overview and outline of the thesis are provided prior to outlining the 

overarching structure of this thesis.   

1.1 Background to the research 

The setting for this research is the global performance art network, with network theory 

forming the overarching theoretical framework for this thesis.  The study of networks has been 

used in a variety of fields from organizations and animals behaviour, to web pages and 

electricity grids (Prell, 2012).  The study of the operation of a network may include looking at 

its structure and evolution which in turn offer insight into the activities and behaviour of a 

network (Prell, 2012).  There are many different ways in which to analyse a network; from 

looking at the network from the point of view of the individual node (ego-centric analysis), 
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looking at the network from the view point of a relationship between two nodes (dyadic 

analysis),  looking at the network from the view point of a relationship between three nodes 

(triadic analysis), as well as looking at the network as a whole (whole network analysis) (Prell, 

2012; Scott & Carrington, 2011).  When looking at a social network, in most cases, this is a 

study of a group of people which interact on some level.  Examples of social networks may be 

people who work for the same organization, co-authors on a scientific paper, or conference 

attendees (Scott & Carrington, 2011).  Within this study, the social network is made up of 

people who identify themselves as performance artists, live artists or action artists.   

Network theory is an appropriate theoretical framework as this research is focused on the 

behaviour of a social network, and in particular, the operation of trust within this network.  As 

such, in addition to network theory, additional concepts of trust, cooperation, community, 

social capital and identity theory play a key part in the analysis.  Each of these literatures 

present  broad fields of research conducted within a number of sectors, including 

organizational management and change, human resources and employment relations, cultural 

studies and psychology (Bigley & Pearce, 1998; Colquitt, Scott, & LePine, 2007; Mollering, 

2013; Rousseau D.M et al., 1998).  Although there is great breadth within these key literatures, 

the focus on social networks and organisational behaviour in this thesis aligns with the scope 

of the research.  As both social networks and organizations are made up of a series of 

individuals, it is fitting to look at the impact of the individual and how the behaviour and 

ideology of one may permeate throughout the whole network (Prell, 2012).   

1.2 Research Questions, Contribution and Justification 

This thesis aims to explore the properties of the global performance network that allow it to 

operate.  Due to the scope of this study, the research question “What is the operation of the 

global performance art network?” was formulated. In answering this question, I will be paying 

particular attention to the role of issues such as trust and cooperation and the experience of 

utopia within the performative moment.  

This primary question hold sub-questions including:  “Do participants experience trust and 

cooperation within their practice?” “How do participants experience trust in the network?” 

“What type of trust is at work within the network?” “What is the relationship between 

participants' perceptions of the global performance art network and the network's structure 

and operation?”  “Has the network’s evolution and structure had an impact on the 

development and operation of trust?” “Is trust a dependent or independent variable of this 



Chapter 1 Introduction 

Griffith University 6 

network?” Each of these questions will be investigated during the course of the three studies 

undertaken. 

This thesis contributes to a range of sectors as this project speaks to a number of gaps in 

literature including the performance art, ethnographic, phenomenological, trust, and networks 

literatures. Each of these contributions will be outlined in turn. This project contributes to the 

performance art literature, being the first known network study within the sector. There is also 

a gap in knowledge of the performance art sector from an ethnographic perspective, which 

studies one and two have effectively addressed. Study one and two also contribute to 

performance art practice and phenomenological research as they offer a unique insight into 

network members’ experience of the practice itself, alongside their experience of network 

operations. Study one and two further speaks to a gap in the literature in trust in the arts. 

Although there have been studies undertaken within the cultural sector (DiMaggio, 2011; 

Foster, Borgatti & Jones, 2011), a deeper understanding within the context of performance art 

is yet to be explored.  An understanding of the operation of trust within a given sector can 

provide insights into mechanisms which drive the behaviours and social norms of the sector. 

There has no known research into the operation of trust within this sector and findings may be 

extrapolated out into the broader networks and organisational arenas.  

 This social network analysis contributes to the social network literature as it shows a unique 

insight into a global network from a quantitative perspective. Study three offers an approach 

to the creation of SNA matrices when confronted with rich and heavy data, and as such offers 

a contribution to the SNA methodological literature. This method may be applied to data from 

a range of industries.  Further, there is a contribution to methods in the integration of first, 

second and third person data in studies one, two and three respectively as outlined in the 

Discussion Chapter 7. Study three contributes to the networks literature as this research 

includes the first known longitudinal social network mapping of this sector. Due to the long 

history of the exploration of trust in networks (Granovetter, 1973; Granovetter & Soong, 1986; 

Uzzi, 1997) we know that there are a range of drivers that propel trust within networks. 

Previous research demonstrated that the density of a network typically grows over time, as 

individual actors increase their interactions (Granovetter, 1985).  As such, networks exhibiting 

a high density may contribute to the strengthening of trust between individuals and/or groups 

(Pretty & Ward, 2001).  As described by Bodin et al (2006) this is important for a number of 

reasons is it decreases the risk and cost of collaboration (Burt, 2003).  Also high density may 
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also benefit the spread of information throughout a network by increasing the accessibility of 

information (Abrahamson & Rosenkopf, 1997).    

It is anticipated that this first network study of the performance art sector may offer some new 

insights into network structures and behaviours. study three may uncover if trust is an 

independent or dependant variable of the network and may debunk some of these considered 

norms of effective network structures. This will specifically link to the experience of 

performance artists and their perceptions of this network which can be considered. Finally, 

this thesis contributes to the trust and SNA literature as it offers a real world example of a 

network whose primary commodities are ephemeral: the experience of the practice, and the 

exchange of trust.  

1.3 Methodology overview 

This research incorporated three studies in order to answer the primary research question.  

Within this research I adopted a pragmatist post-postmodern subtextual phenomenological 

paradigm (Denzin & Lincoln, 2000; Lincoln & Guba, 2000; Zurbrugg, 2006). This paradigm will 

be explained in chapter three. A mixed methods strategy, combining quantitative and 

qualitative research methods was implemented and allowed for the triangulation of methods. 

Triangulation as methodology for discovery has been utilized by researchers in a range of 

fields, combining quantitative and qualitative research methods resulting in the triangulation 

of methods (Brewer, 2000; Tashakkori & Teddlie, 1998).  Further, both qualitative and 

quantitative data have been collected simultaneously allowing for the triangulation of data 

(Tashakkori & Teddlie, 1998).   

The mixed method case study design was developed as three studies.  Firstly, following the 

prescription of Park and Geertz, (Brewer, 2000; 1988), study one offered a thick description of 

my experience within the network.  Secondly, in order to explore whether my experience was 

an isolated incident and unique to only me or whether there was more general application, I 

interviewed other artists about their experiences of trust in the network within study two. The 

utilised data collection technique of interviewing has been championed as the most important 

source of information in qualitative research (Easterby-Smith, Thorpe, & Lowe, 2002).  Finally, 

study three investigates the evolution and structure of the network through a longitudinal 

social network analysis.  

 As the focus of this research is on the operation of trust within the global performance art 

network, a whole network approach was appropriate and adopted in the present research.  
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Although the study of individual or ego networks can provide insight into areas of the network, 

the study of whole networks can have a significant impact on facilitating a researcher’s 

understanding of the impact on individual members of the network (Provan, Fish, & Sydow, 

2007) and so fitted within the direction of this research.  As outlined, this research combined 

qualitative auto-ethnographic research (study one), qualitative ethnographic research (study 

two) and quantitative data (study three).  This application of a mixed method case study 

design has thus allowed for numerous sources for data which tends to converge, providing 

detailed information about the research question (Yin, 2009). 

1.4 Outline of thesis 

Having presented the inspiration and outline for my research, chapter two: Literature Review 

outlines the research context and major research question and its subsets more specifically.   

Chapter three details the methodology undertaken in this research.  Chapter four takes a 

phenomenological auto- ethnographic approach utilising a qualitative participant observation 

of the network. Chapter five presents an ethnographic qualitative content analysis of semi-

structured convergent interviews with 29 network members from around the globe. Chapter 

six is a longitudinal social network analysis from archival data. This is followed by chapter 

seven’s discussion, conceptual integration and conclusions to this thesis 
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CHAPTER 2: LITERATURE REVIEW 

2.1 Introduction and aims:  

As this is both a new area of research and a cross disciplinary study, this chapter is a review 

and synthesis of pertinent literature relating to the primary research question “What is the 

operation of the global performance art network? ” In order to keep within the scale and 

scope of the thesis, three key areas of literature are outlined below: Performance Art, Trust 

and Networks.  Each of these areas are multifaceted, with literature found in many disparate 

fields, including sociology, psychology, political science, biology, genetics, organization science 

and more.  Hence, this literature review expounds upon each key area and pertinent 

applications are teased out.  As such, the literature review comprises two components: the 

background to literature and the theoretical framework.   

The background to literature begins with Performance Art including a historical overview of 

this field, along with descriptions, analysis of practice, and preliminary conclusions.  This is 

followed by a discussion of trust, including a functional definition, influence on cooperation 

and altruism, and its evolution in a knowledge-based economy.  The theoretical framework 

follows with networks, defining networks, network structure, network development and 

evolution, network governance, network outcomes and effectiveness, network as a 

community, social capital in networks, trust in networks and trust in performance art 

networks. Figure 2 offers a visualisation of the overlap and interplay of these literatures. 
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Figure 2: Visualisation of Literature Integration 
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2.2 Background to literature 

2.2.1 Performance Art 

Performance art is a unique genre within the broader domain of the performing arts, emerging 

from various traditions and cultural movements to become an identifiable genre.  This chapter 

presents a brief history of performance art, outlining important precursors, followed by a 

description of trust within performance art practice itself, a preliminary outline of trust 

experienced in the network, and how the network operates in practical terms. 

2.2.1.1 Brief history 

Performance art emerged around 1960, with some of its foundations associated with the work 

of the Viennese Actionists, as well as in the cultural movements of Futurism, Dada, Happenings 

and Fluxus (Goldberg, 1979).  Although these foundations made contributions to the emerging 

genre of Performance Art, they did not define it; while performance artists draw upon 

historical arts practices for inspiration, the genre has and continues to push the boundaries of 

experience by moving beyond a regular canvass or an identifiable stage (Heathfield, 2004).  

Accordingly, the primary focus of performance art is to convey ideas and question current 

thinking with the goal of transformation (Berghuis, 2006; Nieslony, 2013).  Further background 

on the history of performance art is presented in Appendix 1.   

2.2.1.2 Performance art today 

Performance art practices today are in some ways similar to those that took place in this field 

over fifty years ago, as many of the symbols, materials, and intentions are still in high 

circulation. This may be seen through the work of Alastair McLennan, BBB Johannes Deimling, 

Boris Nieslony, Esther Ferrer, Guillmero Gomez Pena, Jamie McMurray, Linda Montano and 

Rocio Boliver among others. One major change is that of technology, with some artists 

embracing the much potential that it avails. One particular example of the acceptance of 

technology is the artists’ use of the internet.  In the 1990s, with the growth of the internet, 

performances went online with artists utilizing online free ware to broadcast their works.  

Some artists began making personal websites and uploading documentation images and video 

streaming on their sites, so their performances can be viewed at the viewer’s leisure.  The 

digital storage of large amounts of data has enable digital archives such as the National Review 

of Live Art held at the University of Bristol (Bristol, 2012) the Routledge online archive 

(Routledge, 2013) and even the grass roots PerformanceMap (EXIST, 2013) to proliferate.  This 

innovation enabled geographically isolated performance artists to present and promote their 
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works online.  In the past decade, sites using online freeware such as “Ustream” and “Skype” 

enabled artist to present their work “live” although they may not be geographically present. 

Examples of such presentations include works presented by Colm Clarke who was involved in 

an event I ran in January 2010 called “exist-ence.” In this case, the online freeware ustream 

was used to send live images of his performance in Belfast, Ireland to a venue in Brisbane, 

Australia (Cunningham, 2010a). Examples of online promotion can be seen in countless event 

pages on Facebook and Myspace and other social networking sites set up by artists, allowing 

artists to see each other’s work and build relationships without having to rely on local 

contacts.   

Although performance art places a priority on the live exchange, there continues to be much 

talk among practitioners regarding the documentation of events so that they are not lost ‘into 

the ether’, but are maintained through some trace of what occurred (Wheeler, 2003, p. 497).  

Some examples of online archives that serve this function include NEW MOVES 

INTERNATIONAL (International, 2010),  Performalogica (Performancelogia, 2010), Indonesian 

Art Digital Archives (I. V. A. Archive, 2010) and Agor8 (McBride, 2010).  The combination of 

globalisation, the blurring of geographical and political bounds (such as the formation of the 

EU, collaborative efforts in Asia and Latin America) coupled with the competitive costs for air 

travel has allowed for a the greater level of transitivity between artists thus facilitating a cross-

pollinating of the practice around the globe.   

 2.2.1.3 Performance Art, utopia and the sublime  

While performance art is a relatively recent phenomenon that can easily associate with 

contemporary society, its history can also be contemplated through an ancient lens. Although 

there are many volumes on the epistemology of knowledge, this section acknowledges a 

narrow but significant part as I am examining whether utopia can exist within the performative 

moment. The concept of utopia has been with mankind throughout the centuries.  Almost 

every society has their own story of the beginning of time, often an idealised memory of some 

perfect era where humanity’s needs were met and harmony flowed freely between human 

kind and their environment.  This notion can be found in Hindu epics, Chinese Taoism, the 

Dreamtime of the Australian Aborigines, the pagan Golden Age and the Judeo-Christian 

Paradise or Garden of Eden.  Within secular western traditions, this notion has been propelled 

by writers such as Plato in his Republic (Plato, 1955 {360BC}, p. 4) and  Virgil’s Arcadia to name 

a few examples (Kumar, 1991,  Morris & Kross, 2004). The following examines the concept of 
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utopia and its connection to the sublime, the experience of time and its relationship to 

performance art. 

The term “utopia” was coined by Sir Thomas More and it was the land of Utopia that he wrote 

about in his novel entitled simply “Utopia” (More, 2003 {1516}).  The word itself is a pun in its 

phonetic makeup of three Greek terms: eu, meaning good; ou, no, non or not; and topos, 

meaning place; the result is a mixture of good place/no place (Kumar, 1991, p. 1; Sargisson, 

2007).  The alternative understanding of ‘no place’ and imaginary unattainable ideal has 

remained within contemporary consciousness. The suggestion that utopia is the state of 

perfection many scholars deem to be “dangerous” (Levitas, 2007, p. 50; Popper, 1945; 

Sargisson, 2007, p. 30).  It is in this mode where utopia presents its alter ego, dystopia or anti-

utopia; the inversion of utopia, where one’s dreams of the future are realized in their most 

hideous and nefarious form (Popper, 1945; Sargisson, 2007; Walsh, 1962, p. 14).  When utopia 

takes this form, it becomes an oppressive, didactic roadmap to concrete ends (Levitas, 2007).  

This fear of a dream of perfection turning to nightmare occurs most frequently when the 

dream becomes static, when ideas develop into dogma (Sargisson, 2007).  Fortunately, utopia 

is not static according to prominent writers in the area (Levitas, 2001; Reis, 2001; Sargisson, 

2007).  Utopia is conveyed as a transformation; scholars describe utopianism as “social 

dreaming” (Sargent, 1967, p. 3; 1994) and a “Not Yet” mentality (Bloch, 1986), of striving 

towards a better way of being (Levitas, 1990).  In addition, utopia is never just a dream as 

some writers have indicated in statements such as (utopia) “always has one foot in reality” 

(Kumar, 1991, p. 2) while  H.G.  Wells recalled the tension between the possibility and actuality 

of utopia (Kumar, 1991, p. 3).  Utopias are entrenched in the culture and time in which they 

have emerged.   Utopia within 20th and 21st century discourse has been explored in a range of 

arenas, including anthropology, political science, the arts and the humanities.   

Within disciplines such as literature, social theory, art, music, architecture and medicine,  

utopia has been experienced in a variety of ways (Bloch, 1986; Sargisson, 2007).  Although 

each of these areas of endeavour approach utopia from a different perspective, one element 

remains constant: the characteristic of a conscious willingness for social change and 

transformation (Levitas, 2001; R. Williams, 1980) which is certainly embraced by performance 

art.  It has been written that utopia is “not a social state, it is a state of mind” (Hertzler, 1922, 

p. 314; Mannheim, 1960).  It is from this point of consciousness that utopia ceases to be seen 

as pure concept and moves to being a method (Levitas, 2007).  In this sense, what becomes 

important “is not what we imagine, but that we imagine” and in doing so extending the 
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bounds of our imagination (Jameson, 1977; Levitas, 2007).  As we imagine the world as it might 

be, in our individual and/or collective utopias, the act of the dream in turn may catalyse 

individual and/or collective change (Levitas, 2001).   

To the influential writer and poet Carl Sandburg this would be elementary and obviously 

essential for the development of human kind as “Nothing happens unless first a dream” 

(1922). This act of thinking of utopia, the imagining of the world as it may be in another space 

in another time does not arise without difficulty (Reis, 2001).  According to the German 

idealists, we, as “knowing subject(s)” must first learn about the world we currently are in (Reis, 

2001; Schopenhauer, 1966).  This is achieved, as we perceive the world we live in within a 

specific space and specific time based on our own knowing mind; our world is created 

continuously through the vagary of references, lenses, perspectives and memories we each 

hold (Mannheim, 1960; Reis, 2001).  It is with this conscious mind that we co-create, either 

consciously or unconsciously, our world via the “mirror effect” of the inner and outer states of 

being (Ferguson, 2003).  As we only can imagine what we know, then utopia is a collection or 

pastiche of elements that currently exist represented in a new way, so utopia is here now 

(Reis, 2001).  Frederic Jameson said the purpose of utopia is not to focus on our exact future, 

but rather to help us realise the outer limits of our imaginations (Dolan, 2005; Jameson, 1977; 

Wegner, 1988).  There are many volumes on the epistemology of knowledge, but such 

discussions lie outside the scope of this research.  I acknowledge this literature as I am asking 

whether utopia can exist within the performative moment, and to answer that, one must look 

at the relationship between utopia and time.  

 Mannheim speaks of utopia being inconsistent with our perceived reality; rather it 

“transcends” our perceived reality (Mannheim, 1960; Reis, 2001, p. 46).  Schopenhauer 

claimed that when individuals perceive the world a certain way, this perception becomes 

manifest within the world (Reis, 2001; Schopenhauer, 1966).  These perceptions are lived in 

the live moment; or as Bloch indicates, during the “darkness of the lived moment” or “Dunkel 

des gelebten Augenblick” (Bloch, 1986, pp. 290-300). Schopenhauer discussed the notion of 

time as being the “eternal present” or “Nuc Stans,” stating, “There is only one present, and this 

always exists: for it is the sole form of the actual existence” (Schopenhauer, 1966, p. 480).  As 

utopia is a “state of mind” existing in time, and our perception of reality is made known in the 

present live moment, and as there is only the present, then it must be possible for utopia to be 

lived now in real time (Hertzler, 1922, p. 314; Schopenhauer, 1966, p. 480). And where might 

we experience such a utopia in real time? In Art? Both Henry Marcuse and Ernst Bloch perceive 
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art as a kinetic space where alternative worlds and experiences may be expressed and 

experienced (Bloch, 1986; Dolan, 2005; Levitas, 1990; Marcuse, 1955), as may be found in 

performance art. 

In 1989 there was an exhibition of 81 paintings made by eighty women who lived on “Utopia.” 

The land of Utopia is “an Aboriginal free-hold property” situated approximately 240 kilometres 

north-east of Alice Springs in the Northern Territory, Australia, and is the territorial lands of 

the Anmatyerre and Alyawarre people (Brody, 1989; Museum, 2010; Store, 2010).  The area 

was called “Utopia” by German settlers in the 1920’s (Museum, 2010).  These paintings depict 

the utopian stories of the Aboriginal “Dreamtime”, representing an ancient people making art 

about utopia, in a place called “utopia” by settlers from around the world (predominately 

British).  These outsiders performed such great atrocities in and upon this land and to these 

people throughout the history of the colonization Australia which is far from utopian.  I 

mention this story for both its irony, and its tenuous links from utopia to art and back again.  

Throughout the history of art, artists have been presenting their ideas of utopia through the 

medium of their practice; from the dystopias of Picasso’s Guernica and the Wachawski 

brother’s Matrix trilogy to the utopian writings of William Morris, the Bauhaus architects and 

designers and more.  Utopia in all its forms is present.   

Within performance, scholars argue that it is the live exchange that may best provide a space 

for experiencing a shared notion of what is possible, to explore humanities potential and to 

attempt to share “fleeting intimations of a better world” (Dolan, 2005, p. 2) Dolan describes 

these moments of transaction as “utopian performatives” as  

small but profound moments in which performance calls the attention of the 
audience in a way that lifts everyone slightly above the present, into a hopeful 
felling of what the world might be like if every moment of our lives were as 
emotionally voluminous, generous, aesthetically striking, and intersubjectively 
intense (Dolan, 2005). 

When speaking of the present moment in art, seminal performance artist, Marina Abramović 

says, 

The present is the time-frame that we never address, because we are always 
reflecting on what happened and then projecting what is going to happen...I 
think it is in credibly important that the nature of performance is about the 
present, the here and now (Abramović, Ulrich Obrist, & Orrell, 2010). 
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Both of these texts are emphasising elements that are important to the performance art 

genre; that of the here and now, a sincere exchange, and offering a keyhole view into the 

potential of humanity.  The importance of the present, liveness, and openness within 

performance art makes this discrete field a fertile one in which to investigate the realities and 

perceptions of utopias.  Many performance artists choose to have a direct relationship with 

their audience, thereby turning observers into participants in the action.  In my experience, 

developing this sense of connection requires a certain personal openness and apparent 

generosity, and this experience has created a personal impression that performance art 

appears to embody a marked sense of trust and the altruistic. As this research focuses on the 

question of the operation of trust within the global performance art network, the appearance 

and experience of trust within Performance Art practice itself is further explored. 

2.2.1.3 Trust in Performance Art Practice 

Artists choose to make these connections between themselves and the audience in various 

ways.  Berghuis (2006, p. 7) writes  “…in order to civilize the mind, one must first make savage 

the body…” In such a setting, artists’ make their bodies vulnerable to make a connection with 

an audience.  Marcus Coates provides a comparable connection through his  work as pseudo-

shaman, such as in his Journey to the Lower World (2005) where he worked in-situ with a 

community. Another example of metaphysical transformation as a method of connection with 

the audience may be more conceptual and abstract, as artist Nicola Frangione states  

 “…utopia is real rather than abstract; what is more, real utopia is the mainstay 
of the ‘extra-action’ of the performer, as traveller of first an inner world and 
than an outer one…” (2007, p. 84). 

Performance art practice may take many forms including the active durational work of Black 

Market International, the silent / still work of Sandra Johnston, multi-media dioramas of La 

Pocha Nostra, robotics of STELARC, sound poetry of Nicola Frangione, or body action 

performances by Ron Athey.  Every artist works in their own way with their own mediums to 

produce performance art.  Intention is the primary component that makes a performance 

performance art.  This concern with humanity and transformation is evident within many 

examples of performance art.  As described below, many artists use trust in their practice, in 

particular, their relationship to their body and the audience. It is possible that trust begins with 

the individual and becomes enlivened within the performance art work as the artists presents 

a microcosm of their utopia within the performative moment.  This sense of trust, within the 
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individual, expanded into their work is then extrapolated into the network structure. So trust 

becomes an extension of the individual at work within the network. 

Seminal performance artist, Marina Abramović and her Rhythm 0 of 1974 embodies this 

connection and risk involved in many performance art works.   As demonstrated by numerous 

texts provided by witnesses and by the artist herself,  Rhythm 0 was a six hour durational work 

that took place in the Studio Morra, Naples, Italy in 1974.(Thompson & Weslien, 2007).  The 

instructions by the artist stated,  

On the table there are 72 objects that you can use on me at your will.  I take total 
responsibility for 6 hours.  Some of these objects give pleasure, some give pain 
(Abramović, 2002, p. 16).   

One of the items was a loaded gun, as Abramović  states how she “could have been killed” 
during this performance (Demaria, 2004, p. 297).  RoseLee Goldberg who attended the 
performances recounts that by the third hour into the performance the artist’s  

clothes had been cut from her body with razor blades, her skin slashed; a loaded gun 
held to her head finally caused fight between her tormentors, bringing the proceeding 
to an unnerving halt” (Goldberg, 1979, p. 165).   

In her biography the artist Marina Abramović remembers the event a little differently saying, 

“After exactly 6 hours, as planned, I stood up and started walking towards the public.  

Everyone ran away, escaping an actual confrontation” (Abramović, 2002, pp. 29-30).  It would 

be difficult to deny that this performance required an immense amount of trust by performer 

with respect to the audience.  As the artist was “inviting others to harm” and the offering of 

trust there bestowed on the audience, the performer herself removes her authorship from the 

work and is “transformed into an abject body” (Arya, 2008, pp. 35, 32).  An abject body 

becomes that of “the other,” subverting the subverting notion of the “proper/whole body”, a 

body which the inhibitor may care take, own and control (Gear, 2001). 

The human body in performance art is often presented as the other and even the abject.  

There are a range of performance practices that “ruptures the notion of the proper/whole 

body” (Gear, 2001).  The notion of “other” is linked to social identity.  Social identity has been 

defined as:  

…that part of an individual’s self-concept which derives from his knowledge of 
his membership of a social group (or groups) together with the value and 
emotional significance attached to that membership” (Tajifel, 1978, p. 63).    

Social identities play a large part in forming an individual’s personal identity as they inhabit 

social categories such as nationality, religion, gender, career, sexuality ethnicity or political 
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preference (Bar-Tal, 1998).  An individual’s location within these categories are often 

internalised and may provide a method of self-reference that becomes the lens through which 

individuals see themselves and the world around them (Bar-Tal, 1998).  When one’s views do 

not align with another’s, one becomes an “other” to the other.  The theory of otherness has 

been written about by many scholars in a variety of fields including psychology and feminist 

literature (Gear, 2001; Habermas, 1998; Thomassen, 2006).   Many artists put their bodies at 

risk and represent and otherness of their bodies within their practice.  Artists such as Ron 

Athey and Orlan use open flesh during performance, leaving it vulnerable to the audience.  

This  “savaging” or opening of the body may lead to an affect within the viewer (Berghuis, 

2006).  In order to elaborate on this topic, two instances of such risk are described, firstly in 

the work of Orlan with the open and abject body, then Ron Athey who presents a vulnerable 

and sexed body. 

“Saint Orlan”, sainthood having being self-inscribed in 1971, has a varied and large body 

of work, some of which is sited directly on and in her body (Faber, 2002, p. 85).  In the 

1990s, Orlan underwent a series of nine cosmetic surgeries, saying “I have given my 

body to art” (Ayers, 1999).  In doing so, Orlan has made her body “a site of public 

debate” (Orlan, 1998).  During these surgery performances, the operating theatre 

houses not only the patient, doctors and nurses, but other artists who perform 

throughout.  In addition Orlan herself performs during the surgeries, famously saying in 

one performance, “This is my body, and this is my software” (Hirschhorn, 1996, p. 120).   

Although Orlan is anesthetised she remains awake and responsive (Ayers, 1999) and while the 

image of Orlan during these performances shows a body in pain, she has “no pain” (Ayers, 

1999, p. 183).  To this juxtaposition of the image of a body in pain with the lack of a painful 

experience to the aesthetic, Orlan says, “...I want to remain serene and happy and distant.  I 

don’t want it to be something suicidal or difficult...I don’t suffer but I am aware that my body 

suffers, which are two very different things....”(Ayers, 1999, p. 183).  None of the cosmetic 

surgeries were to “improve or rejuvenate her original appearance” but rather Orlan went 

about deconstructing while simultaneously reconstructing both the mythical ideals and 

contemporary western notions of beauty (Rose, 1993, p. 86).  In Omiprésence of 1993, Orlan 

gave the surgeons computer generated facial features derived from a composite of faces from 

classical painting, including the faces of Diana, Europa, the Mona Lisa, Venus and Psyche as a 

guide for the modifications she requested (Faber, 2002; Rose, 1993).  This performance was 

also viewed live online from fifteen different galleries around the world (Faber, 2002).  Orlan’s 
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performances, particularly the surgical performances also bring to the fore an intrinsic and 

intense corporeality (Ayers, 1999).  This thread of the flesh and the feminine runs right 

through the body of Orlan’s work, even though the surgical performance are more “radical” 

(Ayers, 1999, p. 176).  Orlan says that her approach “has always been to question the status of 

the body in society, and in particular the status of the female body” and that the surgical 

performances however were more “focused on the real” than some of her more recent works 

(Ayers, 1999, pp. 176-177).  The body when undergoing an operation appears weak, fragile, 

dormant, it is open and vulnerable to infection and disease.  When Orlan undergoes surgery, 

Gear says, “Orlan is in control of her art: she directs the action, she is an active participant and 

not a passive patient...” (Rose, 1993, p. 323).  In this context, Orlan must fundamentally trust 

her team which includes medical practitioners and technicians. 

The second example discussed here is Ron Athey, an American performance artist who works 

intimately with his body and the flesh.  Throughout Ron Athey’s career, he has drawn upon his 

personal experience, and cultural heritage as touch stones to anchor his performances.  In 

each, the flesh, the “martyred and exultant flesh” is present (Vergine, 2000, p. 280).   From a 

young age, Athey was groomed to be a Pentecostal preacher, however in adult years Athey 

experienced intravenous drug abuse and HIV infection (Johnson, 2011).  Athey’s life 

experiences are shared both poetically and explicitly in his performance practice, presenting 

acts that challenge the sacredness of the body (Johnson, 2011). When writing about his work 

“Deliverance” Athey relates his personal history to his performance saying,  

...In my performance material, I am guilty of enhancing my history, situation 
and surroundings into a perfectly depicted apocalypse, or at least a more visual 
atrocity...it’s taken very little work for me to parallel my experiences with the 
jewelled doomsday prophecies from the Book of Revelations (Athey, 1997, pp. 
430-431). 

The cultural conversation around this practice often takes place at the intersection between 

queer theory, sex politics, punk queer and alternative cultures. Athey’s performances are 

physically challenging with the arsehole taking centre stage in some instances.  In an interview 

with Dominic Johnson, when asked about his description of the rectum as the “homosexual 

weapon,” Athey replies,  

There is a homophobic repulsion at the idea of the rectum as a receptacle for sex; or 
further, a more general body-phobia (that many gay men also share) of the turned-out 
asshole as fist-hole: punch-fucking, double fisting, dark red hankies and the elbow-to-
armpit fist.  There’s also the pathology of shit-eaters, a direct link to cannibalism.  But 
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more importantly, in our time, this particular hole garners more phobias for its 
symbolic potency as a receptacle for disease...(Johnson, 2011, pp. 506-507). 

In Dominic Johnson’s description of Athey’s short solo work “Solar Anus,” a performance work 

referring to Georges Bataille’s essay of the same title, Athey began by extracting a long string 

of white pearls from his anus, an anus which is tattooed with shards of sun beams radiating 

from its centre.  Once the pearls are removed, Athey sits on a steel and leather throne where 

he inserts hooks into his face connected to cords which are mounted in a crooked crown now 

on his head.  The hooks and the cords contort Athey’s face into an “alien grimace” (Johnson, 

2010, p. 1) The final action of the piece consisted of “Athey clasping weighty sex-horns to his 

patent stilettos, which he slowly and repeatedly forces into his rectum” (Johnson, 2010, p. 1). 

In interview with Johnson, when asked why he brings such sexual acts to the theatre, Athey 

remarks; 

...If the audience provides the possibility of an entire spectrum of experiences, 
why does the standard focus attend to the lowest common denominator and 
privilege the inexperience heterosexual? I think an image can unify the sexually 
jaded and naive, and in the transformation become something else altogether.  
That ‘something else’ can become beautiful, like a dripping strand of pearls, 
but it can also be a stand-in for violation, or, in another mood, an act of 
defiance.  What is my attraction, or drive, in exposing these actions? Honestly, 
it’s not a strategy of shock, but of generosity.  The image or action must be 
shown.  Pulling one’s punches may be the tradition, but I still quiver when live, 
real-time experience happens (Johnson, 2011, p. 507). 

With these acts, the artist must trust themselves and the work they are creating.  When 

working in collaboration, for example in Orlan’s work, the artist must also trust those working 

with them.  Other artists extend this trust out to the audience, inviting them into the 

performative space.   

Some artists choose physical touch with the audience within their performances – some 

examples include artists such as Kira O’Rielly (Untitled Action: NRLA, 2005), Rachel Parry (Fuck 

me gently into the good night) and Lynn Lu (trace).  This impact of touch in performance often 

changes the economy between performers, as Springgay states that traditionally, “the 

distancing objectification of gaze has led to a fear of contamination through touch” (2003, p. 

7).  However, when agency is offered to an audience, the audience changes from a passive 

voyeur, to active participant and witness (Springgay, 2003).There are times when this activity 

and interaction disrupts the performer, even stopping the performance.   
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These descriptive examples demonstrate that in performance art, the body is a primary 

material, tool and weapon, at times undertaking tasks, positions and presentations that may 

be considered extreme. The body is inscribed with the history memories and beliefs of the 

artist and messages are shared during the act of performance between artist and audient. 

Performance art literatures tend to focus on the practice both the materials, the setting, and 

the experience (Ayers & Butler, 1991; Goldberg, 1979, 1998, 2004; Phelan, 1993; Springgay, 

2003). However, there remains numerous gaps in the literature including; how a sense of 

social identity may form around this practice; around the performance art practice and trust as 

many of these act require trust on behalf of the artist and as trust appears intrinsic to the 

practice of many performance artists’ practice; a network approach exploring the operation of 

the performance art network or networks  

2.2.1.4 Performance Art Networks 

The global performance art network operates as an informal knowledge network. Knowledge 

networks allow for the exchange of information to be offered and received, flowing back and 

forwards between partners (Owen-Smith & Powell, 2004). In addition to participating in real 

time performances, performance artists communicate with each other about events, share 

information online via social networking websites and personal artist and event web pages, as 

well as through email lists that are free to join, and easy to gain access to (EXIST, 2013).  Many 

opportunities, such as call for works, calls for contributions, information on scholarships or 

international funding schemes, are posted in these various locations (EXIST, 2013).  Some lists, 

which are arranged by organisations, such as FADO and New Work Network, are sent out at 

regular intervals.  Others, such as the LIVEART LIST, operate on an individual basis.  If an artist 

wants to advertise their upcoming performance, or wants to find out contact details for 

another member of the network, they simply send an email to that list and it is automatically 

posted to hundreds of subscribers instantly.  These immediate connections make maintaining 

relational ties within the network expeditious and simple.  This is not unique to the global 

performance art network as other networks too have experienced the effects of digital 

communication increasing connections between communities (Hampton & Wellman, 2003; 

Palackal et al., 2011). The primary method of communication remains at the event, as festivals 

and events also play a significant role in the maintenance of the network. These live meeting of 

artists, some known, and some only known via online communications, sparks connections 

that had been previously only been potential or dormant contacts.    
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For the purpose of the research presented in this thesis, the global performance art network is 

identified as persons who identify as performance artists, live artists, and action artists who 

work toward that common goal within the sector – to make performances.  To date, there has 

not been any network study of this particular art world.  There are however, numerous 

websites that speak of the context of the practice and many more that speak of the events 

which take place (Bristol, 2012; Nieslony, 2010a, 2010b), but none of these have done so in a 

manner that is similarly systematic and critically informed.  Likewise, there are few alternative 

accounts of the performance art network that speak of the development of the network. There 

are a few documents which explicitly outline the idea of networks and networking from a 

performance art perspective, and the following example from Boris Nieslony reveals that,  

.... I would only term those manifestations "NETWORKING" which show in form 
and event the following qualities...Being within the encounter; displacement 
through analogy; simultaneousness of the most varied, mutually exclusive 
realities into integrated actualities; Non-abuse of events and matter for self-
promotion, introduction of the subjunctive; The organism "NETWORKING" 
divides itself into many bodies, many embodiments and many fields......The 
networking begins with your own body and appears on all bodies - skin tight...  
(2013) 

This poetic definition of the practice of networking that occurs in the global performance art 

sector outlines expectations about norms of behaviour, including a lack of abuse of the 

network, and a demonstration of the importance of good intention within encounters and 

exchange of resources. This resource exchange within the performance art network requires 

trust, just as trust is required in any exchange (Luhmann, 1979).  An exploration of trust 

looking at the whole network is appropriate in order to gain understanding of how the 

performance artists as a group of people work toward a common goal, exchanging resources 

over time (Provan et al., 2007).  Furthermore, there is a need for trust research in the arts 

(Mollering, 2013), and also for research looking at the operation of trust from a whole network 

approach (Bachmann, 2011) 

 2.2.2 Trust 

The central theme of trust relates to its multidisciplinary nature, and historically it has been 

the focus in the literature of many disparate fields, from sociology, psychology, political 

science, ethics, management, the arts and more  (Colquitt et al., 2007; Mollering, 2013; 

Rousseau, D.M. S et al., 1998; J.-J. Rousseau, 2004 (1762)) Further complication is added by the 

fact that trust is a multifaceted notion even within specific contexts, so there are multiple 
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considerations that must be taken into account when discussing trust within the specific 

context of the global performance network (Bigley & Pearce, 1998; Rousseau, D.M.S et al., 

1998).  Furthermore, each of the fields which looks at trust tend to define it in quite individual 

ways (Gambetta, 1988; Misztal, 1996).  The following section examines trust, with a focus on 

definitions, the development of the trust literature, the relationship between trust and both 

cooperation, altruism, the evolution of trust, and trust within the global performance art 

network. 

2.2.2.1 Defining trust 

Historically, previous research on trust been done in many different disciplines, from different 

perspectives and (Luhmann, 1979 ) as such there is relatively  little literature that considers 

trust from a comprehensive perspective, one that integrates individual, interpersonal and 

network levels of analysis  is a scarcity of literature which holds trust as a main theme.  One 

endeavour to define the term in an academic research context was by Morton Deutsch (1958) 

in his classic paper Trust and suspicion where he argued for these two concepts to be on a 

continuum, from absolute trust, to absolute suspicion. Deutsch described s trust as an 

expectation of behaviour wherein one risks negative consequences to a series of actions if one 

practices the trusting course of action (Deutsch, 1958). Deutsch described suspicion, what I 

will refer to in this text as distrust, as the inverse of trust, where an individual expectations are 

likely to be met with a negative recourse  (Deutsch, 1958). 

There have been numerous clarifications and modifications to Deutsch’s definition.   Barber 

(1983) in The Logic and Limits of Trust notes that although each field has found its own 

definition, there is little commonality, potentially creating a misalignment and 

misinterpretation (Greenhalgh, 1997), and greater confusion rather than clarity of analysis (S. 

Shapiro, 1987).  Consequently, a synthesis of the literature surrounding such definitions of 

trust was produced by Rousseau, Sitkin, Burt and Camerer (1998) from an organizational 

science perspective, however the result did not provide a definitive singular definition.  

Discordance in the attributes of trust is reflected in many aspects of the concept of trust.   For 

example there has been debate about the extent to which trust can be conceptualised as an 

intrinsically individual or social construct. According to Lewis and Weigert (1985) trust is a 

social attribute, however, Zaheer, McEvily & Perrone  (1998) perceives trust to begin with the 

individual, while Tyler & Kramer  (1996) see trust as a conscious and considered choice made 
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on the behalf of each member in society, while Luhmann (1979 ) as an inevitable and natural 

feature of humanity. 

Descriptions of the nature of trust also vary widely, including terms such as thick or thin, weak 

or strong, fragile or resilient that further convolutes the notion (Meyerson, Weick, & Kramer, 

1996; Putnam, 1993; B. Williams, 1988).  In addition, there is contention about the origins of 

trust regarding whether some individuals have a greater propensity to trust than others, 

stemming from their personal and social identity, and genetic predisposition (Adler, Kwon, & 

Hecksher, 2008; Deutsch, 1958, 1960; Fehr, 2007; Fowler, Dawes & Christakis, 2009).  There 

are various terms for personality based trust such as “dispositional trust” (Kramer, 1999) , 

“generalised trust” (Stack, 1978), or “trust propensity” (Mayer, Davis, & Schoorman, 1995).  A 

propensity to trust may come from an individual’s generalised world-views such as “faith in 

humanity” which encompasses altruistic ideals (McKnight, Choudhury, & Kacmar, 2002). 

However some genetic research indicates that the propensity to trust and cooperate is 

possibly written in an individual’s DNA  (Cesarini et al., 2008; Fowler et al., 2009; Knafo et al., 

2008).  As neither personality nor genetic precondition testing has taken place within the 

scope of this research, this personal approach to dealings with others will be considered within 

the parameters of personal and social identity.   

Research into the number of people we can trust and interact with is reiterated in a number of 

texts. In particular there is some evidence for an evolutionary upper bound of one hundred 

and fifty persons that any individual may relate to and trust (Dunbar, 1993; Faust, 2002). This 

number is thought to refer back to our evolution as a species and the necessity to survive in 

groups (Dunbar, 1993; Faust, 2002).  Indeed, one aspect that appears to be consistent in 

accounts of trust, that in some form or another - trust must exist for humankind to function as 

a society (Arrow, 1975; Geertz, 1988; D.Lewis & Weigert, 1985; Luhmann, 1979 ).  For example, 

trust is required to cross the street (trust that drivers will follow road rules), to work for an 

employer (trust that the employer will abide by the employees contract) and also to acquire 

sustenance (trust in small and large enterprises and their governance to make and supply good 

quality food products). Trust within this context reflects its multifaceted nature as most of our 

day to day needs are met by systems in which trust is essential in reducing the complexity of 

our world (Luhmann, 1979 ).  This type of trust has been described as systems trust (Giddens, 

1984; Luhmann, 1979 ) and more recently “institutional based trust” (Bachmann, 2011, p. 204; 

Zucker, 1986), which may be conceptualized as an organising principle (McEvily, Perrone, & 

Zaheer, 2003) or a social mechanism to coordinate expectations and interaction (Bachmann, 
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2001).  There are also instances of third party trust, whereby one party brokers trust for 

another, thus allowing for  parties to share a “world-in-common”, share norms, knowledge and 

experiences through this transaction of trust (Bachmann, 2011, p. 209).  As the focus of this 

research is the operation of trust within a specific network, the focus therefore will be on 

interpersonal trust, and trust within a community group.   

Considering the nature of performance art practice and the global performance art network, 

previously mentioned in this chapter in conjunction with the many ways trust is understood, 

experienced and defined within a variety of contexts and constructs, the following definition of 

trust underpins the usage of the term within this study. This definition by Hosmer includes the 

aspect of ethics, which plays a part in the making of the values systems and rules, which 

circulate within the global performance art network.   

Trust is the expectation by one person, group, or firm of ethically justifiable 
behaviour – that is, morally correct decisions and actions based upon ethical 
principles of analysis- on the part of the other person, group, or firm in a joint 
endeavour or economic exchange.  (Hosmer, 1995, p. 399) 

2.2.2.2 Development of the trust literature in organisations and the 
arts 

Trust may be conceptualized in various ways from perceptions of external intentional  

behaviors (D. Rousseau et al.,1998) to an internal inclination (Colquitt et al., 2007; D. Lewis & 

Weigert, 1985) or a Simmelian  “leap of faith” (Mollering, 2006).  As outlined in the above 

section, some scholars view trust as a component of personality (Colquitt et al., 2007; Rotter, 

1971) while others have used terms such as trust, cooperation  and risk interchangeably  (Kee 

& Knox, 1970; D. Lewis & Weigert, 1985).  Trust allows for expectations to be met while 

minimising high risk relationships  (Nootemboom, Berger, & Noorderhaven, 1997) as 

suggested by the above definition by Hosmer (1995) utilized in this research. 

The development of the discourse around trust, particularly in organisations and the arts has 

grown in the past number of decades (Bachmann, 2011; D. Rousseau et al., 1998). Trust in 

organizations has been looked at in particular in relation to performance, efficacy and trust 

between organizations in relation to interorganisational relations and joint ventures (Debufalo, 

2011; Zaheer et al., 1998).  Here trust between firms allows for both parties to operate with 

minimal stress on both organizations yet have maximal mutual advantages (Panyides & Lun, 

2009).  In these relationships, trust strengthens the relationship and transactional norms 

between these parties and increases the efficiency of these relationships, in some cases 
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negating the need for contracts (Gulati & Nickerson, 2008; Heide & John, 1992; Johnston, 

McCutcheon, Stuart, & Kerwood, 2004; Luo, 2002).  With frequent contact, trust may “build” 

over time both on a micro or individual level as well as a macro or institutional level (Antcliff, 

Saundry, & Stuart, 2007; Bachmann, 2011; Starkey, Barnatt, & Tempest, 2000; Windeler & 

Syndow, 2001).  However, long periods of interaction are not mandatory in order to build trust 

as there have been instances reported where “swift” trust evolves and resides in temporary 

groups (Meyerson et al., 1996). 

Exploring examples of trust existing in such a place where vulnerability is possibly perceived as  

normal due t6o the inherent nature of engagement, such as in the medical professions and the 

arts (Mollering, 2013) may provide deeper insight into how trust may operate in other sectors 

(Bachmann, 2011).  Trust has been researched in the arts, albeit to a limited extent 

(Bachmann, 2011).   For example, from a dramaturgical perspective, audiences are asked by 

actors to allow themselves  to be “in a position to be duped and misled” (Goffman, 1959, p. 

65), to suspend doubt while in the theatre and trust the actors, allowing both actors and 

audience members to become vulnerable (Mollering, 2013).   A recent PhD thesis from Sweden 

demonstrated  the use of trust during the process of selecting directors for theatre works 

(Naslund, 2012).   Also in the realm of the performing arts, McCarthy (2006) researched trust 

between artistic directors in Ireland and found that trust was critical for cooperation and 

eventual success or failure.  From the music sector, Khodyakov presented a qualitative analysis 

of the operation of trust within a conductorless orchestral setting (2007), while Foster, Borgatti 

& Jones (2011) researched the operation of gatekeepers in the nightclub scene in Boston.  

Finally, there have been noted studies on the operation of social networks in both film and 

television (Antcliff et al., 2007; Bachmann, 2011; Starkey et al., 2000; Windeler & Syndow, 

2001) which highlighted the importance of trust within these working groups and further 

provided examples of swift trust being developed in such settings (Mollering, 2013). 

Trust can be seen to be a “two-way process” involving the requirement of trust being offered, 

accepted and reciprocated  and as such may become embedded and thus normalizing trusting 

behaviours in a particular setting (Bachmann, 2011).  Once trust is embedded within a social 

community it tends to recreate itself, as trust promotes cooperation and cooperation breeds 

trust; thus making a potentially complete circuit of positive interactions (Argyle, 1991; Axelrod, 

2006 {1984}; Cliffod Geertz, 1988; Mauss, 1990 (1950); Nahapiet & Ghoshal, 1998; Putnam, 

1993; J.-J. Rousseau, 2004 (1762)). This perspective is of particular interest within the present 

research where the operation of trust within the network is examined. As described 
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previously, trust within the global performance art network appears to operate in this way, as 

once trust has been established as an attribute of the network, members expect trusting 

behaviours, and when this expectation is met, more trust and cooperation is offered and the  

likelihood that members may interact again increases. This cyclic effect of trust has been 

examined in various discourses on the future of trust literature (Bachmann, 2011; Colquitt et 

al., 2007; Debufalo, 2011; Ostrom & Walker, 2005).  The following sections focus on 

cooperation and trust, altruism and trust, evolution of trust and trust in the global 

performance art network, discussing specific areas of the trust literature that pertain directly 

to this research.   

2.2.2.3 Cooperation and trust 

As indicated above and further discussed by Good (1988) it has been found that cooperation is 

manifested when trust is enacted.  Likewise trust is a requirement of cooperation, as if one 

chooses to cooperate there remains a risk that the other party will not reciprocate (B. 

Williams, 1988) making cooperation and trust co-dependent properties.  Cooperation has been 

observed to be crucial to human social behaviour (Argyle, 1991).  As the focus of this research 

is on cooperation and trust within a social network who enact instances of social cooperation, 

the definition of cooperation within this research follows from Michael Argyle, who helped 

define the field of social cooperation : 

acting together, in a coordinated way at work, leisure, or in social relationships, 
in the pursuit of shared goals, the enjoyment of the joint activity, or simply 
furthering the relationship (1991, p. 4).   

The evolution of cooperation has been linked to biological evolutionary origins (Bateson, 

1988).  For example, Dawkins (1976) argued that cooperation was necessary for gene 

replication, an activity essential for survival. Bateson (1988) describes three instances where 

non-manipulative drivers for social cooperation stemming from biological stimulus, firstly 

kinship ties between family members, secondly from an intrinsic desire for the majority of all 

parties involved to benefit for an activity finally an intrinsic desire for all parties to mutually 

benefit .  So, cooperation has deep roots in human nature.  However, cooperation is not purely 

biological.  In many social settings cooperation has been found to be a productive strategy, and 

research on the iterated Prisoner’s Dilemma providing powerful examples of this (Axelrod, 

2006 {1984}).  The Prisoner’s Dilemma has been used in a variety of literatures from social 

psychology to game theory and political science (Axelrod, 2006 {1984}).  The premise of the 

Prisoner’s Dilemma is simple: there are two players each with two choices, that of cooperating 
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or defecting.  (see Table 1).  If player one chooses to cooperate, and player two chooses to 

cooperate, the result is a reward payment for mutual cooperation.  If player one chooses to 

defect and player two chooses to defect, both are issued with the punishment payment for 

mutual defection.  And if player one chooses to cooperate, while player two chooses to defect, 

then player one is issued with the sucker’s payoff, while player two is offered the temptation 

to defect, and vice-versa. 

Table 1: The Prisoner’s Dilemma 

(Axelrod, 2006 {1984}, p. 8) 

Axelrod invited experts to make programs for a Computer Prisoner’s Dilemma Tournament in 

order to ascertain what methodology would provide the best outcome when involved in such a 

game (Axelrod, 2006 {1984}).  After many iterations of tournaments under a variety of 

conditions, the program TIT FOR TAT, submitted by Anatol Rapoport, was the winning 

approach as its “robust success” was attributed to its unique combination of “nice, retaliatory, 

forgiving and clear” behaviours (Axelrod, 2006 {1984}, p. 54).  The TIT FOR TAT program was 

the simplest of all games submitted, consisting of two rules, being to cooperate on the first 

move, then copy whatever the other player chooses on the previous move before returning to 

cooperation (Axelrod, 2006 {1984}, p. 20).   

Cooperation is a robust, productive strategy, in real life situations; where cooperation is a 

regular occurrence by interacting parties, the performance of those parties them facilitates the 

potential to infiltrate other groups, that in turn may provide a catalyst for change (Axelrod, 

2006 {1984}, pp. 66 - 69).  As with the TIT FOR TAT example, cooperation may infiltrate a 

system, as a party only needs to cooperate once for TIT FOR TAT to cooperate in return.  This 

sense of reciprocity then builds momentum as more parties opt for the more beneficial pay off 

from cooperation.  This has been noted within the realm of economics as cooperation has also 

been noted as economically sustainable practice; cooperation and trust pitted together 

reduces the potential of opportunistic behaviour (Shaprio, Sheppard, & Cheraskin, 1992). 

 Column Player 
Cooperate Defect 

Row 
Player 

Cooperate R = 3, R = 3 
Reward for mutual cooperation 

S = 0, T = 5 
Sucker’s payoff, and temptation 
to defect 

Defect T = 5, S  = 0  
Temptation to defect and 
sucker’s payoff 

P = 1, P = 1 
Punishment for mutual 
defection 
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Cooperation and trust are interlinked as not only do they complement each other, but once 

they are the norms within a system, they have the propensity to self-generate, creating a 

“cascading” effect within the network (Fowler & Christakis, 2010, p. 1).  This cascading effect 

has been found to influence individuals beyond those who initially experience the cooperation. 

Once a member experiences cooperation, the likelihood that they will offer cooperation to 

another enhances, and studies show that such cooperation may extend out to two and three 

degrees of separation (Fowler & Christakis, 2010)  These aspects are solidified further when 

underpinned by a basis of altruism.   

2.2.2.4 Altruism and trust 

One of the ways in which cooperation and trust are linked is through their respective 

associations with altruism.  Altruism is a multifaceted term used in a variety of fields from 

biology, psychology, sociology, economics, and political sciences and lacks a single 

encompassing definition.   Altruism was defined by sociobiologist Wilson (1975),  as behaviour 

potentially damaging to the self yet carried out to benefit others.  Economist Margolis (1982) 

stated that a defining feature of altruistic behaviour is that although the individual would be 

better served to ignore the impact of his/her choices on the welfare of others, the individual 

makes decisions with the potential effect on others in mind.  In the social dilemma literature, 

altruists are defined as individuals who put more emphasis on the outcomes of others  than 

their own outcomes when making strategic choices (Piliavin & Charng, 1990).  Psychologists 

note that altruistic behaviour must be made voluntarily and intentionally for the betterment of 

another, while having no expectation for reciprocity or reward (Bar-Tal, 1985-1986). 

Altruism has been a topic for consideration for centuries, as demonstrated by Aristotle who 

argued that,  “Every art and every inquiry, and similarly every action and pursuit, is thought to 

aim at some good; and for this reason the good has rightly been declared to be that at which 

all things aim” (Aristotle, 2000 {1892}, p. 1).  Another precursor to modern considerations of 

altruism was Adam Smith, who in his Theory of Moral Sentiments suggested that:  

How selfish so ever man may be supposed, there are evidently some principles in his 
nature, which interest him in the fortune of others, and render their happiness 
necessary to him, though he derives nothing from it except the pleasure of seeing it 
(Smith, 2004 {1759}, p. 3). 

For many years, it was considered unintelligible to propose that “true” altruism could exist, in 

the sense of “true” or “pure” altruism being that an action could be offered from a completely 

self-less base (Margolis, 1982; Piliavin & Charng, 1990; E. O. Wilson, 1975).  It was believed 

that all activities that had appeared to be motivated by a desire to meet someone else’s needs 
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could be traced back to an underlying egoistic or selfish motive underlying it (Piliavin & Charng, 

1990).  This conception has since experienced a paradigm shift to a view where “true altruism 

– acting with the goal of benefiting another – does exist and is part of human nature” (Piliavin 

& Charng, 1990, p. 27).  Since this fundamental conceptual change, altruism has been 

identified as having different types, such as “spontaneous” (Vine, 1983) and  “hard core” (E. O. 

Wilson, 1975, p. 371).  Altruistic decisions are also thought to vary as some may be made 

impulsively while others made consciously (Simmons, Marine, & Simmons, 1987).  Some 

scholars look back to the Bible and other religious texts for the ethical appearance of altruism 

(Stieb, 2007), while others see altruism as having being engendered by socialization, (Hill, 

1984) or from some genetic component (MacDonald, 1984).  Although the histories and 

definitions of altruism varied a common thread throughout remains,  that altruism is a 

“fundamental basis of social life” (Durkheim, 1933, p. 228).  

Altruism has been included as an intrinsic element of this study because performance art 

practice contains an element of the altruistic, as individuals opt to make work for the public 

often at personal, physical, and financial cost to themselves.  Although the artist may find 

pleasure in the performance, there is often an emphasis on the impact of their work on others, 

rather than on themselves, with the performance offered as a gift.  Furthermore, altruism may 

be an underpinning personal perspective wrapped up in the individual’s personal and social 

identity.  

2.2.2.5 Evolution of trust 

Knowledge of trust has developed in recent times, as research has discovered that as new 

situations present themselves, and are experienced, such as globalisation in the late 20th and 

early 21st century,  a new type of trust emerges, trust which embraces both “universalism and 

particularism” as more people choose to “Think globally, act locally” (Adler, 2001, p. 15; Adler 

et al., 2008).  Trusting environments and intentions produce willingness to trust; and an 

expectation of trusting behaviour will often be met in turn by trusting behaviour by another 

(Adler et al., 2008; Deutsch, 1960; Heckscher & Adler, 2007; McKnight, Cummings, & Chervany, 

1998).  Recent studies into the evolution of trust have noted a newly recognised type of trust 

emerging in a variety of fields.  This evolved trust has qualities that differ from previous 

iterations, as it is more open and less calculative (Adler, 2001).  This trust occurs frequently 

when there is effectively shared knowledge, a cooperative mentality, and mutual trust formed 

by familiarity and respect (Adler, 2001; Altmann, Dohman, & Wibral, 2007; Barber, 1983; 

Luhmann, 1988; McKnight et al., 2002).  Adler & Stephens discuss a ‘modern’ and ‘epochally 
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postmodern trust’ that occurs in knowledge based networks (Adler, 2001; Stephens, 2001).  

This type of trust heralds back to the Gemeinschaft communities of the past, while reaching 

towards new types of network functionality in a collaborative community of the future (Adler 

et al., 2008).   

2.2.2.6 Trust in global performance art network 

The research presented in this thesis is partly a response to Adler et al.’s (2008) advocacy of 

further empirical research on this type of trust at a individual, organisational and network 

levels. Although trust is central to much performance art practice, it is also a critical 

component of the networking that supports performance art.  In my experience as an artist 

and a curator, it is common to be working at one festival and be invited to another festival 

based on your performance at the initial event, but it is also common to be asked to an event 

by a curator that you have not met.   Arrangements are made by email alone before 

committing to travel, trusting that there will be an event when you arrive on the other side of 

the world, and that the person who has said they will assist in gathering your materials and 

accommodation will stay true to their word.  Because the performance art network often 

function from small budgets, this trust is even more critical as there is more risk on behalf of 

either side of the transaction that if one does not deliver on their promise, the other may be 

literally stranded.  Fortunately, trust is at work in the network, and from my experience, 

members hold up their side of the arrangement.  Further, a shift occurs as artists trust 

themselves, artists trust artists and artists trust the audience. It seems reasonable to suggest 

that as performance art requires high levels of trust, trust more readily diffuses broadly in the 

network. Study two and three will speak to this question of trust in the global performance art 

network being either a dependent or independent variable. 

2.2.3 Conclusion - Background to literature 

The earlier review of the genre of performance art from the perspectives of its history and 

forerunning influences, presented two case studies that are exemplars of the genre, capturing 

the essence of trust between performer and audience, as trust is critical within the 

performative moment.  Consequently, an understanding of the global performance art 

network needs to incorporate a consideration of trust. The various aspects of trust presented 

integrated aspects of cooperation, altruism, and the potentiality of a new post-modern trust 

emerging in knowledge networks.  Further sub-questions emerge from this review including, 

“How do participants experience trust in network?” “What type of trust is at work within the 

network?” “Has the network’s evolution and structure had an impact on the development and 
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operation of trust?”  The following theoretical structure will outline key network literature and 

role of social network analysis within this study.    
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2.3 Theoretical framework 

2.3.1 Introduction and aims 

Building upon the performance art and trust literature, the addition of a theoretical framework 

of networks allows this study to include literature of social capital, community behaviours and 

social rules.   This section further elaborates upon the definition of networks and the field of 

network science unfolding in the following order: networks, defining networks, network 

structure, network development and evolution, network governance, network outcomes and 

effectiveness, network as a community, social capital in networks, trust in networks and trust 

in the global performance art network . 

2.3.2 Networks 

The global performance art network was the focus for this research project so it is appropriate 

that network theory provided the overarching theoretical framework.  The structure and 

operation of networks impact upon the operation of trust within a network and vice-versa, so 

it is necessary to understand the network in which the research is located (Ahuja, 2000a; 

Coleman, 1988).  The quantity of network literature is growing considerably (Burger & 

Buskens, 2009), so this review is intended as an overview of only those aspects of the network 

literature relevant to this research project. Further as this research focuses on a social 

network, an emphasis on such networks is appropriate. 

Previous researchers  have written comprehensive histories of the development of social 

network analysis (Prell, 2012; Scott, 2011). As such the following will briefly outline significant 

milestones in its evolution. The development of social network analysis has a complex history 

as a series of diverse strands that meet at various junctures only to divert into yet another 

strand, until we reach what is currently called ‘social network analysis’  (Scott, 1997 {1991}). In 

the 1930s German emigrants to the USA working in the field of cognitive and social 

psychology, influence by Wolfgang Köhler’s “gestalt” theory researched group dynamics which 

had later outcomes for graph theory (Scott, 1997 {1991}, pp. 8-16). Also in the 1930s, 

anthropologists and sociologists at Harvard University were developing the ideas of Radcliffe-

Brown within industrial, factory and community settings (Scott, 1997 {1991}).  Simultaneously 

in Britain social anthropologists primarily based at the University of Manchester applied the 

methods of Radcliffe-Brown and applied them to communities in rural and remote areas 

(Scott, 1997 {1991}).  These researchers began including mathematics to their models (Scott, 

1997 {1991}). It was not however until the 1960s in Harvard when Harrison White, building 
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upon existing mathematical constructs, further developed a series of mathematical algorithms 

that would allows researchers to model groups using sets, graphs and block modelling  (Scott, 

1997 {1991}, pp. 8-35). Figure 3 outlines the historical development of social analysis.  

In order to come to a clearer picture of the network, a definition of a network must first be 

identified and various network attributes discussed.  The study of networks is closely 

connected to that of communities, and thus a brief overview of related community types and 

characteristics is outlined here.  As I have observed trust emanating from the individual to the 

performative moment, and then emanating to the network, a brief discussion on community 

formation, social capital, social and personal identity and their impact on network appears 

within this literature review of network theory and research. 

 

Figure 3: Historical development of social network analysis adapted from Scott, 1997, p.7 

2.3.2.1 Defining networks  

Networks can be made up of any number of components, such as people, electrical 

connections or web page links (Buchanan, 2002a). Terminology varies between disciplines; 

however the basic elements of a network comprise components which are generally called 

nodes and the relationships between them which are generally called ties or edges (Prell, 

2012).   Brass, Galaskiewicz, Greve and Tsai (2004) defined a network generally as the quality 

of a relationship between sets of nodes and ties, while Barringer and Harrison (2000) defined 

networks as groups of organizations that work together through a series of social contracts 

rather than with legal contracts.  So, a network can be considered to a collection of individual 
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nodes of various types connected by a variety of potentially multi-faceted relationship ties.  As 

the focus of this study was based  in the area of  social networks, this range of definitions 

reduces to “A set of socially relevant nodes connected by one or more relations” (Marin & 

Wellman, 2011, p. 11) which is the definition that informed the review, research and analysis 

reported in this thesis. 

2.3.2.2 Network Structure 

The structure of a network plays a significant role in understanding both its development and 

operation.   Among networks, social network are particularly flexible, with a “moveable feast” 

of activity, from minute to minute, day to day, week to week, the dynamics of a network 

change (Adler et al., 2008, p. 363).  As social networks are made up of a series of 

interconnected individuals, they may be viewed as having a social structure (O'Toole, 1997).  

According to Bourdieu, a social structure, such as a network, is “organic” and grows 

incrementally (Bourdieu & Coleman, 1991, p. 2).  Social structures may be categorized as 

being constructed/formal or spontaneous/ informal.  The quality of the ties within this social 

structure defines whether the structure is constructed or spontaneous.  Max Weber described 

a “constructed” or formal organisation as being part of a “rationalization” of that society 

(Bourdieu & Coleman, 1991, pp. 3-4).  In this sense, a constructed formal social organisation, 

such as a corporation, could be viewed as being more positive and progressive than an 

informal, spontaneous social organisation (Bourdieu & Coleman, 1991).  However, this is not a 

universally held view.  For instance, eminent economist and philosopher, Friedrich Hayek 

regarded spontaneous social organisations as often performing better and more positively 

than constructed, formal social organisations (1973).  This concept was affirmed later by 

Provan, Fish and Syndow who discussed the notion of a whole network being interconnected 

and bound by interactions in order to achieve a common goal (2007).  Relationships within the 

network may be informal and “trust based” while others more formalised by way of a contract 

(Provan et al., 2007) 

Within spontaneous networks, there may be instances where each tie may not only involve 

mutual dependence, but can also be dependent on third parties (Bourdieu & Coleman, 1991). 

Such contingent behaviours imply trust on behalf of the dependent parties on the referrer’s 

opinion (Kramer & Tyler,1996).  In addition to being spontaneous or constructed, networks can 

contain goal-directed or serendipitous structures (Kilduff & Tsai, 2003).  If a network is goal-

directed, then it has been set up for an explicit purpose that may be chosen by its participants 

or by an external body and whose evolution is a conscious activity (Provan & Kennis, 2008, p. 
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3).  It is in a goal-orientated network where governance becomes primary in order to be sure 

that participants are active members of the collective and progressing the collective goal(s) 

(Provan & Kenis, 2008).  Serendipitous networks however, develop in a more opportunistically 

and organic fashion but may still work towards a common good or goal (Provan & Kenis, 

2008,).   

As social networks are social organisations they are built upon a structure of interactions 

which contain various levels of obligation and expectation (Bourdieu & Coleman, 1991; Levin & 

Knutstad, 2003).  As expectations are met, or otherwise, network tie qualities develop and as a 

consequence, serendipitous networks in turn develop and evolve.  This allows for ties to be 

strengthened by met expectations, and weakened or lost by disappointed expectations.  This 

dynamism between ties is a basic element of network development.  In recent research, is has 

been discovered that some structures of networks have a direct impact on the behaviour and 

evolution of a network (Barabasi & Albert, 1999; Watts & Strogatz, 1998).  Both small worlds 

and scale-free networks have identifiable structural qualities which result in measurable 

performance outcomes for the network (Barabasi & Albert, 1999; Watts & Strogatz, 1998). 

2.3.2.2.1 Small Worlds  

One particular area of interest is that of the small world, often referred to by the expressions 

of six degrees of separation (Watts & Strogatz, 1998).  This phenomena of finding a small paths 

of six or less connections between seemingly distant nodes formed the basis for an online 

game called “The Oracle of Bacon” which may still be found online (Tjaden & Reynolds, 1999 

{1996}). This game demonstrates that in the social network of Hollywood, actors can been 

connected to Kevin Bacon by six degrees or less.  Research have since found small worlds 

everywhere; not only among the human population, such as the connectivity found in 

Hollywood, but in nature as well (Baum, Shipilov, & Rowley, 2002; Buchanan, 2002a). These 

ideas have built upon the work of Clyde Mitchell, who in “Social Networks in Urban Situations” 

(1969) reported not only the idea of six degrees of separation but also a secondary factor – 

that of three degrees of influence.  This research was further consolidated by Christakis and 

Fowler (2010).  This ‘three degrees of influence’ demonstrated that, for example, your friend’s 

uncle, or your neighbour’s friend could influence your physical and emotional state, ranging  

from your likelihood to vote, quit smoking, develop depression, contract an STD, binge drink, 

become more religious, commit a crime, donate more to charity and even feel happier (Boss, 

1997; Christakis & Fowler, 2007; Crandall, 1988; Fowler, 2006; Fowler & Christakis, 2008; Gino, 

Ayal, & Ariely, 2009; Goeree, McConnel, Mitchell, Tromp, & Yariv, 2008; Gould, Wallenstein, & 
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Keleinman, 1990; Hedstrom, Liu, & Nordvik, 2008; Howes, Hokanson, & Loewenstein, 1985; 

Knight & Gunatilaska, 2009; Liljeros, Edling, Nunes Amaral; Luis, EStanley, & Aberg, 2001; 

McKenna, 1999; Ormerod & Wiltshire, 2008; Potterat et al., 2002; Pugh, 2001; Totterdell, 

2000).  

2.3.2.2.2 Scale-Free Networks 

Scale-free networks have unique structural properties and are found to occur both naturally, 

such as metabolic networks and citation references among scientific researchers (de Solla 

Price, 1965; Goh, Oh, Jeong, Kahng, & Kim, 2002; Jeong, Tombor, Albert, Oltvai, & Barabasi, 

2000), as well as man-made structures such as the electrical grids, the world wide web and the 

internet (Albert, Jeong, & Barabasi, 1999; Barabasi & Albert, 1999).   A scale-free network is 

particularised by a network which is both highly fractious while maintaining high levels of 

connectivity within the network; this connectivity is possible by the appearance of “hubs” or 

particularly active and connected nodes (Barabasi, 2002).  In graphical terms, a scale-free 

network is identified by a “fat tail” distribution following a power law form, rather than a mean 

distribution or bell curve; thus illustrating a notable property of a scale-free network as many 

nodes with few ties, and few nodes with many ties (Barabasi, 2002; Barabasi, Albert, & Jeong, 

1999).  These “hubs” often become stronger nodes due to preferential attachment as the 

network evolves (Barabasi, 2002).   Further a scale-free network has been found to produce 

both a robust yet fragile environment for activity  as the random distribution of highly 

connected nodes makes the network robust against random negative forces while 

simultaneously scale-free networks are fragile if the “hubs” are known and eliminated the 

network may collapse (Fang Wang & Chen, 2002).  Finally, scale-free attributes have been 

found in social settings for example,  networks of individuals playing simulated Prisoner’s 

Dilemma (PD) games have been found to exhibit and grow cooperative behaviours when the 

players’ distribution is scale-free (Santos & Pacheco, 2005). This may be attributed to both the 

structure of the scale-free network having high levels of connectivity in addition to the 

properties of cooperation as previously outlined within this chapter, as cooperation may have 

a cascading effect  (Fowler & Christakis, 2010). As structural properties such as small world and 

scale-free have such an impact upon the operation and performance of networks, such 

structures within the global performance art network will be investigated within this thesis. 

2.3.2.3 Network development and evolution 

Provan, Fish and Syndow (2007) asserted that there had been little academic discussion on the 

evolution of networks, how network structure matures, and how multilateral relationships 
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develop within networks.  In a comparative study by Provan et al. (2007) two broad categories 

of network development findings became apparent, relevant to  network attributes and 

processes, such as structure, development and governance: and network outcomes.  Social 

networks, such as the global performance art network are made up of and developed by a 

range of actors.  There is no guiding genius at work behind the scenes, instead  the global 

performance art network is made up of autonomous yet interdependent actors (Levin & 

Knutstad, 2003).  When these actors meet and interact multiple times, the density of ties 

within the network increases (Granovetter, 1985).  Provan et a.l (2007) argued that in 

networks such as this, tie density will increase over time allowing clusters to emerge within the 

network.  In addition to clusters appearing, Provan et al.. (2007) hypothesised that individuals 

or “key nodes” are likely to emerge and that these individuals will be highly influential in the 

development of the network.  Further research and analysis would be required to ascertain if 

the “key nodes” of Provan et al.. (2007) from organizational management and governance 

research (Provan et al., 2007) have similar properties to those found in scale-free networks 

such as Barabasi et al..’s (1999)“hubs” and preferential attachment over time.  Such research 

and meta-analysis lies outside the scope of this thesis.  In my experience of the global 

performance art network, I have seen curators acting as “key nodes” within the network.  The 

present research is expected to show if “key nodes” are a property of the global performance 

art network.  The evolution and emergence of key nodes in the network may be discovered 

when undertaking longitudinal analysis of the network.  This is relevant to the current research 

as trust may develop as time and connections develop (Gulati, 1995) and as curators may act 

as hubs or key nodes (Provan et al., 2007) and as such further investigation into longitudinal 

network analysis follows. 

2.3.2.3.1 Longitudinal networks 

Longitudinal networks analysis explores the development of a network over time (Prell, 2012) 

and provides unique insight into the development of a network which may be demonstrated in 

studies such as friendship (Runger & Wasserman, 1979) collaboration (Ahuja, 2000; K. L. 

Walker & Stohl, 2013),  neural (Rong; Chen, Resnick, Davatzikos, & Herskovitz, 2012; Tandon, 

Adak, & Kaye, 2006), mobile phone usage (Palackal et al., 2011), communication (Contractor, 

Whitbred, Fonti, & Steglich, 2013), nanotechnology (Li et al., 2008) development of 

professional networks (Dabrow & Higgins, 2005), the effect of U.S network TV newscasts and 

workers strikes (Harmon & Lee, 2010) among others. When analysing longitudinal social 

networks a number of hurdles may arise for the researcher. For example, longitudinal data 
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may be difficult to gain access to and in some instances,  asymmetric relations may appear in 

data sets, and there may be non-response and missing data from interviews, surveys and 

archival data (Brandes & Nick, 2011; Chen, Resnick, Davatzikos, & Herskovits, 2012; Huisman & 

Steglich, 2008). When looking at longitudinal networks, various elements of the network 

structure may be analysed such as small worlds (Watts, 1999) scale-free properties (Barabasi, 

2002), and structural holes (Ahuja, 2000b; Burt, 1992).  Small worlds and scale-free properties 

have been discussed within this chapter. Structural holes refer to the position a network 

member has within the network, for example a network member may be connected to other 

members who are also connected to each other as an insular cluster, or a network member 

may connected to a variety of other members who are not connected to each other (Burt, 

1992). Longitudinal networks can be analysed and visualized  in a number of ways (Brandes, 

Indlekofer, & Mader, 2012; Huisman & Snijders, 2003).  Within this study a longitudinal 

approach was undertaken in order to investigate the evolution and development of the 

network over time.   

2.3.2.4 Network governance 

Sitting parallel to network structure and development, network governance is pertinent to a 

variety of network analyses, in particular governance is a topic that has been especially studied 

within the business sector (O'Toole, 1997).  In relation to networks, the perspective on 

governance shifts according to whether single or multiple organizations are being examined.  

When a network is a group of autonomous organizations or individuals it may be governed in a 

variety of ways.  Different governance styles, such as informal or formal, cooperatives or whole 

network governance, suit different network structures (Provan & Kenis, 2008).  In most cases, 

networks will adapt governance to suit their needs, and as each network grows, the 

governance style also develops (Provan & Kenis, 2008).  A smaller network, with a higher 

density of relations, similar goals and a higher disposition to trust may very easily self-govern, 

while a large network, with a lower density of ties, less consensus on goals, and less of a 

propensity to trust would be less likely to flourish with a self-governed system (Faerman, 

McCaffrey, & Slyke, 2001).  Within this study network governance is investigated in Study two.  

The style of network governance may have an impact upon the network’s structure in addition 

to network outcomes and effectiveness.  

2.3.2.5 Network Outcomes and Effectiveness 

Network effectiveness has been defined as positive achievement at a network-level, whereby 

the network as a whole creates levels of operation that are more than the sum of the 
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individual nodes (Provan & Kenis, 2008).  In order for a network to be measured as “effective”, 

it must have an aim, a goal or rule against which one can assess the network and decide 

whether or not it has performed to standard.  When a network has a goal (spoken or 

unspoken), the outcomes may be measured as particularly positive when the flow of 

information optimises the utility of the network; thus prolonging its functionality.  Guimera et 

al. (2006, p. 666) speculated that informal networks are formed, developed and driven when 

information flow is at its optimal and as such, informal networks may be more “useful” in the 

management of a network.  In informal networks, there are fewer restrictions on members, 

which allow for interactions to run their full course without fear of crossing some contractual 

boundary (Guimera et al., 2006). Serendipitous networks may prove to be especially effective 

at operating as a cooperative. These network relationships are created in a more subtle 

manner and are developed over time, so that mutual benefits in the relationship remain (Levin 

& Knutstad, 2003).  Networks with higher levels of trust also tend to operate in a more 

efficient manner (Powell, White, Koput, & Owen-Smith, 2005; Uzzi, 1997).  

Within the global performance art network, there is no single written goal or constitution 

against which the network may be assessed.  However, it seems than an implicit goal of the 

global performance art networks would be to perform performance art because without 

individuals making work, there would be no network.  As such it is difficult to judge the 

network based on outcomes or effectiveness based on goals; however, if other measures were 

taken into account, an analysis of effectiveness could be possible.  If the factors of information 

flow or of the experience of trust could be defined, one could possibly observe information 

flow via online email lists, or study comparative networks where the experience of trust and 

network effectiveness are factors.   Such analyses of information flow and network 

comparative research are related to this research and the qualitative findings presented here 

provide insights into the network’s goals, governance and effectiveness which may be useful 

for future research in this area.  As social networks are collectives of people there are links 

between the study of networks and the study of communities. 

 

2.3.2.6 Network as a Community 

Networks and communities are closely linked, and may be thought of as the same topic being 

viewed through different lenses.  While networks are described as individuals or groups 

working together via a series of ties, a community may be described as “a web of social 

relations held together by a variety of circumstances: common interests, strong shared values, 



Chapter 2 Literature Review 

Griffith University 41 

feelings of solidarity, or coincidence” (De Cindio, Gentile, Grew, & Redolfi, 2003, p. 396).   In 

order to fully understand networks, one must understand the community/communities that 

reside therein and in order to understand a community, one must understand the network 

structure from which it operates (Venkatesh, 2003).  Thus, in order to understand the 

community or network structure as a whole, one must know the origin and the evolving 

development of that community.  

Communities are observed and researched in a variety of ways, and these methods have 

evolved over time, just as community types have developed over time.  Over one hundred 

years ago German scholar Ferdinand Toennis observed the practices of individuals operating in 

a society (Gesellschaft) and in a community (Gemeinschaft) (Toennis, 1887).  Today social 

scientists continue  investigating the way  communities and societies communicate, respond to 

positive and negative change, and evolve from a micro cultural level, to the macro global level 

with research perspectives emanating from anthropology, sociology,  psychology and 

government research agencies (Carnerio, Fraser, & Crósta, 2012; Mellow, 2005; Palla & 

Barabasi, 2007; Trandafir, 2011).  Two specific types of community research, collaborative 

(Adler et al., 2008) and online (Hampton & Wellman, 2003; K. Lewis, Kaufman, Gonzalez, 

Wimmer, & Christakis, 2008) are pertinent to this study because the global performance art 

network is best described by the confluence between both a collaborative and online 

community in addition to its networks style and structure.  The review of the community 

literature will be confined to these settings. 

2.3.2.6.1 Collaborative Community 

A collaborative community stands apart from other community styles in its unique social 

structure that promotes the horizontal organization of mutually dependent labour processes 

(Adler et al., 2008).  This lateral organization for work differs from the classic mechanised 

division of labour (Adler et al., 2008).  Another distinctive feature of a collaborative community 

is that it is specifically developed for a shared purpose (Adler et al., 2008; Heckscher, 1995).  

This propensity to collaborate based on similar goals links back to the goal-orientated 

networks, and their likelihood to have higher productivity when they share a similar goal 

(Provan et al., 2007).  Communities also tend to grow exponentially when there is an element 

of commonality; whether that be a common goal, values, or similarity in their social or 

personal identity make up.  When individuals recognize these commonalities it allows them to 

verify an alignment and similarity one with another.  As Seligman (1997, p. 45) stated, 

“Sameness then is the precondition for mutuality and collective self-affirmation.” 
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Adler et al. (2008) posited a number of likely attributes when discussing community based 

organisations, such as the global performance art network.  Firstly, the social mechanism of a 

community based organization is trust, secondly, control is limited within the community to 

what comes into the community, thirdly, the best type of tasks suited to this network, are 

interdependent tasks, where favours, gifts and know-how are exchanged, fourthly that the 

terms of the exchange are diffused as reciprocity  which is generalized rather than being 

specific and finally, the terms of the exchange remain tacit.  Structurally, network ties within a 

collaborative community are more likely to be more open, global, with stronger local ties; trust 

is founded on one’s ability to be friendly, to care, to contribute, and to be truthful, while 

authority will only be given if it is found to have value-rationality in that its leaders 

demonstrate a shared dedication to the groups goals (Adler et al., 2008).  Collaborative 

communities also have concurrent levels of individualism existing alongside values of 

collectivism.  Collaborative communities may exist in a range of arenas; an example of a 

collaborative community may be some styles of online communities. An investigation into 

online communities is pertinent to this research as the global performance art network has 

many activities which take place online as previously outlined. 

2.3.2.6.2 Online communities 

 A community has long been thought to be related to a “specific locality” however with the 

advent of the World Wide Web, communities are no longer bound by a single geographical 

space, but may exist across space and time in online communities (Venkatesh, 2003, p. 339).   

The idea of the “virtual community” has gained great popularity (Rheingold, 1993) however, 

there are many authors who are hesitant about using the label “virtual” as this term can be 

somewhat ambiguous (De Cindio et al., 2003, pp. 395 - 396).  Rather, these communities are 

deemed “network communities” or “online communities” (Hampton & Wellman, 2003; 

Preece, 2002).  Within these communities, there is a subset of “normative communities” which 

are those in which “members share rules for behaviour” (Carroll & Rosson, 2003).  These 

“norms” of behaviour may be linked back to a set of “social rules” that have developed over 

time.  These rules may be implicit, such as those in virtual communities as netiquette,  and new 

members are slowly educated by long term members, where small deviations from the rules 

are understood by members to be “part of the learning process” which in time feeds into a 

community’s sense of social capital (De Cindio et al., 2003, p. 396; Giles, 2005).  Within the 

global performance art network, the notion of a collaborative community where 

communication occurs predominantly online provides another element to the picture of the 

network.  There are known websites and email lists to which members of the global 
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performance art community may subscribe freely.  This online component of the community 

makes it quite easy to maintain ties and to update other members in disparate parts of the 

world with individual members’ current activities. Research into wired and online communities 

demonstrates the efficacy of communication online and its ability to both connect and enable 

action, whether this online interaction takes place within a neighbourhood or globally 

(Chomsky, 2012; Hampton & Wellman, 2003). In additional to normative communities sharing 

social rules for behaviour there may be instances where communities also share social capital 

through their social network. 

2.3.2.7 Social capital in networks 

The following section on social capital in networks and its various components of social rules, 

social and personal identity is important because these all appear to be intrinsic aspects of 

networks.  Furthermore, in my experience of the global performance art network, trust begins 

with the individual.  This trust within the individual, stemming from their personal and social 

identity in addition to their understanding of social rules and social capital, is made manifest 

within the performative moment, then emanates throughout the network.  The exploration of 

topics presented here relates only to those elements pertinent to the research focus. 

Social capital is a large topic that is explored within a number of fields, within the social 

sciences and economics (Fine, 2007).  A recent review by Bhandari and Yasunobu (2009, p. 

480) describes social capital as having its centre in social relationships and interactions.  

Significant themes in the literature include “social networks, civic engagement, norms of 

reciprocity and generalised trust.”  In the same review, the following broad definition of social 

capital was offered as being: 

…a collective asset in the form of shared norms, values, beliefs, trust, networks, 
social relations, and institutions that facilitate cooperation and collective action 
for mutual beliefs”(Bhandari & Yasunobu, 2009, p. 480). 

There are various types of social capital including structural, cognitive, bonding, bridging, 

linking, strong, weak, horizontal, and vertical (Bhandari & Yasunobu, 2009).  Each type may be 

calculated and analysed through a social perspective at either group or individual levels, or 

may be calculated and analysed through a geographic perspective being micro- meso- or 

macro- levels (Bhandari & Yasunobu, 2009). Although social capital is a relatively newly-

labelled concept, its origins may be traced back to early modern economist Adam Smith and 

sociologists C. Wright Mills,  Max Weber, among others (Mills, 1959; Roth & Wittich, 1978; 

Smith, 1776) as these scholars provided a cultural explanation for economic activity (Guiso, 
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Sapienza, & Zingales, 2004).  An intellectual history of social capital concepts dates back to Karl 

Marx, Emile Durkheim, Georg Simmel, John Dewey and Max Weber, whose interest lay in the 

notion of culture and its played part within economic development (Bhandari & Yasunobu, 

2009).  Although literature about social capital has grown substantially in the last two decades, 

a concise and agreed upon definition remains elusive (Bhandari & Yasunobu, 2009).   To begin, 

Pierre Bourdieu defined social capital as: 

…the sum of the actual or potential resources that are linked to the possession 
of a durable network of more or less institutionalised relationships of mutual 
acquaintance and recognition – in other words, to membership in a group” 
(1986, p. 248).   

Within this definition Bourdieu identified three components of social capital i) the social 

relationship or tie, ii) the quantity of resources available, and iii) the quality of the resources 

available (Bhandari & Yasunobu, 2009). More recently,  James Coleman defines social capital 

as a public good (Coleman, 1988) and explains that its function is within a social structure and 

it enables various activities to exist within this social structure (Coleman, 1990).  Coleman 

characterizes social capital even more particularly than Bourdieu, describing social capital in 

three forms, “reciprocity (including trust), information channels and flow of information, and 

norms enforced by sanction” (Bhandari & Yasunobu, 2009, p. 488).   Robert Putnam defines 

social capital as “…features of social organization, such as trust, norms, and networks that can 

improve the efficiency of society by facilitating coordinated actions” (Putnam, 1993, p. 167).  

According to Francis Fukuyama, social capital is “the ability of the people to work together for 

common purposes in groups and organization” and more generally as a set informal rules and 

norms that allows for better cooperation (Fukuyama, 1995, p. 10).  The Organization for 

Economic Cooperation and Development (OECD, 2001, p. 41) defines social capital as 

“…networks together with shared norms, values, and understandings that facilitate 

cooperation within or among groups.” Each of these definitions are derived and employed in 

specific disciplines of sociology  (Bourdieu, 1986; Coleman, 1990), political science (Putnam, 

1993)and economics (Fukuyama, 2001; OECD, 2001). As this research is situated across 

disciplinary bounds, a definition of social capital has been formulated that encapsulates 

pertinent elements of the preceding definitions is as follows::    

Social capital is a public good manifested within a group of collected individuals 
which enables an enhanced access to actual or potential resources resulting 
from features within the social organisation, such as trust, norms, and network, 
which in turn facilitates better cooperation.   
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This definition integrates the essential elements of the preceding conceptualisations. In turn, 

the definition provides further focus for research on trust, norms and cooperation in networks. 

Social capital, in the form of cultural values has been of interest to social scientists, particularly 

economic sociologists and development economists as they believe that cultural values 

pervade network behaviour (Chakuthip, Brunetto, Farr-Wharton, & Ramsay, 2008; Fukuyama, 

2001; Granovetter, 1985; Tabellini, 2008, 2010; Xerri & Brunetto, 2011).  Transactions within 

the network occur depending on the social capital and values held within it.  Therefore 

different networks have different cultures, different values, and different rules.  Further 

aspects of culture and values will be discussed in the following sections on social rules, social 

identity and personal identity. 

2.3.2.7.1 Social Rules 

Underpinning every social interaction are spoken or unspoken, formal, or informal social rules 

that can make or break relationship ties (Argyle & Henderson, 1985, p. 6).  Social rules are 

defined by Argyle and Henderson as  

…shared opinions or beliefs about what should and should not be 
done”…behaviour that most people, i.e.  most members of a group, 
neighbourhood, or sub-culture, think or believe should be performed, or should 
not be performed.  Rules can apply to particular situations …(and)… to 
particular relationships…(1985, p. 37 & 46).   

This definition is very similar to the definition of group norms proposed by Homans as  

…an idea in the minds of the members of a group, an idea that can be put in 
the form of a statement specifying what the members….should do, ought to do, 
are expected to do, under given circumstances (1950, p. 96).   

In practice, the focus of social rules has been more on cognitions while norms have been more 

focussed on behaviours.  There are many social rules that differ from culture to culture (Argyle 

& Henderson, 1985, pp. 50-51).  Sociobiologists have argued that there may be a biological 

bases for pro-social rules within groups in their understanding of humans holding an intrinsic 

concern to look after and replicate their genes; consequently social rules are beneficial for 

survival social interaction, because if we do not get along, we will soon be extinct (Argyle & 

Henderson, 1985, p. 7). Social rules are responsible for how relationships are built up over 

time and have two primary functions.  Firstly, to “regulate behaviour” in order to “minimise 

conflict” and to provide a platform for an “exchange of rewards” that keep individuals 

motivated to maintain the relationship (Argyle & Henderson, 1985).  This rule development 
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“over time” has been seen to be similar to the practice of rules in games; Argyle and 

Henderson define five features that are similar in social relationships and in games as being  

i) goals; sources of satisfaction, ii) repertoire – communications, iii) roles, iv) environmental 

settings, and finally v) rules (Argyle & Henderson, 1985, pp. 36 - 37).  The “informal rules” 

develop within a relationship as that relationship grows through the progressive stages of 

forming impressions, occasional meetings, regular meetings and interdependence (Argyle & 

Henderson, 1985, p. 70). The establishment of social rules (formal and informal) within a 

community enables a community to operate more effectively.  This has been previously 

discussed within the community section of this thesis.  Thus social rules are embedded within 

the exchange of social capital between individuals.  When social rules are enacted during the 

exchange of social capital a community develops a social identity which will be further 

discussed in the following section. Within this study, both social rules and social identity are 

investigated in study one and two as both social rules and social identity may have an impact 

upon the exchange and experience of trust within the network. 

2.3.2.7.2 Social identity 

Social identity plays an important role in this study as it is not only the identity of the individual 

that impacts upon their activity within the network, but the individuals’ perception of their 

identity within the group or the network as a whole.   Social identity has been defined as  

…that part of an individual’s self-concept which derives from his knowledge of 
his membership of a social group (or groups) together with the value and 
emotional significance attached to that membership (Tajifel, 1978, p. 63).    

Social identities play a large part in forming an individual’s personal identity as they inhabit 

social categories such as nationality, religion, gender, career, sexuality ethnicity or political 

preference (Bar-Tal, 1998).  An individual’s location within these categories is often 

internalised and may provide a method of self-reference which becomes the lens through 

which individuals sees themselves and the world around them (Bar-Tal, 1998).  This is the point 

in the personal identity and social identity discourse where it becomes a circular argument as 

these elements are intrinsically linked to the other; personal identity is forming social identity 

and social identity is informing personal identity. 

Some of the more important aspects of Social Identity Theory (SIT) include “(a) the belief in the 

relationship between salience of the categorization and intergroup discrimination; (b) the 

relationship between strong identification and perceptual and behavioural biases which favour 

the ingroups; (c) the relationship between discrimination and an increase in self-esteem” 
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(Martinez-Taboada, Arrospide, Insua, Ayestaran, & Deschamps, 1998, p. 211). An individual’s 

social identity can guide their behaviour and perception (Martinez-Taboada et al., 1998, p. 

211).  For example, within some cultures, such as “collectivist cultures” where individuals live 

and work closely together and identify with the collectives ideas and goals, there is less 

difference between an individual’s personal identity and social identity than in “individualist 

cultures” where individuals act as much more autonomous entities within the community 

(Martinez-Taboada et al., 1998, p. 213).  As the global performance art network operates as a 

collaborative community, there are likely to be overlaps between its ideological foundation 

and the norms and social rules of a collectivist culture, with corresponding similarities in 

thoughts and behaviours. 

When groups define the particular attributes that make a group cohesive, they find that those 

same elements are the most homogenous elements of the group (Leyens, Yzerbyt, & 

Schadron, 1994; Martinez-Taboada et al., 1998).  Therefore, if performance artists perceive the 

network to be built on trust, then they should also perceive that the majority of members 

would hold this attribute because individuals who see themselves as trustworthy will act in a 

trustworthy fashion and will generally expect others to be trustworthy in return (Deutsch, 

1960).  This should in turn create a feedback loop encouraging trusting behaviours, as 

illustrated in Figure 4, which rewards trusting behaviour with more trust, begetting further 

trust and rewards for trusting behaviour. 

Groups that share a common goal or common enemy (for example in political participation) 

display characteristics that are “high collective (socially shared beliefs or collective affective 

evaluation with regard to the group and not the person) self-esteem (those who are integrated 

and efficient)” and it will be less likely that individuals within the group will feel “isolated, 

deprived, or disadvantaged” (Crocker, Luhtanen, Blaine, & Boradnax, 1994, p. 249; Martinez-

Taboada et al., 1998, p. 222).  Socially shared beliefs or group beliefs may be defined as 

“convictions that group members (a) are aware that they share, and (b) consider as defining 

their ‘groupness’” (Bar-Tal, 1990, p. 36).  A significant factor in group membership is the 

acceptance of these group beliefs (Bar-Tal, 1998, p. 94).  A group’s beliefs define the group, 

and present a “conceptual framework” for the groups operation (Bar-Tal, 1998, p. 95).   

Groups that have a strong social identity have a tendency for in-group favouritism, especially 

when members are faced with unfavourable conditions such as a common enemy, or having to 

choose between one of ‘us’ and one of ‘them’ (Deutsch, 1958, 1960; Halevy, Weisel, & 

Bornstein, 2012; van Knippenberg & Wilke, 1988).   As the global performance art network is a 
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world-wide network, various cultures will play their part in shaping the individuals cultural 

background and thus that of the network.  Members may belong to individualist collectivist 

culture, yet the research was expected to show that there remains “socially shared beliefs” 

within the global performance art network (Doise, 1998; Markus & Kitayama, 1991; Martinez-

Taboada et al., 1998, pp. 212 - 213).   As a community’s social identity is made up of and 

influenced by the collection of personal identities, it is important to discuss how personal 

identities are constructed. 

 

 

Figure 4: Feedback loop encouraging trusting behaviour 

 

 

 

2.3.2.7.3 Personal identity 

Personal identity can be defined as a “social representation, an organizing principle of 

individual positioning in a field of symbolic relationships between individuals and 

groups…related to pre-existing insertions in a network of social relationships” (Doise, 1998, p. 

23).  Identity formation is a topic that has been discussed by authors such as Jung (1943), Klien 

(1948) Erikson (1956), and Markus (1984). Deschamps & Devos  (1998, p. 18) defined  identity 

formation as  “the process of constructing a self-defining life story.”   Individuals may define 
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themselves by a series of comparisons against each other, to various social categories and 

groups of which they may or may not be a member (Deschamps & Devos, 1998).  Individuals 

may also judge others by observing others’ values and beliefs and holding them up against 

their own.  Studies show that we tend “to value people in proportion to the degree to which 

they exhibit beliefs, subsystems, or systems of belief congruent with our own” (Rokeach, 1968, 

p. 83).  As individuals continue this process, the convergence of the collective beliefs, attitudes, 

and values become central concepts of the community’s social identity.  Those beliefs enacted 

within one’s personal identity extend to their social identity.  As individuals exchange social 

capital within a community or social network, a process a shared system of rules may develop. 

Within this study, personal identity is explored in Study Two as personal identity  and social 

identity as discussed above impact upon the social rules enacted in a community and further 

upon the exchange of social capital within the network.  One such exchange is the exchange of 

trust in networks. 

2.3.2.8 Trust in Networks 

As discussed previously, an important element within network functionality is trust.  It is not 

new to observe trust within networks as the importance of trust within knowledge networks 

has been recognised for decades.  For example, Henry Marcuse in Eros and Civilization alluded 

to a knowledge based economy stating that,  

under optimum conditions, the prevalence, in mature civilization, of the 
material and intellectual wealth would be such as to allow painless 
gratification of needs, while domination would no longer systematically 
forestall such gratification (Marcuse, 1955, p. 153) 

It is trust that lubricates such a system and allows information to flow freely (Luhmann, 1979 ).  

Trust in networks has been investigated in a variety of sectors including business  

(Granovetter, 1985; Uzzi, 1996; Uzzi & Spiro, 2005) , health (Long, Cunningham, & Braithwaite, 

2013), environmental change (Hahn, Olsson, Folke, & Johansson, 2006), arts and culture 

(Foster et al., 2011). Due to the long history of the exploration of trust in networks 

(Granovetter, 1973; Granovetter & Soong, 1986; Uzzi, 1997) we know that there are a range of 

drivers that propel trust within networks. These drivers include embeddedness and structural 

holes (Burt,2004), homophily (Skerlavaj et al., 2010) and repeated ties (Foster et al., 2011).  

Further there are particular network structures, such as small worlds (Wesley & Yu-Hao, 2011), 

in which particular traits are encouraged, as social norms of behaviour become prevalent in 

the given network or community (Fowler & Christakis, 2008; Fowler & Christakis, 2010). 
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The global performance art network appears to differ in its operation to many other 

professional networks, as it is a self-organising, organic system working as an informal network 

whose arrangement encourages generalised trust (Adler, 2001; Roderick Kramer & Goldman, 

1995; Nannestad, 2008).   The network promotes a group or community mentality with its own 

set of unspoken social rules and norms  (Argyle & Henderson, 1985).  Network dependence is 

commonly reported from within the global performance art network, with many instances of 

artists being invited to festivals based on the recommendation of other artists. This appears to 

be distinct from how trust operates within other networks, which is why trust within the global 

performance art network is the focus of this research.   

In my experience of the network, its membership is comprised of individuals with differing 

cultures, religions, sex, ages, and personal goals.  Regardless of the members’ differences, 

there appears to be similarities in an optimistic world view, hope for humanity and a desire for 

exchange through creative endeavour.   Even with the diversity within the network, I have 

experiences a strong sense of solidarity and reciprocity, from the Philippines to Chile, 

Indonesia to Germany, and Norway to Australia.  These exchanges take place face to face at 

events, and also through online communication. Such mediated communications may be 

observed by the responses to posts on email lists - often when a member announces an event, 

other members, who may not be immediately involved or attending, respond back, sending 

their best wishes an upcoming performance art event.  Around the globe, performance artists 

are making work, and this sense of ‘something happening’ reverberates good will and trust 

throughout the network.  

2.3.2.9 Conclusion – Theoretical framework 

This theoretical framework of network theory and related ideas began with the focus on whole 

networks.  As the global performance art network is a social network made up of individuals 

from all around the world, this network will be the unique combination of its members, and 

the set of relationships they have created. So, this network is composed of the various 

personal identities of its members, which couple to become the social identity of the 

performance art community, in turn producing its rules and norms, and contributing to its 

social capital.  All these attributes, beginning from each individual and spreading out, like 

ripples in a pond, play a part in shaping the global network, its development, structure, 

outcomes.   
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2.3.3 Literature Review Conclusion  

Within this chapter, three key literature areas literature of performance art, trust and 

networks frame the primary research aim explore the properties of the global performance 

network that allow it to operate, and research questions, “What is the operation of the global 

performance art network?  and “Is there a correlation between performance art practice and 

the behaviour of the global performance art network?”  Further subsidiary questions were 

developed “How do participants experience trust in the network?” “What type of trust is at 

work within the network?” “Has the network’s evolution and structure had an impact on the 

development and operation of trust?” “Is trust a dependent or independent variable of this 

network?”  The literature has demonstrated that Performance Art as a movement was 

founded upon acts of activism, and many works continue within this arena (Goldberg, 1979, 

1998). Within the practice, artists often make themselves vulnerable, exposing themselves to 

risk and undertaking acts that require trust on behalf of both the artist and audient (Berghuis, 

2006; Johnson, 2011; Montano, 2000; Wheeler, 2003). The properties of performance may 

induce experiences such as the experience of the sublime, a living utopia, reflecting the 

ephemeral and phenomenological traits of the form (Dolan, 2005; Kant, 1960 (1764); Sargent, 

2006). Performance art in the 21st century employs similar practices to those that took place 

some fifty years ago, with the addition of new technologies enabling developments both 

within the performance practice, how artists share their work digitally and how artists stay 

connected to each other (EXIST, 2013; Heathfield, 2004). Trust is a complicated ideology and 

behaviour, essential for humankind to function as a society (Arrow, 1975; Geertz, 1988; D. 

Lewis & Weigert, 1985; Luhmann, 1979 )and trust also operates closely with cooperation, 

altruism, has a cascading effect (Fowler & Kam, 2007; Good, 1988). Individuals and 

communities identify themselves by norms of behaviour such as social rules and behaviours 

such as cooperation and trust (Adler et al., 2008; Argyle & Henderson, 1985; Bar-Tal, 1998; 

Deschamps & Devos, 1998). Communities may be perceived as social networks, and analysed 

as such (De Cindio et al., 2003).  Various analyses of social networks can demonstrate 

underlying structures such as small worlds, scale-free and structural holes and these structures 

may have an impact on network behaviour (Albert-Laszlo Barabasi & Albert, 1999; Watts & 

Strogatz, 1998). Further, other properties of social networks such as being formal or informal  

and developing either organically or inorganically and governance methods also have an 

impact on the behaviour and the effectiveness of a network (Bourdieu & Coleman, 1991; 

Provan et al., 2007; Provan & Kenis, 2008). 
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I have personally experienced trust within the global performance art network, both within the 

practice and exchanged between members, and in association with this literature review, have 

thus formulated the primary research question “What is the operation of the global 

performance art network? ”  Consequently, I expected that one outcome of this study would 

be evidence that trust is a primary characteristic of the network, and that this promotes 

network performance and greater outcomes.  If this is the case, this network-level 

characteristic may be used to answer questions about network sustainability and its harnessed 

application may improve network effectiveness specifically for the global performance art 

network and for networks in general (Provan et al., 2007).  The proposed methodology which 

integrates mixed methods of ethnographic and social network analysis for the present 

program of research will be outlined in the next chapter. 
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CHAPTER 3:  

METHODOLOGY 

3.1 Introduction and aims: 

This chapter outlines the methodology undertaken to answer the primary research question: 

“What is the operation of the global performance art network? ”   

This chapter presents the research paradigm, followed by description and definition of the 

selected research methods, an outline of the research design, stages of the research, research 

context, an explanation of the methods and procedures undertaken and finally a discussion of 

relevant ethical considerations. 

3.2 Research paradigm 

Given the complexity of a phenomenon such as trust within the global performance art 

network, it was important to adopt a paradigm with the flexibility to integrate diverse type of 

data, allowing exploration in an open creative, yet rigorous fashion (Guba & Lincoln, 2005). As 

this study took place in an unexplored area of research, it was important to allow for different 

perspectives. Essentially, this work was undertaken within a pragmatist paradigm (Tashakkori 

& Teddlie, 1998). Within pragmatism, a researcher’s interest lies in finding an answer to the 

question by whatever means are effective (Tashakkori & Teddlie, 200), which often leads to a 

mixed methods strategy, combining quantitative and qualitative research methods allowing in 

the triangulation of methods  and consequently results (Brewer, 2000).  According to 

Tashakkori and Teddlie, mixed methods studies are 

Studies that are products of the pragmatist paradigm and that combine the 
qualitative and quantitative approaches within different phases of the research 
process (2008, p. 22) 

As such, mixed methods offer greater flexibility, and reactivity throughout the research 

process as it allows the employment of diverse methods to answer a singular research 

question (Danzin & Lincoln, 2005).  Mixed methods have a range of advantages including 

triangulation as method which is utilized within this research. Triangulation as methodology 

for discovery has been utilized by researchers in a range of fields (Campbell & Fiske, 1959; 

Ford, 2012; Oleinik, 2011; C. E. Wilson, 2006).   Multiple viewpoints and places of meeting 
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allow for the triangulation of data providing a unique insight into the sector of interest 

(Brewer, 2000; Denzin, 1970).  Within my research, triangulation was achieved by collecting 

both qualitative and quantitative data simultaneously (Tashakkori & Teddlie,1998).  In keeping 

with Strauss and Corbin’s notion of “emergence,” this allowed multiple data sources and 

methods of analysis to converge  (Tashakkori & Teddlie, 1998, p. 33) to provide an integrated 

and more defensibly representation of the findings.  Throughout the research period I 

employed both multiple data collection methods and reporting techniques (Brewer, 2000; 

Vallack, 2010).  Tashakkori and Teddlie illustrated this in a diagram presented here as Figure 5 

(1998, p. 44).   

 

Figure 5: Quantitative and Qualitative methods converge 

Terrell (2011) argued that triangulation may occur concurrently, as data collection phases 

occur concurrently as in Figure 6.  When different sets of data are collected simultaneously 

they may inform the other and contribute to each development of the study and to the 

potential emergence of findings.                                          

                                                       

 

Figure 6: Simultaneous Quantitative and Qualitative Data Collection 
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misleading.  Such ‘gold standards’ refer particularly to quantitative positivist research methods 

(Denzin & Lincoln, 2005) . This rejection of standards often leaves postmodern researchers 

falling into ambiguity, rendering both the legitimacy and representation of the findings as 

problematic (Parsons, 1995).  An alternative is to adopt  a “post-postmodern” paradigm 

(Baudrillard, 1993, p. 82; Zurbrugg, 2006), that avoids a simple return to modern positivism 

(Kahn & Lourenco, 1999) by integrating phenomenological, ontological and epistemological 

constructs and destructs allowing the researcher to combine data and present findings with 

confidence (Brewer, 2000; Platt, 1981).  Complementing a post—postmodern paradigm with 

pragmatism,  as pragmatism links “theory and praxis” (Denzin & Lincoln, 2005, p. 53) a 

researcher may acknowledge that each element of findings may be represented in 

multifaceted ways with each component adding value and meaning to the next (Feagin & 

Maynard, 1997; Felding, 2010; Foucault, 1968; Zurbrugg, 2006).  Finally, utilizing subtextual 

phenomenology, allows experience of the field first hand, collect multiple data sources, 

compile and analyse this data through examination, epiphany and explication and report 

conclusions (Vallack, 2010). Thus, within this research I adopted a pragmatist post postmodern 

subtextual phenomenological paradigm when approaching this research question (Tashakkori 

& Teddlie, 1998; Vallack, 2010; Zurbrugg, 2006). I appreciate that this is a complex approach 

and as such the paradigm and approach may be simplified and distilled to be a pragmatic 

paradigm utilising a mixed-method approach (Tashakkori & Teddlie, 1998).  

3.3 Methodology—ethnographic research 

The methodology selected for this research was ethnography. In the process of addressing the 

research questions, it was necessary to acknowledge my personal ontology and interest in the 

subject matter as an active member of the global performance art network and a researcher in 

this field.   In situations such as this, where I have experienced the operation of this network 

first hand and am simultaneously immersed in the field while studying it, Brewer argued that 

an ethnographic approach is most appropriate (2000).  Brewer (2000, p. 6) defined 

ethnographic research as follows: 

 

Ethnography is the study of people in naturally occurring settings or ‘fields’ by 
methods of data collection which capture their social meanings and ordinary 
activities, involving the researcher participating directly in the setting, if not 
also the activities, in order to collect data in a systematic manner but without 
meaning being imposed on them externally.   
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I have worked in this sector as both artist and organizer since 2007 after first experiencing 

performance art at the National Review of Live Art in Glasgow.  This duality of participant / 

researcher requires a conscientious ethnographic approach; maintaining an awareness of the 

impossibility of being both a subjective participant and objective observer concurrently, as well 

as the impossibility of being fully present and mindful while in the two concurrent states of 

both experiencing and analysing (Brewer, 2000; Tedlock, 2001).  Time and energy must be set 

and applied to both participation in the field of research and for reflection on these 

experiences (Brewer, 2000).  According to Brewer, the ethnographic study is a “privileged 

method”, requiring each researcher to invest in the field, and be part of the field to some 

degree (Brewer, 2000, p. 24).  Research in sectors other than performance art, such as that of 

elite networks and board memberships reflect the necessity for the researcher to be 

embedded within the field of study; because of the requirement for the researcher to be 

considered a member in order to gather accurate data (Neuman, 2009). 

Within the global performance art network as my ethnographic setting, I experienced 

phenomena as a participant that sparked my research into the network’s activity.  Brewer 

(2000) and Geertz (1988) argued that being both participant and observer would allow for 

greater insight, and this has been my experience while researching into the operation of trust 

of this network. Participation allowed for greater access to the research setting, increased my 

familiarity with current concerns, ensured my currency with the vernacular were maintained, 

and meant a stable rapport between researcher and participant was likely to be expeditiously 

built (Brewer, 2000; Fontana & Frey, 2001; Geertz, 1988).  An example of member privilege to 

the research setting occurred within this study in relation to my access to data.  The archive 

Die Schwartze Larde, although being the largest known archive of performance art in the 

world, is nonetheless a private archive.  Without membership and introduction to the archive’s 

caretaker, I may not have gained access to this valuable resource which became the primary 

dataset for study three.   

As a participant of this network, I have continued my activity in the sector throughout the 

research period.  My activity as an artist and organizer has challenged my time and energy 

spent on my research.  However, as an ethnographer, both by activities of artistic endeavour 

effectively go hand in hand, and time must be made to experience, as well as to reflect and 

analyse (Geertz, 1988).  Fetterman (1998) spoke of the need for the ethnographic researcher 

to be both “scientist and storyteller”, providing a voice for both the soft and hard data, 

providing a deeper and multifaceted view of the field (Brewer, 2000, p. 21; Fetterman, 1998). 
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The history and trajectory of ethnographic research has influenced both anthropologists and 

social network scientists alike, although both have slight variations in their definition of 

methodologies and methods (Brewer, 2000).  Within this study a method of ‘applied 

qualitative research’ was adopted (Walker, 1985).  Table 2 presents a comparison of natural 

science and humanistic approaches to social research. An examination of the table reveals that 

applied qualitative research within an ethnographic research blurs with practices of mixed 

methods as both applied qualitative research and mixed methods denotes practice that mixes 

the models of social research, combining the methods of both “hard” and “soft” data. 

Although there are many ethnographic models from which to draw upon, this research take an 

anthropological ethnographic  perspective due to the focus on the human experience of the 

global performance art network rather than any social, cultural or geographical components 

that may contribute to ones overarching life experience. As Tim Ingold (2008, p. 90) discusses 

that “anthropology is not ethnography” there is an interplay between the two as anthropology 

aims to be a “generous, comparative but nevertheless critical understanding of human being 

and knowing in the one world we all inhabit” while ethnography aims “to describe the lives of 

people other than ourselves, with an accuracy and sensitivity honed by detailed observation 

and prolonged first-hand experience” (Ingold, 2008, p. 62). Considering this research has 

adopted mixed methods and triangulation, the selection of methodology being ethnographic is 

most appropriate (Brewer, 2000).  

Table 2: Models of social research 

The two models of social research 

 Natural science Humanistic 

Methodology Positivism Naturalism 
Methods Questionnaires, surveys, 

experiments 
In-depth interviews, 
ethnography, personal 
documents 

Styles of research Quantitative  Qualitative 
Type of Data Numerate, ‘hard’ Natural language, ‘soft’ 
(Brewer, 2000, p. 30) 

3.4 Research design 

Within the chosen pragmatist post—postmodern subtextual phenomenological paradigm 

involving an ethnographic methodology, a mixed method case study design has been applied 

to this research because of its suitability (Yin, 2009).  According to Yin, a case study is an 

empirical study exploring a current phenomenon in its natural, local setting, particularly when 
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the phenomenon being studied and its context appear to have blurred borders (Yin, 2009).  As 

this research has a focus on the experience of trust by individuals a mixed method case study 

design is relevant to this research. 

3.4.1 Mixed method case study design 

Mixed method investigation allows for the melding of methods as well as integration and 

interpretation of findings (Lindebaum & Fielden, 2011).The mixed method case study design 

for this research was developed in the form of three studies.  Firstly, following the prescription 

of Park and Geertz, (1988) Study one was a thick description of my experience within the 

network followed by interpretation and qualitative analysis.  Secondly, in order to explore if 

my experience was an isolated incident and unique to only me, I asked other artists in the 

network about their experiences of a range of phenomena, including trust, in the network 

within Study two. The data collecting technique of the interview as been championed by 

scholars (e.g, Easterby-Smith, Thorpe & Lowe (2002)) as the most important source of 

information in qualitative research. Finally, Study three further extended the case study by 

analysing the evolution and structure of the network through a longitudinal social network 

analysis, using quantitative techniques.  As the focus of this research is on the operation of the 

global performance art network, a whole network approach was appropriate (Provan et al., 

2007).  Although the study of individual or ego networks can provide insight into areas of the 

network, the study of whole networks can have a significant impact on facilitating a 

researcher’s understanding of the impact on individual members of the network (Provan et al., 

2007, p. 480).   

As outlined, this research combines qualitative ethnographic research (study one and study 

two) with quantitative data (study three).  This application of a mixed method case study 

design allowed for numerous sources for data to converge (Yin, 2009).   A visualization of 

convergence of sources within this research appears in Figure 7. Within this research, the 

results of both qualitative and quantitative elements were treated  as having comparable value 

when attempting to come to a comprehensive understanding of the global performance art 

network, which is consistent with the approach outlined by Tashakkori and Teddlie (1998).    
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Figure 7: Convergence of multiple sources to answer single research question adapted from 
Yin (1994, p.93) 

 

3.5 Stages of Research  

The three studies e were undertaken to address the primary research question of “What is the 

operation of the global performance art network? ”  These studies were conducted 

concurrently, allowing greater confluence between methods (Tashakkori & Teddlie, 1998).  

Study one commenced immediately after ethical approval was obtained in 2010.  Within this 

study data collection occurred in an episodic fashion and a narrative summary of the data 

collection process is outlined in Appendix two.  Study two occurred from 2010 to 2012.  A pilot 

study of six interviews took place initially in order for me to refine the interviewing approach 

before completing the remainder of the interviews (Flick, 2002).  A further twenty-three 

interviews followed.  Study three began once ethical clearance for this stage was confirmed.  In 

June-July 2010 I occupied ““Die Schwartz Lade” in Köln.  Upon returning to Australia, I spent six 

months cleaning the data and a further six months coding the data.  In March 2012, I 

presented the initial findings from study three at the SUNBELT Conference (Clunn, 2012).  

Attendance and participation in this particular conference allowed me to present initial 

findings and receive qualified feedback on the first stage of findings from study three, which in 

turn resulted in a refocus and reworking of the data set and subsequent analyses. 
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Once data collection for each study was complete, each set was analysed concurrently in order 

to maintain a dialogue between the data sets.  Although the three studies were individual and 

could stand alone, points of correlation, explanation and a deeper understanding of the whole 

system emerged when assessed as whole and systematically compared.  This dialogue 

informed the Discussion and Integration Chapter enabling the final report of findings, further 

questions and recommended areas for future research.  The following section outlines the 

particular methods and procedures undertaken within this research. 

3.6 Research context  

Brewer quoted preeminent sociologist Robert Park who stated that in ethnographic research, 

one not only gets one’s hands dirty with the data, but that the researcher must “go get the 

seat of your pants dirty in real research” (Brewer, 2000, p. 13). This signifies the importance of 

not only being intimate with the data, but collecting the data in the field and immersing 

oneself in the environment being researched.  While undertaking this research, I interacted 

with the global performance art network; being an artist and organizer myself, I participated 

directly in the natural settings for performance.  I maintained my regular art making and 

organizing activities, as well as attending events and festivals as a patron.  Every artwork I 

experienced, every interaction I had with other performance artists, influenced my research 

and drove it forward.  I travelled around Australia and the planet these past four years, 

attending events and festivals in Brisbane, Sydney, Launceston, Hobart (Aus), San Francisco, 

LA, New York (USA), Glasgow, London, Nottingham, Bristol, Manchester, Ipswich (UK), Paris 

(France), Lisboa (Portugal), Düsseldorf, Berlin, Köln, Bremen (Germany), Bergen (Norway) and 

Hanoi (Vietnam).  I interacted with over 1500 artists via email, and over 800 on Facebook.  I co-

organized five international performance art festivals in Brisbane alongside local events and 

talks.  This has been the location for my research, this is my field.   

3.7 Research Methods and Procedures  

The two qualitative studies involved participant observation and interviews, which were 

integrated with a quantitative historical/comparative cross-sectional network mapping and 

analysis to produce a triangulation of data.  Triangulation occurs when multiple methods meet 

and extends the range of data inference available, thus providing a broader understanding of 

the subject (Brewer, 2000; Denzin & Lincoln, 2005).  The following description of each study 

outlines the aims, methods, measures and data analyses procedures undertaken. Figure 5 is a 

visual representation of the research design in overview, including each study and their points 
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of convergence and triangulation.  As detailed in Figure 5, Study one and Two are interlinked 

due to the similarities in qualitative methods of data collection and analyses.  Study three 

employs quantitative methods of data collection and analysis including both survey and 

archival data. Findings from Study three refer back to Study one and Two when the discussion 

question is asked “Does the social network analysis reflect the experience of its members?”  

The following sections will further outline the methods, procedures and integration of the 

three studies. 
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Figure 8: Research Design Map 
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3.7.1 Study one: Auto-Ethnographic qualitative research: participant 
observation of the network 

Throughout this research I continued my practice as both artist and organizer within the global 

performance art network, and was involved in over twenty events in nine countries and four 

continents.  Although I cannot speak of the entire network, I can speak of my direct experience 

over the past five years.  The importance of researcher as author and the various potentialities 

of voices to express findings should not be understated as different voices and different 

expressions of findings may prompt differing results (Geertz, 1988).  There are different ways 

to express the findings of an ethnographer.  For example, a researcher may choose poeticised 

discourse along the lines of Sir Evan Evans- Pritchard, the diary of Bronisław Malinowski or the 

thick description of Clifford Geertz  (Evans-Pritchard, 1937; Geertz, 1988; Malinowski, 1967).  

Because of the phenomenological and experiential landscape of performance art Study one 

employed a thick ethnographic description of events experienced by the researcher. 

Study one involved some use of a poetic and symbolist language, particularly during the 

writing of field notes, allowing the reader to gain further insight into the culture and 

vernacular (Levi-Strauss, 1976 {1955}). Yet there remains an implicit falseness and duality of 

reporting on experience. Levi-Strauss discussed the notion that is impossible to both be within 

the action of “being there” being in the moment, being immersed in the culture, while 

simultaneously undertaking the necessary reflective analysis (Geertz, 1988, pp. 45-47).  

Further, there is no possible way that the experience may be replicated by the text.  In the 

creation of a document such as this thesis, it becomes yet another object, yet another 

different experience.  As a participant or as a research, it is needful for time to be allocated, to 

be in-situ, and experience the heat, the blood, the sweat, the terror and the banality of 

performance; to experience that tension and conversation; to be at the bar after festival 

performances in Glasgow, on the back of a motorcycle in Hanoi, in a stranger’s house after a 

gig as they light up a joint in New York; yet there must also be time to reflect and compile 

these stories and field notes and make meaning of these experiences and conversations 

(Brewer, 2000;  Geertz, 1988). To resolve this I ensured that when I was in the field, I was as 

present and participated to my fullest. I documented these experiences in the field through 

writing in my diary, taking photos and collecting catalogues creating a data set that could then 

be analysed during the time allocated for examination.  

An auto-ethnographic participant observation study can assist in discovering if there exists a 

common experience of trust among artists in the network, or if in some regions there appears 
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to be asymmetrical experiences with some members experiencing greater trust than others.  

Bias is inevitable in the interpretation of qualitative interviews, and an auto-ethnographic 

participant observation study allows me to expose my personal experience, and biases, thus 

allowing for greater transparency of research. Study one consequently offers examples from 

my field notes, referencing the “smells and sounds”, in order to bring the reader closer to 

“being there,” providing a deeper context for the remaining studies.  To foster this, the diary 

excerpts are followed by a content and thematic analysis, themes and underlying premises and 

questions are expounded.  Study one aims to answer the sub research questions “Do 

participants experience trust and cooperation within the practice?” “How do participants 

experience trust in the network?”  “What type of trust is at work within the network?”  and “Is 

trust an independent or dependent variable of this network?” 

 

3.7.2 Study two: Ethnographic qualitative research: semi-structured 
convergent interviews with network members 

The themes developed in study one provided a foundation from which the questions for study 

two were compiled. Study one and two are intrinsically linked as they both use similar 

methods to answer the aims of this research. Throughout study one, the focus was inward 

with reflection on personal experiences through auto-ethnography. Study two looked outward 

and asked network members about their experiences of both of the practice and the network.  

According to Easterby-Smith, Thorpe & Lowe (2002), interviews are the most important of all 

qualitative resources as they give voice to the field, getting information as it were “from the 

horse’s mouth”.  Semi-structured interviewing is an open-ended, ethnographic technique that 

allows for interviews to take place within a variety of settings, thus making it particularly useful 

in a fieldwork setting (Fontana & Frey, 2001).  Structured interviews, questionnaires and 

surveys often have a hard edge and an inherent hierarchy which can be associated with a 

dichotomy between researcher and interviewee (Fontana & Frey, 2001).  However, it is 

possible to reduce this distance and potentially create a more open interaction while 

interviewing, which is especially relevant when researching personal or ephemeral subject 

matter (Fontana & Frey, 2001).  As such, semi-structured convergent interviews allowed the 

interviewer, in this instance, myself, to interact with the interviewees on a more open and 

personal ground and subsequent to interviews taking place allowed for the interview results to 

converge (Riege, 2008).  Both the interviewee and interviewer worked through the interview 

questions together; however we were able to take side roads, allowing for anecdotes and 
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personal stories to permeate the atmosphere.  Further, semi-structured convergent interviews 

allowed for the interviewee to have some agency as to how and where the interview was 

directed, as questions and answers begged further explanation, and new areas of investigation 

opened up. This enabled the interviewee to co-construct the interview questions with me 

(Fontana & Frey, 2001; Schwandt, 1997.   

A call for participants to participate in this research was advertised through performance art 

email lists. Communication between potential participants and me occurred via email. 

Interviews were concluded with a total of 29 participants before saturation of concepts was 

reached. Saturation of concepts is that point at which information from interviewees is being 

repeated with little to no addition to previous responses (Miller & Crabtree, 2005). These 29 

interviews took place using non-probability-sampling techniques of quota sampling to provide 

a cross-section of the network (Neuman, 1997).  Non-probability sampling techniques permit 

‘purposive sampling’ allowing the researcher to target a specific group of people (Mammen & 

Sano, 2012). As the desired data set would contain a cross-section of the network participants, 

non-probability allowed me to involve participants who had varied experiences of the network 

thus ensuring the sample was rich and varied (Patton, 1990).  A broadly representative cross-

section of the network was achieved by these methods, as these artists and curators were 

located around the globe and at varied stages of their careers, from less than ten years in the 

network to greater than thirty years. 

 Prior to the interviews taking place, a list of questions derived from the results of study one 

was compiled.  These questions were formulated from ideas that came out of my experience 

such as: the notion that a global network existed, of which we are members that performance 

artists were driven to create; that trust and vulnerability were often intrinsic traits within the 

performative act, and this trust permeated the network.   These ideas prompted questions 

designed to allow artists to extrapolate upon the research question: “What is the operation of 

the global performance art network?  Once the compiled list of questions received ethical 

clearance, interviews commenced following the sampling trajectory.  A pilot set of six 

interviews were first completed, and after review of these findings, the questions were 

amended.   Further questions were developed both as interviews progressed, partly in 

response to points raised by interviewees. These questions related to personal drive to create 

performance art, perceptions of the operation of the network, experiences of trust within the 

network and within their own performances, perceptions of any underlying values within 

themselves, their work and the network such trust, altruism and utopia, and experiences of 
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hierarchy, cliques, risk, and distrust (Riege, 2008).  Appendix 5 lists the questions upon which 

the interviews were based.  

Due to the semi-structured convergent interviewing structure, some questions were not 

answered by all interviewees and others spoke of issues and experiences not necessarily asked 

by the interviewee and not on the aforementioned list. The semi-structured convergent 

interviewing technique utilized allowed for questions to be asked, however if an interviewee 

pursued a new line of questioning, I explored the information provided with follow-up 

questions.  All interviewees gave consent for interviews to be recorded. After recording, 

interviews were manually transcribed and coded to seek out similarities and themes from 

within the transcripts. During the coding process, I was immersed solely within these 

transcripts allowing themes to emerge (Billson, 1991; Weston et al., 2001), which were used as 

the basis for coding.  Thematic coding was undertaken using the software package NVIVO, 

which further developed the systematic identification of themes within the text 

(QSRInternational, 2012).  Themes were developed and verified through an iterative process 

(Billson, 1991; Weston et al., 2001). Overarching themes include performance art practice, 

trust, network properties and social rules.  All coding was checked by a second coder, namely 

one of my research supervisors, who is experienced in the areas of qualitative research.  

Wherever possible, interviews took place in person, and being an active member of the 

network, interviews were conducted while on tour, and in between conferences. Considering 

the location of the research was a global network, many of the interviews were conducted 

using means such as telephone, video phone, or Skype.  On average, interview durations were 

of approximately one hour, however there was an opportunity to return to interviewees if the 

time frame did not allow adequate discussion of all desired and relevant aspects.   This 

occurred on five occasions with different interviewees, with the main problem being looing on-

line connections or the time differences being so great that one party either needed to attend 

another appointment or retire for the evening. Study two aims to answer the sub research 

questions “Do participants experience trust and cooperation within the practice?” “How do 

participants experience trust in the network?”  “What type of trust is at work within the 

network?”  and “Is trust an independent or dependent variable of this network?” 

  



Chapter 3 Methodology 

Griffith University 67 

3.7.3 Study three: Quantitative longitudinal social network mapping with 
statistical analysis, an historical/comparative cross-sectional approach 
using archival data 

Study one and two offered insight into the experience of network members of network 

operations, however, there is much that can be discovered about a network by taking a more 

distanced view, through quantitative social network analysis (Prell, 2012). Study three 

provided both an alternate and complementary lens through which one may answer the 

primary research question. Coupled with finding from study one and two, a quantitative 

longitudinal social network mapping allowed a broad overview of the network from its 

beginning and an examination of its evolution to its current state (Scott & Carrington, 2011). 

Understanding any dynamic phenomenon requires an appreciation of how the phenomenon 

came to its current state of historical development.  A simultaneously historical/comparative 

and cross-sectional approach to the performance art archives provided further insight into this 

question of trust in the global performance art network.  A cross-sectional approach allowed a 

look at a variety of data at the same point or period of time (Tamura, 2013). The growth and 

development of the network can be seen through cross-sectional samples (Neuman, 1997; 

Prell, 2012). An historical/comparative approach allowed for multiple snapshots of the 

network at various time periods to be compared over the course of decades, for “history and 

theory” to be “simultaneously constructed” as I attempted to discover if the network currently 

operates on trust, and if it appeared that this method of operation was consistent throughout 

the network’s history with “the past reflected in the present” (Zaret, 1978, p. 118).   Although 

this mode of historical/comparative cross-sectional sampling provided incomplete and 

provisional information it maintained the ability and integrity to demonstrate not only how the 

network currently operates, but also how its operation in the past has led to its current 

operational character (Neuman, 1997).  

Often social network data is procured from surveys however archival data was used in this 

instance, which provided greater reliability and demonstration of network development over 

time (Prell, 2012; Spiliopoulou, 2011). The archival data sources for study three involved 

catalogues of performance art events. Archival data permitted examination of the 

development of the network from its inception to the present, in order to determine where 

trust began to develop (Neuman, 1997).  In study three, cross-sectional samples were selected 

from every decade, from the earliest found document in 1975 through to 2005.  In-situ data 

collection was undertaken within the largest known physical archive of performance art 

material in the world known as “Die Schwartz Lade” or “The Black Kit” currently residing in 
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Köln, Germany.  For five weeks from June to July 2010, I resided in the basement archive 

scanning physical catalogues into electronic files.  This process and the later analysis are 

explained within Chapter 6. Study three aims to answer the sub research questions “What is 

the relationship between participants' perceptions of the global performance art network and 

the network's structure and operation?” “Has the network’s evolution and structure had an 

impact on the development and operation of this network?” and “Is trust an independent or 

dependent variable of this network?” 

3.8 Research Contribution 

This thesis contributes to a range of sectors as this project speaks to a number of gaps in 

literature. This project contributes to the performance art literature being the first known 

network study within the sector. There is a gap in knowledge of the performance art sector 

from an ethnographic perspective. Studies one and two contribute to this space. Study one 

and two also contribute to performance art practice and phenomenological research as they 

offer a unique insight into network members’ experience of the practice itself as well as that of 

network operations. Study one and two further speaks to a gap in the literature in trust in the 

arts. An understanding of the operation of trust within a given sector can provide insights into 

mechanisms which drive the behaviours and social norms of the sector. There has no known 

research into the operation of trust within this sector and findings may be extrapolated out 

into the broader networks and organisational arenas. Further, it is also rare to conduct multi-

method studies of an international, self-organising network, so this research also contributed 

to broader understanding of social networks. Study one and two contribute the performance, 

ethnographic and phenomenological literatures as they offer a unique insight into network 

members’ experience of the practice itself as well as that of network operations. Study three 

provides the first known longitudinal social network mapping of this sector, and one of the few 

such studies of an art network to date. Together, these studies contribute to the social 

network literature by providing a unique insight into a global network from both a qualitative 

and quantitative perspective.  

The social network analysis in study three contributes to the social network literature as it 

shows a unique insight into a global network from a quantitative perspective.  Study three 

contributes to the social network analysis (SNA) methods literature as it offers an approach to 

the creation of SNA matrices when confronted with rich and heavy data. This method has 

application to a range of industries.  Further, there is a contribution to methods in the novel 

integration of first, second and third person data in studies one, two and three respectively, as 
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outlined in the Discussion Chapter 7. Study three contributes to the  cultural networks 

literature (DiMaggio, 2011) as this research includes the first known longitudinal social 

network mapping of this sector. Due to the long history of the exploration of trust in networks 

(Granovetter, 1973; Granovetter & Soong, 1986; Uzzi, 1997), we know that there are a range 

of drivers that propel trust within networks. These drivers include embeddedness and 

structural holes (Burt,2004), homophily  (Skerlavaj et al., 2010), and repeated ties (Foster et 

al., 2011). Finally, this thesis contributes to the trust and SNA literature as it offers a real world 

example of a network whose primary commodities are ephemeral, including the experience of 

the practice, and the exchange of trust.“ 

 

3.9  Ethical Considerations 

Ethical clearance for Human Research was acquired through the Griffith University Ethical 

Review committee prior to the commencement of this research.  As this research included 

interviews in which the participants’ identities were disclosed, and interviews recorded, all 

participants were provided with an information sheet and consent form prior to their 

involvement in the study.   

As I am working member of the global performance art network, I felt able to approach 

participants openly while remaining within the scope of the network’s implicit social rules.  

Some of these social rules I came very close to breaking in study three, as detailed in Chapter 

6.   Within study three containing the social network analysis, identities of the participants 

were not disclosed; rather participants remained as anonymous nodes in order to protect their 

anonymity.  As the sample set for Study three is limited in scale and scope, it was important for 

the social network analysis to remain anonymous in order to avoid any distress or concern 

among members who may feel they are central to the network, when in this sample set they 

may not appear to be as central as they imagined.   

3.10 Summary & Conclusion 

This research undertakes three studies in order to answer the primary research question.  

Within this research I adopted a pragmatist post—post modern subtextual phenomenological 

paradigm.  A mixed methods strategy, combining quantitative and qualitative research 

methods resulted in the triangulation of methods and findings. Triangulation as methodology 

for discovery has been utilized by researchers in a range of fields, combining quantitative and 

qualitative research methods resulting in the triangulation of methods (Brewer, 2000;  
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Tashakkori & Teddlie, 1998,).  Further, both qualitative and quantitative data have been 

collected simultaneously allowing for the triangulation of data (Tashakkori & Teddlie, 1998).   

The mixed method case study design developed in the form of the three studies.  Firstly, 

following the prescription of Park and Geertz, (Brewer, 2000; 1988) study one offered a thick 

description of my experience within the network.  Secondly, in order to explore if my 

experience was an isolated incident and unique to only me, I asked other artists about their 

experiences of trust in the network within study two.  Finally, study three investigated the 

evolution and structure of the network through a longitudinal social network analysis.  As the 

focus of this research is on the operation of trust within the global performance art network, a 

whole network approach was appropriate.  Although the study of individual or ego networks 

can provide insight into areas of the network, the study of whole networks can have a 

significant impact on facilitating a researcher’s understanding of the impact on individual 

members of the network (Provan et al., 2007).   

As outlined, this research combines qualitative ethnographic research (study one and study 

two) and quantitative data (study three).  This application of a mixed method case study 

design has thus allowed for numerous sources for data which tends to converge (Yin, 2009).  

The following chapter will commence with findings from the research with study one. 
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CHAPTER 4:  

STUDY ONE: AUTO-ETHNOGRAPHIC QUALITATIVE RESEARCH: 

PARTICIPANT OBSERVATION OF THE NETWORK 

4.1 Introduction  

This first study of the mixed method investigation of the global performance art network is an 

auto-ethnographic exploration of trust within the network (Denzin, 2003).  Auto-ethnography 

allows for the embodiment of experience through participation as well as an informed 

reflection and analysis (Blinne, 2012; Larsen, 2014). The majority of the performance literature 

focuses on the practicality and the theory of performance (Auslander, 1992) or its historical 

trajectory (Goldberg, 1998) Goldberg and connection to place (Bacon et al., 2007; Berghuis, 

2006). Although there are numerous performance art documents containing intimate and 

revealing content about performance practice, these are often formulated as biographies, 

catalogues or interviews (Athey, 2013; Franko, 2010; Montano, 2000; Obrist, 2010), with little 

consideration from a social science perspective. Although critical literature around 

performance art is growing (Ayers, 1999; McKinney & Wallis, 2012; Springgay, 2003; Wheeler, 

2003) this practices has not yet been examined from an experiential, phenomenological 

perspective. Considering the ephemeral nature of the form, it is appropriate that the 

experience and the practice be investigated using this type of method (Brewer, 2000). 

Within trust literature, researchers have investigated a number of communities within an 

ethnographic participant observation framework, however these studies were often 

undertaken within an anthropological setting, conducted in exotic and foreign places where 

the other was observed in situ (Geertz, Evans-Pritchard, 1937; 1988; Habermas, 1998; 

Malinowski, 1967; Tylor, 1930). In some cases, trust was found to operate within these 

environments  as alternate systems of exchange and engagement where considered normal 

within that community (Geertz, 1962; Mauss, 1990 (1950); Rousseau, 2004 (1762)). This study 

differs from these anthropological endeavours as the researcher did not begin as an outsider, 

but rather as a member of the network. Further, this study is not looking at ancient art or 

isolated peoples, but rather an international group of practicing artists in the 21st century.  
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 In effect, this auto-ethnographic exploration is my story: how I found performance art, what 

has been my experience of the global performance art network, and how I came to this 

research question.  This chapter aims to make explicit the links between myself as a researcher 

and my experience as an artist, beginning an expansion on the method chosen for this study of 

“Participant Observation”  (Geertz, 1988, p83).  The methodology is followed by a content and 

thematic analysis, leading to themes and underlying premises.  These themes provide a 

foundation from which the questions for study two.  Diary excerpts, my ontology and approach 

to practice, followed by field note excerpts have been presented here to allow the reader, as 

much as possible, to “be there” experiencing those smells and sounds albeit vicariously 

(Brewer, 2000;  Geertz, 1988).   Further, examples of these are provided in Appendix 2, and 

provide a deeper context for the remaining studies.  This chapter closes with a discussion and 

conclusion.   

4.2 Methodology 

Study one is an auto-ethnographic study in which I, the researcher, have undertaken 

participant observation of the global performance art network.  Auto-ethnography as defined 

by Anderson and Smith (2001) is  

...associated with being and doing, with participation and performance, with 
ways of knowing that depend on direct experience. 

As an active member of the global performance art network, I have continued my practice as 

both artist and organizer throughout this research.  I have been involved in over twenty events 

in nine countries and four continents during the course of this research.  Although of course, I 

cannot speak of the entire network, yet I can speak of my direct experience over the past five 

years.  The importance of researcher as author and the various potentiality of voices to express 

findings should not be understated, however, my role and experience as participant and 

author does require attention (Foucault, 1968; Geertz, 1988).   There are different ways to 

express the findings of an ethnographer.  A researcher may choose the poeticised discourse of 

Sir Even Evans- Pritchard (1937), the diary of Bronisław Malinowski  (1967) or the ‘thick 

description’ of Clifford Geertz (1988)in order to articulate the importance of ‘being there’ - to 

experience the exotic, to get one’s hands up to the elbows in research. 

In presenting study one, there is some use of a symbolist language, allowing the reader to gain 

further insight into the culture and vernacular (Levi-Strauss, 1976 {1955}).  One must however 

acknowledge that there remains an implicit falseness and duality of reporting on experience; 
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Levi-Strauss supported the notion that it is impossible to be both within the action of “being 

there” while reflecting on “being there;” being in the moment, being immersed in the culture 

(Cliffod Geertz, 1988, pp. 45-47).  There is no possible way that the experience may be 

replicated by the text.  Instead, this document becomes another object, a different experience 

(Phelan, 1993).  There is the need then for time to be allocated; to be in-situ to experience the 

heat, the blood, the sweat, the terror and the banality of performance; to make work, to 

experience that tension and conversation; to be present at the bar after the festival in 

Glasgow, at dinner speaking in broken English/Spanish and Italian by the canals in Venice, on 

the back of a motorcycle in Hanoi, at a BBQ one warm summers night in Lisbon, in a strangers 

house after a gig in New York as a performer lights a joint. Yet there must also be time to 

reflect and compile these stories and field notes and make meaning of these experiences and 

conversations (Brewer, 2000;  Geertz, 1988). 

A point of difference arises within this research; unlike ethnographers who go into strange and 

“exotic” lands to experience another culture under full immersion for a discrete however 

extended period, the culture that I am researching is one I respond to and interact with in a 

different fashion.  In a way, my relationship to this network is at times abstracted.  Australia is 

by no means a central hub of performance art activity in comparison to Europe.  Further, I am 

based in Brisbane which for decades has been thought of as a cultural wasteland, although this 

sentiment is changing.  For the past five years, I have been part of a handful of local 

performance art enthusiasts who have been whittling out a scene, a context and community 

for our practice.  My experience of the network comes in peaks and troughs, as I save money 

and travel to festivals and am invited to festivals in other places or as I make events and 

festivals in Brisbane, any other time, my experience of the global network is mediated via 

books, videos, websites, email and social networking media.  The diary excerpts offered in 

Appendix 2 are reflections on those times of full immersion. 

This chapter offers a thematic analysis where the themes were revealed through the course of 

writing used as a reflective tool, and deeply immersing myself in re-reading the text, revisiting 

programs, catalogues and images of events I have attended. Once these themes were 

developed, I consciously made links with the performance and cultural studies literature and 

other artists’ interpretations intending to deepen my own understanding. Elements in this 

chapter reflect the iterative development of these linkages, from experience to literature, with 

themes developed in this dialogue. The following analysis includes key quotations that 

highlight the themes that together are intended to convey the essence of my experience. 



Chapter 4 Study One 

Griffith University 74 

These themes provided a foundation from which the questions for study two were compiled. 

As I was likely to be biased in the interpretation of the qualitative interviews of study two, an 

auto-ethnographic participant observation study allowed me to expose my personal 

experience, including my personal biases, thus allowing for greater transparency of research 

through adding to the inter-rater reliability measures mentioned above.  The participant 

observation study also assisted in discovering if there exists a common experience had by 

artists in the network or if in some regions, there appears to be an experience of asymmetry 

with some members experiencing greater trust than others.  The following thematic analysis of 

the above field notes will further expound on key themes and guiding questions for study two. 

4.3 Findings 

Reviewing the descriptions of my experience, which may be found in Appendix 2, a series of 

themes and sub-themes emerged relating to: the self – with subthemes of self as artist and self 

as reflector and researcher; practice of performance – with subthemes of performance art as 

sublime –a living utopia, the role of the body in performance practice and performance art as 

language; trust generated through exchange and the network structure and operation. 

4.3.1. Self  

This theme highlights my personal experiences of moving into the performance art world, and 

becoming more involved in the making of art and communicating with other practitioners. My 

sense of personal identity as a performance artist has grown, along with the perceptions of 

myself as a group member. Within this theme of self, two important sub-themes emerged, 

which will be discussed. 

4.3.1.1 Self as artist  

  
Writing and re-reading my diary led to the sub-theme of my emergence as an artist and 

transitioning into a position of identifying that performance art is now central to who I am. 

These excerpts from my diary give examples that show a powerful combination of personal 

ideas, experiences and my own inner drive to find meaning through art, and to motivate 

change in myself and perhaps the wider community. For example,   

How is it that a girl from Calliope, a small town in rural Central Queensland, 
Australia, who completed a rudimentary religious high school education, 
followed by a musical degree at the state Conservatoire, ventures into the field 
of performance art, and after only two years is invited to one of the largest and 
longest running performance art festivals in Europe? page 175 



Chapter 4 Study One 

Griffith University 75 

Within my practice I started to see links between world events, my own powerful urge to 

produce art and, interestingly, my life in rural Australia, as shown:  

After some months, the Australian government made an announcement; and in 
November 2003, the Australian government sent the first wave of troops to 
Iraq........  I wanted to make an action; I wanted to respond, somehow. I wanted 
to paint “World Peace” in my blood. I went to the needle exchange clinic in 
town and asked for the biggest needle they had. I had a friend who was a 
nurse, and asked if she could take some blood for me with this syringe...... I 
took the canvas and propped it up in the scrub. Dad showed me how to use the 
bolt action 22. I fired it three times into the canvas. page  176 

 I also identified in myself a strong drive and determination to make performance art, and I 

also wanted to share this with others:   

 In 2007, I had taken a photograph of the garden outside Carriageworks in 
Glasgow. I had – and still have, that photo up on my wall in my office. I wanted 
so badly to make a work there. page 188  

While I had certainly identified that my adult future would be different from my past, I felt a 

sense of relief and excitement when I found a group that I felt I could engage with, for 

example:  

 This experience for me, this festival, was life changing. I found my people. I felt 
I had found home. page 184 

In further examining my attraction to this particular group and reading in performance 

literature, I found numerous examples of artists such as Mike Parr (Geczy, 2006) and Zhu 

Fadong  (Berghuis, 2006) who had made performances using their body in direct response to 

political activities. Further, other artists within the global performance art network spoke of 

these desires for and experiences of exchange and connection with other performance artists 

(Bacon et al., 2007), which contributes to a sense of community for the group. As well as 

emerging in a practical sense, I have also grown in my analytical capacity and my desire to 

become a researcher, as discussed in the second sub-theme. 

4.3.1.2 Self as reflector and researcher 

 I found throughout that as I thought deeply about my experiences and became very analytical, 

I was engaged in processes that ultimately helped me to understand more clearly the realities 

of performance art practice and, importantly, led me into research. I felt welcomed into this 

network of performance artists and other network members helped me through conversation 

to develop my reflections and insights and to think about the world of performance art as a 
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place in which I could meaningfully participate. I gradually moved towards the idea of 

formalising my reflections and analysis into research, which would be a unique contribution to 

the world of performance art. My small yet growing understanding, along with support from 

other performance artists, are evident in the following example quotes: 

 I met with Nikki and she provided many wonderful insights. I told her how I 
had thought I had bombed and that I was disappointed, and she provided me 
with tools as to how best negotiate with large festivals in the future. page  190 

 In the bar one night, I was talking to a Norwegian artist, Agnes Nedregard.  
We talked about performance; she had a video showing at the festival. We 
spoke about what it was like living out of the epicentre of performance of 
America and Europe, and the works we had found the most challenging. page  
184  

 Without Helge opening the doors to Boris, and without Boris’ generosity and 
opening of the archive, I would not have the data that I do today which has 
enabled me to perform a longitudinal social network analysis of the global 
performance art network for Study three of this thesis. page 194. 

There is a growing literature around performance art practice and the role of self and risk 

within it (Marsh, 2002; Meyer, 2008) which will continue to assist my ongoing development in 

the theory and practice of art. The following theme looks more specifically at aspects of 

performance art itself. 

 

4.3.2 Practice of performance 

This theme relates to the nature and power of performance art itself and the deep impact that 

it has had on me, as revealed in my diary. The two sub-themes of performance art as sublime – 

living utopia and performance as language highlight the essential ideas and sense of 

connection that are evident within my diary. 

4.3.2.1 Performance art as sublime – living utopia 

My experiences while being both participant and practitioner often fell into the sublime (Kant, 

1960 (1764)).  I remember attending many works where I felt this sense of a lived utopia within 

the performative act, for example.  

Tears started rolling down my cheeks in the darkness. For a moment I realised I 
was surrounded by people and wanted to stop, but they kept coming. 
Guillermo spoke of the world, and war, people, politics and peace. I gave myself 
over to the work, consumed. The room swirled with images histories, 



Chapter 4 Study One 

Griffith University 77 

memories, affiliations, torture, and hope. I wondered where I had been taken, 
but I knew that wherever it was, it was a good place. It was a wonderland; a 
sensory overload moving through the space. When the work ended, we all 
walked out into the light, into the bar, which was eerily quiet. I was 
transformed. page  183 

Kant’s discussion of the sublime however didn’t completely capture this sensibility I was 

experiencing(Kant, 1960 (1764)).  The multi-faceted nature of the performances and the 

ideology behind them, it made me begin to think that these works, these moments in time 

were actually moments of utopia.   

(a man) took his clothes off and taped books to his arms and legs. He picked up 
a megaphone. He said quietly  
“Everybody”.........”everybody”............”everybody”........the refrain was picked 
up by others in the group... the man with the fish “everybody”.....the man from 
the tent “everybody”....the man with the megaphone yelled now 
“EVERYBODY”.......echoing around the expanse, an apart, yet togetherness 
“everybody.” A microcosm of the universe had emerged in my mind; a sense of 
being together, alone, everyone and everything collapsing into time and space. 
I don’t know how long I stayed there. page  181 

As we imagine the world as it might be, in our individual and/or collective utopias, the act of 

the dream in turn may catalyse individual and/or collective change (Levitas, 2001).  To the 

influential writer and poet Carl Sandburg this would be elementary and obviously essential for 

the development of human kind as “Nothing happens unless first a dream” (1922). After my 

first experiences of performance art in the flesh, one of my dreams was to experience 

performance art in my home town, in Brisbane: 

I knew this work had to come to Australia... For the next 18 months, co-curator 
Zane Trow and I alongside numerous artists and volunteers worked to create a 
performance art festival in Brisbane, which was realized in 2008. Page 185 

Performance art and utopia share the same preoccupation, which is that of transformation.  It 

is at the moment of exchange, the transaction, as Elvira Santamara Torres once told me, these 

“ephemeral diamonds” that drives many performers. It is certainly those moments of utopia, 

or “ephemeral diamonds” which keeps me returning to this practice again and again, year 

after year.   The following looks more specifically at how performance art is made. 
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4.3.2.2 The role of the body in performance art practice 

The body is often the primary material for performance art. Furthermore,  the use of the body 

as primary material may not only be convenient but a political choice (Heathfield, 2004).  The 

body is a democratic medium as everyone has a body.  Not only do we all have a body, but 

they are each different, and how the body is presented and utilized in performance is as varied 

as the individual artists themselves.  I have used my body as material in my practice for some 

time, from blood and opening the body to DNA (Cunningham, 2010b). I have also experienced 

the risk of using the body as there have been times when the body does not always perform as 

anticipated.  

I had signed a contract to do a performance at the National Review of Live 
Art.... this had been a goal and an absolute dream of mine. The work I was 
making was called “Sentiments of War” at the National Review of Live Art 
(NRLA). This work took the concept of a previous work 1LTRE OF BLOOD 
1000KGS OF BULLETS and tried to make it tourable. I took with me 500 empty 
shot gun cartridges, and a shotgun shell reloading machine and 2 blood bags... 
asked people what they thought about war, and what they hoped for peace. 
For 2 days I sat in that hotel room poking and prodding myself. Nothing. 
Drinking more water, have a warm shower, more water, try and find a 
vein....Nothing. I felt devastated.  What am I going to do?!  Here I am, about to 
perform at one of the biggest festivals of performance art in the world and all I 
have ...nothing...page 189 

Our bodies and our ideas about our bodies affect the practice and our consumption of the 

work.  For example Indonesian artist Citra Pirawati (2010) made her first work while pregnant, 

while American artist Bob Flanagan featured both his illness of cystic fibrosis and his 

sadomasochistic practices in all of his works which included the documentation of his death 

(Flanagan, 1997),while the work of Australian artist Mike Parr is informed visually and 

conceptually by a bodily feature with which he was born  (Scheer, 2008,).    

Adam Geczy writes, “Body-and harm-oriented performance begins either with the body-as –

object or body-as subject and ends with a kind of test that either confirms or destabilizes these 

conditions” (Geczy, 2006, p. 16).  The work of Australian performance artist Mike Parr can be 

conceptualised in these categories.  Often, Parr performs using his body in ways that many find 

destabilizing.  In his work Blood Box of 1998, Mike Parr sat in a bridal gown in the Sydney 

Artspace as doctors assisted him to let 800ml of blood into blood bags.  Parr then sprayed the 

blood in and around the sides of a large glass chamber, the blood dripping down “like curtains 

of blood” (Scheer, 2006, p. 32).  Parr then entered the box, which is closed behind him, where 

he, the bride, remained for twenty-four hours (Scheer, 2006). 
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May 3 – 5, 2002, Mike Parr performed his work Malevich (A Political Arm) Performance for as 

long as possible at the Sydney Artspace (Gallery, 2011).  In this 30 hour performance, Parr 

nailed his right arm to the wall, had tape over his eyes, took no food, only water for the 

duration of the work (Geczy, 2002).  This performance was streamed live online, and in the 

first day the website was visited over 250,000 times (Geczy, 2002).  Parr speaks of the work 

“my arm nailed to the white expanse of wall seemed to me to be a clear indication of the 

detention centers and the tabula rasa  of the environment (geographic, psychological, and 

cultural) that located them” (Scheer, 2008, p. 46).  This prepared and conscious self-harm of 

the body is evident throughout the large body of Mike Parr’s performative work.  This 

“disturbance in the flesh” made by Parr is familiar to him in a more every day and real way as 

in his personal experience, he suffered a birth defect leaving him with a deformed left arm 

(Scheer, 2008, p. 43).  These seemingly tortuous works make visible the real life pains that 

many live with day to day.  Parr is far from alone when using the real yet violent body in the 

realm of performance art.   

Franko B, an Italian artist whose work, like many others bridges the worlds of the visual and 

performative, talks about his work I Miss You, saying 

My work focuses on the visceral, where the body is a site for representation of 
the sacred, the beautiful, the untouchable, the unspeakable, and for the pain, 
the loss, the shame, the power and the fears of the human condition (FrankoB, 
2004, p. 226). 

 In this work, Franko B paints himself completely white, medical professionals insert shunts 

into his arms, and he walks bleeding down what appears to be a fashion catwalk.  When a 

catwalk is traditionally set up, it is there to promote and sell products of desire, of fashion.  

When Franko walks down the runway in I Miss You, he isn’t there to sell anything.  He has no 

labels to hide behind; in fact, he is displaying one of the body’s most intimate materials.  In this 

work, Franko B addresses the issues of body and humanity both from a foundational and 

existential level (TateModern, 2006, 01/06/06).   Franko B frames his work again by the 

language he used to describe the work;  

I strive to use the body in a way that does not take away its dignity, by being 
responsible to myself, as well as to the work.  I work to create a language that 
touches on the things that show we are not alone.  We are all bleeding 
inside…Blood gives life.  Blood is thicker than water.  I believe in beauty, but in 
a beauty that is not detached from life (FrankoB, 2004, p. 226). 
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It is this language and the care and ceremony surrounding this work that takes it out of the 

world of self-mutilation into some higher ritualistic practice.  Without this care; having medical 

practitioners on-site, the gesture of the cat-walk and monochromatic white paint, it could be 

easily seen as simply someone bleeding.  Yet, this simple act of bleeding brings us back to that 

simple fact, that no matter who we are or where we come from, we all bleed, we are all, in this 

way, the same.  Franko B’s works deal with the body politic, and talk of the “vulnerable flesh” 

through actions that are an “exteriorization of interior pain” (J. Klein, 2005, 09/10/06).  In our 

safe and secure western civilization it is getting easier and easier to avoid vulnerability with 

gated communities, caller ID, internet protections, prenuptial agreements and seatbelts as 

examples of how we have managed to make our lives ‘safer’ in some way.  This is not to 

undermine some of the positive aspects these advancements offer.  However, I wonder...  Are 

we protecting ourselves out of having a real life interaction with our fellow human beings? Is 

being vulnerable an essential experience for our being? Are we really saving ourselves or 

missing out on real experiences?   

The subsequent examples, which I have assembled, are from artists who present their body to 

the audience, transforming their body through the performative act.  The following quote from 

Germany performance artist, Helge Meyer, relates to his performance Taschlish  

Working on the idea of forgiveness, Taschlich is part of a series of research 
where the performer tries to cooperate with the audience in a direct way.  The 
performer takes the symbolic burden of the viewer and also a real heavyweight 
as an endurance task.  In the Jewish tradition, the Taschlich is a prayer where 
the participants take some bread crumbs to a lake or the ocean, pray there and 
throw the material into the water to symbolize the release from sins and start 
with something new.  The presented work will hold a dialogue with fire, stones 
and different aspects of shared pain (Art, 2009). 

I attended a performance of this work at the National Review of Live Art, in February  2009.  

Helge, dressed in classic suit and tie was in a small room with a circle of tea light candles and 

some stones each approximately head sized.  Once patrons had filled the space around the 

circle of candles and were spilling out into the next space, Helge started his work.  He took off 

his shoes and socks, then all of his clothes.  Standing naked he took a stone, and approached 

an audient, asked them to write their burden on the stone.  He then requested assistance in 

taping the stone to his body.  Once a stone was affixed, he would pour the burning wax from 

the candle onto his head until it was extinguished.  He repeated this process until all stones 

were attached to his body and all candles had been poured over him.  Now in obvious physical 

pain he slowly moved away from this space and into the next room, and then the next of the 



Chapter 4 Study One 

Griffith University 81 

large underground performance space called the Arches, where he then took a knife, and cut 

off the tape and removed the stones, and placed them ritualistically in the space. 

 

Image Sourced: http://www.satt.org/kunst/05_10_mexiko.html 

Figure 9: Helge Meyer “Taschlish” 

This work demanded trust on behalf of both the audient and the artist.  Firstly, the artist 

presented himself completely exposed making himself vulnerable to the audience as he was 

working with objects that could be used to inflict great pain.  While the objects did still incur 

pain upon the artist, the artist was in control of the objects so that it was painful within a 

threshold he was willing to bear.  If however the audient had intervened in a violent way, for 

instance when the artist was attached to 100kgs of stones, or when manoeuvring the knife, 

repercussions may have been dangerous for all involved.  In the reverse, the audient was 

trusting that the artist would keep their safety in mind when using these dangerous objects in 

such close quarters (approx 100 audience members were standing shoulder to shoulder in a 

small space, with less than 1 foot distance between them at the artist as some point).   
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Image source: http://contemporaryperformance.org/profile/Nickkilby 

Figure 10: Nick Kilby "Rematch" 

Nick Kilby is an English performance artist, currently heterosexual and male.  In a conversation 

with Nick, he spoke to me about his work.   Having grown up with little interest in football, 

often opting out of physical education classes in school, in recent times has explored the 

stereotypical ‘male’ body in his work.  For the first time in 2010, Nick joined a gym, 

commenced body sculpting and took up boxing.  The work that Nick has done in the gym 

shows in his physic, and this, coupled with The Boxer has played an integral role in his work to 

date.   

In his work Rematch, Nick was restrained, while the audience was offered boxing gloves and 

were given the opportunity to attack him.  Not everyone participated. Nick recounts that the 

audiences was almost evenly split 50/50 men and woman.  Interestingly, none of the men 

participated, but almost all women were involved.  Nick said, “...It became this almost weird 

symbology.  I am the sculpted man.  I am the stereotype.  I am every single man that has 

broken your heart so hit me.”  

In a further version of Rematch, Nick undertook a durational work, whereby in the first hour 

the aforementioned occurred, with the audience being “completely implicated” in the action. 

In the second hour, Nick performed 12 rounds of ring boxing. In the final hour, he performed 

http://contemporaryperformance.org/profile/Nickkilby
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what he calls a “static mono image performance”.  During this part of the performance, ropes 

were suspended, coming down from the ceiling and were inserted into his sides.  For one hour, 

Nick tried to hold the pose of someone in a knockout state.  During the course of this final 

hour, one of the needles tore out, and his side started to bleed.  A strong body, made weak, 

open and vulnerable.  According to audience feedback reported by Nick, this subversion of 

archetypal western straight male stereotype makes an image that may make some feel a little 

uncomfortable, while others found it both titillating and cathartic. 

Some performance artists are ambivalent towards their sex and sexuality in performance while 

others bring it into sharp focus.  The sexed body is however different to a naked body.  

Performance artist, Ron Athey talks of how “total nakedness is neutral...Clothes say a lot more 

than being naked” (Ayers, 2010, p. 3).  This sentiment is mirrored in the comments of Nikki 

Milican, Artistic Director of the longest Performance Art festival in Europe, the National Review 

of Live Art, saying “The naked body doesn’t shock or spring surprises any more, it is an 

ordinary point of reference, a tool for the communication of what are sometimes highly 

politicized messages” (Ayers, 2010, p. 3).  Many performance artists who include an element of 

the erotic in their performances do not just perform in galleries; in some instances they are 

involved in the local S&M, fetish and other alternative scenes (artists such as Bob Flanagan, Nic 

Canavan and others were and are accepted as active members of both the S&M and 

performance communities.  Many performance artists have made their work alongside S&M 

performers at Torture Garden, a fetish club in London.)  
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Image Source: http://www.glassmagazine.co.uk/forum/feature.asp?tid=353#title 

Figure 11: Rachel Parry “Fuck Me Gently into the Good Night” 

Rachel Parry is an English performance artist whose work is both physical, sexual and 

encourages audience participation.  In a conversation with Rachel Parry, she spoke to me 

about her work which began as video pieces for camera as she was “actually quite shy.” She 

has made many one on one performances, as well as actions for larger audiences.  In the 

interview, Rachel tells of another work, “Fuck Me Gently Into the Good Night”, which she 

performed at the Royal Tavern.  The work was planned to be 30 minutes in duration, but due 

to a series of events out of Rachel’s control, it was restricted to 10 minutes.  In this work, 

Rachel stood/bent over a raised stage with her bottom hanging over the stage, and “people 

were asked to use a stamp on my bottom which had the word Fuck on it.” During the course of 

the performance Rachel made some physical movement, and spoke in an eastern European 

accent and recited “Fuck through eye, fuck through throat, fuck through palm of hand, I will be 

good citizen.” 

Audience participation can be a dangerous road to tread, Rachel recounted a time during a 

performance when somebody came in and did not want to interact; they were ranting and 

“started destroying the set” and they were “really angry about the kind of work I (Rachel) was 

making.” In another instance while performing, Parry was in close proximity to the audience 

and had her genitals exposed; at which time a female audience member tried to “thrust her 

http://www.glassmagazine.co.uk/forum/feature.asp?tid=353#title
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hand inside me (Parry).”  Parry does not put herself in these situations blindly.  In the process 

of producing work there is always a deliberate consideration as to the scope of audience 

reaction and interaction.  Parry accepts that the entire gamut of reactions may take place and 

she accepts them prior to the commencement of any performance.   

Safeguards are put in place, as for many performances there are “coached assistants or 

protectors” who at Parry’s signal may intervene without interrupting the work.   When putting 

herself in a vulnerable situation, Parry remarks “it's a must to know what kind of audience 

member I may encounter and be prepared, embracing the moment whilst still knowing what 

my limitations are, it is after all the nature of the art I make.” 

The discussion in relation to the sub-theme, the role of the body in performance art practice 

shows the importance of the body in as primary material and vessel for the creation of 

meaning. As the body is used in performance, there appears to be a usefulness in performance 

art; a catharsis of the flesh, a bringing together of the monsters, leaving only us.  The body 

performed as language, presenting the body as the other; not a one way conversation, but a 

dialogue, an encounter, a conversation.  To me, this suggests the possibility for a shift in our 

perceptions of the other.  There must be us for there to be an “other”.  If rather than us or 

other there is we, there is acceptance, and the potential for cooperation and collaboration and 

perhaps even a way forward in togetherness for humanity. This sense of togetherness and the 

creation of a ‘we’ may encourage the growth of trust, as parties identify as members of society 

(Bar-Tal, 1998; Guth, Levati, & Ploner, 2008; Tajifel, 1978; Zhao, Abrahamson, Anderson, Ha, & 

Winddows, 2013). The use of the body as discussed above and the desire to encounter the 

other, to bring down boundaries between people creates a part of the language of 

performance art. 

4.3.2.3 Performance art as language 

Performance art in my experience has its own language, and it is one that performance artists 

all seem to recognize.  Although there may be many dialects within this language, it is a 

language that is shared.  These may dialects fall under categories of practice; work which is 

body based, physical, vulnerable; work which offers the body in space as sculpture work which 

interacts with the audience directly; work which is co-created with audience members; work 

which is one on one performances with audience members; durational; bio-art; 

technologically-mediated; site-specific; and more.  The language begins with the body as 

discussed in the previous subtheme, however as further sub-groups or dialects of performance 

emerge it is natural that artists who work in a similar way, using similar materials and methods 
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share this dialect. Sometimes those speaking the same dialect may work together more, they 

may collaborate more. Although there are materials and aesthetics that are shared by artists, 

there is an understanding that not all work is the same, nor can it be.  When I experience this 

language I find it unique and beautiful.  In Venice in December 2012 at the first International 

Week of Performance Art, I found myself in a room filled with artists; the majority of whom 

spoke English as a second or third language.  Although English was the language of choice for 

the artist talks, and printed texts, over coffee, the various languages emerged – German, 

French, Italian, Spanish, and Portuguese.  I would speak in broken Spanish / English and 

another person would always translate as we discussed what had happened that day or the 

previous evening.  However, when we came into the performance space and engaged with the 

work, there was only one language: the language of performance.  This sharing of language 

may influence the way trust is exchanged through the network. 

4.3.3 Trust generated through exchange 

In my experience of this network, through the action of performing  at ‘performance art’ 

events, members  ‘identify’ themselves as performance artists, and as such formulate and 

contribute to a collective social identity of ‘performance artists’.  Due to this self identification 

as performance artists, I experienced what I thought to be a sense of “fellow feeling” (Smith, 

2004 {1759}).  This fellow feeling extended into the economic operation of the network as this 

sameness as performances artists was shared, resources were shared. Indeed, there seemed 

to be social rules within the network, that were reminiscent of those within “The Social 

Contract” (J.-J. Rousseau, 2004 (1762)) as I observed a balance between the freedom and 

celebration of individuality alongside a connection to a larger group operating as a  “moral 

community” (Katrin, 2001). Within this community I experienced an economy of practice that 

seemed to be completely open, generous, and shared.  

Again, the generosity shown in this instance, sharing information, resources, 
houses and a table were most appreciated. Page 193 

Whatever limited resources were available would be shared, and these resources included 

accommodation, performance opportunities, food, performance materials, time and 

information.  In this sense of sharing, it reminded me of the types of “rotating feasts” or gifts 

offered between tribes (Cliffod Geertz, 1988; Mauss, 1990 (1950)).  Within the performance 

art network a personal example of this may be found in my diary in Appendix 1, whereby I was 

welcomed by Agnes Nedgregard to share her home in Norway after only a brief meeting. As at 

the time of this publication I am yet to have the opportunity to repay Agnes the same 



Chapter 4 Study One 

Griffith University 87 

generosity directly. However, I have been able to pay some generosity forward, as there have 

been other artists, I have been able to performance opportunities, accommodation and local 

support, simply some of the generosity have I experienced. These experiences of immersion 

and sharing practice at events give these moments strength, and binds people together, 

providing a level of intimacy and almost falling into trust.  Mauss went on to say that in some 

cultures this is described,  

 In short, this represents an intermingling.  Souls are mixed with things; things 
with souls.  Lives are mingled together, and this is how, among persons and 
things so intermingles, each emerges from their own sphere and mixes 
together.  This is precisely what contract and exchange are (1990 (1950), p. 20) 

There is a rotation of gifts and resources, so that the gifts may not be directly reciprocated, but 

may be generalised within a group.  This is outlined in Malinowski’s ethnographic research in 

the Trobriand Island.  In the Western Pacific, various traditional items called “kula”, such as 

jewellery which may be used in ceremonies and the like are passed from tribe to tribe. 

Consistent with this, term “kula” may be translated as “circle” (Mauss, 1990 (1950)-p.24).  

These items further are conditionally endowed, “that you make use of it for another or pass it 

on to a third person, the ‘distant partner’...” (Mauss, 1990 (1950)-p.24) I observed a rotation of 

resources and opportunities within the global performance art network for example  artist / 

organizer #1  invites artist / organizer #2 to present at their event. However, there is no 

obligation for that opportunity to be reciprocated directly, rather when artist /organizer #2 has 

an opportunity to make an event, they may invite artist/organizer #1, however they may invite 

artist /organizer #3. 

There is a shift in trusts as within the performance practice, artists first trust themselves, they 

then trust their audience and trust each other. So, it appeared that each of these acted as if 

they were different types of trust at work within the network (Adler et al., 2008) Study two 

looks further to uncover if trust between network members existed and whether it was 

experienced by network members. Study two further investigates if trust is a dependent or 

independent variable within this network. There may be a paradox between working within an 

economic system while maintaining a set of social rules and behaviours that encourage and 

insist on the experience and sharing of resources and essentially trust.  This may privilege 

those who are geographically closer, and also privilege those who can afford to self-fund or 

have successful funding bids to attend festivals.  Further within the performance art 

community there are different types of events. Some festivals require a formal invitation and 

contract, while for others, there is a sense that if you are travelling some distance and you can 
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get to a gig you may have an opportunity to perform.  There are informal networks set up 

online, such as email lists, website such as performancemap.org and facebook pages such as 

‘International Touring Artists’ which actively work to connect performance artists with each 

other so that they can tour more effectively. 

Looking at my experience, I see trust being used as a currency within the network.  Trust may 

be gained by offering effort into the network, such as when organizers make events. 

Organizers within the performance art sector are rarely paid a wage appropriate to the work 

put into organizing an event, so a sense of trust and affinity due to the extended effort to 

provide opportunities for other artists to share their practice may be respected and 

reciprocated by other artists and organizers.  In addition, this is a network that appears to give 

back what you put in. For example if you contribute to the network, by making events, people 

reciprocate in kind by offering work – their art.  As an artist, if you make the effort to see 

someone’s work, or as a curator who is also an artist, you may be invited to events, simply by 

“being there”.   

One factor I suspect may contribute to this economics of trust is that there are a great number 

of artists in the performance art community who do not make a living from their practice.  

Further, many like presenting their work for free, many teach, while others have art related or 

non-art related jobs.  My observation is that competition increases when money is involved in 

the exchange and competition decreases when money is removed from the equation. For 

example I have observed higher levels of competition at events such as the Live Art Platform 

events in the UK, as these events are funded for the artist and further positions at these 

platform events insinuate a visibility of their work to curators of what may be considered even 

more prestigious festivals.   There are a few famous performance artists outside of 

performance art circles (e.g. Marina Abramović ). Within the field of performance art, there 

are some famous performance artists (e.g. Chris Burden, Ron Athey, Alastair McLennan, Boris 

Nieslony) and in many cases the artists had been making work for decades and the desire for 

fame and fortune was not particularly present. Without the driver of great financial gain, 

artists and organizers alike are seemingly more likely to cooperate and share information as 

there is less benefit for them to keep it to themselves. Further, it would be more beneficial for 

all parties to share information as their interest is in the experience of the work, and 

propagation of the form.  My diary entries show the salience of trust for me within this 

network. 
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4.3.4 Network structure and operation 

Within a three year period the network allowed me and my work to move from my own 

backyard, to be presented at a range of events and festivals in over 10 countries. Further I 

started curating events and festivals in my home town, presenting works of over 100 artists 

from 30 countries worldwide. Essentially in my experience, when I approached the network 

with a sense that we are all people, and initiate contact with those who may be perceived at 

the “top” of the hierarchy, people made time to speak with me, to work with me, and offer 

their time and expertise.   I have approached numerous persons who hold roles as the heads of 

significant performance institutions such as Franklin Furnace and others, and on every 

occasion, the these individuals have made time to meet with me.  However, this is not unique 

to the performance art community as I have also experienced such generosity of knowledge 

within the scientific community and others as well.   

In my experience of the network, as indicated by my field notes, I experienced a network that 

was global and mobile.  Access to this network was open to all; you just had to “be there”.  The 

way the network had grown seemed to be organic and in my experience, a non-hierarchical 

system was at work.   I was able to meet and talk to some of the most famous artists and 

organizers in a very short period of time, as long as I was there, live in person.   Even when I 

first arrived at an event, not knowing anyone, it didn’t take much to start a conversation.  

On the last night of the festival, I tentatively went up to Jacques van Poppel, 
artist from BMi... I said in a crackling high pitched voice, “Hi. My name is 
Rebecca Cunningham. I’m an artist and organizer in Australia. I loved your 
work and would love very much to bring Black Market to Australia”. He said, ... 
“you will have to speak to Boris.” I found Boris Nieslony across the room. I 
repeated my little speech, daunted as a 25 year old green artist approaching 
one of the most well known and respected Performance Artists... Boris ...spoke 
with me with respect... I got this sense that any hierarchy I was feeling was in 
my head...There seemed to be this sense that “people are people” no more, no 
less. Page 188 

 Most artists and organizers would make the time to meet or have a conversation and it was a 

rare occurrence in my experience to feel less than the other; to be made to feel like there was 

some hierarchy at work.  I felt like people came and went from the network as their life and 

opportunity allowed, so the network evolved in an organic fashion (Bourdieu & Coleman, 

1991). In my experience, I met most artists at live events and then maintained these 

relationships online (EXIST, 2013).  In summation of this theme, I experienced trust within the 

practice and for example in the work of Helge Meyer and others (Meyer, 2009) and I observed 

that network seemed to be reflecting the practice within its structural properties– its 
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openness, its flexibility, its vulnerability and generosity.  Although I am ever the optimist, and I 

admit I may have a romanticised picture of this network, I also must acknowledge that not 

everything goes right all the time.  Despite a member’s good intentions, sometimes, issues do 

occur and there are failings and miscommunications. However, intention is a variable that is 

difficult to measure as an outside source. Within this study I can only speak directly of my 

experiences of this network for the past 5 years. During this time I have had negative 

experiences, such as being left on a mountain, accused of  misconduct,  and lied to, however, 

the positive experiences certainly outweigh the negative, as I have also been rescued, offered 

advice, support, food, shelter and opportunities more times than I can count. 

4.4 Discussion and conclusion 

The performance art community has given me experiences that have prompted my further 

examination of the overall exchange.  I feel I personally have a strong sense of connection with 

this group, and also a sense of wonder about the gap between commencing ones practice and 

the changes and development experienced.  

From these experiences linkages may be drawn back to the literature. Previous studies utilizing  

an auto-ethnographic participant observation framework have occurred, however these 

studies were often undertaken within an anthropological setting, conducted in exotic and 

foreign places (Evans-Pritchard, 1937; Geertz, 1988; Habermas, 1998; Malinowski, 1967; Tylor, 

1930) and in some cases, trust was found to operate within these environments  as alternate 

systems of exchange and engagement where considered normal within that community 

(Geertz, 1962; Mauss, 1990 (1950);  Rousseau, 2004 (1762)). Further within business and 

organizational studies trust has been found to speed up engagement both within and between 

businesses (Berardo, 2008; Ostrom & Walker, 2005) particularly when there is a shared 

meaning between parties (Bigley & Pearce, 1998). In some instances, trust has been found to 

operate as a commodity (Dasgupta, 1988) and may be generalized between parties 

(Nannestad, 2008). Trust may grow over time (Saraf, 2008) or it can be built quick within 

temporary groups (Meyerson et al., 1996). 

The findings of study one demonstrated both similarities and points of difference to those 

outcomes found in both anthropological and management research areas.  In the field I 

experienced work by people which was open and vulnerable, where the artist trusted the 

audience with their body; with their practice.  As Mollering outlined, the arts sector regularly 

relies on trust and openness in order to exist (2013a).  These acts of transportation and 
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transformation may occur in a variety of realms as we have seen that utopia and 

transformation can be experienced in real time (Dolan, 2005; Frangione, 2007; Kant, 1960 

(1764); Parker, 2002b; Sargent, 2006). 

In performance art there is often a focus on the role of the body, the acts of the body, the 

realness of the body, the politics of the body (Gear, 2001; Phelan, 1993).  This was evidenced 

in the work experienced throughout this research as outlined in case studies.  Due to the scope 

of this thesis additional in-depth examples will not be discussed here, but may be found in 

editions by Phelan, Heathfield, Heddon and Klein as well as the Live Art Development Agency 

(Heathfield, 2004; Heddon & Klein, 2012; Louis Keidan & Mitchell, 2012; Phelan, 1993).  The 

act of performance then is also an exchange; an exchange place, ideas, hopes and realities.  

The shared experience creates a shared language around performance, as well as shared 

norms which are reinforced with the vulnerable performative act (Mollering, 2013; Tajifel, 

1978).  According to Bachmann this shared language establishes a “world-in-common” where 

trust as a form of exchange becomes normal (2011, p. 209).  For me, trusting did not feel risky 

within these experiences both in the practice and in the network between members.  

However, with great trust comes great risk (D. Lewis & Weigert, 1985).  If and/or when this 

trust is broken, it is difficult for this trust to be reinstated, although not impossible (Bachmann, 

2011).   

Overwhelmingly, I experienced a global, organic, non-hierarchical network where everything 

that you offered was returned to you many more times.  This was a global network with a 

shared language and sensibility of performance, thus enacting a set of social rules of the 

network.  I experienced these rules to be centred on honesty, generosity, integrity, genuine 

engagement and generalised trust.  The trust offered is often “swift” (Meyerson et al., 1996) 

and generalised throughout the network (Berardo, 2008; Nannestad, 2008) within a 

community that offered a set norms based on collaboration (Adler et al., 2008).  

This study has offered a thematic and contextual analysis of experiences offered in my field 

note (more details in Appendix 2).  The findings outlined offer a number of areas for discussion 

associated with the themes including performance art being a place to experience utopia or 

the sublime, the role of body in performance including realness and vulnerability being 

intrinsic to the practice, the notion of performance as language, gifting, sharing and exchange 

being experienced in the performative act as well as being experienced in the network, and 

finally the experience of the network being non-hierarchical, organic and open.  These findings 

and themes from study one, an ethnographic participant observation study form the basis for 
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my approach to the interview in study two, which involved ethnographic qualitative research 

based on semi-structured convergent interviews with network members.  Study two is 

expounded upon in the following chapter. 
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CHAPTER 5: 

STUDY TWO: ETHNOGRAPHIC QUALITATIVE RESEARCH SEMI-

STRUCTURED CONVERGENT INTERVIEWS WITH NETWORK 

MEMBERS  

5.1 Introduction 

From my experience of the network, as outlined in chapter four, I wanted to delve further into 

the experience of others in the network. I wanted to know if my experience was isolated or if 

others felt this way and had experienced such an open and mobile and non-hierarchical 

network as well.  Although there are online databases of festivals , events and interviews with 

artists, and autobiographical material available (E. L. A. Archive, 2013; EXIST, 2013) to date 

there has been no ethnographic research of  on the global performance art network of this 

kind.  Study two speaks to a gap in the knowledge of the performance art sector from an 

ethnographic phenomenological perspective as it offers a unique insight into network 

member’s experience of the practice itself as well as that of network operations. Further, 

study two speaks to a gap in the literature in trust in the arts. An understanding of the 

operation of trust within a given sector can provide insights into mechanisms which drive the 

behaviours and social norms of the sector. The aim was to examine both questions of the 

operation of trust within the global performance art network as well as exploring the 

relationship between participants' perceptions of the global performance art network and the 

network's structure and operation; to discover if I was alone in this experience of generalised 

trust and generosity, or was this experience a common occurrence within the global 

performance art network.   As mentioned in Chapter four, there is a history of anthropological 

and ethnographic studies which investigate in-situ experiences of culture (Geertz, 1962; Levi-

Strauss, 1976 {1955}; Malinowski, 1967). In addition there have been more recent studies in 

which particular understandings and behaviours such as trust have been investigated within a 

given research setting (Dowd, Boughen, Ashworth, & Carr-Cornish, 2011; Gr tz, 2004; Kim, Yun, 

Park, & Williams, 2009; Scorgie et al., 2009). Further, there have been other studies which 

investigate experiencing ephemeral corporeal phenomena utilizing interviewing techniques 

(Ryan, 2010; Seifert & Hedderson, 2010). Previous studies of performance art have used 

ethnographic methods to investigate the practice (Butler, 2008) and have used performance 

art to demonstrate research findings (Bagley, 2008). However the present study focuses on the 



Chapter 5 Study Two 

Griffith University 94 

experience of the individual artist within the sector and while it has some similarities to these 

previous studies, being ethnographic and utilizing interviews, it differs in its amalgamation of 

methods of ethnographic semi-structured convergent interviews. Within the performance art 

sector, there has been series’ of interviews take place (E. L. A. Archive, 2013; Montano, 2000). 

However although these interviews are centred around various themes, such as money, fame, 

death, performance and food, and although they offer a window into the world of 

performance art they lack a critical discourse from a social research perspective. To address 

this lack, study two consists of interviews with network members around themes of trust and 

experiences of performance art practice and the network as well as an analysis and discussion 

of the findings. So, this chapter begins with an outline of the method and procedure 

undertaken in study two, followed by the findings, discussion and conclusions. 

5.2 Method 

In order to uncover if my experience of trust in the network was singular, my auto-

ethnographic research was extended to employ other members.  The method undertaken was 

a qualitative collection of data and subsequent analysis utilising convergent semi-structured 

interviewing techniques.  A call for participation went out through performance art email 

groups and interviewees were selected and contacted using convenience and quota sampling 

to provide a cross-section of the network (Neuman, 1997.).  These artists and curators are 

located geographically around the globe and are situated at varied stages of their careers, 

from less than ten years in the network to greater than 30 years. A total of 29 interviews were 

undertaken. Although there were no refusals to respond to interview invitation by participants 

in some cases scheduling a time for an interview considered not possible by the participant at 

which point the interview process was abandoned. The principal assessment to conclude 

interviews after 29 interviews was due to reaching saturation.  Saturation of concepts is that 

point at which reports from interviewees are being repeated with little to no variation in 

response  overall (Miller & Crabtree, 2005). These 29 interviews took place using non-

probability-sampling techniques of convenience and quota sampling to provide a cross-section 

of the network (Neuman, 1997).  Non-probability sampling techniques permits ‘purposive 

sampling’ allowing the researcher to target a specific group of people (Mammen & Sano, 

2012). As the desired data set would contain a cross-section of the network participants, non-

probability allowed the researcher to involved participants who had varied experiences of the 

network thus ensuring the sample was rich and varied (Patton, 1990).  A broadly 

representative cross-section of the network was achieved by these methods, as these artists 
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and curators were located around the globe and at varied stages of their careers, from less 

than ten years in the network to greater than thirty years.  

This sample provided insight into the operation of the wider network, offering a sample of the 

breadth of practice around the world and how these artists have experienced the network.  

Appropriately linking with the nature of the global network, these interviews took place via 

various means: thirteen interviews took place in person, three were via email due to time or 

language barriers and the remainder took place by mediated means, including phone, video 

phone and Skype (Fontana & Frey, 2001, p. 660).  Prior to the interviews taking place, a list of 

questions, derived from study one was compiled.  These questions were formulated  from 

ideas that came out of my experience and from the literature, namely that the notion that a 

global network existed, of which we are members, that performance artists were driven to 

create, and that trust and vulnerability were often intrinsic traits within the performative act, 

and it was this trust that permeated the network.  These questions were designed to allow 

artists to extrapolate upon the research question ““What is the operation of the global 

performance art network? “ The interviews included questions regarding their personal drive 

to create performance art, their perception and operation of the network, their experiences of 

trust within the network and within their own performances, and their perceptions of any 

underlying values within themselves, their work and the network such trust, altruism and 

utopia as well their experience of hierarchy, cliques, risk, and distrust 

Table three outlines the demographic information of the participants while more detailed 

information including their nationality, sex, age, and number of years in the field at the time of 

interview may be found in Appendix 3.  All interviews were undertaken between 15 March 

2010 and 31 March 2012.  I had met some of these artists before, either at a festival or 

electronically via email.  Some simply responded to the invitation distributed through an email 

list.  As such, an interview bias should be noted in that these interviewees were willingly giving 

of their time and expertise in the interest of this research project, and as such there may be a 

bias towards trust (e.g. in the researcher; research process) within this sample set.  Interviews 

varied in duration time between 30 minutes and 2 hours, during which I asked questions 

allowing participants to expand upon their creative practice, their perception of the networks 

operation and their individual experiences.  The following are examples of the questions 

asked: How long have you been making work? How do you approach your practice? How do 

you make your work – your process? Do you see any underlying themes or values within your 

work? Can you tell me what led you to performance art? Why do you make your work? Could 
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you define performance art for me? How would you describe your relationship to the audience 

in your work? What social value, if any, do you think performance art has? Do you think 

performance art or Live Art can be transformational?  Do you see or experience a hierarchy 

within the network? Do you see the network as being formal or informal? Do you think the 

network grows organically or is there a more formal structure at work? Do you think there are 

any particular risks or expectations in this community?  Do you think trust is important to the 

global performance art network? For further information, an interview guide has been 

provided in Appendix 5. Overall, the research question was kept in mind by the researcher to 

ensure that the interviews were covering relevant material. However due to the nature of 

convergent semi-structured interviewing, follow-up questions and new paths were discovered 

within the interview. Convergent semi-structured interviewing technique allowed for 

interviewees to amble through the questions and the interviewer to follow the interviewee 

down side roads which in turn resulted in the amendment of interview questions (Riege, 

2008).  Each interview was recorded with the interviewee’s consent, and later transcribed.  

During the coding process, I spent time immersed solely in these transcripts allowing themes 

to emerge (Billson, 1991; Weston et al., 2001).  Thematic coding was undertaken using the 

software package NVIVO, which involved the systematic identification of themes within the 

text (QSRInternational, 2012).  Themes were developed and verified through an iterative 

process (Billson, 1991; Weston et al., 2001). Overarching themes include performance art 

practice, trust, network properties and social rules. All coding was checked by a second coder, 

namely one of my research supervisors, who is experienced in the areas of qualitative 

research. These themes will further be discussed in the follow findings section.   

  



Chapter 5 Study Two 

Griffith University 97 

Table 3: Participant Demographic Information 

Sample Size 29 
Sex 
Male 48% Female 52% 
Age Range 24-72 
Average Years of Practice 16 
Nationality 
Australian 10% 
Austrian 3.7% 
American (USA) 16% 
Brazilian 3.7% 
English 17% 
French 3.7% 
Irish 7% 
Italian 3.7% 
Japanese 3.7% 
German 7% 
Myanmar 3.7% 
Mexican 5% 
Norwegian 3.7% 
Polish 3.7% 
Portuguese 3.7% 
Swedish 3.7% 
Uruguay 3.7% 
Interview method  
In person 41% 
Skype 45% 
Email 14% 

5.3 Findings 

While the themes that emerged from the interviews at times confirmed, expanded and 

validated my experiences as outlined in Study one, there were other themes and experiences 

of the global performance network that were novel to me. Although themes of self, the 

practice of performance, trust and networks structure and operation began to emerge in study 

one, they were confirmed and extended as topics when stated and discussed by multiple 

participants. Four key thematic areas emerged from these interviews in study two after the 

thematic content and analysis of the interview data: Performance Art Practice, Trust, Network, 

and Social Rules.  Further, each of these four key thematic areas has several subthemes as 

outlined below in Table 4. The themes are set out, starting with the practice itself, moving into 

the form and sector of performance art, the experience of the practice from a 

phenomenological perspective, the experience of trust, and the experience of the network.  
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Table 4: Interview themes 

Performance Art Practice 

Terminologies Performance Art Live Art Action Art 
Descriptions of 
practice 

Body as material Body as sculpture Durational 
performance 

Experience of 
practice 

Why make this work? Durational work and 
the experience of 
time during 
performance 

Social value of 
performance 

The Relationship 
between artist and 
audience 

Participatory practice Die Gabe; “the Gift”, 
the Encounter, 
Transcendence and 
Transformation 

Altruism and Utopia 

Trust 
Self Trust Trust in Practice Trust in Network  
Network 
Network Experience  Network 

Descriptions 
Network Entry Local vs Global 

Network structure Organic/In organic 
evolution  

Hierarchical/non-
Hierarchical 

Formal/Informal 

Network 
Relationships 

How are 
relationships made? 

How are relationships 
maintained? 

Are relationships 
sped up because of 
social identifiers? 

Network Economics    
Social Rules 
Respect Integrity Honesty Risk 

The following section expands upon each of the themes and subthemes, quoting directly from 

the interviewees themselves and referring to the literature where appropriate.  Abridged 

quotes are presented in this discussion, while; Appendix 6 includes corresponding full length 

quotes from interviewees. 

 5.3.1 Performance art Practice  

In interviews I asked artists how they identified their practice, what language they used to 

describe their practice, those holding terms on which one hangs ones hat and heart. 

5.3.1.1 Terminologies: Performance art, Live art, Action art 

Although the term “action art” is used by many artists, within this research I have not been 

able to find a formalised definition of this practice.  When interviewees were asked to describe 

their practice, some simply responded “performance art” (participant #18).  Others used 

various and multiple terms: Participant #1 responded that they make “visual practice” that is 

“live.” Participant #10 described their practice as “immersive” while Participant #15 

responded, “I am very, very personal in my work, I am going to the essence of every subject.”   
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Participant #4 described  

...  for me performance art is it’s just an art form where the body is the 
instrument but which the performer is the creator and it has to be in the 
moment so even if people do the same performance several times for me it 
should that then it has to be different because it’s different circumstances so it 
should be really in the moment.    

Participant #5 defined performance art as “the creation of artistic actions that interrupt real 

life in some way.” Others responded that the terms “performance art”, “live art” or “action 

art” were used for historical or geographical reference and are only useful when conversing 

with artists and organizers.  Other sectors are of course not immune to micro-referencing.  If 

one looks to music’s catalogue not only are there categories such as classical, rock, jazz, hip-

hop, dance, but within each category there are further sub-groups, each with their particular 

influences, histories, trajectories, and ultimately language.  For example within jazz, subgroups 

include dixi, swing, bop, be-bop, hard-bog, big band, cool, tonal, modal, free, post-free, 

electronic, funk fusion; and one could go on and on (Berendt, 1975; Feather, 1956).   Each has 

their particular historical and geographical reference and performative language and the same 

may occur within the performance sector.   

For many, terms did not matter.  Participant#10 defied any definition of the practice, 

responding  

One, never I work in art, two, now I don’t work with art but sometimes I sell 
some things or I organise some things in the field of art....  it’s my interest in 
facts, for example, to walk, I don’t know it need to talk it to define it as art....  I 
think step – I step very slowly, I build up a kind of cosmos of thinking and I’m 
still working on this kind of cosmos of – to do with material and to do with 
active things, to be, as a body, active and make image for me with this.   

When participants were asked if they thought there was any differentiation between the 

terms, performance art and live art there were mixed responses. For example, Participant #8 

stated that these terms were interchangeable, that Live Art included 

...socially engaged practices and maybe relational aesthetics and other types of 
more innovative very contemporary ways of making performances, that don’t 
involve the artist body doing something necessarily... 

While Participant #12 replied  

I'm not one of these people who thinks of performance art or the term “live art” 
sums this up a great deal...I say I'm a performance artist...when I'm writing 



Chapter 5 Study Two 

Griffith University 100 

about it unless it comes up as an issue where it needs explaining I will use the 
term “performance art.”  To be perfectly honest, the fact that it is open ended 
and imprecise and porous and slops around a bit seems to me partly in keeping 
with what the stuff has always been.   

Participant #12 confirmed that although the term “Live Art” was coined in the UK to broaden 

the scope of an existing practice that was predominantly body based, this term was also 

utilized by organizers and curators as a way of reframing “performance art” within a more 

palatable frame for funders and sponsors.  This term “performance art” is now used in 

Australia and Scandinavia, with other countries not using or recognizing this term whatsoever. 

In the Americas, the term “Performance” is still mostly used, and “Performance Art” within art 

circles – as “performance art” is so close to “performing art”, which is a broad range of 

practice.  Participant # 5 used the term “action art” and explained that in Latin American and 

Spanish speaking countries, the term “Action Art” is used as there is no appropriate translation 

for “live art” into Spanish. Participant# 6 spoke of a wave of artists graduating from “Live Art“ 

undergraduate degrees and who spoke of their careers unfolding and how they wanted to 

“make it” before they were 30.  In the past, there were no “Live Art” or “Performance Art” 

degrees.  Yet now, they exist in the UK, and Scandinavia.  Although some performance artists 

are professors and teach in universities, there are few with dedicated “performance art” 

subjects, although some may have “performance studies” departments.  Most performance 

artists to date have formal or non-formal training or are self-taught in other artistic disciplines 

and are almost haphazardly drawn to performance through the historical canon.  

Performance Art as outlined within the literature review emerged in the 1970s.  However, 

other terms are used for this practice around the globe. Although the field performance art 

has continued to evade definition and institutionalisation, definitions certainly exist.  

Academic, artist and organiser, RoseLee Goldberg’s acknowledges this porous nature of the 

form within her definition of the form: 

The history of performance art in the 20th Century is the history of a 
permissive, open-ended medium with endless variables, executed by artists 
impatient with the limitations of more established art forms, and determined 
to take their art directly to the public.  For this reason its base has always been 
anarchic.  By its very nature, performance defies precise or easy definition 
beyond the simple declaration that it is live art by artists.  Any strict definition 
would immediately negate the possibility of performance itself.  For it draws 
freely on any number of disciplines and media, interactive, poetry, theatre, 
music, dance, architecture and painting as well as video, film slides and 
narrative for material deploying them in any combination.  Indeed, no other 
artistic form of expression has such a boundless manifesto, since each 
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performer makes his or her own definition in the very process and manner of 
execution.  (Goldberg, 1979, p. 9) 

Regarding Live Art, Lois Keidon, founding director of the Live Art Development Agency writes, 

The term Live Art is not a description of a singular artform or discipline, but a 
cultural strategy to include experimental processes and practices that might 
otherwise be excluded from established curatorial, cultural and critical 
frameworks.  Live Art is a strategy to embrace ways of working that do not sit 
easily within received structures and boundaries, and to empower artists who 
chose to operate across, in between and at the edges of more traditional 
artistic forms (Lois Keidan, 2004). 

For many of the interviewees, any conversation about the differences between “performance 

art” and “live art” terminology was considered purely semantics.  However, future study will 

be required to discover if the terminology changes the practice or if practice changes the 

terminology.  However, just as there are different terminologies to describe the practice of 

Performance Art, there are also different descriptions in the types of practice undertaken by 

performance artists as shown in the following theme.. 

5.3.1.2 Descriptions of types of practice: body as material, body as 
sculpture, durational performance  

Within these interviews, there are artists who have come from music, sculpture, painting, 

photography, dance, video and acting.  There were some performance artists who make work 

purely for video performance, rather than performing the acts “live”.  Within the interview 

process some interviewees (e.g., Participant #6) recalled using video as a medium prior to live 

performance, as they could have greater control over the performance space and frame with 

video because the screen represented a safe space to perform.  However, at some stage these 

interviewees wanted live interaction and feedback with the live audience.  This interaction is 

further examined later in this chapter. 

When interviewees were asked about their practice, many were very descriptive of their work, 

and the way they came to create the work, often starting with an image or an idea, sometimes 

political or aesthetic or ephemeral, and the artist would then embody the work through their 

practice.  Some artists choose to work in a studio, to refine the work and present to small 

groups of others such as the “Platforms”, “Elevators” or “Escalators” in the UK, or in small 

social gatherings in Yucatan, Mexico, Performance Stammtish, Berlin, BBeyond in Belfast and 

other regular events worldwide.  For others, the first time they really create the work is live 
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with the audience. For some, the work is extremely physical and places the artist in an 

emotionally vulnerable position.  For example participant #20 described their experience: 

I mean, the unveiling of the self-vulnerability is beautiful, but here, there’s just 
something about getting right to it. You know, we just get right to it and it’s 
more natural. To be vulnerable, it’s very natural. So, I really identify with that a 
lot more. 

Many performance artists, including 62% of the present interviewees choose to use 

autobiographical data within their practice, or offer their bodies and open their bodies even 

literally to the public (Ayers & Butler, 1991; Heathfield, 2004; Montano, 2000; Orrell, 2010).    

5.3.1.3 Body as Material 

Participants confirmed that the body was primarily the core material, the canvas, the starting 

point for their work. 

Participant #4 

The body is my material.  The body and the space.  It is something I can do.  I 
have come a long way in this thing and it still fascinates me.  It is the simplest 
thing.  The body and space.  I think its better if it goes to the simplest things.  
And I love to work in the public space. 

Participant #27 reflected in the interview that her work has progressed to a point “where my 

lifestyle is specifically dedicated to my practice as an artist.  My body has become my 

medium”.  Her performances are based around notions of the “body, manipulation, risk, 

presence (and), the experiential.” Within her work, her art life and her non-art life are directly 

and inextricably connected; her life and body have become the artwork. When the everyday 

becomes art, the divide between what then can be shown, or presented as art, when one’s 

whole life is art becomes blurred. A number of artists work in this area where the body as 

material goes beyond where the life becomes art such as Linda Montano or Tehching Hsieh for 

example in their work Art / Life: One Year Performance 1983-1984 (Rope Piece) wherein the 

two were tied to each other with an 8-foot-long rope for the duration 4 July 1983 – 4 July 1984 

(Heathfield & Hsieh, 2009; Montano, 2000; Obrist, 2010). 

5.3.1.4 Body as Sculpture 

When the body is represented, some participants noted that the body in performance is 

sometimes presented as sculpture, creating a living and breathing image through actions, for 

example:  
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Participant #6 

...  I feel live art is like carving space and making an experience where, I think of 
all the different possibilities that have kind of opened up come from a 
performance art kind of aspect... 

Participant #24  

...I have to say that we use the body first as a tool..  in movement.   So the 
space that our body in that moment creates becomes an entity where there are 
different objects...create a dialogue to make this universe working... 

The performance of the body when it is installed in a space may take on a sculptural quality. 

This sense may be amplified when the body is installed for a long duration or when the nude 

body is presented. Participants spoke of working in a sculptural manner as they installed the 

space with their body and objects and interacted with the audience as participant #6 spoke 

“carving space.”   

5.3.2 Experience of practice:  

5.3.2.1 Why make this work? 

A key question focussed on within the interviews was “why” performance artists make this 

work, and further, why do they continue to make work when for so many it is not their “bread 

and butter”. For years I personally had felt compelled to make work, almost to the point where 

it felt outside my control. Similar compulsions seem to have been experiences by other 

network participants. 

Participant #1 

What drives me is that I’m searching for something, but I also think that, for 
me, the most important quality in people is generosity.   I would like to think of 
performance art and myself as a performance artist, as a generous act.     

Participant #8 responded  

 ...I do it for pleasure.  I do it because it’s so enjoyable. 

Participant #23 

...  art is for sharing.   It is something that I give and that I get.   I think without 
that, I would not do art...   
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For many, the response was so natural – they needed too, they were compelled to, it was their 

language, their voice.  For some it was salvation, and for others almost like an addiction. 

For Participant #1 the importance of performance is 

...  extremely important; it’s kind of my life (chuckle).   I work with it and think 
about it every day and I’m really, really, really invested in trying to sort of 
explore the possibilities and get further with it as much as I can.   

Participant #5  

the whole point is sharing a moment...  and there is a lot of transference and 
sympathy too....that is sort of the point of performance, to put parenthesis 
around the moment and be able to share that with whoever is there... 

Participant #8  

It makes an exchange happen between me and the audience.  That exchange 
can be many things, it can be conformable, unconformable, beautiful ugly but 
it is intense and powerful….  But it would happen in everyday life.  It is a very 
special thing that is transformation. 

The quotes shown an intense desire for connectivity between the artist and their audience. 

This desire to experience a connection and exchange with others is spoken of by a range of 

artists such as Marina Abramovic (Ayers & Abramović, 2010) in interview and Linda Montano 

(2000) in interview with a range of performance artists talk in the 1980s. 

5.3.2.2 Durational performance and the experience of time during 
performance 

There were a number of participants who work with duration in their practice – some having 

works that last from ten minutes to ten years and beyond.  Personally, I have performed works 

that have had as short a duration as five minutes, such as the underlying elements which 

began A Study in Red Weight in 2010, but I have also made works which take durations of four 

hours such as the work described in the first pages 1LTRE OF BLOOD 1000KGS OF BULLETS, and 

I am currently undertaking a lifework ONE, in which I will exchange DNA with one million 

persons, image their DNA and translate the image into sound to create bio-symphony. The 

experience of time as both performer and audient varies depending on the duration and 

intention of both the performer and recipient. I have also experienced a shift in time during 

both the experience of performance as performer and audient as outline in Chapter four. Such 

a shift in time has been called “flow” and has been reported to be experienced while 

undertaking a range of activities including rock climbing, skateboarding, yoga, sex, listening or 
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making music and more (Csikszentmihalyi, 1990b; Seifert & Hedderson, 2010) . When  “deep 

concentration, high and balanced challenges and skills, a sense of control and satisfaction” 

culminate it may result in an optimal experience of “flow” (Csikszentmihalyi, 1990b, p. 83). 

Within the interviews, some participants described an experience of flow or “exchange” and 

“encounter” which will be discussed in the following section.  Yet in some instances, time and 

flow is disrupted in performance.  This may occur as time may feel ruptured or changed during 

the experience of performance. In addition there are instances where the flow of a 

performance is disrupted by an intervention by an audience member as outlined in Chapter 

four in conversation with Rachel Parry. The experience of time within these acts is also quite 

specific.  Just as composer John Cage used the notion of time to observe presence within 

sound, time, as well as action and space has been a constant point of connection and 

crossover within the interviews (Cage, {1939} 1999).   Sometimes time is experienced as a 

rupture during the experience, with both their own practice and in their experience of other 

artists work as described by Participant #10, Participant #12.  Their description of losing time 

or a feeling of transcendence may be similar to what Csikezentmihalyi called “flow” a mixture 

of concentration on a task, a challenge, that although one has an element of control over, one 

may be taking great risk in undertaking such a task (1990). Artists reported that this experience 

of flow, encounter, exchange or sublime links to the ephemeral and phenomenological 

properties of the form. The experience of altered states of being and altered states of 

connection may contribute to the interviewees’ belief in the intrinsic social value of 

performance. 

5.3.3 Social Value of Performance 

When I asked the question “Do you think performance art has social value?” the response 

often had the overtone of “OF COURSE” even if that was not what was said.   

Participant #3 

...  if you’re talking about it being a social therapy, I think it allows people to 
work with their weaknesses as opposed to their strengths.   

Participant #25 

The art is one of those sub-areas of the complex "culture" and the artist is its 
producer.  Upon creating or produce attempts to carry out its essence, that is to 
say, its "humanity," realizing the "to be in the world" (J.  P.  Sartre)....   
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In general, arts practice is thought to be of social value regardless of the sector (e.g.,visual arts, 

music, dramatic arts), and in a variety of cultures, independent of the economic value placed 

upon these practices.  Further, the impact of culture upon the social fabric of a country has 

been accounted for by researchers such as Basau and Rosling (Basau, 1992; Rosling, 2010).  

The importance of valuing culture is also acknowledged by the United Nations as per Article 27 

of the Universal Declaration of Human Rights Article 27; 

“Everyone has the right freely to participate in the cultural life of the 
community, to enjoy the arts and to share in scientific advancement and its 
benefits.“ (The United Nations, 1948). 

As such performance artists are far from being alone in their thoughts on the value of their 

practice and the potential impact upon the community. The implied significance of social value 

within performance art may be due in part to the practice’s tendency to form a relationship 

between the artist and audient and its focus on exchange and connection, as well as the idea 

of communicating socially important issues in ways that engage and sometimes challenge the 

viewer.  

5.3.4 The Relationship between artist and audience  

The relationship between the artist and the audience is paramount to many performance 

artists, as the previous accounts of the interviewees’ practice acknowledge.  No longer is there 

passive recipient, mutely and indulgently consuming art, but rather a witness, a participant of 

the work.  For some, the work can never be completed without the audiences’ involvement.  

Participant #1 noted, “the most important to me and the encounter between me and the 

audience.” 

Participant #5 

There’s a lot of transfer....that’s sort of the point of performance is to just put, 
like a parenthesis around a moment and be able to share that with whoever is 
there.   

Participant #29 described their relationship to the audience in their work as being, 

Vital and essential.  First hand and present or via documentation or critique.    
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For others the audience ceases to exist. 

Participant #13  

For me it doesn’t exist, the audience.   I’m interested in communication or not 
communication or the known communication...I like to show people some 
things is possible to do it and maybe I do them things, you don’t want to do it 
by yourself or you are afraid for others, but you can see it is possible to do it.    

There was a sense that the artist trusted their audiences, despite the potential risk in many 

instances.  Interviewees attested to audience participation being a preoccupation of their 

process as many artists are actively “looking towards different aspect of participation” within 

the performative act (Participant #6).  Such actions often require trust on behalf of both the 

artist and the audient as discussed in performative examples of study one. 

5.3.4.1 Participatory Practice 

When interviewees were asked about their relationship with the audience, for some it was 

important for there to be physical contact.  Some artists request physical contact from the 

audience (Participant #3 Participant #6, Participant #11, Participant #19, Participant #16, 

Participant #26). In particular when the work is very physical, Participant #3 spoke of a  

...  very strange chemical reaction to it that occurs between the audience and 
the performer especially when someone is going through a (physical) exercise, I 
think, or if the audience is implicated in the actual trauma.   I think if the 
audience is given a task to do which causes the performer’s suffering even 
though they have permission ...  I think there’s a masochistic element.   I don’t 
think it’s sadistic on the part of the audience....   

For others, the participation of the audience does not require their physical interaction with 

the work, but rather a cognitive, emotional and even metaphysical encounter with the 

practice. There is a growing participatory practice and events that celebrate that type of work 

exclusively (e.g., Junction Festival, Launceston Tasmania).  For many interviewees, 

performance art had social value and was consider participatory, and further it was during the 

moment of active or kinetic exchange between artist and audience whereby personal 

transformation may take place. 

5.3.4.2. Die Gabe, “The Gift” The Encounter, Transcendence and 
Transformation in performance. 

For many artists, performance is a gift; within the encounter of performance, within that 

communication, there was the potential for transcendence and transformation. 
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Participant #2 

I think actions are definitely more conducive to a transformation than just an 
object because it is more interactive and just that an action can effect I think, 
it’s definitely more a direct effect and you can ...  there is more of a transaction 
between, so yeah. 

Participant #13  

I like this term, called Die Gabe, it’s a very special term.   It is more than a 
present, it’s more as a gift....but Die Gabe, changed my life, to get some things 
and I have to say thank you, it was something – now I’m a completely different 
person.....  when I think about it in the ‘60s, when I was interested to meet 
these people, later I start to frame possibilities, people can come.   So why I 
make a gallery for performance art, I want to have the people to say, come on, 
stay with me some days, eat with me and I help you to prepare your 
performance and I want to see your performance.   So it was so, for me, 
important to get some things and it was so, for me, important, to give it back....   

Participant #13 spoke of a search for an alternate type of encounter or in German 

“Begegnung.” This type of encounter or “Tschling” which translates “to carry” has been a focal 

point of Participant #13’s  work for decades. The definition of “Tschling,” “to carry” includes 

not only the literal definition of carrying, but also the metaphorical carrying of each other 

through a moment and holding that moment together. 

 Participant #23 expanded on the notion of Begegnung or encounter 

...this is such a broad field, encounter, because also there’s the relations and 
there’s also the meeting point.   There are so many aspects around this topic 
that I wouldn’t say that this is encounter or it is meeting or it is relations, it’s 
the bigger field of when people come together.   And then there is a – in a way, 
when we do performance, we have exactly this, that people come together for 
a certain time and then there is something happening something we share, in 
the best moment, some value with each other and then the time is over.   I 
mean, it’s a form of begegnung, of meeting, of relations.   

Participant #1 spoke of sharing and the possibility of performance being a transformative act 

Yeah, absolutely...it is the audience that is helping me with that search; I can’t 
do that on my own.   And I don’t have any answers...  in the performance 
situation, there’s this encounter and the sharing of the moment...it’s like 
they’re giving me something that I deeply love, hopefully I’m giving them 
something.    

This notion of transaction and exchange was pronounced in many of the interviews and for 

many the primary reason they continued to practice their craft.  It was the search combined 
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with desire for connection with other human beings on the planet.  The language of choice in 

this exchange is performance.  This language permeates and extends past those of traditional 

linguistics and symbols.  Some artists spoke of rites and rituals playing key roles in 

communication, while others spoke of the opposite. 

Participant #12 responded 

I know there will be at least one moment which is transcended, I don't use this 
word lightly, which is transcendent.   Where somebody does something and you 
can't describe it in the abstract.   Somebody does something and you just, 
everything you thought you knew about art and human beings and the world 
and the cosmos is slightly shifted.   That, it seems to me, is the best that you 
can ask of any kind of art and of almost any experience.   So that's what keeps 
me coming back to it.   

Participant #15 spoke of this experience of transaction in performance 

when you break this fear of being exposed, you can reach people, because – 
and then they can, in some way, trust you, because they see that you are doing 
something, which demands some kind of braveness.   And they – then they can 
trust you and receive something, take something for themselves.    

This notion will return in a future discussion of “Die Gabe” or the gift and its intrinsic role in 

both the practice and the network. The notion of gifting is linked to altruism which is discussed 

in the following sub-theme. 

5.3.5 Altruism and Utopia  

When asked if the work may even be altruistic, there were mixed responses.  However, there 

were many who responded that the work could be altruistic if that was the intention of the 

artist and the public 

Participant #5 

...  in some circumstances it can be altruistic in that way but it depends more I 
guess about the public than of the artist.   

Participant #7  

Yeah God, I really do.  I really hope so.  There would be no point in kind of doing 
performance if I felt like there wasn’t... 

Participant #29 
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It depends upon the context of self.  Can a work be selfless in sacrifice for a 
greater cause or concern to highlight the plight or issue or another or other -- 
then yes of course it can.  But can a work be without a sense of the Self, then 
no.  And when as I believe a singular artist may manifest the multiplicit Self, 
then this couldn't be further from the truth.   

There was a repetition of the desire to make the world a better place, believing that 

performance had intrinsic social value that came through in the interviews. When I posited the 

idea of performance as lived utopia, the majority of respondents commented that although 

they had never described performance art in that way, they did agree, that performance art 

offered an opportunity to live utopia. Further, there was a deep sensibility that altruism and 

trust were critical components of the practice. Initially during the pilot study, these sentiments 

were deeply implied by participants. Only after the pilot study did I start to opening begin 

asking about altruism and trust. The stark responses offered by participants spoke to this 

implied trust, or social norm that exists at the premeditated core of the practice as outlined in 

the following section. 

5.3.6 Trust: self trust, trust in practice, trust in the network 

When asking about trust in the network, I asked “do you think trust is important”.  When doing 

the interviews in person, I often experienced a look, a look that to me that seemed to 

communicate “Why are you asking this question.  Of course trust is important!!!!”  However, in 

response, some artists spoke about trust in their practice, sometimes an instance where trust 

was broken, and others about trust in the network.  The following demonstrates key examples 

of self trust, trust in the practice and trust in the network. 

5.3.6.1 Self trust 

Artists often spoke of the essential need to trust themselves, as with Participant #13 

...I trust me and this was, I feel, more important work... You see when 
somebody trusts themselves, you see this and that says, in this moment you get 
this, you see the trust and you get this wonderful image, somebody trusts 
themselves.   And this is a good image.    

Participant # 18: 

In performance I trust myself as big as I can. 

Participant # 19: 

Trust is a hard with an audience.  Trust yourself.  Trust yourself.   
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Although it has been found we may be born with a propensity to trust (Cesarini et al., 2008; 

Fowler et al., 2009; Knafo et al., 2008) these attributes are developed in our early years (E. H. 

Erikson, 1963; Szczeniak, Colaco, & Rondon, 2012), are linked to self-esteem and personal 

autonomy in adulthood  (Govier, 1993) and has an impact upon the development develop of 

interpersonal trust  (Rotenberg et al., 2005). While some participants focused on the 

importance of trusting themselves, others spoke of the offering of trust and their vulnerability 

to the audience within their practice. 

5.3.6.2 Trust in practice 

Often trust is extended by the artist in the practice itself, whether it be trusting the audience, 

or their collaborators. 

Participant #2 

Yeah, that’s that the whole trust thing...  you just have to trust... 

Participant #6 (trust in the development of the practice) 

... I think there is risk in communicating, you have got to have been able to 
formulate a trust before you maybe expose too much.  I mean, things like 
developing ideas ... I have had to find artists that I really trust with my practice 
that believe in what I am doing rather than some other people who, I don’t 
know... 

Participant #12 

Trust is important because I think trust is important in all aspects of our lives..  
the thing about performance art is that if it's to be any good...  it has to be 
honest.   ...  Performance artists put themselves into very particular situations.   
...  every bit of performance art is a huge bloody risk.   ...it can go horribly 
wrong.......As an artist, as an audience member, as a fellow artist supporting 
another artist’s work, as a promoter, even as a critic or funder or any other 
kind of administrator you have to have an enormous degree of trust, and I 
would go further, faith.   Not just trust, you have to have faith in other artists 
work......   

Participant #21   

... the unveiling of the self-vulnerability is beautiful... there’s just something 
about getting right to it... To be vulnerable, it’s very natural.   So, I really 
identify with that a lot more. 
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Interpersonal trust has been described as the “glue” within communities and societies 

(Rotenberg et al., 2005). The trust offered by performance artists to their audiences may be an 

example of such interpersonal trust. Further to this, participants also spoke of their experience 

of interpersonal trust with network members. 

5.3.6.3 Trust in network 

Trust was also experienced between network members. Further there were instance reported 

where trust had been broken as outlined in the following quotes. 

Participant #11  

Well, (I trust) not more or less than the regular collaborations and whatever at 
work or businesswise or anything; social life.   But then I suppose my projects 
I’ve organised haven’t been enormously big so they haven’t mattered that 
much if someone’s been late or not doing their things.   While I’ve been pissed 
off with a few organisers that have promised things  and then they don’t keep 
them.   And then it’s better they don’t promise anything... 

Participant #28 

I’ve never really doubted the trust – I’ve never not trusted the artists.   Even 
when they don’t do what they promise to do or when they turn out to be 
objectionable people, I still think – that’s why we have artists on the selection 
panel because the artists on the selection panel being performance artists 
themselves can sniff out the sincerity of the artists’ desire to do whatever it is 
they want to do if they want to hold their taxes in their drawers and climb as a 
paralysed partially paralysed person at the steps ...  if you don’t want to do it, 
you’re going to do this.    

Participant #23 spoke of these three types of trust, self-trust, trust in performance and trust 

experienced in the network. 

I have the feeling that, yes, within the performance arts – generally in art it’s 
possible to find people where you have direct trust.  ...I mean when you say 
trust, we speak about an effect in a way, like in a broader way of sense, that 
there is an effect.   I mean, you first of all, you need to trust yourself that you 
are able to do this in front of an audience.   That’s the first...   And also we need 
to trust the audience that they are coming to see you performing and they are 
interested in that.   The bigger level when we reach trust, that is when we do a 
co-operation...to do a performance in a co-operation, I found much, much, 
much more difficult...   

These descriptions of trusting members may be exchanges of interpersonal trust (Rotenberg et 

al., 2005) however, where trust was offered to  members prior to any personal encounter, 

there may be instances of generalised trust  (Stack, 1978) or institutional based trust 
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(Bachmann, 2011). Overall, there was a trajectory of trust: artists needed to trust themselves 

to make the work in the first place (self trust), often trust was required within the 

performative act, as much of the work leaves the artist vulnerable (trust in practice) and this 

trust was then recognised in the network.  Further artists and organizers alike trusted each 

other, often blindly, as they were treating each other how they would like to be treated should 

their roles be reversed.  This trust was generalised, as often the trust offered was reciprocated, 

but offered to third parties based on a generalised trust within the “performance” community.   

5.3.7 Network  

5.3.7.1 Network descriptions 

During the course of the interviews, I asked participants how they perceived the network, and 

what their experience of the network was. As shown in the following quotes, there was an 

emphasis on the notion of community and the support available within it. 

Participant #1 

I think definitely it’s almost like a kind of family...a kind of very strong 
network...  When we meet it’s a very heightened energy, because you’re 
putting yourself out there in a very vulnerable way, and then you get to know 
each other really quite strongly in a very short amount of time and I think that 
ties us together somehow.   And also, because it’s a fairly small community, 
worldwide as well and it helps to see that in practice it’s those kind of networks 
that generates possibilities for people.   A lot of the time that’s how we’d move 
about at different festivals because we know each other and seen each other’s 
work. 

Participant #12   

So there is a community, and they like to use the word “nomadic” of 
themselves, there is a kind of nomadic, international community of 
performance artists which is probably not the case with other art forms.   

Participant #15 

I can feel same spirit.   This sometimes very hard to explain.   It’s different each 
person but sometimes in festivals – sometimes I can feel same spirit.    

Participant #20 

...We’re a community we support everybody, nobody is better than anybody 
else....  and this is the spirit that we should keep knowing, that we’re all here, 
like part of a family...  and then the audience automatically feels that... 
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There was some contradiction to this overarching positive experience of the network as 

Participant #29 described the network as 

Supportive, biased, closed, open; an encouraging yet contradictory family. 

Participant responses to the question of their perception of the network confirmed the 

experience I had as outlined in study one, as participants experienced an open, accepting and 

encouraging community of artists. 

5.3.7.2 Network entry  

When participants were asked how they entered the network, most responded that it was 

quite by way of doing; an unspoken rule is that if you give you receive, as expounded by a 

newcomer to the network: 

Participant #6  

I was intent on the continuing making work,...I ..  was involved in group show, 
and then, by doing that, someone else saw me and asked me to perform in 
their festival.  And then I just proposed other pieces to other festivals and got 
some....So, yeah, it wasn’t a difficult thing, ...you have to make sure that 
you’re, .., active... 

As the practice is for sharing, network entry often came through sharing as participants offer  

work, attend events,  share their practice via email, dvds, globally, are active in their  local 

network, they were then accepted as such,  “into the fold”.  Participant responses to this 

question of network entry opened further question into their perception of their experience of 

the global network.   

5.3.7.3 Global network versus local networks 

Due to my personal experiences within the network, I thought that the global performance art 

network was a single global network. However in interviews, participants iterated that they 

had not always experienced a global network, but rather a “series of cells” (Participant #29) or 

overlapping local networks, and that these internationals ties may operate differently to local 

ties. 

Participant #6 

...most of the artists I have met al.ong my journey have been very embracing 
and want to know what other people are doing, even if they are on the other 
side of the world, they’re interested ... 
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Participant # 12  

...  I would regard myself as being in a number of different networks if you want 
to think in terms of networks, some of which are more recognisable than others 
and all of which overlap one with the other.....It's not a global community.   ...  
it's a cluster of overlapping communities...  So there are different networks 
that's one is a member of and they change as time goes past ...   

This experience of local, national and international overlapping networks may be indicative of 

the network structure, which is discussed in the following section. 

5.3.7.4 Network Structure 

Network structures include properties such organic or inorganic evolutions, having   

hierarchical or non hierarchical governance, with formal or informal variables. Each of these 

properties will be discussed in turn. 

5.3.7.4.1 Organic / inorganic evolution 

Every individual has their own story of their network entry and their personal evolution in the 

network.  However, regarding the development of the network in general, the overwhelming 

response was that this system was organic, meaning the network developed without any 

underlying design(Bourdieu & Coleman, 1991).  Participant #13 offered his experience of the 

organic nature of the network’s development from 1975 to present and referred to documents 

which may be found online(Nieslony, 2013). Participant’s personal networks also were 

reported to grow in an organic fashion.  

Participant #8  

Certainly I’m an artist who’s been working for 20 years and I don’t know of a 
system or method, except to just keep making my art as good as I can and to 
try to develop good relationships with other artists and with curators, so that 
people want to come and invite me there and I want to go there because if I’m 
invited somewhere, like I don’t want to go, then why would I go there.  You’re 
not earning a lot of money.  I do it for pleasure.  I do it because it’s so 
enjoyable. 

 

5.3.7.4.2 Hierarchical/non hierarchical 

The majority of participants thought that there was not a hierarchical structure in the network.   
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Participant #12 

No, there isn't a formal hierarchy.   I think that in artistic terms every hierarchy 
is really in the … the importance of, every hierarchy only exists in the eye of the 
beholder.    

Participant #13 

Yes, many have hierarchy.   But we have also, no hierarchy networks... 

Participant #24 

Oh, I think they try to put a hierarchy on these things, but it drops off, even if 
someone else wants to put a hierarchy, because the network now is very 
strong.   Although it’s still little, but it's very strong.   And there will be always 
people that will contrast and spit on hierarchies.   They see that the hierarchy 
comes to establishment of rules...  But we, as performers, we really have it in 
our veins.   It’s ingrained in us that it’s more the collectivity, not the hierarchy...   

One participant discussed that although they had not experienced hierarchy among persons, 

there might be among spaces and events: 

Participant #28 

Among the spaces there is perhaps a hierarchy...Sure, I think there’s a – an 
unspoken hierarchy involved in any social endeavour.   

Others spoke of a hierarchy that was more closely linked to respect and trust for more 

established and typically older artists of the network 

Participant #4 

Yes, I think it is strong actually.   There should be a strong hierarchy of like the 
older performance artists, which like started in the 1970s or so, and there’s the 
youngest and people like me, we are a little bit lost (laughs) ... 

Participant #7  

...you know who’s important, but, at the same time I don’t think...it’s not as if 
you’re not allowed to talk to them, or if you’re not...you know what I mean? It’s 
very...I think it’s just, it’s quite equal.  I mean, people..I think, yeah, I would find 
it quite...it’s up to yourself whether you want to talk to people, ‘cause I think 
most people are just human....  (regarding the older performance artists) 
...These guys have been in it through thick and through thin all their lives and 
it’s reverence really, isn’t it?... 
 



Chapter 5 Study Two 

Griffith University 117 

So as both history builds hierarchy, one’s profile may be perceived as powerful within the 

network if you have global notoriety, perform at the most prestigious events, and are 

mentioned in prominent publications. There is a difference between those artists who are just 

starting out versus those doing work a long time.  However, this was considered normal and 

natural; the older generation of performance artists have been working together for over 30 

years so have more history together; more time together. 

Participant #8 

....They’re going to look at the older person and the older curators and the 
older artists and they’re going to think that they’re difficult to make a 
relationship with because of course it is.  There’s a whole world of experience in 
the difference in age and the different levels of experience the different 
abilities, skills as an artist that you develop over your life, you experience being 
an artist.  There’s different motivations for making your art.  So I think there’s 
always going to be different clicks different sections of the community...” 

Participant #18 spoke of an experience of hierarchy in some countries and not in others 

“Especially in south-east Asia” she did not experience a hierarchical culture. However, others 

did say they have experienced a hierarchy within the network in a negative way. 

Participant #12 

...are there artists for whom the glitter culture is significant, and I think 
unfortunately there are.  There is a department of performance art which, as 
we've kept hinting at, is right next door to a department of the entertainment 
industry.   I think there are a number of artists for whom crossing from one into 
the other is really the reason why they were doing performance art in the first 
place.   But the truth of the matter is that you meet those people in every walk 
of life not only in every department of art but in every walk of life; there are 
people who either have a higher opinion of themselves than really they deserve 
or they are concerned not with actually doing things of significance... 

Participant #21  

(Hierarchy) exists anywhere.  I say I experience it less in the performance art 
world than I do in any other...  art medium...I really feel equal with people even 
though I haven’t been doing work as long...  I think the hierarchy comes in 
where status is concerned.   In terms of established artists versus non-
established artists... 

Participant #23 

Yes.   Yes.   And I don’t like it.   The hierarchy in the network is, for me, 
destroying some of the values we have in performance art....   Mostly I see that 
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there is a young generation of artists coming up now and they have a will to 
change a lot of this perception that we have...    

Participant #11 

...there’s hierarchies everywhere.   And I suppose when this gets more money 
involved it gets more hierarchical ...they have been inviting each other to each 
one’s festival...  

There appears then to be a potential for cliques to form, across both geographically and 

generational lines.  This may be for reciprocal but also economic reasons as if artists live 

geographically closer to each other it make travel between events easier. 

Participant #28 

Because the infrastructure is not there, we basically depend on each other to 
invite each other to, you know...  So that’s, you know, you – you work it 
through in your own network and that network can expand based on the new 
people that you meet and the – and the new places you’re able to go because 
people have invited you – because people have invited you.   

This iterates the importance of giving back to the network by organizing events.  Many of the 

first and second generation of artists would organize local events as well as perform.  Within 

this study, the majority of participants also organized, including Participant #3 who at the time 

of interview had been practicing performance for two years.  He recounted, 

...I think the Internet is the thing that ties, is the glue that ties everybody 
together ...I think that you don’t necessarily have to be in touch with someone 
to maintain a relationship.   It can be something just as simple as sending out 
an e-flyer ... you need to have this web presence now whereas before, it was 
built off the back of the myth and hearsay about what these performances are 
involving especially with the body art community ...  whereas now the discourse 
has improved and the relationships have got more personal because you’re 
able to, I’m able to email people especially with established artists, as you get 
feedback from them about ideas you have for work or you ask them questions 
about their work and it allows you to delve in deeper and I think that’s the 
great thing about the performance art world.   It’s these people that are 
producing this amazing work and you’re able to contact them and they’re 
generally very receptive and will email you back.  So on an international level 
it’s amazing that we’re able to have conversations with artists whose work 
we’ve only just seen over the Internet and we can get some idea of their 
thoughts behind it.  On a local level, I think every artist that I know also curates 
as well.   So it’s like a self-generating thing or largely curates... 

Although some members experienced a hierarchy within the network, this predominantly was 

considered to be an accumulation of experience; those who had made work for the longest 
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period of time were considered to be more prestigious. However, interviewees also reported 

that even ‘famous’ performance artists were part of this family and the majority were friendly 

and approachable. This finding confirms my experience as outlined in study one. Finally 

participants reported that technological advances such as email, the internet and the ability 

for artists to build their own websites and connect via social media contributed to this 

flattening of the network. These type of communications allowed artists and curators to 

communicate through informal networks as outlined in the following sub-theme. 

5.3.7.4.3 Formal / Informal networks 

Overwhelmingly, respondents spoke about the network being very informal.  Although the 

network is professional; one must be professional when both presenting work and organizing 

events, there is an informal and welcoming nature to the network. 

Participant #8 

I think it’s all about people.  At the end of the day it’s all about people.  The 
curators make decisions about whose work gets shown at what festivals.  So if 
you have a relationship with curators, and if curators like you and like your 
work, you will get selected for things.  Also, if curators say good things about 
you to other curators, I think that’s how it works....So I think it works there’s no 
rules as to how it works, but there’s definitely social, I suppose, social values, 
coming back to that notion of etiquette and behaviours.  Its social values 
around how we support each other as artists and curators in the world. 

Participants confirmed my experience of study one wherein I experienced a professional yet 

informal network. Some events are more formal in their processes such as requiring artists to 

sign contracts prior to an event, while others invitations remain informal in the sense that 

there is no legally binding agreements. Rather event organisers and artists often liaise via 

email or Skype and both parties then trust the other to fulfil the agreed upon commitments. 

Thus the network performs in a collegial and democratic fashion while maintaining a 

professionalism that is required for event management. 

5.3.7.5 Network Relationships 

5.3.7.5.1 How are relationships made? 

The majority of participants reported that relationships were made initially in person at an 

event, at which either one or both parties were performing.  However, there were a few who 

reported making the first connection via the internet by adding someone to a social media 
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website who had not been met in person but whose work had been experienced live or in 

documentation. 

Participant #4 speaks of this experience of meeting and the desire to stay in contact: 

When you are at the festival and you work 10 days, not together but at the 
same festivals, and if everyone shows their work then it’s kind of very intense 
thing I think, also to go because then the other people from another stage and 
you, you get to know each other and it’s nice and then I come to the internet to 
keep contact somehow.    

Although many relationships are made face to face, participants confirmed the findings of 

study one as many relationships are maintained both in person and via online and mediated 

communication. 

5.3.7.5.2 How are relationships maintained? 

With the exception of Participant #1 who keeps relationships as unmediated and as live and 

present in the flesh as possible, all interviewees reported that relationships are maintained via 

many means. The first preference was always in person, but as we live around the globe with 

the majority of artists having access to the internet, relationships are also maintained via 

direct email, email lists and social media/social networking websites. 

 

I was interested to see if performance artists felt more intimate and closer to other 

performance artists, considering the intimate nature of the practice.  The responses were 

mixed, however a number of artists reported this “speeding up” of a relationships and 

knowing, purely by seeing an artist’s work and meeting once. 

Participant #1 

... I think a lot of performance artists are also concerned with the relation 
between life and art and bringing their own experiences and their; of life very 
strongly into the performances...  I think that’s an important reason why we 
become so close...Actually I see several people in that community as my best 
friends, that, in some ways, maybe even closer to me than a lot of my friends of 
some other aspects of life... 

Participant #5 

...  there’s a lot of camaraderie and it’s like a big family, like wherever you go 
the performance artists that are there they are always your friends 
immediately and it is weird because they do become your family for the week 
you’re with them or the 2 weeks you’re with them 
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Participant #7 

I would say there’s, like, there’s an affinity there, straightaway, actually.  
Obviously, everyone’s different, but there is a sort of equal level of 
understanding, yeah. 

Many respondents spoke of communicating with performance art colleagues via email 
and social media, and again participants confirmed findings of study one as performance 
arts experienced swift trust developing, in particular when the events were longer and 
artists were living in close quarters. Some participants also responded that they believed 
the closeness felt between performance artists may be due artists sharing their 
vulnerabilities to each other during the performative act. Participant #1 spoke of the 
lifestyle choices many performance artists make may have an impact upon the closeness 
experiences and further that performance artists may have a shared sensibility as 
outlined in the following quote: 

Participant #1 

...it doesn’t matter really where you are or where you’re from because there 
are some core things we share.... 

Participants articulated many of the sentiments I had experienced such as the sense of shared 

ideologies although the explicit nature of these shared values remains unsaid, they were 

implicitly known to exist as an incommunicable bond. This bond may be forged through the 

language of performance art, due to its vulnerabilities, its openness and generosity. 

Participants responded that the experience during the performative act may extend out into 

their experiences with artists in the network, and a sense of closeness and swift trust may be 

forged during an event between artists particularly when events take place in close quarters. 

Relationships are maintained after the event often by correspondence such as email or social 

media and wherever possible the connection is made again in person as sharing the practice is 

primary focus of the relationship. 

5.3.7.6 Network Economics 

The overwhelming response from interviews is that the Performance art community operates 

differently to the regular contemporary art community and outside the market place.  There 

are some artists who participated in interviews who make a living from their practice; however 

a majority 62% of those interviewed work other jobs alongside their practice, also teach, work 

for an arts organization or take on work in a different sector to earn a living. 
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Participant # 11 

...   (in Europe) people know there are money existing, if they don’t get money, 
they don’t do anything.   But in Latin America so little money existing so if they 
don’t get money well, it doesn’t matter because there’s not so much money 
anyway.   So I think that has an effect in Europe that either you are in or you’re 
not.   Because there’s never going to be enough money anyway...   

Participant #12  

To be perfectly honest it gets worse the nearer you get to money in the art 
world, the more concerned with appearances and superficiality and gossip and 
the party culture you get.   

There is a range of festivals and events that take place worldwide, some of which have 

budgets, and these festivals often have competitive entry.  However these are the exception 

rather than the rule.  The overwhelming response from participants was that if your work was 

good, and other people knew about your work, there will be a place for your work at a festival 

in time. If you can pay for your own travel to an event, this may further ensure your place in 

the event.  

Participant #23 

...  right now I don’t need to ask for money because I earn my money as a 
professor ...  But the value of what I do – and this is our society; this is not me, 
this is not you, this is not institutions, this is our society because we pay 
respect, we pay recognition with money.   And therefore, if we don’t feed that 
in our art, and even if it’s so fragile – I know it is fragile – but even though, we 
have to treat it like a business....  So it’s not only about the money but it’s about 
the value that you should bring from A to B because I see the work as a 
performance artist.   In the business scale, it has a value in the work.   

This set of economics works successfully in geographical spaces where there is little economic 

impact for travel.  In order to tour the summer festival circuit in the UK or Europe, it is quite 

straightforward to drive or train to each event with a budget of only a few thousand pounds.  

However, if you are an artist in Scandinavia, South America, Canada, Russia, Asia or Australia 

distance and the economics of distance become very clear.  Economic hurdles appear.  

Although there might be the opportunity, there may not be the means.  Thus, there is a 

potential economic bias among countries where it is either cheap to travel, or the artists reside 

in countries which have an extensive financial support network for artists (EU and some 

Scandinavian countries).   
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Participant #24 spoke of international touring outside of Europe – recalling conversations 

when organizing recent tour to China: 

If someone invited us for a festival, the first things that I ask is, “Can we make a 
workshop?  And do you know if there are some opportunities for residency?”  
Because for us, it’s truly like that.   So maybe a thing is not covered, fully 
covered, but if we have a small apartment and some facilities, it’s really 
better... 

Participant #6 

I think that’s (the internet) what’s making the world a smaller place, in some 
ways it’s making it easier to find out where an event might be, on the other 
side of the world, and whether, I can try and apply for funding or self fund, the 
possibilities are all out there, it’s just having the drive to keep going with it, and 
money can be a big factor.    

Participant#8 

People who stick with performance over their lifetimes tend to be very 
personable.  They like being with people.  They enjoy meeting each other.  They 
develop relationships and friendships across the world and they want to meet.  
They want to be with each other again.  They love each other.  They have 
families together sometimes.  They’ve made work together collaboratively in 
the past.  It’s the community that kind of is building and develops because we 
need each other.  We bring new young people in and it refreshes the world of 
performance art as well... 

There was a general notion that although the work needed to be valued, and within capitalist 

societies that value was delineated by price, yet the practice existed outside financial 

structures. This was expressed by Participant #13 who said, “You can get it, you can take it, you 

can like it or not, it’s all free.” It is certain we live and exist within an economic frame, with 

festivals, events and artists requiring funds to live, to work and to travel, yet the practice 

transcends these pragmatics of financial bondage. 

5.3.8 Social Rules 

When it came to asking about social rules in the network, many participants took pause.  The 

main attributes which were brought up were notions of respect, integrity, generosity, honesty, 

risk and trust. 
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Participant #1 

I feel like the kind of novice in this community, because even though I’ve been 
making performance art for some years, it’s really only in the last couple of 
years or something that I’ve been really a part of that community.   And I feel 
that I haven’t quite understood all of those rules yet (chuckle) and sometimes 
I’m a bit worried that I’m overstepping the boundaries.   But also, and also 
subconsciously I’ve done that sometimes as well, because I think it’s a very 
negative thing for a community when ...  if the rules, those kind of unwritten 
rules become too strong, because it chills it down and it’s the beginning of an 
end in a way.   So I don’t know if I would be able to really verbalise too many of 
those rules. 

Participant #4 

Yeah, I think life is risk.   No, yes, there is a risk, sure.   But I think it’s a risk for 
every artist like to, you know, to make a living, like have children to raise, to 
make enough money to have children, the risks you never know, maybe I don’t 
know, next year nobody wants to see my work, or this year or whatever, so 
there is always a risk because you don’t know when, how it’s going to go on 
and the risk with working with other, it’s a kind of a trust, you have to try.   

Participant #5  

Every artist’s work is something really personal in that way and I don’t really 
think you can put certain rules or something.   I guess what I would say is really 
not being honest, that would be something, like a rule you can’t break if you 
say you are going to bleed, you know, you have to bleed (chuckle), I don’t 
know.   I mean you can’t really lie about what you’re doing.   I think honesty is a 
big part of performance.    

Participant #7  

I haven’t really gotten involved in any and I haven’t really been exposed to any.   

Participant #8 

...  the social etiquette of how we relate to each other in the performance art 
world.   It’s an etiquette because we don’t want to alienate each other or make 
enemies.   It’s very important to the people that you maintain good 
relationships with other people because people speak about your work when 
you’re not there and people speak about you when you’re not there.   It’s the 
same in any walk of life....   I don’t think that performance art world is any 
different...In the world of performance art, you have to be true to your work 
and you have to be true to yourself.  If you’re being fake people will not be 
interested in your work....People are very genuine...There are egos, people’s 
egos are involved because to be an artist, you have to have a strong ego.  You 
have to believe in yourself and you have to think you’re worth it, what you have 
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to say is good enough and important enough for other people to listen to; so it 
means you have an ego...struggles do happen, ego struggles, but I think that’s 
just human nature... 

These quotes indicate that although the social rules of the network were not voiced, there are 

social norms at work. Interviewees were reticent to communicate these rules exactly, and no 

participant spoke of instances whereby they thought either themselves or others had broken 

said rules. However, participants spoke in general terms as network members were expected 

to be respectful of each other, to generally reciprocate trust and generosity and not take 

advantage of the generosity within the network. 

5.4 Discussion and Conclusions 

Study two utilised ethnographic qualitative research consisting of semi-structured convergent 

interviews with 29 network members from around the world.  The analysis based upon the 

interviewees’ responses resulted in a number of themes that corresponded with the literature 

outlined in Chapter two.  The practice was described as open, generous with the intention to 

share time, space and ideas (Mollering, 2013).  Some of the work ruptured time, norms and 

sometimes the body itself (Gear, 2001).   There was a drive to make work, for reasons often 

outside of the self, however rather than thinking these acts were altruistic or a lived utopia, 

more participants noted that this was due to a desire to share, to exchange, to transform and 

gift (Csikszentmihalyi, 1990a; Fowler & Kam, 2007; Mauss, 1990 (1950); Parker, 2002a).  Trust 

was being experienced as a norm by artists(Hosmer, 1995), and was reported to be 

experienced in the self as “self trust” (Luhmann, 1979 ), between individuals artists and artists 

and audiences as “interpersonal trust”(Gallardo, Baeza, & AIbarretxe-Antuano, 2008; 

Golembiewski & McConkie, 1975; Guenzi & Georges, 2010), and then generally experienced in 

the network as “institutional trust” (Bachmann, 2011; Giddens, 1984; Stack, 1978) 

There was a sense of a communal norm experienced by artists as they came together at 

festivals and events.  The temporary community formed during these periods of communal 

activity varying in duration from a few days to a few weeks and often resulted in long term 

friendships; the friendships and community built so strong that members were quite often 

referred to as “family.” This goes beyond ‘swift’ trust (Meyerson et al., 1996)  and speaks more 

of a “world in common” (Bachmann, 2011, p. 209) filled with shared vulnerabilities, shared 

realities and shared resources.  Network ties were shown to be open and informal, generosity 

and contribution to network activities were considered to be the norm; this exhibiting the 

properties of a collaborative community (Adler et al., 2008).  Further this community appeared 
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to be an example of a collaborative community as it operated under a set of social norms 

(Adler et al., 2008).  

Interestingly, from documents offered on the intentions of the origins of the European 

network of performance artists in the early 1980s, it was found that “Die Gabe,” general 

reciprocity and cooperation  were intended qualities of the network (Nieslony, 2013).  In my 

talking with artists and in interviews within study two, it seemed clear that trust was intrinsic 

within themselves, in their practice and in the network.  As artists predominantly met at 

events, and then maintained these relationships I wondered; if artists were working together 

frequently then they may learn to trust each other.  Further, some participants did mention 

the potential for generational and geographical cliques to develop as artist of approximate age 

and experience tended to work with each other, inviting each other to events. Similarly those 

in close geographical distance to each other were more likely to see each other and interact 

more regularly thus allowing the opportunity for trust to grow (Gulati, 1995). The trust grown 

by regular interactions may then be extended to those new comers as a social norm. Although 

study two provided many insights into network members’ experience of the practice and the 

operation of trust, it was still not clear if trust was acting as a dependent or independent 

variable of this network.  In order to explore whether trust was a social norm embedded due 

to ideologies and intentions shared by network members or if trust was grown through 

repeated interactions,  I moved to study three: quantitative longitudinal social network 

mapping utilizing an historical/comparative cross-sectional approach using archival data.  The 

following chapter outlines outline this study and its findings as I sought to see if trust was an 

embedded quality in the global performance art network due to the frequency of artists 

encountering each other. 
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CHAPTER 6:  

STUDY THREE: LONGITUDINAL SOCIAL NETWORK ANALYSIS ON 

ARCHIVAL DATA ON AN INTERNATIONAL PERFORMANCE ART 

NETWORK 

6.1 Introduction 

In the previous two chapters I presented an auto-ethnographic qualitative participant 

observation of the network alongside an ethnographic qualitative content analysis of semi-

structured convergent interviews with 29 network members from around the globe.  Although 

the network is the object of this study, it also emerged as a predominant theme throughout 

study two. While the artistic endeavours of performance artists are creatively and socially 

important around the world and there is a growing amount of investigation of both the art and 

the artists themselves, the characteristics and potential reach of the associated social network 

has not been examined.  Given the findings of study one and two, I was interested in 

identifying whether the structure of the global performance art network explains how 

generalized trust emerging in this setting. Study three is an attempt to identify the structural 

mechanisms that allow the development and experience of trust. 

Although studies of social networks have been undertaken in a range of settings including 

business, sociometry, anthropology and graph theory, and have usefully highlighted the 

importance of network structures in understanding and developing positive, productive 

relationships (Prell, 2012), the social network is yet to be examined within performance art. An 

investigation of a social network and the relationships between participants provides insight as 

to how participants interact and when this investigation occurs longitudinally the network can 

be tracked over time. Accordingly, network analysis offers a novel and useful approach to 

understanding the world or performance art, and in particular, allows an examination of 

connections between artists. As the central focus of this research is on the operation of trust in 

the global performance art network, I sought to study the frequency of artists encountering 

each other, with the goal of seeing if trust could be an embedded quality of this network.   

Other studies of social networks and in particular trust in social networks have demonstrated 

that trust may grow in a network that has an underlying structure of a small world, where 

participants interact regularly (Provan et al., 2007; Uzzi & Spiro, 2005).  The theoretical 
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framework of networks, as discussed in chapter two, discussed the impact of network 

structures upon network behaviours and outcomes.  

As a great strength of network analysis is the mapping of interactions, I propose that this 

method can capture the interactions among members and therefore lead to a better 

understanding of how this network operates and is essentially maintained and developed by 

its members through self-organising means. Furthermore, I suggest that an analysis of the 

network’s structure can give insights into levels of trust among artists, especially when linked 

to the findings of the two earlier studies. While the earlier thematic analysis have articulated 

the importance of the connections and associated trust among members, this their study adds, 

largely through visual means, insights into the breadth and intensity of the interaction. The 

third study visualises the network and further links to the previous two studies as the practice 

itself is highly visual and experiential. Together, the three studies contribute new insights into 

the operation of the performance art network. 

Study three was a quantitative analysis of the network using archival data, thereby providing 

an additional perspective while answering the primary research question of how trust operates 

within the global performance art network. As outlined in Chapter two, when people interact 

frequently over time trust may grow (Saraf, 2008) however findings of study two 

demonstrated members ideologies and identities may have developed trust to be a social 

norm within this community. Furthermore, the underlying network structure, such as small 

world or scale-free, has the capacity to influence network behaviour which in turn can impact 

upon the experience of trust as interactions develop in particular ways (Ahuja, 2000a; Barabasi 

& Albert, 1999; Uzzi & Spiro, 2005). A network analysis using archival data allows for network 

activity to be mapped over time as artists interact at events and festivals (Stephen. P Borgatti, 

2009). Accordingly, the archival data can show interactions that have occurred (e.g. program 

listing a group of artists working together to produce a particular work) and by demonstrating 

frequency and types of interaction among particular artists from a range of perspectives, 

greater consideration can be given to the impact and the operation of trust. 

The purpose of this chapter is to present the findings for the third study, which longitudinally 

analysed the global performance art network from a social network approach. To achieve this, 

two software packages – UCInet and Keyplayer were selected to show the network from 

different perspectives. As this is exploratory research of the performance art network, and the 

first known study of its kind, when first approaching the data a variety of analyses were 

performed. This was necessarily both and iterative and integrative process, involving gradual 
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refinement of both the analysis and the question I was asking of the data. Within this chapter I 

provide an overview of the methods utilised, the findings from each analysis and an overall 

discussion.   

6.2 Method 

6.2.1 Variables and data sources 

In order to measure trust from a social network perspective, the variables included on this 

study were density (the “proportion of all possible ties” within a network”(Hanneman & 

Riddle, 2005, p. 342) , embeddedness (the amount of connection in a network),  geodesic 

distance (an individual’s location within the network structure), closeness centrality 

(measurement of the distance between individuals), clique and cluster analysis (substructure 

of smaller relationships building into more complex relationships), structural holes (thin areas  

in the fabric of the network), affiliation and cross-products (co-membership or attendance) 

(Hanneman & Riddle, 2005).  These variables are useful as each of the above uncover the 

network structure and that can ultimately linked to the operation of trust (Ahuja, 2000a; 

Barabasi & Albert, 1999; Uzzi & Spiro, 2005).Each of these variables was tested across four 

cross-sections in time from 1975 to present (1975, 1985, 1995, 2005).  The data was collected 

from the largest known physical archive of performance art data “Die Schwartz Lade” thus 

bounding the network utilizing event based sampling techniques.  This stage of research 

examined the network structure in order to understand the relationships between nodes.  

6.2.2 Methodology 

This research investigates an unbound global performance art network which is thought to 

have commenced around 1975 and now consists of more than 3000 artists.  This study is an 

historical/comparative, cross-sectional approach to social network mapping using archival data  

as outlined by Neuman (1997).  An historical-comparative approach allows “history and 

theory” to be “simultaneously constructed” while exploring if the network operates on trust, 

both currently and historically, with the past reflected in the present (Zaret, 1978, p. 118).   

Although this mode of cross-sectional sampling provided incomplete and provisional 

information it enabled and examination how the network (system) operates currently, and 

how its operation in the past has led to its current operational character (Neuman, 1997 ).  The 

cross-sectional samples used for this analysis from the longitudinal data set were taken from 

the earliest found archival traces of the networks existence from 1975 to 2005. An action cycle 

approach to research and analysis was implemented within this study, as at many points 
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during the research, the findings required a reconfiguration of the research, and the methods 

used in order to gather the data required for analysis.  Within this chapter, five phases of 

research are described as exploratory descriptive analysis.   The following sections further 

extrapolate these five phases of research.   

6.2.2.1 Phase one – data collection by means of surveys: 

After receiving ethical approval, data for this study was initially planned to be collected 

through an online participant survey and then archives would be sought to corroborate these 

findings.  Surveys are often used for SNA data collection (Prell, 2012), however in this instance, 

surveys were not successful and as a result, this method was removed from the research plan, 

and the focus shifted to in-situ archival data collection. An explanation of the outcomes of this 

online pilot survey is presented in Appendix 7. 

6.2.2.3 Phase two – data collection from archives:   

The data for this study was collected in-situ from the largest known performance art archive in 

the world “Die Schwartz Lade” coordinated and care taken by Boris Nieslony, currently residing 

in Köln (often spelt as ‘Cologne’ in English), Germany.  This archive was first created in 1981 

after the first council meeting “Die Konzil” organized by which organized by Boris Nieslony, 

Carola Riess and the Künstlerhaus Stuttgart.  This meeting was the first official creation of 

European network; forty artists were invited with seventy in attendance, half of whom were 

European.  Subsequent to this event, a kit, container, ‘ark of the covenant’ was made, which 

travelled to each meeting until 1998.  This covenant was made so that rather than making 

catalogues of each meeting, artefacts added to this quasi time capsule.  In time, the archive 

became so large it retired from touring and became a private archive with Boris Nieslony as 

the primary caretaker.  Although the archive was taken on by a private institution in the early 

2000s for a short period, “The Black Kit” is now situated in a basement in Köln with Boris 

Nieslony overseeing. It consists of an analogue archive of approximately 24 book shelves which 

approximates to 200 meters data.  Digital archives of over 3600 participating artists, alongside 

books, images, artefacts, t-shirts, posters, diagrams, audio tapes, records, cds, catalogues, 

slides, photos, memorabilia in a number of different languages are organized by artist, by 

performance type and by country (Nieslony, 2009).   
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Image sourced: http://www.asa.de/asa_broschure.pdf 

Figure 12: “Die Schwarze Lade” Hamburg 1982 

 

Image sourced: http://www.asa.de/asa_broschure.pdf 

Figure 13: “Die Schwarze Lade”  

Archival material such as that found in Die Schwarze Lade is rare and access to this archive is 

privileged.  Colleagues within the network referred me to Boris Nieslony and recommended I 

use this archive as a source of data. As this is a private archive, in addition to being the largest 

known and continually updated source of its kind, it is novel and unique data source. As my 

methodology for this study quantitative longitudinal research utilizing archival data, and as my 

time in the archive was limited, strategizing my data collection was most important.  In June-

July 2010, with the aid of one scanner and laptop, I scanned and saved over 1000 documents.  

Due to the immense size of the archive itself, in addition to time and resource constraints (one 

person, four weeks, one scanner, one laptop), only a small portion of the archive was 

examined.  Considering the primary question, I chose to focus on gathering archival data that 

consisted only of event and festival programs in particular those events where more than one 

person met and worked with another. Event and festival programs which included more than 
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one person refined the search of the archive to approximately one third of all documents 

available (reducing 10,000 relevant documents to approximately 3,500). To distil my search 

further, I requested that Boris Nieslony indicate which boxes and folders could be considered 

to be the most “important” with respect to holding information that was the most relevant to 

my research question.  Boris Nieslony kindly went through the archive marking the boxes and 

folders.  I would then take the documents and catalogues in these folders and scan to create 

an electronics record.  Multiple documents from a single box would compose a single record 

which I would then label according to country where the event took place. Considering my 

time and resources, it was an impossible task to scan all of these documents.  In the final week, 

I began to sample items within each box, taking only the tenth item from each container.  I 

also chose to ignore items that I was confident were available in online catalogues, and only 

collected documents that did not have a current website link.  After the allotted four weeks, I 

had collected over 1000 catalogues and event documents dating from 1975 – 2010.  Examples 

of archival matter are presented in Appendix 8.   

A longitudinal approach was selected to allow for an analysis of network evolution with data 

obtained from the archive from the earliest known document relating to the performance art 

network from 1975 through to documents that were being added to the archive on a daily 

basis in 2010. A limitation of this research was that of the approximately 10,000 documents in 

archive, approximately 3,500 were relevant and from that a sample of 1000 was taken. From 

1,000 documents only 95 are used within this analysis due to longitudinal cross-sectional 

sampling. Further, other physical archives exist, such as Franklin Furnace in New York, FADO in 

Canada, the Live Art Development Agency in London; alongside digital archives such as the 

National Review of Live Art Archive, Bristol University, Performalogia, and individual festival 

archives.  However, due to the scale, scope, time and financial restrictions within this PhD 

research in utilizing all of these archives, data from a single archive “The Black Kit” is 

demonstrated within this study.  Although “The Black Kit” contains documents from over four 

continents, this archive is based in Europe and the findings may demonstrate Eurocentric 

attributes. However, the documents from the Black Kit are indicative of how the network has 

functioned over three decades and would seem to reflect appropriately the breadth of 

performance art events from that time. Further research is required to ascertain whether this 

sampling according to this method applied in the same or an alternate archive would result in 

similar findings. 
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6.2.2.4 Phase three – data cleaning and coding using NVIVO and 
the creation of matrices:  

Once the documents were digitised from the physical archive, it was necessary to cleaning and 

coding the data.  Data cleaning although time consuming was required  as this data was rich 

and heavy data, often embedded with images and written in many different languages, as well 

as information not pertinent to this study.  Further, as I had saved multiple documents as a 

single file, upon returning to Australia, a method of extracting the data from these files was 

implemented, so that each event was saved and labelled as an individual file.   

Due to the number of documents and files and the extended time period, one year from each 

decade was selected for analysis – 1975, 1985, 1995, 2005.  Each document was coded and 

classified.  Each event was coded and classified according to the location of the event, the size 

of the event, and the duration of the event.  Each participant was coded and classified with as 

much demographic data as I could glean from the documents.  These documents did not 

contain demographic data such as sex, age, and location.  However, many documents did have 

information regarding the nationality of the participant.  Each participant was then coded and 

classified with as much information as could be ascertained from the data, such as name, 

country, and if they were a participant and/or organizer and coded to the event as attending.   

A novel method using multiple queries within NVIVO software was used to code and create bi-

partite social network matrices for each year (QSRInternational, 2012).  A bi-partite social 

network matrix is an affiliation matrix which in this case illustrated the participation of an artist 

at an event (Borgatti, Everett & Johnson, 2013; Prell, 2012).  This process is further enunciated 

step by step in Appendix 9.  The resulting  table was exported as an exel document producing a 

bipartite matrix of an affiliation network based from event sampling (Knoke & Yang, 2008).  

Names were then omitted in order to maintain anonymity of the participants.  Event names 

were then added and participants indicated for each event manually – thus creating two mode 

matrices. NVIVO worked beautifully when the data set was small, however, NVIVOA was 

unable to handle the dataset when it was expanded to include more than 300 participants and 

more than 30 events. This problem was resolved through assistance from the developers of 

NVIVO and they ran my query on their systems, producing the result that I am reporting here, 

but some files were omitted simply so that the program could run. These matrices for each 

year were created and then analysed within UCInet (Borgatti, Everett, & Freeman, 2002). 
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6.3 Results 

The following table 6 indicates the growth of the network over the 30 year period. As can be 

seen, participant number more than doubled each decade demonstrating the growth of both 

the performance art network as well as the growth of the archive. 

Table 5: Network Growth 

Year 1975 1985 1995 2005 
N= # participants 
Y = # events 

11 
1 

101 
10 

259 
33 

600 
50 

6.3.1 Network structure 

A series of queries were run for each year, to including closeness centrality, cluster analysis 

and cliques, density, Freeman betweeness, geodesic distance and structural holes.  The 

following Table 6 indicates the outputs of the analysis in UCInet, comparing each selected 

years results.  UCInet is a program made for the social sciences for the purpose of social 

network analysis, developed by Analytics Technologies (Borgatti et al., 2002).  UCInet provides 

a wide range of analyses; however the analyses presented here involve those both unique to 

UCInet (e.g., 2-mode factions) and only those relevant to answering the research questions 

and aims. Table 7 demonstrates the growth of the nodes and events during the time periods.  

In some instances, as indicated by Y, the analysis was performed however, the results were not 

interpretable.  In some instances, as indicated by fail, the analysis was performed, however, 

the software would not produce results due to the size of the network.  What is notable is the 

change in the average value of density over time.  Also, the Cluster Analysis Cliques outcomes 

demonstrate that cliques did develop over time which also related to the number of events 

over time.  
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Table 6: Growth of Nodes and Events during time periods.  

Year/ Analysis 1975 1985 1995 2005 

n – nodes (participants) 11 101 259 600 

y – events 1 10 33 50 

Closeness Centrality  0.00% Y Y Y 

Cluster Analysis Cliques 1.000 10.000 52.000 138.000 

Density - Average Value 1.0000 0.2770 0.0625 0.0875 

Freeman Betweeness - Network Centrality 0.00% 1.87% 12.01% 11.09% 

Geodesic Distance +1 Y fail fail 

Structural Holes Y Y Y Y 

 

Each year was subsequently entered into Netdraw and each year visualized.  Figures 11 -14 

offer representations for each year.  For my research, this means that interactions could be 

shown over time, and the changing nature of the interactions can be seen. Specifically, the 

interactions become more frequent, participant numbers and event number grew as did 

density. This growth in density is to be expected as the total number of events and participants 

also grow each year. As this was the first stage of analysis of this network and being 

exploratory research, I took these initial findings to experts within the field of SNA for review. I 

was advised that due to the dynamic nature of the longitudinal cross-sectional analysis, and 

the lack of a fixed n, to best analyse the network, I would need to undertake a whole network 

approx, combining each year into a single data set.  The findings from the whole network 

approach follows in the next section. 

 
Figure 14: Netdraw map - 1975 
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Figure 15: Netdraw map - 1985 

 
Figure 16: Netdraw map - representation 1995 
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Figure 17: Netdraw map - representation2005 

 

6.3.2 Whole matrix analysis 

All years were entered into a single bi-matrix now consisting of 943 nodes (participants) and 95 

events.   Further, the 2-mode matrices had previously indicated the amount of times an artist 

presented at an individual event which skewed the analysis.  The matrix was dichotomized so 

that each space in the matrix contained either a 1 (if the artist participated in that event) or a 0 

(if the artist did not participate in the event) as per the catalogue data.  To gain a picture of the 

whole network, this full matrix was inputted into UCInet, and Keyplayer.   Each software 

package offers various unique statistical modelling and visualization of data (Borgatti et al., 

2013).  The following results section outlines the findings from each software packages 

followed by a discussions, limitations and future research. 

6.3.2.1 UCInet Results 

UCInet is a program made for the social sciences for the purpose of social network analysis, 

developed by Analytics Technologies (Borgatti et al., 2002).  UCInet provides a wide range of 

analyses; however the analyses present here involve those both unique to UCInet and 

pertinent to this research’s aims and questions (e.g. 2-mode factions). The following measures 

were utilized within UCInet in order to uncover the network structure; univariate statistics, 2-

mode cohesion, mode centrality, connectivity, cross-products, and reach based centrality 

(Borgatti et al., 2013).  
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First, to visualize the whole network – including nodes and events – the full matrix was entered 

into UCInet and visualized in Netdraw (blue squares indicate events, red dotes indicate nodes) 

with the results presented in Figure20.  Pendulums and isolates are deleted so as to show only 

nodes that connected to other nodes in Figure 21.  To uncover the embeddedness of the 

network, the analysis was repeated with only ties have been repeated more than once, as 

shown in Figure 22, at which point, what appeared to be a vast network of nodes and events 

evaporated. 

 
Figure 18:  Whole network Netdraw  

 

 
Figure 19: Whole network Netdraw – pendulums and isolates deleted  

 
 
Figure 20: Whole network Netdraw – pendulums and isolates deleted and repeated ties <1 
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These images demonstrate that a seemingly dense and connected network was fractured by 

deleting the pendulums and isolates with a repetition of tie greater than one. To gain a better 

understanding of why such diffusion occurred, univariate statistics and 2-Mode Cohesion 

queries were run on the sample in UCInet as illustrated in Table 9 &10 respectively. 

Table 7: UNIVARIATE Stats—Matrix 

UNIVARIATE Stats – Matrix 
 1.  Mean 0.012781 

2.  Std Dev 0.112329 
3.  Sum 1145.000000 
4.  Variance 0.012618 
5.  SSQ 1145.000000 
6.  MCSSQ 1130.365601 
7.  Euc Norm 33.837849 
8.  Minimum 0 
9.  Maximum 1 
10.  N of Obs 89585.0 
11.  N Missing 0 

 

Table 8: The 2-Mode Cohesion 

2-Mode Cohesion: 
1 2 3 4 5 6 7 

Density Avg Dist Radius Diameter Fragmentation Transitive Normal 
Distribution 

0.012781 6.178598  1.000000 16.000000 0.530919 0.731742  0.632636 

The 2-Mode Cohesion analysis demonstrated that the overall density remained the same as 

the previous univariate statistics.  However, it demonstrated that the average degree of 

separation between the network was 6 (Av Dist), and that the longest walk between nodes 

was 16 (Diameter).   

Although the network analysis is dense with a mean score of 12.78%, further analysis shows, 

that there is normal distribution and average distance through the network of 6 degrees.  The 

density of a network is the number of actual connections between members divided by the 

number of possible connections as per the following formula:   d = L
n (n−1)/2

   d denotes 

density,  L, the actual number to ties in the network and the number of nodes in the network 

(Prell, 2012, p. 167; Wasserman & Faust, 1994) .  Density values range from 0 to 1 (Scott, 1997 

{1991}).  In this study, higher density indicates a greater degree of interaction among the 

members – seen as a higher level of group cohesiveness.  The density score of a whole 
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network does not tell the whole story as the centrality of a node may drive up the overall 

density score for the network (Prell, 2012).  The transitivity of the network was high 

(Transitive), indicating that a number of nodes in the network form triads (ie: the friend of my 

friend is my friend) (Prell, 2012).  The Fragmentation figure of 53.09% demonstrated that there 

were numerous cliques or sub-groups within the network making it easy to disband the 

network if certain nodes or events were eliminated (Borgatti, 2009;  Borgatti & Everett, 1997).  

This is a potential weakness in this network.  Further analysis undertaken with UCInet looked 

at who in the network were these central nodes and events that were holding this network 

together.  

6.3.2.1.1 Mode Centrality: 

The data in Tables 11 and 12 demonstrate those nodes and events in the network that were 

the most central, and had the most connections.  There were a number of nodes which that 

had both a high degree centrality score alongside a high betweeness factor.  In order to 

visualize Table 11 and 12, both Columns/events and Rows/participants were separated out 

and analysed individually.  Figure 20 illustrates the participant nodes – cross-products row 

affiliation analysis and visualization – whole network.   Figure 21 illustrates nodes have 

participated in events together more than once.  Figure 22 illustrates nodes who have 

participated in events together more than twice.  Figure 23 illustrates nodes who have 

participated in events together more than three times.  Figure 24 illustrates nodes who have 

participated in events together more than four times: 
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Table 9: Key Highlights 

 
Table 10 Rows/ Participants  

Degree > 0.50 Closeness > 500 Betweeness factor > .02 
P116 0.094737 P603 659.666687 P116 0.087437 
P133 0.073684 P89 659.666687 P390 0.067661 
P205 0.063158 P303 659.666687 P813 0.061051 
P18 0.063158 P179 659.666687 P133 0.057753 
P282 0.063158 P371 659.666687 P285 0.057565 
P359  0.063158 P372 659.666687 P18 0.049912 
P139 0.063158 P602 659.666687 P430 0.046200 
P321 0.063158 P304 659.666687 P138 0.039233 
P430 0.052632 P273 659.666687 P425 0.033087 
P390 0.052632 P291 659.666687 P359 0.032627 
P31 0.052632 P392 659.666687 P282 0.024899 
P422 0.052632 P16 659.666687   
P742 0.052632     
P416 0.052632     

Table 11: Columns/Events 

Degree > 0.3 Closeness > 300 Betweeness factor > .05 
2005 E49 0.066808 2005 E27 565.500000 2005 E43 0.122508 
2005 E26 0.058324 2005 E3 565.500000 2005 E48 0.095085 
2005 E32 0.056204 2005 E6 565.500000 2005E49 0.085023 
1985 E9 0.049841 1985 E3 565.500000 2005 E21 0.071670 
2005 E42 0.045599 1995 E27 565.500000 2005 E32 0.070397 
1995 E2 0.036055 1995 E26 565.500000 1995 E31 0.060992 
2005 E43 0.034995 1995 E2 565.500000 2005 E39 0.058924 
2005 E39 0.032874 2005 E9 377.000000 2005 E42 0.052316 
1994 E4 0.031813 1995 E6 377.000000   
2005 E23 0.030753 2005 E11 377.000000   
1985 E10 0.030753 1995 E11 377.000000   
  2005 E12 377.000000   

 
  

Yellow Correlation between Degree and Betweeness Factor 
Blue Correlation between Degree and Closeness 
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Figure 21: Netdraw - Cross-products row affiliation artist 

 
Figure 22: Netdraw - Cross-products row affiliation artist co-participation <1 

 
Figure 23: Netdraw - Cross-products row affiliation artist co-participation <2 

 
Figure 24: Netdraw - Cross-products row affiliation artist co-participation <3 
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Figure 25: Netdraw - Cross-products row affiliation artist co-participation <4 

 

To summarise, in 95 events that took place over a 30 year period with data sampling taking 

place at 4 time periods, 1975, 1985, 1995 and 2005, out of a participant pool of 943, only 2 

artists have worked together 5 times.  Although some nodes may attend many events, within 

this dataset they are not often attending the same events.  This reflects the fractious nature of 

the network as iterated in the 2-Mode Cohesion analysis. 

6.3.2.1.2  Connectivity 

When the events are explored, the following visualizations demonstrated that there was more 

connectivity between events than participants.  Figure 28 illustrates Events – cross-products 

column affiliation analysis and visualization – whole network.  Figure 26 illustrates the 

connectivity of events by participants with connectivity greater than 1.  Figures 29 -  34 

illustrate the connectivity of events connectivity greater than 2,3,4,56 and 9 respectively.  The 

connectivity by event is greater than connectivity between participants which has a maximum 

of 4 iterations.  Events had a maximum connectivity up to 9 iterations.  Within the network 

there are nodes that operate both as artist and organizer. With dual roles there may be a 

propensity for this node to be more connected as they come into contact with artists when 

they perform at festivals as well as working with artists when organising festivals. Further, 

some events reoccur over many years. The strength of relationship between events seen in 

this analysis may be due to participants who worked both as artist and organizer. 
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Figure 26: Netdraw - Cross-products row affiliation event  co-participation  

 

 
Figure 27: Netdraw - Cross-products row affiliation event  co-participation <2 

 
Figure 28: Netdraw - Cross-products row affiliation event  co-participation <3 

 
Figure 29: Netdraw - Cross-products row affiliation event  co-participation <4 
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Figure 30: Netdraw - Cross-products row affiliation event  co-participation <5 

 

 
Figure 31: Netdraw - Cross-products row affiliation event  co-participation <6 

 
Figure 32: Netdraw - Cross-products row affiliation event  co-participation <9 

 

6.3.2.1.3 Reach-Based Centrality – cross-product analysis 

The density or centrality measures for the whole matrix analysis may be distorted due to the 

“main component” which exists within the whole network.  A main component emerges when 

the majority of activity concentrates with other activity remaining in the periphery(Prell, 

2012).  This main component is illustrated in Figure 17; many people and events appearing on 

the periphery, and in the lower quadrant of the figure, a heavily connected group of people 

and events.   A better way to analyse the network is to look at that “main component” and 

perform a reach-based centrality analysis.   
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Reach-based centrality indicates how much reach a participant has in a network; how many 

other people and events they can make contact with (Borgatti et al., 2002).  When reach-based 

centrality analysis was performed on the cross-product affiliation data, the reach of many 

participants was quite great.  The maximum reach of any individual in the network, was 

373.98, a minimum reach of two, and a mean value of 170.89, as can be seen from Table 13.  

Further, there were 23 participants with a reach > 300; 508 participants with a reach up to 200 

and a further 113 with a reach above 100.  Due to the face that the network examined 

consisted of 943 participants, the reach-based centrality statistics indicated that 2.4% of the 

network (23 participants) could reach over 32% of the network total participants and further 

53% of the network   (508 participants) could reach over 21% of the network total participants 

in the network. 

Table 12: Reach-based centrality statistics 

  1 2 
  dwReach NormdwReach 
1 Mean 170.89 0.18 
2 Std Dev 104.98 0.11 
3 Sum 161153.42 170.89 
4 Variance 11020.76 0.01 
5 SSQ 37932792.00 42.66 
6 MCSSQ 10392574.00 11.69 
7 Euc Norm 6158.96 6.53 
8 Minimum 2.00 0.00 
9 Maximum 373.98 0.40 
10 N of Obs 943.00 943.00 

 

To summarise, UCInet demonstrated a network that was dense, highly fragmented, yet a 

network whereby many members had a long reach through the network.   

These findings raised further questions: 

UCInet was showing a picture that was highly fractured network, with isolated dense cliques.  

These cliques were connected via key events.  Yet, in a network that was so fractured, how 

could the reach be so great? How could both models be correct? A second software package, 

Keyplayer, uncovered the answer to this question. 

6.3.2.2 Keyplayer Results 

 Keyplayer is a free software suite offered by Analytics Technologies.  Keyplayer  has two 

primary functions: 1) to question how best to fracture a network by eliminating particular 

nodes; 2) to question which nodes are best placed to disseminate information (Borgatti, 2006).  
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The one mode matrix (participants interacting with other participants) was imported into 

Keyplayer and two queries were run. The first Key Player Problem (KPP1) sought out the nodes 

that if removed would fracture the network, while the second Key Player Problem (KPP2) 

sought out the nodes in the network that had the longest reach through the network. Both of 

these queries were run with default settings and the findings are outlined in Table 14. The 

analyses conducted using Keyplayer demonstrated there were 3 key players in each Key Player 

Problem scenario either fracturing the network (KPP1: p138,p285,p813) or reach through the 

network (KPP2: p116, p367, p579).  In each instance, these participants were network 

members who have many years of experience and participation in this network.  So, the 

Keyplayer analyses demonstrated that there were a few key nodes holding this network 

together. 

Table 13: Keyplayer Analyses 

KPP1> Fragmentations Criterium 
Parameters 

KPP2> # of Nodes Reached Criterium>Fixed Group 
Size Parameters Default query run 

Group size 3 Group size 3 
No# of steps 2 No# of steps 2 
No# of starts 10 No# of starts 10 
No# of iterations 5000 No# of iterations 5000 
Baseline 
Fragmentation 

0.531 No. of distinct persons 
reached by the key players 

638 
(67.7% of network) 

Baseline 
Heterogeneity 

0.530 Keyplayers p116, p367, p579 

Initial set (based on 
betweenness) 

116 390 813   

Fit of initial set 477779.000   
Fragmentation 0.670   
Heterogeneity 0.670   
Keyplayers p138, p285, p813 

 
  

 

6.4. Discussion of the results 

UCInet and Keyplayer were developed specifically for social network analysis and allow for 

confirmatory and in-depth analysis of the data set {Borgatti, 2002 #584} . UCInet  analysis 

demonstrated that although the network was dense, the network was highly transitive and 

fragmented, with some members having a long reach through the whole network. Finally, 

Keyplayer ‘s unique queries isolated and identified those nodes which were holding the 

network together.   
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There were a number of nodes {Borgatti, 2013} which appeared in each analysis as significant. 

Keyplayer p116 was the most active node in this network with ten interactions with the 

network during the four time periods and within UCInet appeared in the Mode Centrality 

analysis with the highest mode centrality degree and betweeness factors.  Keyplayer p138 

appeared within UCInet appeared in the Mode Centrality analysis with a betweeness factor 

>.02.  Keyplayer p285 was the most second most active node in this network with 9 

interactions with the network during the 4 time periods and within UCInet appeared in the 

Mode Centrality analysis with a betweeness factor >.02.  The following Figure 35 demonstrates 

the interrelation between the software suits and their findings. 

           
 

Figure 33: Interrelation software and their findings. 

The outstanding features of these studies show that the network demonstrated in this data set 

is fragile. UCInet analyses demonstrated that although this network is dense, due to the 

propensity of this network to fracture, having a fragmentation value of over 50% this network 

cannot be a small world, regardless of the value of the average distance between nodes being 

6.18 (Table 3).   Keyplayer uncovered that within this network there are individuals acting as 

bridges, a few individuals connecting a global network of activity via their participation in a 

variety of events over time.  These finding demonstrate that this network is not a small world 

which would provide structural properties which would increase trust, nor does it display the 

embedded features expected from the descriptions of participants in Study two which would 

also grow trust (Saraf, 2008). It may be that the key players in the network are propagating the 

social norms of trust within the network. Further, within the scope of this research it has not 

been confirmed if this network has scale-free properties, however if that be the case, this may 

indicate why trust may develop over time as connections develop (Gulati, 1995). A weakness in 

this network appears to be that these key players are primarily of whom are original members 

UCInet = high 
density, high 

transivity  and long 
reach 

Keyplayer = key 
nodes holding the 
network together 
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of the network, having been involved since before the first archival document in this data set.  

What will happen when these individuals are no longer part of the network? How will the 

network continue to grow and evolve and essentially survive? The archival data has provided 

important information regarding the live interaction between participants of this network, 

however, this research does not take into account alternative communications such as letters, 

faxes, emails, phone conversation and now with social media the high speed, personal 

communications possible between network members.  A significant finding of study two 

demonstrated that network members  reported making new ties predominantly at festivals 

and events, however, ties were maintained by alternate and mediated means as above. Thus it 

is not only the event network, nor its structure that creates trust that is experiences according 

to the findings of this data set.  Study three answered one this researcher’s sub- questions 

“Has the network’s evolution and structure had an impact on the develo9pment and operation 

of trust?” The significance of the findings within study three demonstrated that network 

structure may not be the primary influence of behaviours experienced by network 

participants. Further discussion into the interrelationships between study one, two and three 

are explored in the following chapter.   
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CHAPTER 7: 

DISCUSSION, INTEGRATION AND CONCLUSION 

7.1 Introduction 

This chapter aims to bring together the findings of each of the three studies and synthesise the 

conclusions, prior to providing a broader integration of the research findings. Consequently, 

this chapter begins with conclusions for each study and their overall findings and relevance for 

answering the research question, “What is the operation of the global performance art 

network?” Each of the three studies with their distinct findings answer particular sub-

questions of the primary research question. Study one and two answer the sub-questions, “Do 

participants experience trust and cooperation within the practice?” “How do participants 

experience trust in the network? and “What type of trust is at work within the network?”  

While study three answers “What is the relationship between participants' perceptions of the 

global performance art network and the network's structure and operation?”; and “Has the 

network’s evolution and structure had an impact on the development and operation of this 

network?”  This integration of questions and corresponding studies are presented in Table 15. 

In discussing this integration, conclusions are followed by implications for practice, theory and 

methods, followed by limitations, strengths of the thesis, recommendations for future 

research, and overall conclusions.   

Table 14 Integration of primary research question, sub questions and studies.  

PRIMARY RESERACH QUESTION 
What is the operation of the global performance art network? 

Study one Study two Study three 

Do participants experience trust and 
cooperation within the practice? 

Do participants experience trust and 
cooperation within the practice? 

What is the relationship between 
participants' perceptions of the 
global performance art network 
and the network's structure and 
operation? 

How do participants experience trust 
in the network? 

How do participants experience trust 
in the network? 

Has the network’s evolution and 
structure had an impact on the 
development and operation of 
this network? 

What type of trust is at work within 
the network? 

What type of trust is at work within 
the network? 

Is trust an independent or 
dependent variable of this 
network? 

Is trust an independent or 
dependent variable of this network? 

Is trust an independent or 
dependent variable of this network? 
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 7.2 Approach to Research 

This research addressed this research’s aims and questions by implementing a mixed method 

case study design and adopting a pragmatist post-postmodern subtextual phenomenological 

paradigm (Tashakkori & Teddlie, 1998; Vallack, 2010; Zurbrugg, 2006). 

7.2.1 Conclusion Study one: Auto-ethnographic qualitative research: 
participant observation of the network 

Study one was an auto-ethnographic exploration of trust within the global performance art 

network. In effect, my story: how I found performance, what has been my experience of the 

global performance art network, and how I came to the primary research question “What is 

the operation of the global performance art network? ” This study offered experiences from 

my field notes, alongside a thematic and contextual analysis of these experiences. The findings 

resulted in the identification of a number of areas for discussion and themes; performance as 

language, trust and vulnerability being an intrinsic component of the performative act, utopia 

and transformation, gifting and exchange being experienced in the performative act and in the 

network, the experience of the network being non-hierarchical, organic, open operating and 

what I described as a trust based economy. Although there was little to no fiscal exchange 

occurring with the network, trust was experiences in both the practice and in the network. 

Generosity and sharing of resources were normal experiences within the global performance 

art network. Implicit social rules included trust, respect, honesty, integrity, transparency and 

generosity. These findings and themes from study one an auto-ethnographic participant 

observation study form the basis for my line of questioning to interviewees in study two: 

ethnographic qualitative research, semi-structured convergent interviews with network 

members. 

7.2.2 Conclusion Study two: Ethnographic qualitative research, semi-
structured convergent interviews with network members. 

From my experience of the network, as outlined in study one, I wanted to delve further. How 

do others experience of the network? Was I alone in this experience of generalised trust and 

seemingly blind generosity, or was this a common occurrence within the global performance 

art network. In order to answer this question, my ethnographic research extended to employ 

29 performance artists, live artists and action artists from around the world. The method 

undertaken was a qualitative collection of data analysis utilising convergent semi-structured 

interviewing techniques.  
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In my talking with artists and in interviews within study two, it seemed clear that trust was 

intrinsic in themselves, in their practice and in the network. However, study two demonstrated 

that there was variance between individuals’ experience of both performance practice and of 

the global performance art network. Further, there numerous points of corroboration and 

contradictions to the experiences of study one as outlined in Table 15. 

The primary points of difference between were that in study one, the focus was on the 

experience of utopia and the sublime within the performative act, however in study two, 

participants described an experience of transformation, transcendence within the 

performative act - both as artist and audience. Participants describe the experience of time 

changes when that happens as being an important element of the practice, with the most 

important element being sharing, gifting, Die Gabe. Participants in study two agreed that 

although social rules are unclear, trust, respect, honesty, integrity, transparency, risk and 

generosity and implicit. This community requires engagement and contribution, as participants 

take and share but also give back.   

The network was not perceived as global – but rather as a series of cells which overlapped and 

there was a sensation of a “small world” as members spoke of relationships with other 

members from far flung continents. The network is informal professional and open. However 

hierarchies do exist and are thought to be “natural”. Some participants experience this as an 

“old guard” and as respect for those artists who have been involved for many decades. Some 

experience this as a “glitteratzy”, others experience hierarchy through events, venues, and 

opportunities to access infrastructure rather than a hierarchy of people. Some do not 

experience a hierarchy and see this perception to be in the “eye of the beholder”. There is a 

potential for generational and geographical cliques to develop.  Participants also described 

network entry by doing (e.g. making a performance), with acceptance being implicit as long as 

the participant follows the social rules of the network. Participants reiterated the notion of 

Study one that a trust based economy was at work, however the network still works within a 

primarily capitalist paradigm and cash is still required to get things done. Further care needs to 

be taken so as to not devalue the practice by working for free. Not that there is anything 

wrong with working for free, but the value of the exchange must be considered and fiscal 

transparency for events is imperative, according to many participants. 

Participants in study two spoke of different types and experiences of trust within the network. 

It was explained that trust must be intrinsic in the self; trust is intrinsic to the practice of many 

artists, and also when organizing events. Specifically, that it was possible that the practice itself 
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generates a level of trust that is independent of the network structure. The nature of the 

practice using the democratic materials of the body, often placing the body at risk, making the 

body vulnerable and open, demands trust; the nature of the relationship performance artists 

have with their self, and their audience propels trust from their body out into the world. These 

two elements mirror the other; as the practice is embodied, so too, trust becomes embodied 

in action.  This implicit trust becomes a social norm in the network, and people experience 

such trust and generosity frequently in their encounters with other artists and organizers. This 

sense of trust may stem from the origination of the network. The ideals were plain from the 

beginning – that this network wanted to be open, non-hierarchical, where individuals treated 

each other with respect and offered whatever they had. A key finding from study two was that 

although there was an experience of family, love, trust, and a small world sensation, there was 

also the potential for generational and geographical cliques to develop within the network. 

I wondered; if artists were working together all the time, of course it would be likely that they 

would learn to trust each other. This trust may then be extended to those new comers as a 

social norm. From documents offered on the intentions of the origins of the European network 

of performance artists in the early 1980s, it was found that trust was an intended quality. 

Perhaps trust survived as these artists had continued to work with each other continually over 

time; thus developing trust over time. 

In order to further explore the central research question, I moved to Study three: Quantitative 

Longitudinal Social Network Mapping with Statistical Analysis, an historical/comparative cross-

sectional approach using archival data. The following will focus on how Study three 

contributed to the research question and related to the other two studies as I sought to see if 

trust was an embedded quality in the global performance art network due to the frequency of 

artists encountering each other, and did generational and geographical cliques exist. 

7.2.3 Conclusion Study three: Quantitative Longitudinal Social Network 
Mapping with Statistical Analysis, an historical/comparative cross-sectional 
approach using archival data 

While the artistic endeavours of performance artists are creatively and socially important 

around the world, the characteristics and potential reach of the associated network is under 

researched from an academic perspective. There is a growing area of investigation of both the 

art and artists themselves; however, the social network is yet to be examined. This chapter 

portrayed my longitudinal social network analysis of the global performance art network, and 

discussed the theoretical and practical implications thereof. This research investigated an 
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unbound global performance art network which is thought to have commenced c1975 and 

consist of more than 3000 artists. This research took place in five phases of research; data 

collections via surveys; data collection from archives, data cleaning and coding, data analysis 

using UCInet, and analysis using UCInet and Keyplayer.  Each software suit offered further 

insight into the network. The outstanding feature of the analysis is that the network is fragile 

and not analytically a small world after all.  

This network is not a small world due to its propensity to fracture and there are not short 

paths through the network.  The “keyplayers” were primarily all original members of the 

network. Referring to finding from Study two; original network members who were 

interviewed iterated the importance of key values of the network, which included, openness, 

integrity, honesty, trust, and actively worked to create a network that was organic and based 

on non- hierarchical systems. However, looking to the future of the network, one may 

question: What will happen when the first generation of performance artists move on? Will 

second and third and fourth generations continue the ideology of the network? Will trust 

survive? This fragile network, held together by a few original members, show results which 

largely conflict with the findings of Study two in which many interviewees, despite 

geographical location, and generational differences spoke of their experience of the network 

as a network with close ties, and deep connection.  

The findings of study three, demonstrates that rather than a “global network” the 

performance art network acts as a series of smaller networks that are connected and these 

findings however do correlate with many interviewees description. This experience of many 

local networks rather than single global network did vary depending on their geographical 

location, generation and years of experience in the network. The overlap where artists do form 

as cliqued tended to form within a generation of artists (e.g. artists working together in the 

1980s or artists working together in the 2000s) and this does correlate with the findings of 

study three.   The findings of study three demonstrate that the stronger cliques are clusters of 

events rather than people. There may be changing perceptions with the influx of digital 

interaction and communication in particular through the use of social media. However due to 

the scale and scope of this thesis, the inclusion of digital interaction the social network or 

email lists was not possible. 
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7.3 Discussion and Conclusions for the research problem 

Studies one, two and three singularly and together, shed light on the question,  “What is the 

operation of the global performance art network? ”  The following Table 15 shows the findings 

from each study and points of congruency and intersection. 

Table 15 Discussion and Conclusions for the research problem 

Study one Study two Study three 

The body and self are intrinsic to the 
practice of performance art 

The body and self are intrinsic to the 
practice of performance art 

NA 

Performance art practice is open, physical, 
and vulnerable.  

Performance art practice is open, 
physical, and vulnerable. 

NA 

Performance art practice may be altruistic. Performance art practice may be 
altruistic, however it depends on the 
intention of the artist 

NA 

Performance art practice like any art form 
has social value. 

Performance art practice like any art 
form has social value. Liveness is key in 
connecting. 

NA 

One may experience transformation, and 
utopia within the performative act - both as 
artist and audience. The experience of time 
changes when that happens. The most 
important element is sharing and presence. 

One may experience transformation, 
transcendence within the performative 
act - both as artist and audience. The 
experience of time changes when that 
happens. The most important element is 
sharing, gifting, Die Gabe 

NA 

Network entry is by doing, and acceptance 
is implicit. 

Network entry is by doing, and 
acceptance is implicit as long as the 
participant follows the social rules of the 
network. 

NA 

Social Rules are unclear, however, trust, 
respect, honesty, integrity, transparency, 
and generosity implicit. 

Social Rules are unclear, however, trust, 
respect, honesty, integrity, 
transparency, risk and generosity and 
implicit. You can’t simply take from this 
community; there must be a giving back. 

NA 

The performance art network is a global, 
mobile, informal, and non-hierarchical. 

The performance art network is a series 
of local networks which overlap.  
The network is informal professional and 
open.  
There is a sense of it being a “small 
world”.  
Hierarchies do exist and are thought to 
be “natural”. Some participants 
experience this as an “old guard” and as 
respect for those artists who have been 
involved for many decades. Some 
experience this as a “glitteratzy”, others 
experience hierarchy through events, 
venues, and opportunities to access 
infrastructure rather than a hierarchy of 
people. Some do not experience a 
hierarchy and see this perception to be 
in the “eye of the beholder”.  
There is a potential for generational and 

The performance art network is 
a series of local networks which 
overlap.  
The network is not a small 
world as it is not very dense nor 
can the network be crossed 
with a small path.  
Participants have not worked 
together multiple times over 
time to create a heavily 
embedded network. 
The network can be fractured 
quite easily if key players or 
bridges are eliminated. 
There are only a few 
participants who act as bridges 
and key players through the 
network and these key players 
are original network members 
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geographical cliques to develop. or “the old guard”.  Density is 
greater in event relations rather 
than participant relations. 

The performance art network operates on a 
trust based economy. Sometimes fiscal 
transactions take place, but it doesn’t 
matter if there is no money, the work will 
happen regardless. 

Trust based economy – however the 
network still works within a primarily 
capitalist paradigm and cash is still 
required to get things done. Further care 
needs to be taken so as to not devalue 
the practice by working for free. Not 
that there is anything wrong with 
working for free, but the value of the 
exchange must be considered and fiscal 
transparency for events is imperative. 

NA 

Trust is implicit in the practice of 
performance art and in the network’s 
functionality. 

Trust must be intrinsic in the self; trust is 
intrinsic to the practice of many artists, 
and also when organizing events. This 
implicit trust becomes a social norm in 
the network, and people experience 
such trust and generosity frequently in 
their encounters with other artists and 
organizers. This sense of trust may stem 
from the origination of the network. The 
ideals that were plain from the 
beginning – that this network wanted to 
be open, non-hierarchical, where 
individuals treated each other with 
respect and offered whatever they had. 
Will this experience of trust survive into 
the twenty first century? 

As the network is not very 
dense, nor embedded, artists 
have not worked together 
many times in order to grow 
trust.  

 

These conclusions when triangulated demonstrate that the network structure as articulated in 

study three has no apparent impact upon operation of trust in the network. What is at work 

according to study one and two is a social meme – the idea that the performance art network 

is so strong it survives on trust and on the continuation of the practice. There are multiple 

types of trust at work as demonstrated in Figure 34; self trust, interpersonal trust and system 

trust.  
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Figure 34: Growth of trust – self-trust, interpersonal trust, system based trust 

The reflexive nature of the Figure 34 above demonstrates that as trust grows it travels through 

the network, from participant to participant; and this notion and exchange of trust is 

experienced to such a degree that it becomes normal; an implicit social rule. The ethnographic 

nature of the first study allowed for an examination of trust at a personal level (point 1, self-

trust in Figure 34), both within the making of art and in connections with other performance 

artists. I found I could trust my own feelings, artistic expression and communication within the 

context of performance art, and subsequently through research develop greater insights into 

myself and the context, including interpersonal trust, (point 2 in Figure34). This flowing of trust 

does appear present in perceptions of positive connectedness within the network more 

broadly, as identified within both Studies one and two, identified as system-based trust (point 

3 in Figure 34). However, according to study three, the network may be highly fractious over 

time, although there was evidence of connections, as seen within Table 8: The 2-Mode 

Cohesion analysis and Table 13: Keyplayer Analysis, as key nodes in the network will eventually 

expire.  

There is an organic analogy that can be made in relation to these studies.  In study two, 

Participant #13 spoke of the network organization and operation as being like a mushroom 

plant.  “The mushroom mycelium is the planet’s natural internet. Individual mycelia are known 

as the biggest individual organisms on the planet and have extended across areas as large as 

several hundred hectares “ (Fibaek, Kuusiaari, Defour Veise, & Hirslund, 2011). Further, “the 

Self trust: the 
artist trusts 
themselves 

Interpersonal 
trust : trust 
between artist 
and audience 
member in the 
work/ between 
artists in the 
network 

System based 
trust: 
generalised in 
the trust in the 
network and 
trust as a social 
norm within the 
network 
"performance 
artists tend to 
trust other 
performance 
artists" 
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mycelium is a dynamic network that communicates with other organisms, shares and 

transports nutrients across large distances, while keeping toxic heavy metals out of reach for 

other organisms” (Fibaek et al., 2011).  As this network breaks down and feeds on organic 

biomass, there is improvement to the soil and organic environment surrounds. The mushroom 

that appears above ground is the fruit of the mycelium networks activity. You never see the 

mycelium from the surface; you only see the fruit – the mushroom. Participant #13 noted that 

the performance art network works in this way. Personally he feeds this plant, this network 

every day, by making connections, replying to emails, working on an archive, sending messages 

of encouragement. When the plant has received the appropriate nutrients and the 

environment is just right, a fruit will emerge; in the case of performance art, the fruit is an 

event, a conference, a meeting, a festival, and Participant #13 noted that this is very positive; 

the fruit is enjoyed and shared and gives us the energy to go back underground and keep 

working.  

The exchange of norms such as trust occur not just at events where artists may travel from 

around the world to be together; but this plant, this network is fed by everyday 

communications; from emails to social media sites. Technology and the ability for us to 

communicate with each other faster is enabling the network to feed itself to prolong the 

analogy, more effectively and enable the currency of trust to flow and agency to grow 

(Chomsky, 2012; Hampton & Wellman, 2003). While the archival data shows this development, 

future research may focus on virtual communication in search of further information about the 

nature, vitality, connectedness and growth of the network. 

The performance art network is continually creating new communities for itself in order to 

survive; creating new links and new opportunities to connect. That is what I, alongside 

colleagues in Brisbane have been doing, and the story is echoed from artists and organizers 

from around the globe. What we do as artists and organizers is not about making this work for 

the money, or for fame, or status. The work is made and all great lengths taken to make work 

and share work is because as Study two outlined – performance is made for sharing.  This 

perhaps contrasts with other areas of society where, according to some  organizational 

scientists and economists, there has been a “trust crisis” in recent times (Bachmann, 2011) 

with a need to repair trust among unknown and sometimes faceless others (e.g. bankers, 

politicians, journalists). 

In the performance art sector, vulnerability, openness  and generosity  have been shared to an 

extent where these behaviors appear to have been “embedded” into the cultural fabric of this 
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group and become social norms (Bachmann, 2011).   The antiquated methodology of trust 

exchange being both resource and commodity is finding resurgence, not only in this sector, but 

perhaps in the wider community.  In the past decade, technology has allowed us to connect, 

and share resources in a most democratized setting; a setting economist Thomas Friedman 

describes as “flat” (T. L. Friedman, 2006). “Collaborative Consumption,” a phenomenon 

described by Rachel Botsmon and Roo Rogers (Rachel; Botsman & Rogers) has enabled a 

number of individuals and communities to bring themselves back into real exchange with each 

other; with examples of strangers sharing their house. 

Although experiences and behaviours may be “embedded” within the performance art  

network the findings from Study three in the network analysis demonstrated that this is not a 

small world due to its propensity to fracture and there are not short paths through the 

network.  The “keyplayers” were primarily all original members of the network. Referring to 

finding from Study two; original network members who were interviewed iterated the 

importance of key values of the network, which included, openness, integrity, honesty, trust, 

and actively worked to create a network that was organic and based on non- hierarchical 

systems. Looking to the future of the network, one must question:  What will happen when the 

first generation of performance artists move on? Will second and third and fourth generations 

continue the ideology of the network?  Will trust survive? 

This fragile network, held together by a few original members, show results which conflict to 

some extent with the findings of Study two in which many interviewees, despite geographical 

location, and generation spoke of their experience of the network as a network with close ties, 

and deep connection.  The findings of Study three, demonstrates that rather than a “global 

network” the performance art network acts as a series of smaller networks that are connected 

and these findings however do correlate with many interviewees description. This experience 

of many local networks rather than single global network did vary depending on their 

geographical location, generation and years of experience in the network. The overlap, 

particularly with generations of artists can result in cliques which correlate with the findings of 

Study three. The findings of Study three demonstrate that these cliques are cliques and cluster 

of events rather than people.  
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7.4 Implications for practice 

This research provides an insight into the performance art network in a new way; allowing 

members an opportunity to reflect on the evolution of the network; and perhaps open a 

discussion on how it may develop in the future. “Live Art” is becoming institutionalized in some 

countries with the practice being taught in Universities, allowing artists to graduate with a 

degree in “Performance Art” or “Live Art” for the first time in the networks history. How will 

this change the perception of the next generation of artists? How will this change the network 

method of operation, and in particular, the social norms and the currency of trust within the 

network? The present research has offered greater understanding of the performance art 

genre, including its goals and aspirations, and its contribution to the questions and 

perspectives of out time.  Further, this research, although having its foundations within the 

performance art sector has implications and insights for other networks which rely heavily on 

trust and resp4ect such as volunteer organizations and community groups, and in particular, 

the prospect of more consciously guiding positive social norms within these networks. 

7.5 Implications to theory and methods:  

7.5.1 Theory:  the value of embeddedness versus trust 

Trust as an important concept has been studied over time and dates back to ‘Gemenschaft” 

and “Gesellschaft” notions of community and society, common values and shared beliefs. 

(Toennis, 1887). Further research into mutual trust in economics among Chinese businessmen, 

the “guzanxi ethos” links back to these concurrently modern and ancient methods of resource 

exchange (Eriksen, 2007; Grays, 1998). Ethnographic research into the “rotating feasts” and 

rituals exchange between tribes over time have been documented and a sense of trust and 

social contract demonstrated to underpin this group behaviour (Geertz, 1988; J.-J. Rousseau, 

2004 (1762)). However, the trust nominated in the above example of rotating feasts requires 

repeated ties in addition to social norms. The performance art network is an example of a 

robust network that has existed for more than 50 years in a fractious and enigmatic state, yet 

trust is embedded. 

There has been research into the creative industries, in particular research by Uzzi predicting 

the success or failure of a Broadway musical. In this research, undertaken by Uzzi it was found 

that there is a key balance between members who have worked together before on projects 

and members who had not worked together on a project which developed the ultimate 

environment for a musical to succeed; further if the members had worked together excessively 
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or conversely not at all, the musical would be a ‘flop’ (Uzzi, 1996, 1997). In further research by 

Uzzi  and Spiro (2005) it was discovered that small worlds are as robust as the level of 

embeddedness, which means it is easy to bridge the network with a few paths, and that when 

it comes to creative and innovation and knowledge networks, these few paths are important. 

Uzzi and Spiro discuss small world collaborative networks, and the  likelihood that more 

collaborations are possible due to geodesic distance between actors being small making it 

likely for actors to have collaborated with a colleagues of colleagues (Uzzi & Spiro, 2005). 

Other researchers advocate the pervasive nature and intrinsic efficacy of small worlds with 

small path lengths playing an important role in addition to their emergence and appearance in 

many natural settings such as social networks (Barabasi, 2002; Buchanan, 2002a, 2002b; 

Granovetter, 1973; Watts, 1999). 

Within this research, study three demonstrated that within this data set the performance art 

network is not a small world; rather it is fractious and tenuous. Embeddedness and repeated 

ties do not appear to be holding the network together (Uzzi, 1997). Study two demonstrated 

that although participants experienced a community and small world within the network, it 

was an idea holding the network together, an idea so strong that it has held and continues to 

hold this network together, an idea that the whole is greater than the sum of its parts,  that we 

are better when we work together; trust acting as the social “glue” to this holey fabric 

(Rotenberg et al., 2005). These findings question previous research that states that 

embeddedness within a network in many cases leads to greater efficacy and trust within the 

network (Granovetter, 1985; Rowley, 2000; Tyler & Kramer, 1996; Uzzi, 1996, 1997). When it 

comes to organizational research and in particular human resources and  employment 

relations there may be impacts upon organizational change as this confirms the understanding 

that values and beliefs of that organization need to be shared by its employees and further 

when the organization performs in an exemplary fashion, trust and productivity may grow 

(Wenger & Snyder, 2000). 

7.5.2 Theory:  trust as social norm and currency   

This research demonstrates that trust is working in a network that operates around the globe. 

Within this network, trust and generosity are experienced frequently by network members, 

and is exchanged generally, rather than specifically; almost as a currency in a trust based 

economy. The notion that one’s actions and reactions can create “capital” has been 

researched thoroughly by Rachel Botsman and deemed “reputation capital”. This “reputation 

capital” is the rating one may achieve in peer to peer marketplaces, such as on ebay, amazon, 
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airbnb, WhipCar and skill sharing websites (Botsman, 2012). In particular airbnb and WhipCar 

require a level of trust as these platforms allow for members to rent out their homes and cars 

respectively to strangers. Reputation evolves as members of these sites rate their experiences 

(Botsman, 2012). The community-driven marketplaces operate differently to e-commerce 

website such as etsy or amazon, as there are real world connections with real people, rather 

than the entire transaction occurring online (Botsman, 2012). This collaborative consumption 

thus builds trust between strangers. Findings from the Pew Report 2012 demonstrated that 

Facebook users are more likely to trust than individuals who did not use Facebook. (Hampton, 

Goulet, Marlow, & Rainie, 2012).Further, this trusting did not have anything to do with how 

the individual used Facebook (e.g., used, frequently, “liked” created events), rather, simply by 

the individuals use and interaction with Facebook the report suggested that 

It maybe that those people who select to use Facebook frequently are more 
trusting by nature – to begin with – or it may be that use increases trust, or 
there maybe something else about how people use Facebook that is related to 
higher trust that we were not able to capture in our data (Hampton et al., 
2012, p. 24) 

Trust is working as capital within the performance art network. Further research is required as 

to how this may be extrapolated into other practice fields for organizational change and 

management. This research and the operation of trust demonstrates that an idea can be 

stronger than any other motivation. To grow trust, an idea must the shared; a belief or goal 

shared. In the performance art network, the idea overwhelmingly was that performance art 

has great social value; it is worth time and energy and risk. Further, in order to achieve our 

goal, to make work and share work with each other trust is implicit in ourselves, implicit in the 

work and thus effects how we treat each other.  How then to share a dream, share an idea, 

how do we keep trust alive? 

As referred to within the literature review,  cooperation also has a cascading effect and once a 

party has experienced trust and cooperation they are more likely to trust and cooperate with 

another (Fowler & Christakis, 2010).  Further research has confirmed that an idea may be 

contagious; trends, and “tipping points” have been utilized by governments, entrepreneurs 

and salespersons alike (Christakis & Fowler, 2010; Gladwell, 2000). Further, within social 

networks overwhelmingly we find six degrees of separation between members, and this is 

overlayed by three degrees of influence (Christakis & Fowler, 2010; Mitchell, 1969). Recent 

research in various fields has shown that an idea and in particular a separation of three 

degrees of influence may modify behaviour including the potentially that one may be happier, 
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may vote, become obese, hysterical, depressed, lonely or turn to religion (Christakis & Fowler, 

2007; Easterlin, 2003; Fowler & Christakis, 2008; Knight & Gunatilaska, 2009; Rolls, 2004).  

This research demonstrates that a belief in an activity, in this case performance and its social 

value is a strong enough motivator to keep a fragmented network feel cohesive through the 

glue of trust. Despite physical and fiscal risk participants in the performance art network often 

put themselves and their families through, the network survives, and trust survives due to the 

strength of trust, the strength of an idea. There is some research into why individuals perform 

tasks such as volunteering, however, further research into intention of why participants of the 

performance art network persist is required (Warburton, Terry, Rosenman, & Shapiro, 2001). 

7.5.3  Methodology: creating matrices from rich archival data 

 

As shown in Figure 33, a model can be developed to show the different levels, types and 

growth of trust. Within Study three, there was a novel use of the software suite NVIVO in order 

to create bi-partite matrices from rich data sets. For full demonstration of the method, please 

refer to Appendix 8. Further, the use of three programs for SNA also contributed to methods 

and longitudinal analysis of archival data. 

7.6 Limitations and strengths of the thesis 

As there is little written about performance art within classic academic writing within this 

research domain, it is difficult to speak with referenced authority on matters of trust, and 

network operation in relation to performance art. Within this text, I have drawn largely upon 

relevant trust and network literature and as required, upon personal experiences to fill these 

gaps.  The thesis drew on ethnographic qualitative research where it is acknowledged that 

each person will have their own perceptions and filters. Through writing, intense reflection and 

analysis I attempted to surface my insights and understandings, and wherever possible avoid 

bias. The study gave insight into the self, and the deeply intense drive that can propel the 

making of art with explicit links into social complexities. Through my insights, I attempted to 

present a thematic analysis that added to knowledge and help build my subsequent studies. In 

relation to Study two, as with all interviews, there was the possibility that the volunteer 

participants represented people with particular attributes, such as trust in the research 

process. This may have contributed to the ideas that emerged. However, an advantage of 

including interviews was the rich description that emerged and the deep insights that 

contributed to depth of knowledge about the area from people deeply involved in it.  
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I was advantaged to gain access to the largest known archive of performance art materials, 

including catalogues. The implementation of Study three and the quantitative analysis of the 

affiliation data provided strength and support to Study one and two, as it offered a different 

mechanism to interact with the network. Further as the data within this study was quantitative 

in the use of event catalogues the problem inaccurate memories of an event which is prevalent 

in survey and interview data was avoided.  However, as the global performance art network is 

an unbound network whose exact borders are unknown, I acknowledge the impossibility for 

this research to map the entire network. Within study three, there were limitations to the 

scope of the study due to the limited time available in the archive, the time required in order 

to clean and code the data, and the complexity of the data often would cause the software to 

crash. The software failure forced me to refine and omit some data in order to preserve the 

functionally and performance of the software. I experienced NVIVO and UCInet crashing on my 

computer. In the case of UCInet this may have been avoided had I access to a machine with 

higher processing power. The creators of NVIVO are looking into how to upgrade NVIVO in 

order to process heavy data sets in future versions of the software.  

In order to gain greater insight into the operation of trust in the performance art network, it 

would be useful to perform further analysis on a larger data set, incorporating more intervals 

in the quantitative analysis and further data sets derived from social networking sites and 

email lists. There were issues with missing data, such as biometric data due to the failure of 

surveys within Study three.  As outlined with the previous chapter, surveys may not be the 

best method to collect data within this social network.  The nature of mixed methods allowed 

for the negative effect of missing data to be negated. Further, due to the procedures of self-

organizing maps (SOM) the error plausible due to analysis with missing data was avoided as 

this system is made to operate and negotiate complex and noisy data. 

7.7 Recommendations for Future Research 

As Study two found this network to be largely an organically forming and self organized 

network, it may be possible that the  microscopic actions of individuals in the network – the 

small acts of trust and generosity – are having macroscopic effects on the evolution of the 

network (Steyer & Zimmermann, 2001). Steyer and Zimmermann state that  

network auto-organisation can lead, under given conditions, to a critical state 
characterised by macroscopic effects generated from microscopic impulses at the level 
of the individual agent. It is the peculiar structure of those critical networks that allow 
macroscopic “avalanches” to take place, on which the diffusion process is likely to lean 
(2001, p. 28) 
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These effects may be observed on a macro level on a global population which in physics is 

linked to the notion of “scale invariance” and links to the idea that there is a critical state in a 

network whereby actions of interacting agents change the properties of a whole network, a 

“tipping point” (Gladwell, 2000; Steyer & Zimmermann, 2001). In order to establish if this is 

the case within the performance art network, further research and simulations of network 

effects need to take place (Steyer & Zimmermann, 2001). An extension of this research may 

include investigating this network from a digital perspective, and include online data such as 

social network and email interactions. 

As “Live Art” is institutionalised in some countries and the practice taught at a tertiary level 

further research will be necessary to understand if such institutionalisation has any impact on 

network operation. In areas, such as the UK where “Live Art” undergraduate degrees are 

prevalent, further research into the work prospects, work expectations and wage expectations 

of graduate students may provide further insight was to wether such institutionalisation 

increases competition. Further, would a generation of “Live Art” graduates change the shape 

and culture of this network and will this impact upon the experience of trust within the 

network.  Following the global financial crises of 2009 and beyond, the art sector has 

experienced persistent funding cuts worldwide (Cormack, 2012; Lassahn, 2009; Opinion, 2012; 

Rogerts & Free, 2011). Future research will be required to discover if these changes have any 

impact upon the network experience for members. As one of the highest profile performance 

artists of our time, Marina Abramović opens a school for performance art in New York, future 

research will be require to find out if this will this change the way artists practice? Will this 

change the artists’ expectations from the network? Will this change the way trust is 

experienced within the network?  

7.8 Conclusions 

In conclusion, this research addressed the question “What is the operation of the global 

performance art network? ” by employing a series of studies and a mixed methods approach. 

Each study has contributed to answering this question as referenced in Table 14 and 15 Study 

one contributed to the understanding of self, the motivation for performance art, deep 

understanding of perspective of artists, a contribution of a thematic analysis self. The findings 

of Study one demonstrated both similarities and points of difference to those outcomes found 

in both anthropological and management research areas.  In the field I experienced work by 

people which was open and vulnerable, where the artist trusted the audience with their body; 

with their practice.  As Mollering outlined, the arts sector regularly relies on trust and 
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openness in order to exist (2013a).  These acts of transportation and transformation may occur 

in a variety of realms as we have seen that utopia and transformation can be experienced in 

real time (Dolan, 2005; Frangione, 2007; Kant, 1960 (1764); Parker, 2002b; Sargent, 2006). 

In performance art there is often a focus on the role of the body, the acts of the body, the 

realness of the body, the politics of the body (Gear, 2001; Phelan, 1993).  This was evidenced 

in the work experienced throughout this research as outlined in case studies.  Due to the scope 

of this thesis additional in-depth examples will not be discussed here, but may be found in 

editions by Phelan, Heathfield, Heddon and Klein as well as the Live Art Development Agency 

(Heathfield, 2004; Heddon & Klein, 2012; Keidan & Mitchell, 2012; Phelan, 1993).  The act 

performance then is also an exchange; an exchange place, ideas, hopes and realities.  The 

shared experience creates a shared language around performance, as well as shared norms 

which are reinforced with the vulnerable performative act (Mollering, 2013; Tajifel, 1978).  

According to Bachmann (2011, p. 209) this shared language establishes a “world-in-common” 

where trust as a form of exchange becomes normal.  For me, these experiences both in the 

practice and in the network between members, trusting did not feel risky.  However, usually 

with great trust comes great risk (Lewis & Weigert, 1985).  If and/or when this trust is broken, 

it is difficult for this trust to be reinstated, although not impossible (Bachmann, 2011).   

 I experienced a global, organic, non-hierarchical network where everything that you offered 

was returned to you many many more times.  This was a global network with a shared 

language and sensibility of performance, thus enacting a set of social rules of the network.  I 

experienced these rules to be centred on honesty, generosity, integrity, genuine engagement 

and generalised trust.  The trust offered is often “swift” (Meyerson et al., 1996) and 

generalised throughout the network (Berardo, 2008; Nannestad, 2008) within a community 

that offered a set of collaborative norms  (Adler et al., 2008).  

Study two added hitherto unknown insights about the perspectives of artists and generated 

further themes The practice was being described as open, generous with the intention to share 

time, space and ideas (Mollering, 2013).  Some of the work ruptured time, norms and 

sometimes the body itself (Gear, 2001).   There was a drive to make work, for reasons outside 

of the self; however rather than thinking these acts were altruistic or a lived utopia, more 

participants noted that this was due to a desire to share, to exchange, to transform and gift 

(Csikszentmihalyi, 1990a; Fowler & Kam, 2007; Mauss, 1990 (1950); Parker, 2002a).  Trust was 

being experienced as norm by artists (Hosmer, 1995), and was reported to be experienced in 

the self as “self trust” (Luhmann, 1979), between individuals artists and artists and audiences 
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as “interpersonal trust”(Gallardo et al., 2008; Golembiewski & McConkie, 1975; Guenzi & 

Georges, 2010), and then generally experienced in the network as “institutional trust” 

(Bachmann, 2011; Giddens, 1984; Stack, 1978) 

There was a sense of communal norm experienced by artists as they came together at festivals 

and events.  The temporary community formed during these periods of communal activity 

varying in duration from a few days to a few weeks often resulted in long term friendships; the 

friendships and community built so strong members were referred to as “family.” This goes 

beyond “swift trust” (Meyerson et al., 1996)  and speaks more a “world in common” filled with 

shared vulnerabilities, shared realities and shared resources (Bachmann, 2011).  Network ties 

were shown to be open and informal, generosity and contribution to network activities were 

considered to be the norm; this exhibiting the properties of a collaborative community (Adler 

et al., 2008).  Further this community appeared to be an example of a collaborative community 

as it operated under a set of social norms (Adler et al., 2008). 

In my talking with artists and in interviews within Study two, it seemed clear that trust was 

intrinsic in themselves, in their practice and in the network.  However, as there was mention of 

the potential for generational and geographical cliques I wondered; if artists were working 

together all the time, of course it would be likely that they would learn to trust each other.  

This trust may then be extended to those new comers as a social norm.  From documents 

offered on the intentions of the origins of the European network of performance artists in the 

early 1980s, it was found that trust was an intended quality (Nieslony, 2013).   

Study one and two explored the experience of participants of the network, while Study three 

provided a quantitative approach to investigate the network looking at archival data. Research 

into the operation of trust in social networks has indicated that trust may grow within a small 

world or a network that is highly embedded with participants interacting regularly. The 

findings from Study three demonstrated that within this dataset, the network was highly 

fractious with only a few key players within the network bridging gaps over time and 

geographical distances. This research suggests that the performance art network is a series of 

networks around the world, held together by the idea that performance art has great social 

value and is meaningful. Trust as a social norm between members and social rules of 

generosity and openness rather than embeddedness has enabled this network to exist and 

grow over the past 30 years despite the findings of this research that the network is highly 

fractious and fragile both in its experience by participants as a series of cells, and seen in its 

underlying development and structure. Due to the ideologies of generosity and generalized 
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trust set out at the foundation of this network, and further due to the continued experience of 

these behaviours, trust remains the glue which makes this net work. 

On a personal note, I wonder whether trust will survive. That depends on us. Will we as the 

current and looking to the next generation of performance artists continue to trust each 

other? Will we perpetuate the idea and offer trust and cooperation and generosity to others in 

or local, national and international networks?  I hope so. I hope that generations from now 

countless people will have the opportunity to feel how I have felt, experience some of the 

work I have had the pleasure to experience and meet and work with amazing generous and 

trusting performance artists. 
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APPENDIX 1 

Performance Art – a brief history 

Previous movements have also aimed for change. Futurism was a child of the industrial 

revolution and the modern era, infatuated with moving forwards technologically, and had a 

distinct distain for remain stagnant in the past. Marinetti, who in the futurist manifesto 

pronounced, “We will glorify war – the world’s only hygiene…we want to free this land from its 

smelly gangrene of professors, archaeologists, ciceroni and antiquarians….Museums: 

cemeteries!...Identical, surely, in the sinister promiscuity of so many bodies unknown to one 

another..” (Apollonio, 1973, p. 22) Through the poeticism of the often-violent lyric, one may 

extrapolate a desire for change, for a better future. There are many performance artists who 

hope and work towards making a better world, however while observing the world as it 

currently exists their response if often that of disappointment and disgust to the inhumanity. 

Roi Vaara who states on Black Market International’s biography 

 “The world makes me sick. I would like to see changes being made. I am 
working on that” (Vaara, 2007).  

At its core performance art is chasing transformation.  

Dada was coined by artists Hugo Ball and Richard Huelsenbeckk when they found the term in a 

French-German dictionary; in Rumanian, “dada” means “yes, yes” and in French it translates to 

“rocking horse” (Goldberg, 1979, p. 62). Dada was a post first world war rebellion against all 

things rational; if modernity and a struggle for moving forwards brought about the war, then 

Dada artists were interested in all things ridiculous, mundane, obscene, and childlike 

(Goldberg, 1979).The Dada movement and the Cabaret Voltaire were operating almost in 

parallel in time but their activities receded into World War II (Goldberg, 1979); after which 

Fluxus emerged with some artists such as Yoko Ono crossing over from one to the other 

(Dirmoser & ASA-European, 2010). While Futurism and Dada were predominantly European 

movements, Fluxus emerged globally and simultaneously (K. Friedman, 1998).  

Fluxus was a term coined by self-proclaimed leader in George Macuinas for the purpose of 

publicizing a series of performances and a publication of the same name (K. Friedman, 1998). 

Most members disregarded his leadership claim, seeing Fluxus as being made up of 

autonomous members who entered the group and existed whenever they pleased (Higgins, 

1998). Many of the performances were made to challenge and push the ideas of what art was, 
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while holding their tongues firmly in their cheek. An example may be such as Dick Higgins’ 

“Danger Music Number Nin (for Nam June Paik)” whose score instructs the performer to 

“Volunteer to have your spine removed” (K. Friedman, Smith, & Sawchyn, 2002, p. 50) or Ken 

Friedmans’ “Restaurant Event” whose score instructs the performer to  

“Dress as badly as possible. Wear surplus store clothes, tattered shoes, and an 
old hat. Go to an elegant restaurant. Behave with dignity and exquisite 
manners. Request a fine table. Tip the maître d’ well and take a seat. Order a 
glass of water. Drink the water. Tip the waiters, busboy, and staff lavishly, then 
leave” (K. Friedman et al., 2002, p. 39) 

In the 1940s and 1950s, there was a veritable array of artists in various fields working around 

similar ideas, breaking new creative ground (Goldberg, 1979). John Cage was one such artist 

when in 1952 he wrote “4’33’’” “silent piece” whose score requests the performer and 

audience to sit for four minutes and thirty three seconds and listen to the “silence” around 

them (Cage, 2002). Cage was involved in a number of “Happenings” which was a new mode of 

presentation that arrived at a similar time to Fluxus. The instances of Happenings at Black 

Mountain are some of the most famous, where artists such as John Cage, Marcel Cunningham, 

Robert Rauschenberg and Buckminister Fuller presented new works simultaneously in an 

arena environment (Goldberg, 1979). Cage was a good friend of visual artist, Marcel Duchamp; 

they played chess together. (Duchamp & Cage, 1986). Duchamp was making “readymades” 

which were objects he  found, signed, and placed in gallery from 1912 (Goldberg, 1979). His 

most notorious was  “Fountain;” a urinal that had been turned upside down, signed and placed 

on a plinth (Collings, 1999, p. 198). The relationship between Cage and Duchamp blurs the 

boundaries between these movements, as Duchamp was loosely attached to the Dada 

movement and Cage having great influence on the much later Happenings many decades on. 

From Fluxus and the happenings of the 1950s and 60s the gap between life and art become 

completely blurred (Aubert, 1998) and from this came performance art (Wheeler, 2003, p. 

495). As according to John Cage, “Sometimes we blur the distinction between art and life; 

sometimes we try to clarify it. We don’t stand on one leg. We stand on both” (Cage, 1971, p. 

207). Performance art therefore represents the merging of artistic and communicative desires 

and ordinary life. 

As noted above, originally performance artists came mostly from one of two camps: visual arts 

or theatre. Post-theatre performers had moved away from narrative and were more interested 

in making their audiences more involved in their activities. They wished to break down the 

barrier between the audience and the performance and began asking what constitutes  a 
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‘performance’. From the visual arts, one might see forerunners such as Jackson Pollock, who 

moved away from formal representations of people and objects into the realm of the abstract 

and by removing the paint brush made a direct connection between his body, the paint and 

the canvas. Yves Klein who also used actions in his painting opted to use the female body as his 

brush as he poured paint on nude female models and then requested they pressed their 

bodies against the canvas – often with a string quartet accompanist. Action paintings made the 

static work performative, the first example of Pollock, the action wasn’t experienced by the 

viewer, but sensed through the final product of the painting itself, while in the case of Yves 

Klein, the viewers witness the action of the painting itself in a concert setting. In the case of 

theatre, the removal of words left the body in action in space. In the case of visual arts, the 

removal of the canvas left the body in action in space (Goldberg, 1979). The definition I will use 

in this research is my own and is more of a conceptualisation and extension of Goldberg’s 

definition that “performance art is art produced by real bodies, as real action, in real time”. 

In the 1960s, artists were being encouraged to experiment within arts education which in turn 

brought about a great influx of artists ready and willing to be involved in performance art 

(Goldberg, 1979). By the 1970s, the works that were being made were in the main mostly 

unacceptable to suit the formality of conventional art spaces, hence out of necessity alternate 

spaces and galleries emerged (Wheeler, 2003, p. 495). The ethos behind these fledging new 

spaces were social concerns of “equality and democracy” rather than focusing on the 

economic or aesthetic repercussions of their work; values which were reflected in the political 

movements of the time (Wheeler, 2003, p. 496).  

During the 80s, the term “performance art” appeared to become an umbrella term for all 

things avant-guard. Performance artists were crossing over into Hollywood and, as technology 

developed, “Hybrid” and “Interarts” forms developed and thrived. A distinguishing factor 

between performance artists, were those who performed more classic “staged” works and 

were performing “for” an audience, rather than works that “directly interact with the 

audience” (Wheeler, 2003, p. 501) 
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APPENDIX 2 

Study one: Background to the researcher 

This appendix will further unfold with my ontology and approach to practice, followed by field 

note excerpts; allowing the reader to “be there” providing those smells and sounds, and 

provide a deeper context for the remaining studies (Brewer, 2000; Cliffod Geertz, 1988) .  

How is it that a girl from Calliope, a small town in rural Central Queensland, Australia, who 

completed a rudimentary religious high school education, followed by a musical degree at the 

state Conservatoire, ventures into the field of performance art, and after only two years is 

invited to one of the largest and longest running performance art festivals in Europe? After 

only five years of practice, I have performed live in numerous festivals on four continents, have 

had work presented in a wide range of events and countries, including UK, USA, France, 

Poland, Sweden, Russia, Indonesia, Singapore, Canada and Australia. Here at home, I have 

been involved in presenting four international festivals – only one of which has had any 

funding. The other three events have been put together through negotiations with venues and 

volunteers, and artists who offer their work for free. In these four events, over 130 artists from 

30 countries have participated. 

 

Figure 35: POW! POW! POW! Action art festival. San Francisco, USA 2010 Blurring Borders 

image credit: Gabriel Ossa 
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To put this simply, I think this strange. What network would allow me such access, such 

mobility? It was these experiences which compelled me to ask “What is the operation of the 

global performance art network? ” 

I began my artistic life as a classical clarinettist, graduating with a Bachelor of Music 

(Performance) from the Queensland Conservatorium of Music in 2003.  In that final year, 2003, 

I took on a project whereby I organized the Australian ensemble premiere of Steve Reich’s 

“Music for 18 Musicians” It was a work I loved, and wanted to play. I convinced university 

administrators to pay for the hiring of the score and individual parts, and found a mentor who 

would oversee the venture, as well as 17 other musicians to play with. We rehearsed for six 

months prior to the premiere – 60 – 90mins of sound that changed my life. At the end of the 

year, I graduated; I was working between one and five part time jobs and often working over 

fifty hours per week. I began practicing my craft on the clarinet less and less. I quickly realized I 

was not a very good music teacher, and did not want to become a sessional player, nor play at 

weddings to make a living.  I moved into more data entry work and administration; my hands 

were busy, but the tasks were mindless. This allowed my mind would wander and I would 

create images and actions in my head. Soon I began making these images with my body. 

Before I really knew what I was stepping into my first experiment in performance art which 

took place in 2003/2004. Many of us remember what we were doing that day in September 

2002. I had university classes late. The TV in the house was on, I had made myself some 

breakfast, I sat and watched. To begin, I thought I was watching a film, “Strange time of day for 

such a violent movie to be on air,” I thought. The footage kept looping and looping I realized 

this was the news. I skipped classes that day. I sat in my living room, wondering where I had 

woken up. What was this? It was on every channel. It continued for days. After some months, 

the Australian government made an announcement; and in November 2003, the Australian 

government sent the first wave of troops to Iraq. 

Upon reflection I believe I was traumatised by this event; I suspect many people were. I 

thought about this event a lot and also the Australian government’s response. I didn’t know 

what to do. Images came to me so I made the canvas. I wanted to paint “World Peace” in my 

blood. I went to the needle exchange clinic in town and asked for the biggest needle they had. 

I had a friend who was a nurse, and asked if she could take some blood for me with this 

syringe. On her day off, she agreed. I piled the canvas into the car and drove to her house. She 

found a vein, drew the blood. I walked outside with this, and took the canvas out of the car. I 

laid the canvas on the bonnet of my 1981 Ford Laser, and working quickly, before the blood 
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could coagulate, I squirted red ooze from the syringe and painted the words.  Few weeks later, 

I travelled up north to visit my parents; there I asked Dad if I could borrow his gun. We went 

for a drive and found a quiet spot in the bush. I took the canvas and propped it up in the scrub. 

Dad showed me how to use the bolt action 22. I fired it three times into the canvas. We went 

home. Our pet dog had a sick curiosity with this painting, and that evening I had to pull her off 

the canvas as she started licking the dried blood (I always thought she looked at me funny 

after that day; like she could smell me in a new way). 

This activity although private was cathartic for me; although I had achieved nothing practical or 

politically about the war with this work, and to this day this piece has never been exhibited. 

Yet, somehow I felt like removed something from my body, something I didn’t want inside 

anymore; I finally had the work out of me, out of my system. It was the same feeling I had once 

completing the Steve Reich project. And it was a sensation that would become familiar after 

each and every large scale project or event. It was a feeling of pleasure, knowing you had 

finished something, and relief that you had done it and you didn’t have to do it again. This 

canvas although it was finished, the work shifted in me. For the next few years, I thought 

about this, I began making more images, more actions. I began using my body in a particular 

way and soon in a much more public way; using my body to source a particular material – 

memory and blood. 

And in 2004, I found myself completely obsessed with John Cage. I had enjoyed Cage’s works 

and writings previously, but this was getting out of hand. I thought that the only way for me to 

exorcise this love was to organize an event – it became A MUSICIRCUS: for John Cage. I 

arranged for a meeting with the director of the Brisbane Powerhouse and after pitching the 

idea, I was offered the venue for free, all technical equipment and assistance would be free, 

tickets would be free. I needed to arrange the art. Over 50 artists present over 30 of John 

Cage’s works over an 8 hour period throughout the building. This event taking approximately 

one year to organize built my confidence in my ability to organize.  
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Figure 36: MUSICIRCUS: for John Cage “Music for...” Brisbane Powerhouse, 2004 

image credit: Elizabeth Cunningham 

 

In 2006 I undertook an Honours degree at the Queensland University of Technology – it was 

the Creative Industries Interdisciplinary Honours. Under the supervision of Assoc Prof Zane 

Trow, I set about my question, “How do you program the seemingly unprogrammable?” Zane 

had performed at the MUSICIRCUS in 2004 and we had stayed in contact. I was interested in 

the Dada and Fluxus movements, as well as Happenings. The body was present in these works. 

Audience members were often part of the works themselves, and the work, rather than being 

on a pedestal was somehow democratised. I often thought to John Cage, and his work to 

democratise sounds, saying he wanted to let sounds be sounds; that a violin concerto is just as 

relevant as and no more beautiful than the sound of a siren, traffic, a bird or thunderstorm 

(Cage, 1971, {1939} 1999; Kostelanetz, 1993). What is important is how the individual hears 

the sounds, experiences the sounds. They may like or dislike the sound they hear, but it 

doesn’t make the sound exist any less or more, nor does it make any sound more or less 

important than another. It made me think that perhaps everyone was an artist. I thought of 

Marcel Duchamp and his readymades – everything is art (Collings, 1999; Duchamp & Cage, 

1986) Performance theorist Richard Schechner furthers this analysis to argue that everything 

can be a performance (Schechner, 2006).   

Up until this point all I had learned of performance art was through books, through videos and 

images and via the internet (websites, email lists and social network interfaces). Even now, 
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when creating work in my study, I often look up to the book shelf, as if I were looking up at 

friends. Occasionally take a volume down, read a portion and remember an event I have been 

too, remember that sensation of being, and presence and togetherness. After Honours 

graduation, two very good friends bought me a ticket to the UK, saying to me “Bec, you have 

to get out of Brisbane!” I had been making more and more performative work, and was feeling 

more and more isolated in my practice. For a full listing of works, please see appendix _ In 

2007 I travelled to Glasgow, Scotland, and visited a festival I had only ever seen on the 

internet, The National Review of Live Art.  

Field Notes 

Today, I have poured myself a Campari and soda; a drink I had never heard of let al.one tasted 

until I read a friend, colleague, performance artist and novelist, Fiona Macgregor’s book 

“Indeliable Ink”, and in which the main character finds solace in a solitary campari on sultry 

evenings. Today, spring in Brisbane has arrived, and I look out over the garden, I find solace in 

these feelings of connectedness. In a few days time in September 2012, artists from the UK, 

Alexandria Zierle and Paul Carter will stay with me while they undertake a residency; another 

opportunity to share practice and time and space. Although I have met this couple only once 

before, in Glasgow in 2009, they have shared their work with me many times over the internet, 

sending work to the event I co-organize; I even have one of their artworks hanging above the 

kitchen table. Although we have never shared space and time before, I already feel like we 

have a commonality. I am excited about their arrival. It is rare that we have such artists come 

to Brisbane. It is rare that I feel culturally at home in my home town.  I’m sure other people 

feel the same isolation. Festivals are a primary point of connection and the European summer 

is a great time to see a lot of work if one has the means.  
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Figure 37: exist@QCA Live Art Intensive Residency – opening Zierle&Carter, 26 September 
2012 

image credit: Alan Warryn 

 

The following chronologies other such experiences I have had in the past 5 years, 

predominantly sharing these festival experiences I have had in an aim to help you “be there” 

just as I have been (Geertz, 1988 ,46). 

February 2007: Glasgow  

My first international trip; long haul via Tokyo, I arrived into Glasgow and it was cold. I had 

never felt this cold. Taking a cab from the airport to the hotel, I was glad I had arrived and 

excited to finally be in a place to experience performance I had only ever before seen in books; 

these people who made sculpture with their bodies, and seemingly bended time and their will 

into these pictures and texts. I was in the epicentre, attending one of the largest and longest 

running performance art events in Europe, the National Review of Live Art. I would not have 

known about this event had my Honours supervisor Assoc Prof Zane Trow spoken of this 

event. In 2007 Zane also attended the festival; acting as a gatekeeper in the network for me. 

He introduced me to the director of the festival, Nikki Milican, and to many other “heavies” 

who were in attendance. I was staying at the Novotel Hotel, where all the other artists were 
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staying. Every day, for 8 hours a day for 5 days, I saw art, and then in between, during and 

after met artists and discussed work at the bar, over lunches and dinners and 3am whiskies. 

The performance space was the “Tramway”, on the other side of the river. The spaces were 

black and white boxes in varying shapes and sizes. I walked into a large room to my right. Black 

Market International was performing in this space; twelve people from around the world, 

together, moving in space. There was a large pile of bamboo, and empty car and a tent, a table 

filled with objects, masks and food. This was a durational work – Black Market International 

worked in the space for 5 days, 8 hours per day. 

 

Figure 38: Candid photo taken by Jacques van Poppel of audience members (me) during BMI 
performance 

Image credit: Jacques van Poppel 

One man seemed to be building a structure out of bamboo. He worked quietly, patiently. The 

structure seemed to have no purpose. It was a structure within the structure of the room. A 

woman was doing a handstand into a bucket of water. Another man came out of the tent, 

holding a beer “Becks”. There was a shopping cart that was slowly filling with cans. He would 

emerge and look around, take another beer and go back into the tent. Another man walked 

around the space slowly, dressed all in black, quietly walking with purpose. He had a fish on his 

head. A woman walked silently in the opposite direction, wearing a mask. A man with this arm 

in a cast was writing out the risk assessment on the side of the gallery wall. The man from the 

tent came out with a camera and started taking photographs of the audience. Really close up 

in your face. He came up to me. I sat, and smiled, and he snapped a picture.  

         

Another man took his clothes off and taped books to his arms and legs. He picked up a 

megaphone. He said quietly “Everybody”.........”everybody”............”everybody”........the refrain 

was picked up by others in the group... the man with the fish “everybody”.....the man from the 
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tent “everybody”....the man with the megaphone yelled now “EVERYBODY”.......echoing 

around the expanse, an apart, yet togetherness “everybody.” A microcosm of the universe had 

emerged in my mind; a sense of being together, alone, everyone and everything collapsing into 

time and space.I don’t know how long I stayed there. I’m sure I visited every day. Every day the 

space changed and morphed, as if time and space, people and objects coexisted.... 

 

Figure 39: Black Market International - http://blackmarketinternational.blogspot.co.uk/ 

I went upstairs. There was a small room with a tent of lights raised; the rest of the room was 

dark and bitterly cold. Some music was playing, cello....in the centre of the tent, a man lay 

naked spooning a dead pig. It was Richard Handcock, as part of a series of solo works “Lone 

Duets” made with Traci Kelly (Hancock & Kelly, 2007). He lay there for four hours, still, silent, 

holding this pig. His leg was twitching, I can only imagine as a result of the awkward position 

and cold. Sometimes when I entered the room he was alone, other times there were other 

audience members in there, silently walking around the space. I stayed with him while he was 

alone. I wanted to bring him a blanket or hold him as he was holding this deceased sow so 

gently, so intimately. 

Sometime that week, the collective La Pocha Nostra performed. The work was approx 90mins. 

As we the audience entered a large dark black box, a mixture of death metal and grind 
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pounded through the speakers. The space grew hot as the space was filled to capacity. There 

was a large screen, showing live feed of the space we were in. There were two platforms, one 

on the far left of the space, and one on the far right, and a large throne like chair placed 

between the two. There were no chairs for the audience, we milled around, some people 

clumping together. On the left hand platform, a man Ricardo Sifuentes lay, bandaged, with 

bloody bandages and wearing a circa WWII gas mask. A woman Violeta Luna wearing a 

traditional burka held a metal bowl and sponge, and was washing him down. On the right hand 

platform, a woman lay naked on a bench, as another with a lab coat hovered, and began to 

perform acupuncture on the woman. I returned to this platform later, and saw the 

acupuncture needles had little flags on them. And upon closer inspection, I saw that each flag 

represented a country that was currently at war. During the work, the audience were invited 

to take out one of the needles. I walked up the platform, nervous. The woman in the lab coat 

pointed to a needle, which I removed and placed in a sterile wastes container. Guillermo 

Gomez-Pena was the only person who spoke, wearing high heels, skirt and large American 

Indian headdress. He was drinking whisky, sometimes spurting the dark fluid onto the 

audience; a strange gesture of generosity and yet perhaps disgust. Guillermo would speak, 

spouting poetry that ripped at my soul. Tears started rolling down my cheeks in the darkness. 

For a moment I realised I was surrounded by people and wanted to stop, but they kept 

coming. Guillermo spoke of the world, and war, people, politics and peace. I gave myself over 

to the work, consumed. The room swirled with images histories, memories, affiliations, 

torture, and hope. I wondered where I had been taken, but I knew that wherever it was, it was 

a good place. It was a wonderland; a sensory overload moving through the space. When the 

work ended, we all walked out into the light, into the bar, which was eerily quiet. I was 

transformed.  
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Figure 40: GP invites the audience to extract the flags (needles) from the body/territory of a 
Brazilian film actress.Porto Alegre, Brasil.  

Request permission to use this image: THE MAPA/CORPO SERIES. (Political acupuncture)  

Photo courtesy of the Merco-Sur Biennale. 
http://interculturalpoltergeist.tumblr.com/page/14 

In the bar one night, I was talking to a Norwegian artist, Agnes Nedregard.  We talked about 

performance; she had a video showing at the festival. We spoke about what it was like living 

out of the epicentre of performance of America and Europe, and the works we had found the 

most challenging. Agnes invited me to visit her in Bergen, Norway; an invitation that I accepted 

2 years later. 

Also in 2007, I saw the work of Rachel Parry. During this event we ended up sharing my hotel 

room for one night due to an administrative error at her hotel.  Since then, Rachel and I have 

stayed in contact. Parry’s work has been presented at the exist-ence festival in November 

2011, and further she has supported me in November 2012 by hosting me in a residency in 

Nottingham, where I stayed with herself, her partner and cat.  

This experience for me, this festival, was life changing. I found my people. I felt I had found 

home. 

http://interculturalpoltergeist.tumblr.com/page/14
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I knew this work had to come to Australia. I asked my supervisor from my honours degree, 

who was also attending this festival if he would help me curate a Live Art event in Brisbane - he 

agreed. On the last night of the festival, I tentatively went up to Jacques van Poppel, artist 

from BMi based in the Netherlands. I said in a crackling high pitched voice, “Hi. My name is 

Rebecca Cunningham. I’m an artist and organizer in Australia. I loved your work and would 

love very much to bring Black Market to Australia”. He said, drink in hand “you will have to 

speak to Boris.” I found Boris Nieslony across the room. I repeated my little speech, daunted as 

a 25 year old green artist approaching one of the most well known and respected Performance 

Artists, then in his 60s. We spoke and he said we should keep in touch and discuss this 

potential. He gave me his card – but it wasn’t his card. He and Thai artist and organizer, 

Chumpon Aspiuk had agreed that for a period of time, Boris would hand out Chumpon’s cards 

and Chumpon would hand out Boris’ cards. He pointed me towards Chumpon. I repeated my 

speech (I had also seen Chumpon perform a solo work which was very strong at that same 

festival), I received Boris’ card, and I made my exit, thanking them for their time and promising 

to be in touch. For the next 18 months, co-curator Zane Trow and I alongside numerous artists 

and volunteers worked to create a performance art festival in Brisbane, which was realized in 

2008. 

 

Figure 41: October 2008 Brisbane  
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Figure 42: Helge Meyer  

Image credit: Juliana Yasin 

The artists began to arrive, my house began to fill with bodies and mattresses and food and 

wine. Michael Mayhew had arrived from driving across country, from Perth, to Cairns and now 

Brisbane to make a work. Helge Meyer had arrived early, as did Fiona McGregor from Sydney. I 

had sweated over Elvira Santamaria Torres’ visa application as she was in Asia and would be 

able to return to Mexico to have her visa stamped to authorise entry to Australia. After many 

hours on the phone to the Australian Embassy, and hoping that she would not be turned away 

at the Australian customs border, 2 strangers embraced at the international airport. All the 

artists who performed, of which there were many, performed wonderful visceral works. I 

remember   walking into the room, just as Helge Meyer was commencing. He had alarm clocks, 

worms spilled from his mouth and onto a table, then onto the floor. He marked the space with 

chalk, he built alters from stone, put pegs strategically on his face, looking out at us then one 

by one the alarms sounded, slowly the worms continued their exodus. 

 Jürgen Fritz stood in a spot light, wearing a jacket, holding an old school bell. Silently we all 

stood around him. Silently and slowly he began to swing his arm. Then...ting...ting...the bell 

sounded, slowly slowly he began to swing his arm more and more until it seems as though the 

bell had taken over his body and now the bell was ringing him. Beads of sweat fell down on the 

floor as the bell sounded over and over and over and over. I don’t know how much time had 

passed. At one point I looked over and a grown man next to me in the audience was crying. 

The bell rang and rang. Then it stopped; silenced again. 
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Michael Mayhew undertook a multiple week trip transversing the continent via a ute he called 

“The Rev”. Michael has a sister in Australia; a sister he has never met. He arrived in Perth and 

drove to Brisbane, going down every ally and dirt track he came across when he thought she 

might be residing up that way. Mayhew presented two works during exist in 08. The first was a 

90min film of the road trip with narration. The majority of this footage was obtained by taping 

a video camera to the steering wheel of the vehicle. The second was an immersive 90 min 

performance work Roaming-Her Name Is Carole, incorporating film, objects and the audience. 

As Michael travelled, he took soil. With cow skulls, a swimming pool, and sound track he put 

down paper, like creating a stepping stone in the space. He would take earth and pour it on 

himself, and then jump in the air saying, “This is not my land, this is not my land.” This action 

repeated; another piece of paper, another step through space, more earth, “This is not my 

land.” That night a large black box space was transformed into some type of dream or memory 

or nightmare. 

Figure 43: Michael Mayhew “Roaming-Her Name Is Carole”  

image credit: Juliana Yasin 

I could share so many of these stories of performance (Cunningham, 2010a). There were so 

many instances during that week where people volunteered to have artists in their homes, to 
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pick up this person, to drop off that item. The comradery and sheer effort put into this event 

by so many was staggering.  

Then just as fast as it arrived, it was over. The artists returned to their homes, their respective 

cities and countries, and Brisbane returned to its normality. Again however, I couldn’t. This 

festival had made and broken me emotionally over and over again. The successes and failures 

of a festival of this size, the relationships made; it changed me. Not every day was of course 

filled with sugar plums and cherry blossoms. There was a lot of work. As aforementioned – 

overwhelmingly, my experience within the performance art network, local and global, has 

been positive.  

However, it is not a perfect scenario all the time.  

There have been times where things don’t go to plan. I was disappointed by people, by my 

colleagues; I was lied to, stolen from and misled. However, in my experience, these 

experiences are overshadowed by the immense amount of good, and generosity and good 

intention. 

February 2009, Glasgow, Scotland 

In 2007, I had taken a photograph of the garden outside Carriageworks in Glasgow. I had – and 

still have, that photo up on my wall in my office. I wanted so badly to make a work there. In 

2008, I went and performed with an artist collected Leibniz on their work “Book of Blood.” In 

2009, I had been invited to make a solo work, and not in the emerging artist section, but in the 

“invited” part of the program, I was in with the heavies.  

However, after the exhaustion of organizing the first event in 2008 “exist in 08” I had had 

enough. I had spent 18 months organizing this event, and although it was considered a 

“success” for me, it of course didn’t completely go as I had planned. There was a 

miscommunication and epic falling outs, part of it was so hard, and so horrible. The reports 

from the artists were all good, the reports from the audiences were great, and the reports 

from the venues were outstanding. However, that year, my sister had lost a child; I had been 

working a 38hr week for my regular job and then another 20hrs on top some weeks for the art. 

I had no time to socialize, I had lost touch with some friends – some of whom I have still not 

reconnected, and my relationship with my husband had suffered – I simply had no time. I was 

exhausted. Was all this work organizing, and making art really worth it? I came to a decision; I 

wanted to quit art altogether. 
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However, I had a problem; I had signed a contract to do a performance at the National Review 

of Live Art.  I had to go, and only a year ago, this had been a goal and an absolute dream of 

mine. I had to go.  As I was being paid for this work, I needed to organize a working visa for the 

UK. As an Australian citizen, it is reasonably simple to receive a British working visa while under 

the age of 30, and both my husband and I were approaching that age. My husband and I 

decided that we would take this opportunity and both apply for visas and work overseas.  

In February 2009, we went to Scotland. It was a mess. My visa was rejected on a technicality 

do to do with documentation provided by my bank, and I arrive in Glasgow on the first day of 

the festival. The work I was making was called “Sentiments of War” at the National Review of 

Live Art (NRLA). This work took the concept of a previous work 1LTRE OF BLOOD 1000KGS OF 

BULLETS and tried to make it tourable. I took with me 500 empty shot gun cartridges, and a 

shotgun shell reloading machine and 2 blood bags; don’t even get me started on the 

paperwork I needed from the Australian federal police and customs in order to transport these 

goods. I asked people what they thought about war, and what they hoped for peace. From 

here, my idea of the work fell to pieces. 

I wanted to have a live feed on each participant, recording the text participants wrote, text 

which would then be projected onto white canvas on the floor. I would then take the paper 

with this text and place it inside a bullet and add my blood and reload it; transforming an 

object of violence into a symbol of hope. As I recall this event I can still feel a pang in my arm 

and nostrils. 

However, this projection technology wasn’t available. Further, when I got to the UK, I couldn’t 

find a vein. For 2 days I sat in that hotel room poking and prodding myself. Nothing. Drinking 

more water, have a warm shower, more water, try and find a vein....Nothing. I felt devastated.  

What am I going to do?!  Here I am, about to perform at one of the biggest festivals of 

performance art in the world and all I have is some bullets, some text on canvas and nothing! 

How weak I felt the work had become, what else can I use? What other material, what 

fluid....spit. I used spit. The risk assessment at the last hour was simply impossible, so I used 

spit. The audience didn’t know nor care probably, but I did, and I felt like a complete hack. In 

my mind had bombed in the most fantastic way, at my dream event, at the National Review of 

Live Art. 
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Figure 44: Sentiments of War, Rebecca Cunningham NRLA, Glasgow 2009 

After my four hours of performance, I had another artist ask if I could help them let some 

blood for their work. That evening I went to their accommodation, they had procured the 

implements, and ironically I could find their vein no problems and was able to assist them in 

that way.  

After the festival ended, we stayed in town to look for work. I met with Nikki and she provided 

many wonderful insights. I told her how I had thought I had bombed and that I was 

disappointed, and she provided me with tools as to how best negotiate with large festivals in 

the future. Nikki Milican O.B.E went even further out of her way as she found us short term 

accommodation in Glasgow for a few nights with a local artist while we got ourselves 

organized. Again, the generosity shown in this instance, sharing information, resources, houses 

and a table were most appreciated. Some weeks later I was enrolled in a winter school 

facilitated by Franko B. Franko B was an artist whose documentation I had admired from afar 

for some time. I was overwhelmed to have the opportunity to spend time with him. At that 

winter school, I worked with other artists there who I still work with today. This workshop on 

the surface just seemed to be hours and hours of watching videos, or talking, or being silent. 

These experiences, and being able to experience a festival and workshops after the exhaustion 

of organizing exist in 08 in Brisbane, the experience rejuvenated my desire to create again, to 

be with artists again, and to keep making work and to organize events again. 
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June 2009 Bergen, Norway 

Going back to my first experience, in 2007, remember I met an artist, Agnes Nedregard? She 

said “you should come and visit me in Norway”; I said, “yes that would be fantastic!” For the 

festival exist in 2008, Agnes sent a video for the festival, for which she was never paid. In 2009, 

when I returned to the NRLA as a performer she was also there, and reiterated the invitation. 

After the winter school in Glasgow, my husband and I worked on minimum wage in rural 

Scotland for five months until we could go on no further. Working minimum wage at Inverary 

Castle, I had begun my PhD research, being isolated and broke we were stressed, bored, 

restless and generally felt we needed to leave. My husband and I pulled up stumps and had a 6 

week holiday in Europe before heading back to Brisbane. After a few days reprieve in 

Amsterdam, we flew to Bergen, Norway. It was summer, but the light was cool. We arrived, 

and Agnes invited us to their flat; a short walk from Bergen’s small harbour city centre. She 

had friends around and we had brought supplies of duty free liquor and tobacco. This small 

group then stayed up half the night, talking about art, people, powers, petroleum, Australia 

and Norway. The next morning we headed out for a coffee and Agnes said,” I am leaving for 

China in a week, but you can stay in my flat as long as you like.” Before she left, she took us on 

a tour of a performance space she and a colleague were renovating, which translates “Bergen 

Meat” as it was an old meatworks. Agnes took us to visit the art school and then also with her 

son we went hiking, picking berries. I borrowed her mother’s hiking boots, and when my jeans 

burst from climbing up boulders, she gave me a pair of her own.  

 

Figure 45: Hiking up Mt. Ulriken, Bergen, Norway 
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Agnes introduced us to her friends and colleagues and we caught up with them over that time. 

We were invited to her friends’ friends’ houses for meals, traditional feasts and conversations, 

and they always were so considerate and generous – even to such things as making a point to 

speak English rather than Norwegian when we were there so that we could participate in the 

conversation, cooking us dinner and inviting us into their homes and studios. After she had 

gone to perform in a festival in China, Owen and I stayed for 2 weeks and explored the city. 

Walking to the harbour past the seal skins, whale and reindeer burger stalls to purchase the 

cheapest (and most delicious) protein I could find, fresh smoked sardines, will be days I never 

forget. The strongest memory of all, was their hospitality; so generous and beautiful. 

July 2009 Ilsede, Germany 

Owen and I left the north and travelled to Berlin and then to the more remote town of Ilsede.  

Helge Meyer, an artist who is a member of Black Market International and also who had visited 

and performed in Brisbane at exist in 08 was curating a festival “Begegnung 3” which 

translates “The Art of Encountering 3” in this small German village. Helge, although he was so 

busy with organizing the artists, marketing, production and everything else that goes on when 

organizing a festival, he also managed to make the time to pick up Owen and myself from the 

closest airport, Hildeshiem which was approximately one hour from the village. Further, Helge 

had arranged accommodation in the village for us; a house of a friend who was going on 

holidays.  

“The Art of Encountering” took place in an old warehouse. There was food, and beverages 

being served, people milled around the hall and performances happened throughout the 

space. Bietrice Didler performed outside, where she lay naked, painted blue and tied large 

branches to her waist, giving the appearance of what might be a dying forest tail. She crawled 

the length of the building, some 50m, belly on the ground, crawling with her fingers and 

moving forward. Before halfway, she was panting. In her wake, she left a bluish hued trail left 

by her body and branches marking the gravel. Yoyoyogosmana in his performance offered 

roses to some of the audience members. I was such a member. To these people, he then 

handed ropes and requested that we tie him, pull the ropes out in a circle around him and hold 

them torte. Indonesian music played, and we were asked to run in a circle around him. We 

would run and run to tie him while he danced. I had heard of this work before participating, 

and knew that he had been injured performing this work before.  I was filled with this feeling 

that I did not want to tie this man but equally, this is what he had asked of me. So I then 

performed the task he had given me, as did the others. When he asked us to stop, we stopped, 
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when he asked us to run, we ran. And at the end of the work, he thanked us and the room was 

quiet. The last work of the festival was by Marcel Sparmann. He appeared at the very far end 

of the warehouse. He had a table, and chairs fully set. Both he and the table were covered in 

white. He began to move, slowly, then the table, slowly; the mounds of white also shifting and 

changing, glasses, wobbling, and falling. He pushed the table, the audible scraping of table legs 

on concrete. After some minutes something shifted; no longer was Marcel pushing the table so 

slightly, he came at the table running and moved the table, with its contents up and around 

the length and breathe of the hall; glasses and plates smashing, white powder filling the air  

like smoke, choking. The table squealed as Marcel launched it in full flight around the space. 

When the dust finally settled, the festival was over; thankyous were made. Without any 

direction, the majority of attendees, artists and punters alike began to clean up the white 

powder (flour) from the last work. Someone found a broom, someone found some water and a 

brush, and we stayed for an hour to clean up; a very satisfying experience of cooperation.  

 
Figure 46: Art of Encountering venue: Ilsede, Niedersachsen Germany 

Before the festival was finished, Helge encouraged me to talk to Boris about an archive. Boris 

Nieslony was in attendance at this festival, and is the caretaker of a private archive; the largest 

known archive of performance art materials in the world. Helge had been to this archive “Die 

Schwarze Lade” for research for his PhD on performance art. Helge advised that any visits must 

be arranged, and any research pertaining to the archive discussed with Boris. I sidled up to 

Boris again – now 2 years since our first meeting in Glasgow, and told him how I was 

undertaking PhD research and how I heard about his archive and wondered if it would be 

possible to visit. Boris encouraged me to send him an email with more information and said 

how he was happy to have people use the archive for research. After some discussions, it was 

arranged, and in 2010 I spent 5 weeks in Köln in “Die Swatche Larde”  
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Figure 47: Die Schwarze Lade image credit: Boris Nieslony  

http://www.asa.de/asa_broschure.pdf 

Without Helge opening the doors to Boris, and without Boris’ generosity and opening of the 

archive, I would not have the data that I do today which has enabled me to perform a 

longitudinal social network analysis of the global performance art network for Study three of 

this thesis. 

There are many many more examples, enough to fill many volumes. However within the scope 

of this study, there is only the necessity to convey the essence of my experience.  
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APPENDIX 3  

Study two: Participant demographical data 

Interviewee 
Number 

Type of 
Interview Nationality Sex Age Years of 

practice 
1 skype Norway Female 32 7 
3 skype England Male 24 2 
2 in person Australia Female 30 6 
4 Skype Vienna, Austria Female 43 Not noted 
5 Skype Mexico Female 24  
6 Skype England Female 27 7 
7 Skype Ireland Female 27 4 
8 Skype Ireland Female Not noted 22 
9 phone Australia Female 55 35 

10 Skype Australia Female 27 3 
11 in person Sweden Male 30 9 
12 Skype USA Male 56 38 
13 in person Germany Male 65 44 
14 in person Paris, France Female 33 12 
15 in person Brazil Male 31 10 
16 in person Poland Male Not noted Not noted 
17 in person Portugal Male 36 10- 12 years 
18 in person Japan Female 26 5 
19 in person Myanmar Male 27 5 
20 in person Mexico/USA Male Not noted 6 - 7 years 
21 in person USA Female 28 4 
22 skype USA Female Not noted Not noted 

23 skype Germany Male 42 
21 years 12 
living work 

24 skype Italy Male 48 

duo since 
2006 2.5years 

full-time 
25 email England Not noted Not noted Not noted 
26 email Uruguay Male 72 50 
27 email England Note Noted Not noted Not noted 
28 in person USA Female Not noted 41 
29 email UK Male 31 10 
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APPENDIX 4 

Study two: Information and Consent form 
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APPENDIX 5 

Study two: List of Questions 

Q1: May I ask your name, age, nationality and location?  

 

Q2:   How long have you been making work? 

Q3:  How do you approach your practice? How do you make your work – your process?  

Q4:   Do you see any underlying themes or values within your work? 

Q5  Can you tell me what led you to performance art? Why you make your work? 

Q6: Could you define performance art for me? 

Q7: Do you think performance art is different to Live Art?  

Q8: How would you describe your relationship to the audience in your work? 

Q9:  How do you prepare your body for and recover from a performance?  

Q10:  As a “curator” or maker of performance events, how do you feel about straddling the 

gap between the performance and business worlds? Are there any conflicts or 

difficulties? 

Q11:  What social value, if any, do you think performance art has? 

Q12:  Do you think performance art or Live Art can be altruistic? 

Q13:  Do you think performance art or Live Art can be transformational? 

Q14:  Do you see it as being a global network, or a series of smaller networks? 

Q15: Do you think there are hubs or particularly important events or people in the network? 

Q16: Do you think the global network/s acts differently to the local network? 

Q17: I have often heard performance artists say that “performance artists are a pretty nice 

bunch”. Do you agree?  

If yes, can you describe to my why you think that might be? 

Q18:  Have you found any difficulties working within the group?  

 
Q19:  Do you see or experience a hierarchy within the network? 
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Q20:  Do you see the network as being formal or informal? 

 

Q21:  Do you think the network grows organically or is there a more formal structure at work? 

 

Q22:  Can you tell me about how you first joined the network? 

 

Q23: Do you see there might be hurdles for new comers to enter the network? 

 

Q24:  Do you think relationships in the network are sped up at all? Do you feel closer to other 

performance artists/curators faster than other people/professionals you might meet?  

Q25:  How do you make contact with other performance artists?  

eg: in person at events, over the internet 

Q26: How do you keep in contact with other performance artists? 

 eg: in person, skype, email 

Q27:  How would you describe your relationships with other performance artists? 

Q28:  Do you think there are any particular risks or expectations in this community? 

Eg volunteer workforce/in performance? Documentation/exploitation? Plagiarism?  

Q29: Do you think trust is important to the global performance art network? 

If so, can you tell me about a time where trust has been important to you?  

Eg: in your practice, between you and the audience? between yourself and other 

artists/curators? 

Q30:  An outcome of my research will be a website. I plan for it to be a map of the world. 

When you put your cursor over various points, it will come up with events, and how has 

been involved with these events. For example, when you hover over Brisbane, 

Australia, - exist will pop up and will show links to all the artists who have been involved 

in this event. If the artists in turn opt into this website it will also have links to their 

individual websites. This website also will bring together lists of other websites who list 

lists about performance art, live art and action art, email lists, and other sites of note. 

 

Do you think a website will be useful? 
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APPENDIX 6 

Study two: Participant elaborated quotes 

Performance art Practice  

Terminologies: Performance art, Live art, Action art 

Performance art as outlined within the literature review emerged in the 1970s. However 

around the globe other terms are used for this practice. Despite performance art’s continued 

desire to avoid definition and institutionalizion, definitions certainly exist. Academic, artist and 

organiser, RoseLee Goldberg’s acknowledges this porous nature of the form; 

The history of performance art in the 20th Century is the history of a permissive, 
open-ended medium with endless variables, executed by artists impatient with 
the limitations of more established art forms, and determined to take their art 
directly to the public. For this reason its base has always been anarchic. By its 
very nature, performance defies precise or easy definition beyond the simple 
declaration that it is live art by artists. Any strict definition would immediately 
negate the possibility of performance itself. For it draws freely on any number 
of disciplines and media, interactive, poetry, theatre, music, dance, architecture 
and painting as well as video, film slides and narrative for material deploying 
them in any combination. Indeed, no other artistic form of expression has such 
a boundless manifesto, since each performer makes his or her own definition in 
the very process and manner of execution. (Goldberg, 1979, p. 9) 

Further, regarding Live Art Lois Keidon, founding director of the Live Art Development Agency 

writes, 

The term Live Art is not a description of a singular artform or discipline, but a 
cultural strategy to include experimental processes and practices that might 
otherwise be excluded from established curatorial, cultural and critical 
frameworks. Live Art is a strategy to embrace ways of working that do not sit 
easily within received structures and boundaries, and to empower artists who 
chose to operate across, in between and at the edges of more traditional 
artistic forms (Lois Keidan, 2004). 

Although the term “action art” is used by many artists, within this research I have not been 

able to find a formalised definition of this practice. In interviews, I asked artists how they 

identified their practice, what language did they use to describe their practice, the tags, those 

holding terms on which one hangs ones hat and heart. 
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Some simply responded “performance art” (participant #18). Others used various and multiple 

terms; Participant #1 responded that they make “visual practice” that is “live.” Participant #10 

described their practice as “immersive” while Participant #15 responded, “I am very, very 

personal in my work, I am going to the essence of every subject.”   

Participant #4 described  

... for me performance art is it’s just an art form where the body is the 
instrument but which the performer is the creator and it has to be in the 
moment so even if people do the same performance several times for me it 
should that then it has to be different because it’s different circumstances so it 
should be really in the moment.   

Participant #5 defined performance art as  

the creation of artistic actions that interrupt real life in some way  

Others responded that the terms “performance art”, “live art” or “action art” were used for 

historical or geographical reference and are only useful when conversing with artists and 

organizers. Other sectors are of course not immune to micro-referencing. If one looks to 

music’s catalogue not only are there categories such as classical, rock, jazz, hip-hop, dance etc, 

but within each category there are further sub-groups, each with their particular influences, 

histories, trajectories, and ultimately language. For example within jazz, subgroups include dixi, 

swing, bop, be-bop, hard-bog, big band, cool, tonal, modal, free, post-free, electronic, funk 

fusion; and one could go on and on (Berendt, 1975; Feather, 1956, pp. 345-347).  Each has 

their particular historical and geographical reference and performative language. The same 

occurs within the performance sector.  

For many, terms did not matter.  

Participant#10 defied any definition of the practice, responding  

One, never I work in art, two, now I don’t work with art but sometimes I sell 
some things or I organise some things in the field of art.... it’s my interest in 
facts, for example, to walk, I don’t know it need to talk it to define it as art.... I 
think step – I step very slowly, I build up a kind of cosmos of thinking and I’m 
still working on this kind of cosmos of – to do with material and to do with 
active things, to be, as a body, active and make image for me with this.  
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When participants were asked if they thought there was any differentiation between these 

terms, there were mixed responses; Participant #8 responded that these terms were 

interchangeable, that Live Art included 

...socially engaged practices and maybe relational aesthetics and other types of 
more innovative very contemporary ways of making performances, that don’t 
involve the artist body doing something necessarily... 

Participant #12 replied  

I'm not one of these people who thinks of performance art or the term “live art” 
sums this up a great deal and that is who see live art as being a category with 
tightly defined boundaries and that live art is seen as being an activity which 
actually has a kind of moral superiority over any other kind of art.  You'll find 
some people who say, "Oh no that's not live art because it's dance or that's not 
live art because it's theatre or that's not live art because it's stand-up comedy 
or that's not live art because it's mime or that's clearly not live art because it's 
although it looks a bit like live art over there they are doing something else 
which is actually video or theatre or painting... 

 I am also aware that in the late 70s and throughout the 80s there was this increasing 

discomfort among some performance artists that the phrase “performance art,” it's exactly 

what we were talking about.  The phrase “performance art” wasn't specific enough and it 

wasn't tight and serious enough.  Performance art could include stuff like cabaret, could 

include stuff like, and did include stuff like cabaret and street theatre.  My perception, and to 

be honest I think I was as close to the invention of the term as anybody else, my perception 

was, and I have to say I went along with this, we like the term “live art” because it seemed new 

and cool and cerebral and far more conceptual than “performance art” which, at the time, 

seemed to be the domain of an older generation who were a bit too close to circus and music 

hall and pop theatre and comedy.  I think that that was one of the reasons why the term “live 

art” came up, but you're absolutely right, you can't live in the United States of America and 

say, “I'm a live artist”, because people look at you as if, with total incomprehension on their 

faces.  The phrase doesn't exist.  I mean, the term “performance art” is slightly problematic for 

anyone because to people who are not part of the art world which means the vast majority of 

the population of the planet, the term “performance art” is interchangeable with the term 

“performing arts.”  So when you say, “I'm a performance artist,” they say, “What do you do?”  

Thinking that you mean performing arts which anybody from a rock band, to an opera singer, 

to a straight theatre person, to a circus high-wire act, but in terms of within the community, I 

think I always residually used the term “performance art”.  I have to say I've now gone back to 

it completely.  I say I'm a performance artist.  I mean, it's far more comprehended.  And when 
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I'm writing about it unless it comes up as an issue where it needs explaining I will use the term 

“performance art.”  To be perfectly honest, the fact that it is open ended and imprecise and 

porous and slops around a bit seems to me partly in keeping with what the stuff has always 

been.  

Participant #12 confirmed that although the term “Live Art” was coined in the UK to broaden 

the scope of an existing practice that was predominantly body based, this term was also 

utilized by organizers and curators as a way of reframing “performance art” within a more 

palatable frame for funders and sponsors. This term is now used in Australia and Scandinavia, 

with other countries not using or recognizing this term whatsoever. 

In the Americas, the term “Performance” is still mostly used, and “Performance Art” within art 

circles – as “performance art” is so close to “performing art” a vast gamut of practice. 

Participant # 5 used the term “action art” and expounded that in Latin American and Spanish 

speaking countries, the term “Action Art” is used there is no appropriate translation for “live 

art” into Spanish. 

For many of the interviewees, any conversation about the differences between was considered 

purely semantics. However, future study later in time will be required to discover if the 

terminology changes the practice or if practice changes the terminology.  

Participant# 6 spoke of a wave of artists graduating from “Live Art “undergraduate degrees 

that spoke of their careers unfolding and how they wanted to “make it” before they were 30. 

In the past, there were no “Live Art” or “Performance Art” degrees. Yet now, they exist in the 

UK, and Scandinavia. Although many performance artists are professors and teach in 

universities, there are not many with dedicated “performance art” subjects, although some 

may have “performance studies” departments. Most performance artists to date have training 

– either formal, non-formal or self taught – in other artistic disciplines and are almost 

haphazardly drawn to performance through the historical cannon. Research at a later date 

would be required to discover whether  the terminology and the institutionalization of the 

education of the practice has an influence over the outcomes of the artistic practice as well as 

network economics, evolution and behaviour. 

Appendix 6.2 Descriptions of types of practice: body as material, body as sculpture, durational 

performance  
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As aforementioned within in Chapter two, Performance Art is a sector that seeks to stay 

undefined with many practitioners heralding from various artistic background. Within these 

interviews, there are artists who have come from music, sculpture, painting, photography, 

dance, video and acting. There are some performance artists who do make work purely for 

video performance, rather than performing the acts “live”. Within the interview process some 

interviewees (example Participant #6) recalled using video as a medium prior to live 

performance, as they could have greater control over the performance space and frame with 

video; on screen was a safe space to perform. However, at some stage these interviewees then 

wanted that live interaction and feedback with the live audience. This interaction will be 

further expounded later in this chapter. 

When interviewees were asked about their practice, many were very descriptive of their work, 

and the way they came to create the work; often starting with an image or an idea, sometimes 

political sometimes aesthetic or purely ephemeral, and the artist would then embody the work 

through their practice. Some artists choose to work in a studio, and refine the work and 

present to small groups of others such as the “Platforms”, “Elevators” or “Escalators” in the 

UK, or in small social gatherings in Yucatan, Mexico, Performance Stammtish, Berlin, BBeyond 

in Belfast and other regular events worldwide. For others, the first time they really create the 

work is live with the audience. 

For some, the work is extremely physical and emotionally vulnerable.  

Many performance artists, including 62% of  interviewees choose to use autobiographical data 

within their practice, or offer their bodies and open their bodies even literally to the public 

(Ayers & Butler, 1991; Heathfield, 2004; Montano, 2000; Orrell, 2010).   

Participant #20 

I mean, the unveiling of the self-vulnerability is beautiful, but here, there’s just 
something about getting right to it.  You know, we just get right to it and it’s 
more natural.  To be vulnerable, it’s very natural.  So, I really identify with that 
a lot more. 

Appendix 6.2.1 Body as Material 

Participants confirmed that the body was primarily the core material, the canvas, the starting 

point for their work. 

Participant #4 
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The body is my material. The body and the space. It is something I can do. I 
have come a long way in this thing and it still fascinates me. It is the simplest 
thing. The body and space. I think its better if it goes to the simplest things. And 
I love to work in the public space. 

Participant #6 

I think that the people I interact with are mainly, they are almost, some of them 
are a bit similar in live art, body based or medium based, culture based kind of 
interaction and then some of them are completely different, and I think it’s 
important for myself, for my perspective, to have a variety of people that I feel 
comfortable with, sharing ideas with 

Participant #27 reflected in interview that her work has progressed to a point “where my 

lifestyle is specifically dedicated to my practice as an artist. My body has become my medium”. 

Her performances are based around notions of the “body, manipulation, risk, presence (and), 

the experiential.” Within her work, her art life and her non-art life are directly and inextricably 

connected; her life and body have become the artwork; what then can be shown, what can be 

presented, when ones whole life is art? 

Appendix 6.2.2 Body as Sculpture 

When the body is represented, some participants noted that the body in performance is 

sometimes presented as sculpture – creating a living and breathing image through actions. 

Participant #6 

...so I like sculpture....(the sculpture) interact(s) with me with it, then it goes 
back into it being a live art thing.  There’s not, I mean, I don’t know, I feel live 
art is like carving space and making an experience where, I think of all the 
different possibilities that have kind of opened up come from a performance art 
kind of aspect... 

Participant #24  

So through our own experience inside a performance, I have to say that we use 
the body first as a tool, as a medium that is the one that – like the first sparkle 
that puts their chin in gear, in movement.  So the space that our body in that 
moment creates becomes an entity where there are different objects, like 
distance and cylinders and whatever, and we start to create a dialogue to 
make this universe working.  And it has to be a fluxus of some extreme action 
that are pretty much controlled anyway.   

Appendix 6.2.3 Experience of practice:  
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Why make this work? 

I often asked performance artists “why” they make this work. And further, why to do they 

continue to make work when for so many it is not their bread and butter.   

Participant #1 

What drives me is that I’m searching for something, but I also think that, for 
me, the most important quality in people is generosity.  I would like to think of 
performance art and myself as a performance artist, as a generous act.  But I 
do think that it’s a double thing, I do think that it’s also kind of personal 
median... at the same time as it might be a drive for the common good for 
other people, you know.  Because I don’t think we should fool ourselves either 
with that (chuckle) with like thinking that we are so fantastic and so good all 
the time.  I don’t think that’s possible. 

Participant #8 responded  

 ....if I’m invited somewhere, like I don’t want to go, then why would I go there? 
You’re not earning a lot of money. I do it for pleasure. I do it because it’s so 
enjoyable. 

Participant #23 

 If I do art just for me, it’s like, I don’t know what that is, and I don’t want to do 
it because, for me, art is for sharing.  It is something that I give and that I get.  I 
think without that, I would not do art.  And with performance, because it’s a 
live form of art, I would say much, much more.  

For many, the response was so natural – they needed too, they were compelled to, it was their 

language, their voice. For some it was salvation, and for others almost like an addiction. 

For Participant #1 the importance of performance is 

... extremely important; it’s kind of my life (chuckle).  I work with it and think 
about it every day and I’m really, really, really invested in trying to sort of 
explore the possibilities and get further with it as much as I can.  So at the 
moment, or for the last 2 years or something, it’s been the sort of core activity 
of everything I do, in a way. 

Participant #5  

the whole point is sharing a moment”... and there is a lot of transference and 
sympathy too....“that is sort of the point of performance, to put parenthesis 
around the moment and be able to share that with whoever is there 
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Participant #8  

It makes an exchange happen between me and the audience. That exchange 
can be many things, it can be conformable, unconformable, beautiful ugly but 
it is intense and powerful…. But it would happen in everyday life. It is a very 
special thing that is transformation. 

Durational performance and the experience of time during performance 

There are a number of participants who work with duration in their practice – some having 

works that last from 10mins to 10 years and beyond. The experience of time within these acts 

is also quite specific. Just as composer John Cage used the notion of time to observe presence 

within sound, time, as well as action and space has been a constant point of connection and 

crossover within the interviews(Cage, {1939} 1999).  Sometimes time is experienced a rupture 

in time during the experience both their own practice and in their experience of other artists 

work (Participant #10, Participant #12. Their description of loosing time or a feeling of 

transcendence sounded similar to what Csikezentmihalyi called “flow:” a mixture of 

concentration on a task, a challenge, that although one has an element of control over, one 

may be taking great risk in undertaking such a task (1990). 

Some participants described this experience of flow as “exchange”, “encounter” which will be 

discussed in the following section. However, It should be noted that in some instances, time 

and flow is disrupted in performance.  

Participant #6 spoke of a work which was performed at a pub. The work was planned to be 30 

mins, but due to a series of events outside of the artist’s the work ended after only 10 mins. In 

this work, “People were asked to use a stamp on my bottom which had the word Fuck on it.” 

The artist also recited the text “Fuck through eye, fuck through throat, fuck through palm of 

hand, I will be good citizen.” During this performance, Participant #6 recalled e a female 

audience member trying to “thrust her hand inside me” a gesture that was not welcomed by 

the artist and the work was stopped. In the process of producing work Participant #6 recalled a 

rigorous and a deliberate consideration as to the scope of audience reaction and interaction; 

an acceptance that the entire gamut of reactions may take place and she accepts them prior to 

the commencement of any performance. Safeguards are put in place, as for many 

performances there are “coached assistants or protectors” who at the artist’s signal may 

intervene without interrupting the work.  When putting herself in a vulnerable situation, 
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Participant #6 remarks “it's a must to know what kind of audience member I may encounter 

and be prepared, embracing the moment whilst still knowing what my limitations are, it is 

after all the nature of the art I make.” 

Social Value of Performance 

When I asked the question “do you think performance art has social value” the response often 

had the overtone of “OF COURSE” even if that was not what was said.  

“It's vital to exploring the human condition.” 

“Performance art makes relationships that are very direct and you can say 
things and do things that you would not do in everyday life. Say new things 
about the world and say profound things about relationships. The potential is 
there. Obviously it depends on the capacity of the artist to make that 
communication meaningful. It depends on the intentions behind the work.” 

Participant #3 

I’m not entirely sure if that answers the question but if you’re talking about it 
being a social therapy, I think it allows people to work with their weaknesses as 
opposed to their strengths.  

Participant #20 

Well ideally I’d like to say yes.  I mean ideally – well yeah, absolutely.  I mean of 
course it does.  But of course that’s coming from my own very small place in 
this world and my very humble opinion, absolutely.  I wouldn’t do it if I didn’t 
think, you know, it was valuable and it wasn’t important for people to practice 
acceptance, tolerance, patience, openness.  And these are the things that you 
have to bring to the table when you go to see performance art and that’s a lot 
to ask from people.  And that’s a pretty big value to me in terms of, you know, 
see the social place that it has.   

Participant #25 

The art is one of those sub-areas (of the complex "culture") and the artist is its 
producer. Upon creating or produce attempts to carry out its essence, that is to 
say, its "humanity," realizing the "to be in the world" (J. P. Sartre). Through the 
domain of the nature and by virtue of the big technological advances in the 
mercantile production, the man is qualified in order to produce plus more 
products outside of the half and practical necessities of its existence. It is 
precisely that capacity of producing surpluses the one which permits the 
satisfaction of requirements fewer concretes and urgent, until arrive the level 
of the necessities more human, like art, the symbolic, the aesthetic. So, it acting 
is essential since it is constituted in the foundation and pillar of the progressive 
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(because it still have not finished) "humanization" of man.... The adds united in 
an only work of languages it becames reality with the apparition of 
performance. But not to the manner of an operates musical, in where each art 
conserves its content, that is to say, so much the music, like the dance or the 
wardrobe and the decoration could be separated without loss of information 
like in the cultured poem. In performance goes on all the possible languages, 
not only the movement of the body but, also, all a series of signic elements, in 
situation "of expressing" like sound, light, scenic installations, expressions, etc., 
positions there in order to conform an entirety of artistic expression. 

 Performance artists are far from being alone in their thoughts on the value of their practice 

and the potential impact upon the community.  In general, arts practice is thought to be of 

social value regardless of the sector (visual arts, music, dramatic arts etc), in a variety of 

cultures and despite the economic value placed upon these practices. Further, the impact of 

culture upon the social fabric of a country has been accounted for by researchers such as 

Basau and Rosling (Basau, 1992; Rosling, 2010). The importance of valuing culture is also 

acknowledged by the United Nations as per Article 27 of the Universal Declaration of Human 

Rights Article 27; 

“Everyone has the right freely to participate in the cultural life of the 
community, to enjoy the arts and to share in scientific advancement and its 
benefits.“ (The United Nations, 1948). 

The Relationship between artist and audience  

The relationship between the artist and the audience is paramount to many performance 

artists; the previous accounts of the interviewee’s practice acknowledge this attribute. No 

longer is there passive receive, mutely and indulgently consuming art; rather a witness, a 

participant of the work. For some, the work can never be completed without the audiences’ 

involvement. Participant #1 noted “the most important to me and the encounter between me 

and the audience” 

Participant #5 

There’s a lot of transfer....,and sympathy too, like from the audience to the 
performer and the other way around, that’s I guess to me that’s sort of the 
time, sorry, that’s sort of the point of performance is to just put, like a 
parenthesis around a moment and be able to share that with whoever is there.  

Participant #25 

In my performances, that I carry out from 1970, I hope to express my being, my 
concerns and my hopes. Like a member of a community and a determined 
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culture I could not quit expressing, although I want the opposite, the own 
contents of that unit totally. In my works I pretend glorify our being and our 
world putting our existence in the best of evidence but, for it, I should put all 
that makes in evidence impossible that aspiration. That is to say, express not 
only the good and marvelous of the life but, also, denounce all that goes 
against its: the injustice, the insult, the infamy and all those iniquities that 
somebody could take on the one which, ideologically, we know like 
"immorality." For it, my work, not only the performances, they take on a 
character of politic contestation (in the good sense), trying to influence, in the 
possible, in the restitution of the justice and the dignity. 

Participant #29 described their relationship to the audience in their work as being Vital and 

essential. First hand and present or via documentation or critique.   

 For others the audience ceases to exist 

Participant #13  

For me it doesn’t exist, the audience.  I’m interested in communication or not communication 

or the known communication.  When I do some things and somebody watch, some things will 

be happen.  So for my opinion, I have to be so clear as possible, to show some things and that 

it’s not boring.  So people can see some things going on and it is a special, interesting – for 

somebody, can’t say they like it or not, it’s all – but in this moment for me is a kind – I like to 

show people some things is possible to do it and maybe I do them things, you don’t want to do 

it by yourself or you are afraid for others, but you can see it is possible to do it.   

Participatory Practice 

Interviewees attested to audience participation being a preoccupation of their process as 

many artists are actively “looking towards different aspect of participation” within the 

performative act. When interviewees were asked about their relationship with the audience, 

for some it was important for there to be physical contact. Some artists request physical 

contact from the audience (Participant #3 Participant #6, Participant #11, Participant #19, 

Participant #16, Participant #26). 

In particular when the work is very physical, Participant #3 spoke of a  

... very strange chemical reaction to it that occurs between the audience and 
the performer especially when someone is going through a (physical) exercise, I 
think, or if the audience is implicated in the actual trauma.  I think if the 
audience is given a task to do which causes the performer’s suffering even 
though they have permission ... I think there’s a masochistic element.  I don’t 
think it’s sadistic on the part of the audience....  
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Die Gabe, “The Gift” The Encounter, Transcendence and Transformation in performance 

For many artists, performance is a gift; within the encounter of performance, within that 

communication, there was the potential for transcendence and transformation. 

Participant #2 

I think actions are definitely more conducive to a transformation than just an 
object because it is more interactive and just that an action can effect I think, 
it’s definitely more a direct effect and you can ... there is more of a transaction 
between, so yeah. 

Participant #13  

I like this term, called Die Gabe, it’s a very special term.  It is more than a 
present, it’s more as a gift....but Die Gabe, changed my life, to get some things 
and I have to say thank you, it was something – now I’m a completely different 
person..... when I think about it in the ‘60s, when I was interested to meet these 
people, later I start to frame possibilities, people can come.  So why I make a 
gallery for performance art, I want to have the people to say, come on, stay 
with me some days, eat with me and I help you to prepare your performance 
and I want to see your performance.  So it was so, for me, important to get 
some things and it was so, for me, important, to give it back....  

Further, Participant #13 spoke of a search for an alternate type of encounter or in German 

“Begegnung.” This type of encounter or “Tschling” to carry, has been a focal point of 

Participant #13 work for decades. To be in time and space with people, and for there be some 

communication, some “cosmos” of language created whereby a transmission may be entered 

into; to carry each other through a moment and hold that moment together.  

Participant #23 expanded on the notion of Begegnung or encounter 

...this is such a broad field, encounter, because also there’s the relations and 
there’s also the meeting point.  There are so many aspects around this topic 
that I wouldn’t say that this is encounter or it is meeting or it is relations, it’s 
the bigger field of when people come together.  And then there is a – in a way, 
when we do performance, we have exactly this, that people come together for 
a certain time and then there is something happening something we share, in 
the best moment, some value with each other and then the time is over.  I 
mean, it’s a form of begegnung, of meeting, of relations.  

Participant #1 spoke of sharing and the possibility of performance being a transformative act 

Yeah, absolutely.  Because ... you know, I started with talking about the search, 
and I think in a way it is the audience that is helping me with that search, I 
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can’t do that on my own.  And I don’t have any answers, so what I’m hoping, 
I’m not making performances that is trying to sort of, say a truth or like ... You 
know, of course I have to sort of present how I see things but I like to think of it 
as more a posing question or sort of throwing out loads of ideas that I don’t 
really know where it’s going.  And through the situation together with the 
audience, maybe something happens that, maybe not even on a conscious 
level, but something happens is to get a step further in a way with that.  And 
what I’m hoping for as well is that something in what I’m doing in my 
performance is ... means something on the background of the audience, 
individual sort of stories.  That there is something they pick up on and be 
inspired by or have a kind of seed of confirmation for as well.  So it’s a 
sharing..... in the performance situation, there’s this encounter and the sharing 
of the moment.  And I like when audience members interfere in my 
performances and things.  So it’s like they’re giving me something that I deeply 
love, hopefully I’m giving them something.   

Participant #29 responded: 

Naturally by its very nature it is an organic process whereby work evolves. 
Audiences may view a piece and that same work is unique never to be repeated 
in the exact same way.  

This notion of transaction and exchange was pronounced in many of the interviews and for 

many the primary reason they continued to practice their craft. It was the search; it is that 

desire for connection with other human beings on the planet. The language of choice in this 

exchange is performance. This language permeates and extends past those of traditional 

linguistics and symbols. Some artists spoke of rites and rituals playing key roles in 

communication, while others spoke of the opposite. 

Participant #12 responded 

 I know there will be at least one moment which is transcended, I don't use this 
word lightly, which is transcendent.  Where somebody does something and you 
can't describe it in the abstract.  Somebody does something and you just, 
everything you thought you knew about art and human beings and the world 
and the cosmos is slightly shifted.  That, it seems to me, is the best that you can 
ask of any kind of art and of almost any experience.  So that's what keeps me 
coming back to it.  

Participant #15  spoke of this experience of transaction in performance 

when you break this fear of being exposed, you can reach people, because – 
and then they can, in some way, trust you, because they see that you are doing 
something, which demands some kind of braveness.  And they – then they can 
trust you and receive something, take something for themselves.   
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To be able to hold time in space, together, holding each other together, these particles so 

tenuously held – to be, to be present – to encounter – for every artists interviewed here, and 

the countless others I have spoken to, emailed, facebooked; this is what we want. This is what 

we need.  

This notion will return in a future discussion of “Die Gabe” or the gift and its intrinsic role in 

both the practice and the network. 

Altruism and Utopia 

When asked if the work may even be altruistic, there were mixed responses. However, there 

were many that responded that the work could be altruistic if that was the intention of the 

artist 

Participant #7  

I mean, it’s like, a lot of the time, the performances are quite uncomfortable, 
and even though you do get kind of an adrenaline rush before any kind of live 
performance, I feel like, for fucks sake, I’m braking my back here. If someone 
doesn’t get something out of it, What’s the point! Yeah God, I really do. I really 
hope so. There would be no point in kind of doing performance if I felt like there 
wasn’t When I do a performance I always thing of the audience. And how they 
are going to look at it. It’s good to try and get into the audiences shoes and 
look from that perspective. Before you do a piece of work. Obviously. I would 
hope that it does. And I think if there is a human element in your work and if 
there is an honesty and kind of integrity I think….if you even can communicate 
your ideas well…you know..its …I think..there’s a lot you can get out off.. yeah. 
Yeah... 

Participant #2 

Yeah, I mean, I think so, but I think a lot of people, I guess it comes back to that 
definition of performance art before, like a lot of people don’t see it that way, 
when I talk to them about performance art and stuff I ... so yeah, I guess it 
comes down to your definition of performance art (chuckle) so I think it can be, 
and from my experience it is, but also other people I know don’t think so. 

Participant #5 

Yeah, I think yeah, I mean we’ve had a lot of discussion about that here 
actually, because after all performance, even if (it is) altruistic, there’s always 
this dark intention behind or just, it’s just curriculum or (chuckle) for the artist I 
guess and we actually, the performance (group meeting).... a symposium of 
action art and that was sort of the whole topic, altruism and relational art and 
performance art and there was this, I forgot the name, there were these 
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Swedish performers I guess, that gave out coffee in Sweden and over there it 
was this big, people would freak out when you gave them coffee and then they 
tried, because they expected something, they would have to give something 
back, you know, like nothing’s for free in that sense.  But when they came to 
Mexico and started giving out free coffee nobody really cared and just took the 
free coffee so (chuckle) it was like a big difference between the European 
mentality and the Mexican mentality; because in Mexico people expect, are 
used to getting handouts I guess in that way, and people get things here 
because a lot of relational art projects or performance art projects go in that 
direction, like giving things out or giving a service to the public in some way 
without really expecting anything back and people here get it, they’ll just take 
and take and (chuckle) never expect to give anything back and so I think that in 
some circumstances it can be altruistic in that way but it depends more I guess 
about the public than of the artist.  

Participant #19 

No, I don’t think so.  This is a – up to the audience.  No, up to the audience, 
yeah.  They can also make their childish story or something like that, yeah, so 
yeah.  Yeah.  And yeah, this is up to the artist.  Some people they are thinking 
they are like they are also so happy or some think about like their global issue 
like global warming or yeah, so to so you see the colour I wore, in the first, ...so 
this is about the ice, yeah okay, this is the global issue.  This is up to the artist, 
yeah.  

Participant #29 

It depends upon the context of self. Can a work be selfless in sacrifice for a 
greater cause or concern to highlight the plight or issue or another or other -- 
then yes of course it can. But can a work be without a sense of the Self, then 
no. And when as I believe a singular artist may manifest the multiplicit Self, 
then this couldn't be further from the truth.  

With all this talk of trust and openness between persons and within the practice, I began to 

wonder if there was a personality type drawn to this practice. Within the course of this study, 

there was not the opportunity to undergo personality tests with each interviewee. Further, 

from the negative response to the request of the “Survey Monkey” social network map I 

suspect there would be little desire for members to undertake such a measure. Despite this 

network’s apparent openness, there is a deep rooted desire to avoid any definitions, 

underpinnings or institutionalisation. Working in this network over the past 5 years, I have 

experienced artists who exhibit a vast gamut of personality traits: from  shy to extroverted, 

highly organized to pragmatic, causal and reserved to paranoid and manic.  However, within 

the interviews, one theme regarding personality appeared constant. The desire to connect, 

and to be a “people person” as per the following quote: 
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Participant #8 

Performance has to generate a community around it. In performance art if you 
are very competitive you are going to alienate the community around you.... I 
think that’s one of the reasons why there’s an altruism within the performance 
art world. Also, maybe the type of person who is attracted into performance art 
is generally the sort of person who really desires to communicate with others in 
a very urgent way. Because why would you do performance art unless you 
really wanted to communicate to other people with your whole self. You tend 
to like people. You’re a people person.... I think in general, the types of people 
who are drawn to performance art, are not really motivated in that way 
because there isn’t huge prizes to be won or lost in the performance art world. 
It’s quite egalitarian. 

Further, there was a repetition of the desire to make the world a better place, believing at the 

work had intrinsic social value. 

Trust: self trust, trust in practice, trust in network 

When asking about trust in the network, I asked “do you think trust is important”. When doing 

the interviews in person, I often experienced a look, a look that to me read “why are you 

asking this question. Of course trust is important!!!!” However, in response, some artists spoke 

about trust in their practice, sometimes an instance where trust was broken, and others trust 

in the network.  

Overall, there was a trajectory of trust: artists needed to trust themselves to make the work in 

the first place (self trust), often trust was required within the performative act, as much of the 

work leaves the artist vulnerable (trust in practice) and this trust was then recognised in the 

network. Further artists and organizers alike trusted each other, often blindly, as they were 

treating each other how they would like to be treated should their roles be reversed. This trust 

was generalised, as often the trust offered was reciprocated, but offered to third parties based 

on a generalised trust within the “performance” community. 

Participant #2 

Yeah, that’s that the whole trust thing.  I guess, yeah, you’ve just, yeah, you 
just have to trust, but I think it’s easier for me to do because I’ve done so much 
collaborative work and I don’t know, I’m more surprised that people like more 
curators, I think for them it must be really scary ‘cause even when I’m doing, I 
think that’s amazing how they can just invite people and pull it off but for me, 
because everything ... to me I don’t feel so hurt if I’m not ... everything is 
designed so if it doesn’t happen it doesn’t matter, there’s all these fail safes 
(chuckle) because when you deal, when you’re, I call myself a relational artist 
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but when you work like that, you often deal with someone who just can’t get 
you or someone who will end up being negative or stuff and it’s just something 
you deal with and move on... often I’m really surprised by strangers and it’s 
great when you do develop that relationship, and it’s great, you know, when 
you develop a relationship with new people and yeah, and I think that’s great, 
but also, I’ve done a lot of video, I’ve done a few video portraits with people I 
didn’t know and people I did know and it’s sometimes a difference with their 
trust, with more people that are strangers obviously don’t open, they don’t 
open up as much, but that’s when you come in and you have to try and get 
them to open up more and that’s great, I mean that’s what I love to do 
(chuckle).  

Participant #6 (trust in the development of the practice) 

I think there is a lot of, I think there is risk in communicating, you have got to 
have been able to formulate a trust before you maybe expose too much.  I 
mean, things like developing ideas that used to happen at university level, 
(laughs) which were painful experiences for me because nobody ever knew 
where I was coming from.  I have had to find artists that I really trust with my 
practice that believe in what I am doing rather than some other people who, I 
don’t know... 

 Participant #11 (trust in network and broken trust) 

Well, (I trust) not more or less than the regular collaborations and whatever at 
work or businesswise or anything; social life.  But then I suppose my projects 
I’ve organised haven’t been enormously big so they haven’t mattered that 
much if someone’s been late or not doing their things.  While I’ve been pissed 
off with a few organisers that have promised things  and then they don’t keep 
them.  And then it’s better they don’t promise anything.  But like it’s alright for 
me if they don’t promise anything  they don’t do anything but then if they 
promise this and then they can’t pay this and then you can’t do this, then it’s a 
problem, then it’s better to say that you can’t promise anything. 

Participant #12 

Yes, trust, this word “trusting” you, yeah trust is very important.  I think it's 
also, I think it's something which is important the live art world, yes.  Trust is 
important because I think trust is important in all aspects of our lives.  I mean, 
that's  altruism isn't it, but the thing about performance art is that if it's to be 
any good, you're tempting me into huge generalisations here, but if it's going 
to be any good it has to be honest.  I think that may well be true of any art 
actually ... Performance artists put themselves into very particular situations.  I 
would not be one of these people who would say that performance art has to 
be unrehearsed.  Obviously I couldn't put myself in that position because I've 
spent many years of my life rehearsing performances, but the truth of the 
matter is that every time you do a performance, unless it is so preconceived 
and pre-planned and pre-packaged as to cease to be performance art; every bit 
of performance art is a huge bloody risk.  You’re doing something, you're a live 
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person doing something in front of other live people and it can go horribly 
wrong.......As an artist, as an audience member, as a fellow artist supporting 
another artist’s work, as a promoter, even as a critic or funder or any other 
kind of administrator you have to have an enormous degree of trust, and I 
would go further, faith.  Not just trust, you have to have faith in other artists 
work...... We all learn the hard way, that extending trust to another human 
being, whether it be an artist or whether you're doing a business deal, that the 
extending of trust to another human being is risky; that's why it's important.   

Participant #13 

When 20 years ago, I need a lot of material, and I found out I’m a little bit 
afraid to know really what I can do.  It was not – I don’t trust me, but today, I 
trust me and this was, I feel, more important work, not to think about what 
kind of art I have to do, this is – wasn’t to trust what I freely – what is my head, 
my brain, what is in my body?  I have it.  Can I go with nothing in the head and 
make something?  And I’ve got it now, I have it.  And so I am, this moment, I 
say, well, I’m lucky person.  It needs some 20 years or more, to come more and 
more free from all reservations and what’s going on and I was not interesting 
to fight with the people, when they don’t organise material, why you have to 
fight with them? ... .  Trust, do this, clarity of thinking to be in the response, to 
communicate in a clear way.  Don’t give bad things, don’t make bad things.  At 
this moment, I have to trust me, I have it or not and in other case, I have no 
right to ask other person about trust but in this moment, I want to have some 
things but I’ve not the right to ask them, so – say if for myself, I have trust on 
myself to do something, so when I start, for the same, have the nine stones, I 
have to trust me I can work one hour with the stone and it will be a full energy 
space.  So at this moment, I trust me for I’m – 20 years ago, sometimes I don’t 
trust me, I feel that – you see it in the – in each performance you see, when the 
artist don’t trust themselves, you see this... You see when somebody trusts 
themselves, you see this and that says, in this moment you get this, you see the 
trust and you get this wonderful image, somebody trusts themselves.  And this 
is a good image.   

Participants 15&16 in conversation: 

15: And yeah, I think this sharing food is – when you eat, you show that you 
trust, because you are putting something inside your body, and you stay with it 
for a while.  So if you eat, you're saying, “I trust you; that’s why I will eat.  
That’s why I will drink.”  And you give them – we made it.  It’s only  we didn’t 
make but everything was put in 16: Prepared by ourselves. 

15: Yeah, prepared, prepared.   

Participant # 18: 

In performance I trust myself as big as I can. 
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Participant # 19: 

Trust is a hard with an audience. Trust yourself. Trust yourself.  

(When organizing events) I trust people because in my country so we cannot 
deal with the true thing so like nudity, and politic – don’t touch the religion 
thing so before the festival I talk to the artist, who invite the artist cannot do 
with that thing, yeah.  So I trust the audience, the invited artist they would not 
do that.  But some are do, but not really directly.   

Participant #21  

 (Trust in the practice) 

It’s interesting, because I explore a lot of different things.  On the one hand I 
feel very unsafe.  Give an example, I was crossing the street and a man in a 
convertible Audi slowed down to let me cross, and as I went to go cross the 
street, he actually like as a joke sped his car up, like to kind of suggest you 
know, he’s going to hit me in a jokingly way and then stopped.  But it was just 
really interesting for me to think, wow, what I actually wear could engender a 
violent response from somebody... I mean, the unveiling of the self-vulnerability 
is beautiful, but here, there’s just something about getting right to it.  You 
know, we just get right to it and it’s more natural.  To be vulnerable, it’s very 
natural.  So, I really identify with that a lot more. 

Participant #23 

I have the feeling that, yes, within the performance arts – generally in art it’s 
possible to find people where you have direct trust.  It’s like a line that you feel 
over the art, when you exchange art or you speak about some small topics that 
is within your frame of thinking, that you can say, okay, this person I really trust 
because he is or she is, in this way, trusting the person because, if not, she 
would not mention this sentence or she wouldn’t take care about this, or 
whatever.  So I think that there is a certain thing.  But in this way I come back 
to my critique:  often it happens – and, I mean, we’re living in quite an 
educated society so nobody would steal the television out of a house where you 
have not to pay rent because everybody needs to look for the money; you are 
very happy so you wouldn’t do it.  But you would probably do it in another way, 
like offering somebody a flat because you know that he’s an organiser, you 
know what that means?  So the generosity is, I give you my flat but for that you 
invite me.”  But on an idealistic way, I say yes, and I have a lot of these 
situations.  For example, I have a very close relation....  I mean, I would give him 
everything, I would give him my pin code for my bank account, and I know that 
there’s no question.  I trust this person.  I have a lot of people where I blindly 
would give them everything what I have.  And also, I mean, those people also 
get my full support.  So if I cannot do a performance, I suggest them to the 
curator because I know they are not cheating around or makings stupid stuff or 
whatever.  So they are, in the way of philosophy, how I see art...  I mean, there 
are loads of artists I really, really deeply trust also because I saw their work... 
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Yes.  I do think so.  And with this, probably my works have – I mean when you 
say trust, we speak about an effect in a way, like in a broader way of sense, 
that there is an effect.  I mean, you first of all, you need to trust yourself that 
you are able to do this in front of an audience.  That’s the first.  Then you need 
to trust your artistic research and your personal research, that what you are 
showing is also in an appreciated entertainment and, in a transformed, artistic, 
way shown.  And also we need to trust the audience that they are coming to 
see you performing and they are interested in that.  The bigger level when we 
reach trust, that is when we do a co-operation.  And in co-operation, there we 
need exactly this trust that we can find something in a work when we do things 
– when we see each other’s work.  For example, for me, to do an old 
performance is already very, very difficult.  But to do a performance in a co-
operation, I found much, much, much more difficult because where it’s coming 
a certain trust inside that I don’t see so often in a collaboration.  I see that 
when people are a couple, yes, there I see the love relation, trust.  But in an 
artistic duo, you need to have – let me say like Jennifer and George or like ... 
and David Price where you share a certain kind of seeing things, that this is not 
only by sharing an artistic view, it’s about sharing a deep trust that the other 
one is exactly supporting that, what I am doing, within the minute of 
presentation.  And also when I go to trust, I need to have responsibility because 
trust without responsibility is not possible.  I cannot just blind trust a person.  I 
need to be responsible for that what I put into the trust or how I trust that 
person.  So when I see it on the form of responsibility, I feel we should be all the 
time aware that – be dealing with trust.  And not only with an art form and not 
only something cool, yeah?  It might be cool, yes, and this is often very cool and 
I like this coolness, but I like to see, as well, a responsibility for that what you’re 
doing because I trust you that you’re not cheating me in your art.  And there I 
often get so disappointed when I see professionals calling themselves -  having 
websites, having positions in academies and, and, and, and I don’t trust them 
because what I see is not reaching me at all.  I don’t take it for the truth, what 
they are showing in the performances.  I mean, I could mention also a lot of 
examples and you can see that there is a younger generation coming now and 
joining in and I like to see them because there you can directly filter what is a 
selfish act in front of an audience and where they try to be exactly this, 
responsible persons for what they are doing.  For example, I made this festival 
from me to you where the invited artists couldn’t show their own performances 
but they had to write a performance for the other artist.  It means with this 
they had to take a big responsibility for the other person.  It’s not only on the 
artistic level, it’s also on a personal level, on the mental level, how you 
approach that.  Where’s the risk, how much risk I can give to a person within 
this process, how much do you I need to know about this person so that I can 
build a trustful performance?  I would say this festival was not really showing 
that in that way of sense because I understood that the task was so difficult.  
Although the performances were quite nice to see and people liked the 
approaches and liked the form but it was very difficult to give something to 
another person.  So where is the responsibility and the trust within the act of 
performance? 
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Participant #24 

I mean, for me for example as a performer, from my colleague, from us as 
colleagues, I receive a constant inspiration.  And fortunately, I can avoid to read 
a lot of books on performance just by seeing performance, you know.  So I like 
to watch how someone relates himself with that particular object, which kind 
of action he does, and I saw – we have seen some experimental poets last 
week, and it was beautiful how they used the voice.  I mean, they use the voice 
like – I don’t know, not just for sitting.  They give you the gift that the voice can 
be so extended, that it becomes so pure and beautiful, even without not singing 
a beautiful song. .. 

Trust, yes.  Yes.  Yes, I try to pursue this line.... I patiently work to be reliable 
first within myself and then with my daughter and with people, and with my 
wife, the world, my mother, and mostly with my art.  And actually when I was 
reliable, when I'd been reliable, when I started to become reliable because the 
growth is constant and it never ends.  Even my art’s changed.  It’s fantastic to 
be trusted – trusted and reliable.  And I trust people, although sometimes they 
make me very angry because then they are not reliable 100%, but it’s human.  

Participant #25 

In Latin America, in front of the challenge that the economic re-orderings 
provoke, the artists and poets have not remained alien and they join to the 
effort that means for our countries to radically modify their “ways of doing and 
thinking”, uniting efforts in the productive and social areas of our  countries, 
trying from (and not with) their creative activity to make emerge the new 
symbolic forms and the new values that rigorously express our epoch, founded 
on the forms and values that were generated since the beginning of our history 
and that have characterized and sealed our identity for ever. 

 Although it is nowadays an established genre accepted by the art system, its 
nature as ‘frontier art’, intermediary as defined by Dick Higgins, desacralizes 
the established conventions regarding the relationship between the artist and 
society (and vice versa), above all because of its nature as an expression of 
social conscience sublimated in some given moment and place beyond any 
commitment which is not human. In this manner, art recovers its power as a 
means of communication and not simply as a way to channel profits or store 
capital, and its political meaning (though not party political meaning) becomes 
clear as a vision of social conscience and, as such, an instrument of knowledge 
and exchange of ideas (and even an instrument of change, in either a 
progressive or regressive sense). 

Participant #28 

I’ve never really doubted the trust – I’ve never not trusted the artists.  Even 
when they don’t do what they promise to do or when they turn out to be 
objectionable people, I still think – that’s why we have artists on the selection 
panel because the artists on the selection panel being performance artists 
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themselves can sniff out the sincerity of the artists’ desire to do whatever it is 
they want to do if they want to hold their taxes in their drawers and climb as a 
paralysed partially paralysed person at the steps ... if you don’t want to do it, 
you’re going to do this.   

Network  

Network descriptions 

During the course of the interviews I asked participants how they perceived the network, and 

what was their experience of the network 

Participant #1 

I think definitely it’s almost like a kind of family (chuckle).  It’s definitely a kind 
of very strong network and it works even more than in other families where I 
see it works very much through building a network of contacts and friends.  So I 
think that what is quite special is that when we mix work and festivals and then 
situations where several people are performing.  When we meet it’s a very 
heightened energy, because you’re putting yourself out there in a very 
vulnerable way, and then you get to know each other really quite strongly in a 
very short amount of time and I think that ties us together somehow.  And also, 
because it’s a fairly small community, worldwide as well  and  it helps to see 
that in practice it’s those kind of networks that generates possibilities for 
people.  A lot of the time that’s how we’d move about at different festivals 
because we know each other and seen each other’s work. 

Participant #7  

I find it fantastic actually, all the performance artists. Yeah, I think it’s a really 
good supportive community year, it’s realy great actually. If I just took al the 
people I’ve met through performance, they’re amazing, and open people and 
supportive, and yeah. Yeah, I think it’s great. 

Participant #8 

 As a performance artist, you benefit from collective experience and from 
meeting other artists and from seeing the work of other artists yourself, from 
having your peers see your work and reflect on it, and respond to you with 
feedback and ideas. So I think performance of itself generally has to generate a 
community around it. Like, I think if you’re the sort of artist, if you start off 
young and you’re very competitive, you’ll find it hard to get by in the 
performance art worlds, where you might do very well in the contemporary art 
world of objects and images. But in performance art, if you’re really 
competitive, you’re going to alienate the community from around you...” 
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Participant #12   

So there is a community, and they like to use the word “nomadic” of 
themselves, there is a kind of nomadic, international community of 
performance artists which is probably not the case with other art forms.  

Participant #15 

I can feel same spirit.  This sometimes very hard to explain.  It’s different each 
person but sometimes in festivals – sometimes I can feel same spirit.  I don’t 
need to explain too much to them, but I can feel same spirit. 

Participant #20 

...We’re a community we support everybody, nobody is better than anybody 
else.... and this is the spirit that we should keep knowing, that we’re all here, 
like part of a family... and then the audience automatically feels that... 

Participant #29 

Supportive, biased, closed, open; an encouraging yet contradictory family. 

Network entry  

When participants were asked how they entered the network, most responded that it was 

quite – by doing; an unspoken rule is that if you give you receive. You offer your work, you go 

as a punter, you share your work via email, dvds, globally, you are active in your local network, 

then you are accepted as such into the fold. As expounded by a newcomer to the network. 

Participant #6  

I was intent on the continuing making work, I think I would have..I don’t know 
what I would’ve done if I didn’t. ..I just did that and then was involved in group 
show, and then, by doing that, someone else saw me and asked me to perform 
in their festival. And then I just proposed other pieces to other festivals and got 
some....So, yeah, it wasn’t a difficult thing, it was just; you have to make sure 
that you’re, I guess, active ‘cause I think that’s the most important thing in 
being active in a community... I think, if your work is good, I think it could just 
be represented in that way. I guess, there is a circulation of your name goes 
around and that helps, but, I think if somebody sees our work and they like it 
and they see something in it, in the right sense, it shouldn’t matter who it is. 
But I don’t know how often that happens. I’m hoping it happens that way. But 
yeah, I think it always depends on, as well, the right place and the right time. 
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Global network versus local networks 

As in my experience I had experienced a Global Network, I assumed such a position, Howerver 

in interviews, participants iterated that they had not always experienced a global network, but 

rather a series of overlapping local networks, and that these internationals ties may operate 

differently to local ties. 

Participant #6 

...most of the artists I have met al.ong my journey have been very embracing 
and want to know what other people are doing, even if they are on the other 
side of the world, they’re interested ... 

Participant # 12  

I don't think that, you know, there's no global conspiracy at any level so I think 
that, you know, I would regard myself as being in a number of different 
networks if you want to think in terms of networks, some of which are more 
recognisable than others and all of which overlap one with the other.....It's not 
a global community.  It's precisely that, it’s a … and I think this is just common 
sense isn't it, it's a cluster, that's a word I haven’t used for a while, it's a cluster 
of overlapping communities.  Actually, I mean, this can be slightly embarrassing 
sometimes that you find yourself in Glasgow, for example, or in New York, it 
hasn’t ever happened in Seattle I have to say, but you find yourself talking to 
somebody that you know extremely well from one aspect of your work as a 
performance artist and somebody else you know every bit as well from another 
aspect of your work as a performance artist, and you assume that they know 
each other equally well and they haven’t got a clue who the other one is... So 
there are different networks that's one is a member of and they change as time 
goes past and I don't see any of those, I mean I don't see any of them as being 
… well, that’s not true, I was going to say I don't see any of them as being any 
more important than the others, but again I'm going to sound very old 
fashioned, but I think that the network that is most important to me is my 
family, that's a network... 

Participant #13 

...it exists a very big network in this time (1970 - 80s), it was also a very good 
network, it was a mail out.  So I use all those – mail out net, to inform the 
people and it was all the way I have to – a lot of artists run spaces.  But in the 
mail out, many, many of the people, also performance artists, so in this 
moment, it was not so really strong, it was a network with the mail out and 
when I met man, I have to do each week, 30, 40 mail and to write letters and 
faxes and to send information there and then ask and to organise meetings so 
– with this.  And snowball – all that we had, so that’s okay. And later come (the 
internet and the first performance website)  And you have to see it, but it was 
really – this old one, what we have, this is very old but it’s function very well.  
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This time, today is not so important but you can find it very easy, different 
websites from the others, but in this time, it was – want to give information so I 
don’t make it open for – so people get texts and so on.  We started, yeah, 1995.  
So you see there’s many networks (around the world).. by the electronic media, 
it’s so quick (to stay in touch) So only problem is when – to see how people 
break from the network out, sometimes somebody dies, sometimes coming 
older and then the old coming a little bit crazy.  Yes, it’s interesting. 

Participant #16 

I think it’s international in some way.  I mean, of course, the local activities like 
you work here and doing the event, and there's some stuff going on in Kraków 
and Poland, but we all travel around and know each other and invite each 
other and share our works, so I think it’s – yeah (both global and local) 

Participant #23 

The performance art community is exactly that what it is.  It is a performance 
art community and they deal each – or they go around the globe, they meet 
each other and then they clap on each other’s shoulders and they find 
themselves very attractive and they create groups and then they create like 
myths around the groups.  And then you go to another festival and you see 
other people and they say, “Oh, wow.”  But I don’t see audience – I don’t see a 
broader audience for those kinds of communities.   

Participant #29 

A series of cells. I'm unsure that we ever have had a singular Osama though we 
may all have our own personal one.  

Network Structure 

Organic / inorganic evolution 

Every individual has their own story of their network entry and their personal evolution in the 

network. However, overall regarding the development of the network in general The 

overwhelming response was that this system was organic. Participant #13 offered many 

documents which may be found in appendix _ outlining his experience of the organic nature of 

the network’s development from 1975 to present. 

Participant’s personal networks also were reported to grow in an organic fashion  

Participant #8  
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Certainly I’m an artist who’s been working for 20 years and I don’t know of a 
system or method, except to just keep making my art as good as I can and to 
try to develop good relationships with other artists and with curators, so that 
people want to come and invite me there and I want to go there because if I’m 
invited somewhere, like I don’t want to go, then why would I go there. You’re 
not earning a lot of money. I do it for pleasure. I do it because it’s so enjoyable. 

Hierarchical/non hierarchical 

The majority of participants thought that there was not a hierarchical structure or nature to the 

network.  

Participant #5 

I think in performance there’s a lot more, I don’t know, it’s a lot more 
horizontal in that way.  I don’t really, I mean I haven’t really seen it work that 
way, in a way where there’s really, big performances and then there’s 
everybody else.  I think, yeah, I think it pretty much depends on the work and 
the circuits, pretty much, and how the work is being grouped and presented 
more than the big performance artist and everything else.  I don’t know, I think 
there’s less of a hierarchy than in other disciplines.   

Participant #12 

No, there isn't a formal hierarchy.  I think that in artistic terms every hierarchy 
is really in the … the importance of, every hierarchy only exists in the eye of the 
beholder.   

Participant #13 

Yes, many have hierarchy.  But we have also, no hierarchy networks, but it’s 
not so interested and I like it, it’s not so modern in the art.  So art is a very 
strange, coming really down to hierarchy and how you combine territories and 
how you hold this enclosement.... 

I have no right to say this, none whatsoever.  But for me, it’s clear, it could be 
more better to make it this way (non-hierarchical), but we’ve – we had some 
experience when I got in the last 40 years, very often the experience (non-
hierarchical structure) is possible, when people give up this kind of hierarchical, 
or political power, and to start in completely different way and very often, I say 
in the beginning of some groups, they have in the beginning, sometime is so 
open, then – some – then – so in this moment, I have very normal question, 
why I have to do it, I don’t break in this way or come here, how to do it. 

Participant #19 
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No, no hierarchy.  Because you know I’ve met the yeah some of the really 
famous guy in the other festivals like the first time I met in the Philippines so 
we drink together, we are talking.... 

Participant #24 

Oh, I think they try to put a hierarchy on these things, but it drops off, even if 
someone else wants to put a hierarchy, because the network now is very 
strong.  Although it’s still little, but it's very strong.  And there will be always 
people that will contrast and spit on hierarchies.  They see that the hierarchy 
comes to establishment of rules... But we, as performer, we really have it in our 
veins.  It’s ingrained in us that it’s more the collectivity, not the hierarchy, but  
the world going on.   

One participant discussed that although they had not experienced hierarchy among persons, 

there might be among spaces and events: 

Participant #28 

Among the spaces there is perhaps a hierarchy for example MoMA PS1 would 
be pretty high on the – on the list of spaces, you’d be very happy if you had a 
gig there.  Grace would be further down.  The Kitchen serves other kinds of 
performances, as well as performance art, they also serve dance music, video, 
interpretive, other parts of the art world so it’s a little funny to try to figure out 
where to put them in the hierarchy because – but they’re still in there.  Sure, I 
think there’s a – an unspoken hierarchy involved in any social endeavour.  

Others spoke of a hierarchy that was more closely linked to respect and trust for more 

established and typically older artists of the network 

Participant #4 

Yes, I think it is strong actually.  There should be a strong hierarchy of like the 
older performance artists, which like started in the 1970s or so, and there’s the 
youngest and people like me, we are a little bit lost (laughs) but it’s like 
because although now you can study, when I was living in the 1980s you 
couldn’t study performance art, it was not academic and it was like almost 
forgotten,  

Participant #3 

I think there can be, especially with old established ... I know it’s very strange 
terminology to discuss, the live art scene as being old and established but I 
think especially stuff around like the National Review and New Territories ... 
and your hierarchy there and there’s been a ... even into, just like old 
established platforms at the Greenroom in Manchester, I think there can be a 
hierarchy within those groups and communities.  
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Participant #6 

Sometimes.  I mean, all the really established artists that I know are really 
generous, not only with their time but are very just nurturing and believe in the 
kind of work that I am making, so, somebody not leading it, I have really, really 
just, benefitted, they see the good in what the other artists are trying to do and 
I guess they’ve got that level where they, where they basically, I don’t know, 
don’t feel the competition, but I think with, but I think there is a little bit of 
hierarchy, I think there is certain artists that they pick that they think are the 
ones that they want to represent but it’s like that, if it was a painter or it’s like 
that if it was a sculpture, there are certain people that will put themselves 
forward, those funders or those people that promote that kind of work are the 
ones that will, that will put their energy and effort into them, because that’s 
what they believe in.   

Participant #7  

...you know who’s important, but, at the same time I don’t think...it’s not as if 
you’re not allowed to talk to them, or if you’re not...you know what I mean? It’s 
very...I think it’s just, its quite equal. I mean, people..I think, yeah, I would find 
it quite...it’s up to yourself whether you want to talk to people, ‘cause I think 
most people are just human.... (regarding the older performance artists) 
...These guys have been in it through thick and through thin all their lives and 
it’s reverence really, isn’t it?... 

So as both history builds hierarchy, ones profile may be perceived as hierarchy, if you have 

global notoriety, get the big gigs have loads of book sales. There is a difference between those 

artists who are just starting out versus doing work a long time. However, this was considered 

normal and natural; the older generation of performance artists have been working together 

30 years + have more history together, more time together  

Participant #8 

....They’re going to look at the older person and the older curators and the 
older artists and they’re going to think that they’re difficult to make a 
relationship with because of course it is. There’s a whole world of experience in 
the difference in age and the different levels of experience the different 
abilities, skills as an artist that you develop over your life, you experience being 
an artist. There’s different motivations for making your art. So I think there’s 
always going to be different clicks different sections of the community...” 

However, others did say they have experienced a hierarchy within the network in a negative 

way. 
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Participant #2  

Unfortunately yes I do, and that’s probably a popular criticism of our local 
community and that because that hierarchy exists it’s harder to perceive as an 
altruistic moment, I think.  

Participant #12 

The question you're asking is, are there artists for whom the glitter culture is 
significant, and I think unfortunately there are.  There is a department of 
performance art which, as we've kept hinting at, is right next door to a 
department of  the entertainment industry.  I think there are a number of 
artists for whom crossing from one into the other is really the reason why they 
were doing performance art in the first place.  But the truth of the matter is 
that you meet those people in every walk of life not only in every department of 
art but in every walk of life; there are people who either have a higher opinion 
of themselves than really they deserve or they are concerned not with actually 
doing things of significance but really basically enjoying the parties and being 
the life and soul of the party.  Well, that's fine as far as I'm concerned but it's 
not something that engages me remotely  in fact I hate parties, I've probably 
told you before.  I hate that whole side of the art world.  I mean, I understand 
that it needs to exist but I'd rather stay at home and watch television than go 
to a glittery arts event, I really would.  

Participant #18 spoke of an experience of hierarchy in some countries and not in others 

“Especially in south-east Asia” she did not experience a hierarchical culture. 

Participant #21  

“(Hierarchy) exists anywhere. I say I experience it less in the performance art 
world than I do in any other – even in any other art medium, even in the visual 
arts or like a gallery setting.  I’d say, oh yeah absolutely.  I really feel equal with 
people even though I haven’t been doing work as long, even though I haven’t – 
maybe my work isn’t as developed or sophisticated, maybe I am in my infancy.  
I’m at least not treated that way and I’m at least given a chance.  You know, 
I’m given an opportunity and I’m supported so.  But, yeah.  And I think the 
hierarchy comes in where status is concerned.  In terms of established artists 
versus non-established artists.  Myself, I’d kind of be a non-established artist. 

Participant #23 

Yes.  Yes.  And I don’t like it.  The hierarchy in the network is, for me, destroying 
some of the values we have in performance art and therefore we create very, 
very smoky and very, very absurd forms of festivals that we have mostly in 
Europe because we have these cheap flight companies.  So it’s easy for an artist 
just to go for a weekend to a festival and, after that, to make some tourist tour 
through the town and then to add another one; I am in Barcelona so I go to 
Madrid.  Can I see a performance there?  What I call performance art tourism.  
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And the power which is there is mostly generated by festivals that are seriously 
working and that the people are not able to reach.  That’s what they want to 
do because the festival can just take, let me say, 20 people and then it’s 
enough.  But there’s probably 2000 artists and then we have these applications 
and it’s like an overflow of concepts like this.  And then there are people who 
call themselves, like, old performance art or more experienced performance art 
or festivals with a direct approach to money.  And suddenly we create these 
hierarchies.  So without this name on my Vita, I will not come to this festival.  
And this is, for me, getting very, very dangerous.  Mostly I see that there is a 
young generation of artists coming up now and they have a will to change a lot 
of this perception that we have but I would say there is a lot of 
misunderstanding of how we should treat our networks.   

Participant #11 

Well, there’s lots of different networks and people and these things and there’s 
hierarchies everywhere.  And I suppose when this gets more money involved it 
gets more hierarchical and who’s been where and who’s been doing what and 
always being very ... like with all projects I have done in a situation it has been 
the right issue of doing things in space that just exist during temporal time...... 
they been working a few years together and they have been inviting each other 
to each one’s festival, so that’s like one bonding up, so that’s become a 
stronger bond between them and also because they are in that world so they 
can invite each other and they meet more and so they connect more in that 
way.  But that’s very few people;  

There appears then to be a potential for cliques to form, across both geographically and 

generational lines. This may be for reciprocal but also economic reasons 

Participant #28 

Because the infrastructure is not there, we basically depend on each other to 
invite each other to, you know... So that’s, you know, you – you work it through 
in your own network and that network can expand based on the new people 
that you meet and the – and the new places you’re able to go because people 
have invited you – because people have invited you.  

This iterates the importance of giving back to the network by organizing events.  Many of the 

first and second generation of artists would organize local events as well as perform. Within 

this study, the majority of participants also organized, including Participant #3 who at the time 

of interview had been practicing performance for 2 years. He recounted, 

...I think the Internet is the thing that ties, is the glue that ties everybody 
together and it’s allowing us to have this long conversation free, and I think 
that you don’t necessarily have to be in touch with someone to maintain a 
relationship.  It can be something just as simple as sending out an e-flyer and I 
think as long as ... especially to go through, to progress, you need to have this 
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web presence now whereas before, it was built off the back of the myth and 
hearsay about what these performances are involving especially with the body 
art community ... whereas now the discourse has improved and the 
relationships have got more personal because you’re able to, I’m able to email 
people especially with established artists, as you get feedback from them about 
ideas you have for work or you ask them questions about their work and it 
allows you to delve in deeper and I think that’s the great thing about the 
performance art world.  It’s these people that are producing this amazing work 
and you’re able to contact them and they’re generally very receptive and will 
email you back.  So on an international level it’s amazing that we’re able to 
have conversations with artists whose work we’ve only just seen over the 
Internet and we can get some idea of their thoughts behind it.  On a local level, 
I think every artist that I know also curates as well.  So it’s like a self-generating 
thing or largely curates.  I’m planning to curate something at some point once 
we can get the funding together and I think it’s nice on a local and national 
level to be able to feedback taking the hit with the bureaucracy for a change to 
get the funding to get people to come and perform.   

Formal / Informal 

Overwhelmingly, respondents spoke about the network being very informal. Although the 

network is professional; one must be professional when both presenting work and organizing 

events, there is an informal and welcoming nature to the network. 

Participant #8 

I think it’s all about people. At the end of the day it’s all about people. The 
curators make decisions about whose work gets shown at what festivals. So if 
you have a relationship with curators, and if curators like you and like your 
work, you will get selected for things. Also, if curators say good things about 
you to other curators, I think that’s how it works....So I think it works there’s no 
rules as to how it works, but there’s definitely social, I suppose, social values, 
coming back to that notion of etiquette and behaviours. Its social values 
around how we support each other as artists and curators in the world. 

Network Relationships 

How are relationships made? 

The majority of participants reported that relationships were made initially in person at an 

event; either one or both parties performing. However, there were a few who reported making 

connection via the internet for the first time for example, adding someone on a social media 

website who you have not met in person but whose work you have experienced live or in 

documentation form. 

Participant #4 speaks of this experience of meeting and the desire to stay in contact: 
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When you are at the festival and you work 10 days, not together but at the 
same festivals, and if everyone shows their work then it’s kind of very intense 
thing I think, also to go because then the other people from another stage and 
you, you get to know each other and it’s nice and then I come to the internet to 
keep contact somehow.   

How are relationships maintained? 

With the exception of Participant #1 who keeps relationships as unmediated an as live and 

present in the flesh, all interviewees reported that relationships are maintained via many 

means; the first preference is always in person, but as we live around the globe with the 

majority of artists having access to the internet, relationships are maintain via direct email, 

email lists and social media/social networking websites. 

Are relationships sped up because of social identifiers?  

(ie: I’m a performance art, you are a performance artist) 

I was interested to see if performance artists felt more intimate and closer to other 

performance artists, considering the intimate nature of the practice. The responses were 

mixed, however a number of artists reported this “speeding up” of a relationships and 

knowing, purely by seeing an artists work and meeting once. 

Participant #1 

Yeah absolutely, absolutely.  Yes, because as I said, I think a lot of performance 
artists are also concerned with the relation between life and art and bringing 
their own experiences and their; of life very strongly into the performances.  So, 
yeah definitely, I think that’s an important reason why we become so close, 
because we work with very sensitive or ... yeah.... Actually I see several people 
in that community as my best friends, that, in some ways, maybe even closer to 
me than a lot of my friends of some other aspects of life.  I think that has to do 
with what I said before, that we show kind of vulnerabilities to each other, we 
follow in a sort of festival setting or something.  We follow each other when 
we’re nervous before a performance, the kind of moment of the performance 
and then sort of the energy surge, and then going down afterwards.  And you 
learn quite a lot of yourself in those situations.  But also I think you have 
something to do with the lifestyle of the performance artist is really difficult to 
compare to any other way of conducting your life.  So, of course you need a 
network and you need people who understand how you live and what you’re 
thinking about.  And how your life is like, we travel a lot and we work and I 
think it’s important to ... That’s a lot of the reason why they become so close as 
well, is that we understand each other’s way of life in a way.  And then it 
doesn’t matter really where you are or where you’re from because there are 
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some core things we share.  And we work very often on ingredients of our lives 
as well, which makes it even kind of stronger.....  

Participant #5 

Yeah, yeah, that’s pretty clear.  I don’t know, there’s a lot of camaraderie and 
it’s like a big family, like wherever you go the performance artists that are 
there they are always your friends immediately and it is weird because they do 
become your family for the week you’re with them or the 2 weeks you’re with 
them 

Participant #7 

I would say there’s, like, there’s an affinity there, straightaway, actually. 
Obviously, everyone’s different, but there is a sort of equal level of 
understanding, yeah. 

Participant #24 

Yeah, surely there is a key. There is - they say that we might speak a common 
language, but this depends from person to person.  There are some which I 
bond much easier, someone else that I don’t talk at all, because maybe we 
have too short a time to do it...  It’s unpredictable...  

Network Economics 

The overwhelming response from interviews is that the Performance art community operates 

differently to regular contemporary art community and outside the market place 

Granted, I have been told that some artists won’t get out of bed for 10,000 pounds a day; the 

majority live and breathe their work. Money does not come into the equation. Money is a 

means to make art. One works to make art and live. Not work art to live elsewhere.  There are 

some artists who participated in interviews who make a living from their practice; however 

there were far more who alongside their practice, also teach, work for an arts organization or 

take on work in a different sector to earn a living ( Participant #2 Participant #3, Participant #5, 

Participant #6, Participant #7, Participant #8, Participant #9, Participant #10, Participant #12, 

Participant #13, Participant #19, Participant #20, Participant #21, Participant #22, Participant 

#23, Participant #26, Participant #28, Participant #29) 

Participant # 11 

I don’t think, well, there’s not enough art festivals or even performance 
festivals to survive as an artist; and neither are they paying enough for you to 
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survive and I think also because of the limitation of most of the festivals with 
money, it becomes back to curatorial, decision doesn’t become so strong 
because we accept the ones that can get here in a way.  So the sort of more 
focused event in a certain context in the certain issues are not so many and 
also connecting that way which mainly happens more in the normal art world 
because there is more different mixed flows of money and I suppose now we 
may be more inclined to watch different artists working in different medias 
particularly the same issues but other methods.  And I’ve found that easier, I 
think......  And I think that’s maybe a situation of Europe as whole because 
people know there are money existing, if they don’t get money, they don’t do 
anything.  But in Latin America so little money existing so if they don’t get 
money well, it doesn’t matter because there’s not so much money anyway.  So I 
think that has an effect in Europe that either you are in or you’re not.  Because 
there’s never going to be enough money anyway.  And it’s also strange if the 
art is based on public funding because then there’s always knowing there’s not 
enough interest from the general public for what you’re doing and it has to be 
funded by the state.  The regional and then they have their ideas of showing 
too much artistic, creative, independent, blah, blah, blah....   

Participant #12  

To be perfectly honest it gets worse the nearer you get to money in the art world, the more 

concerned with appearances and superficiality and gossip and the party culture you get.  

Further, Participant #12 talking about a conversation with his accountant 

“He once told me that always looked forward to our meetings because they 
were the funniest thing he'd ever heard. He couldn't believe that somebody 
would continue to do this thing which wasn't a hobby, which wasn't a, I don't 
know, it was this thing that I thought was the most important thing that I was 
doing with my life and it constantly is a way of throwing money down the toilet 
as far as he was concerned. 

The accountant perhaps couldn’t see the value the work had on this artists life, or the great 

need and desire to make this work – despite the risk to ones often physical and financial 

states. 

There are festivals who do have budgets, and these festivals often have competitive entry. 

However these are the exception rather than the rule. The overwhelming response from 

participants was that if your work was good, and other people knew about your work, and you 

could get to the festival, there was a place for you. 

Participant #23 

... right now I don’t need to ask for money because I earn my money as a 
professor so, about money, I could, come on, I can’t bear.  And that’s okay.  But 
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the value of what I do – and this is our society; this is not me, this is not you, 
this is not institutions, this is our society because we pay respect, we pay 
recognition with money.  And therefore, if we don’t feed that in our art, and 
even if it’s so fragile – I know it is fragile – but even though, we have to treat it 
like a business.  So, in a way, when somebody’s coming to me, I need to know 
the value of what I’m doing.  And then when somebody’s asking me, in this way 
– I get often this year like asking me, “What are your conditions?”  When they 
ask me about my conditions, I say, “It’s a 1000 Euro fee for a performance, it’s 
the travel, it’s the documentation material and so on.  And then the people say, 
“Oh, this is so much.  I cannot pay that.  I thought you asked for 20 Euros,” you 
know?  You know what I mean, yes?  So if I speak about value or a trust for 
responsible work, it costs money.  This is – then the society should give me this 
value, what I put inside, when I do my performances.  I mean, I don’t get, all 
the time, 1000 Euros but I try to get the value of that what I’m doing, and this 
can be paid with food, with a nice trip, with a nice whatever.... So it’s not only 
about the money but it’s about the value that you should bring from A to B 
because I see the work as a performance artist.  In the business scale, it has a 
value in the work.  

This set of economics works successfully in geographical spaces where there is little economic 

impact for travel. It is pretty easy to get in a van and do summers tour of festivals around the 

UK or Europe with only a few thousand pounds. However, if you are an artist in Scandinavia, 

South America, Canada, Russia, Asia or Australia for example, all of a sudden, distance and the 

economics of distance become very clear. Economic hurdles appear. Although there might be 

the opportunity, there may not be the means. Thus, there is a potential economic bias among 

countries were it is either cheap to travel, or the artists reside in countries which have an 

extensive financial support network for artists (EU and some Scandinavian countries).  

 

Participant #24 spoke of international touring outside of Europe – recalling conversations 

when organizing recent tour to China 

If someone invited us for a festival, the first things that I ask is, “Can we make a 
workshop?  And do you know if there are some opportunities for residency?”  
Because for us, it’s truly like that.  So maybe a thing is not covered, fully 
covered, but if we have a small apartment and some facilities, it’s really better 
than living in Italy.  It’s very expensive.  So we do like that actually. 

Participant #6 

I think that’s (the internet) what’s making the world a smaller place, in some 
ways it’s making it easier to find out where an event might be, on the other 
side of the world, and whether, I can try and apply for funding or self fund, the 
possibilities are all out there, it’s just having the drive to keep going with it, and 
money can be a big factor.   
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Participant#8 

People who stick with performance over their lifetimes tend to be very 
personable. They like being with people. They enjoy meeting each other. They 
develop relationships and friendships across the world and they want to meet. 
They want to be with each other again. They love each other. They have 
families together sometimes. They’ve made work together collaboratively in 
the past. It’s the community that kind of is building and develops because we 
need each other. We bring new young people in and it refreshes the world of 
performance art as well... 

Participant #13 

You can get it, you can take it, you can like it or not, it’s all free. 

Social Rules 

When it came to asking about social rules in the network, many participants took pause. The 

main attributes which were brought up ubiquitously were notions of respect, integrity, 

generosity, honesty, risk and trust. 

Participant #1 

I feel like the kind of novice in this community, because even though I’ve been 
making performance art for some years, it’s really only in the last couple of 
years or something that I’ve been really a part of that community.  And I feel 
that I haven’t quite understood all of those rules yet (chuckle) and sometimes 
I’m a bit worried that I’m overstepping the boundaries.  But also, and also 
subconsciously I’ve done that sometimes as well, because I think it’s a very 
negative thing for a community when ... if the rules, those kind of unwritten 
rules become too strong, because it chills it down and it’s the beginning of an 
end in a way.  So I don’t know if I would be able to really verbalise too many of 
those rules. 

Participant #4 

Yeah, I think life is risk.  No, yes, there is a risk, sure.  But I think it’s a risk for 
every artist like to, you know, to make a living, like have children to raise, to 
make enough money to have children, the risks you never know, maybe I don’t 
know, next year nobody wants to see my work, or this year or whatever, so 
there is always a risk because you don’t know when, how it’s going to go on 
and the risk with working with other, it’s a kind of a trust, you have to try.  

Participant #5  

Every artist’s work is something really personal in that way and I don’t really 
think you can put certain rules or something.  I guess what I would say is really 
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not being honest, that would be something, like a rule you can’t break.  I don’t 
know.  If you’re going to, which is a stupid example, but if you say you are 
going to bleed, you know, you have to bleed (chuckle), I don’t know.  I mean 
you can’t really lie about what you’re doing.  I think honesty is a big part of 
performance.   

Participant #7  

I haven’t really gotten involved in any and I haven’t really been exposed to any. 
I mean, I think it’s...I don’t really hear of anything like that. I think, at the 
moment everybody’s probably just fighting for money, so that things can be 
funded and things can be...it can keep rolling. Different organisations trying to 
keep their feet in the ground so that our culture can keep being vibrant. But 
year, I haven’t hear any. 

Participant #8 

(Pause) I don’t know (laughs).  I don’t know.  I might think about that and email 
you as well because I haven’t really thought about that, the social etiquette of 
how we relate to each other in the performance art world.  It’s an etiquette 
because we don’t want to alienate each other or make enemies.  It’s very 
important to the people that you maintain good relationships with other 
people because people speak about your work when you’re not there and 
people speak about you when you’re not there.  It’s the same in any walk of 
life.  If you’re bitchy to people and as soon as you walk away from that group, 
they’re going to go, “Oh my God, she’s such a bitch.  She’s so bitchy.”  But if 
you’re very sweet and if you’re considerate of other people, when you walk 
away people and you’re not there particular will say, people will be 
complimentary of your character.  I think that’s like any social situation.  I don’t 
think that performance art world is any different... 

In the world of performance art, you have to be true to your work and you have 
to be true to yourself. If you’re being fake people will not be interested in your 
work....People are very genuine...There are egos, people’s egos are involved 
because to be an artist, you have to have a strong ego. You have to believe in 
yourself and you have to think you’re worth it, what you have to say is good 
enough and important enough for other people to listen to; so it means you 
have an ego...struggles do happen, ego struggles, but I think that’s just human 
nature... 

Participant #9  

Not really, other than you know, going back to the, one of my favourite words “respect.” That 

is all that is really required.   
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Participant #25 ( on risk) 

In Latin American these movements forward participates in the avant-garde 
which obviously is not fully aware of itself and which will arise not through an 
innovative fruition as such but through the ineluctable necessity of any 
development which does not halt before accomplishing its goals, and through 
the driving need to reject the cultural order and conformity, which subject 
people to an unjust system (Che Guevara's "invisible cage"). We preferred to 
pursue our goals outside the frame of existing cultural institutions since these 
derive their value from those who control them. We have irreversibly marked 
the social mechanisms which underlie art in ways that the entire repressive 
apparatus, police and all, can do nothing to change. 

For more reading on the works and lives of performance artists, please refer to “Live Art” 

Edited by Robert Ayers & David Butler, “Performance Artists talking in the 80s” by Linda 

Montano, “Live Art and Performance” edited by Andrew Heathfield and “Marina Abramović + 

The Future of Performance Art” Edited by Paula Orrell.  Further the “unbound” website 

(http://thisisunbound.co.uk/) is a great resource for performance and live works. 
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APPENDIX 7 

Study three: Phase one pilot survey study  

Phase one – data collection by means of surveys: 

After receiving ethical approval, data for this study was initially planned to be collected 

through an online participant survey and then archives would be sought to corroborate these 

findings.  Interviewees from the pilot round of interviews for Study two were invited to 

participate in this online survey.  After the initial pilot, additional participants were be to be 

recruited by invitation, and an invitation advertised virally throughout the global performance 

network email lists and social networking sites, as well as through my personal art email 

database (approximately 200 members).  This process reflected the probability random 

sampling technique (N. Denzin & Lincoln, 2005).   

Outcomes of this study 

The pilot survey with the online survey tool “Survey Monkey” was unsuccessful and was 

subsequently abandoned (SurveyMonkey, 2010). The reasons for abandoning this method 

were twofold. Firstly, the majority of responses from the pilot survey were incomplete, 

thereby skewing results.  Participants did not list their ties in the network, nor did they list the 

strength of tie to participants.  When participants were queries as to why sections were 

incomplete, they responded that they did not feel comfortable listing such persons and 

identifying their relationship within such a rigid framework (e.g., 1= a strong relationship 8 = 

don’t know them very well at all). Secondly, I was personally warned by one participant to 

discard this method.  This participant I consider a colleague and friend, and she was concerned 

that if I released this survey through the channels I had proposed that it would have a negative 

effect on my performative career.  This participant was concerned that the survey may be 

perceived by people in the network who do not know me personally as a crooked and 

conniving strategy to acquire artists’ contacts and network information too freely, with the risk 

that I, the researcher and also participant of the global performance art network, would use 

these personal details for my own professional gains.  As a result of these outcomes, this 

method was removed from the research plan, and the focus shifted to in-situ archival data 

collection. 

 



Appendix 8 

Griffith University 240 

  



Appendix 8 

Griffith University 241 

APPENDIX 8 

 

Study three: Examples of archival documents  

 

 

 

Figure 48: Nummer Depot Progressionen_1975 
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Figure 49: Niederlande Performance Muziek Installation Mai 1985a 
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Figure 50: Niederlande Performance Muziek Installation Mai 1985b 
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Figure 51: Artes oremun nis tomo1 festivals de Madrid 12 - 15 September 1995 
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Figure 52: Navinki Festival, Minsk 2005 
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APPENDIX 9 

Study three: Creating bi-partite matrixes in NVIVO 

Each year was a separate project. Each event catalogue was saved as a separate pdf and 

imported into NVIVO as an external source.   

 

Each event was classified according to their name, location, size (number of participants) and 

duration (number of participants).  
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Each participant was coded within each document source. 

Each participant was classified according to their Country, Age and Sex. 

Data was missing from some catalogues (such as sex and country of origin). 

 Once each source had been coded and classified and each node classified, a query was run. 

A matrix coding query was selected.  
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All of the nodes were selected and added to the list imputed as both rows and columns. 
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The Node Matrix was selected and in search criteria/search for content of rows/NEAR Content 

of columns selected.   

  

Under options, the proximity was set to in Custom Context and specified to find matches in 

context for text in documents within the entire text. 
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Once the Matrix Coding Query had produced a result, right click on the table and under cell 

content, sources coded select Events. 
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This table was then exported to xl, and a 0 inserted along the diagonal, thus producing a 

bipartite matrix of an affiliation network based from event sampling (Knoke & Yang, 2008). 
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