Evolve and thrive: An investigation into how particular techniques of performance can create long lasting effects to take an active role in promoting a sustainable culture, environment and economy.
 
“Overall, addressing the sustainable landscape means moving away from “set pieces” towards systemic integrity based on wisdom and intelligent care …It is quite likely that such functionally sustainable landscapes will also, serendipitously, come to be seen as beautiful.” (Iverson Nassauer, 1997 in Selman:2008 28)  
Pop to the shops to pick up a few things, eggs, milk, bread. Drive home, boil the kettle and throw away the old plastic milk bottle. Perhaps put it in the recycling. Make a cup of tea, milk -no sugar, take a seat. During all of that, our thoughts were with each action, considering each object and decision and what they meant, in what way each action would affect the future and our surroundings, weren’t they? Who owns the factory that made the bottle, how long will it take to recycle or decompose, will I see it again? Surrounding us are objects, people and nature that far exceed their facade of merely here and now. But no, we do not constantly think about the consequences of every action, and perhaps if we did, our mind would be overrun, besides, we’ve got other things to fill our heads…right? Often the absence of a cause and effect of what is done in the present (of now and here) creates ignorance towards implications of a wider context; ‘out of sight, out of mind’ is achieved without effort. With less conscious awareness of the implications of our actions comes less of a concern for whether our actions are that which are of positive impact to the world. This creates opposition to sustainability.  
Sustainable is a fairly abstract term; within the context of this study it is applied to mean a state in which a careful balanced is maintained that allows “desirable emergent properties will continue to produce it indefinitely.” (Selman:2008 25) The creation of sustainability is used here to indicate a way of acting in the present to ensure that the future is thriving and vibrant, rather than destructive. In this sense I use sustainability as opposed to un-sustainability, the inadvertent result of the development of modernity and activities of society. (Selman:2008 23) It can be recognised, even understood why humanity have progressed in this fashion however, now that it has grown apparent that our current convention of consumption will not ensure a thriving future for all, some action for change needs to occur. Action towards stepping out of a convention of complacency (the plastic milk bottle) and into concern for wider implications past the subject of our immediate wants (is there an alternative?).
“The battle now is for power and oil, or course, but it is also for ideas and ways of life. And ideas usually win. So we, the artists…must project our won understanding of art as a mode of knowledge. If we don’t then others will…we shall be forced to rally round the flag of some out- moded quaintness such as god, or the monarchy or the market economy.” (Fox 2002:252)
Contemporary performance is made in and for the now, and therefore is certainly implicated in the present need for a massive turn towards consideration and thought for the future. For any performers who feel a responsibility, who feel their method of living and communicating is of value towards creating a better way of life then the need of the world is certainly also to be felt and approached within their work. Furthermore for performance to encourage change it surely must initiate a change within its self, to turn from set conventions of how to function towards an innovative creative method of understanding and sustainability.
This study uses field research in attempt to explore which methods of contemporary performance (both existing and potential) creates prolonged effects and so may take part in the shifting of global ideals towards sustainability. The materials gathered here to support my theories are from diverse sources, from Community Theatre practitioners to Bonfire Night celebrations, articles to imagination in order to gather a far-reaching contextual view and formulate possibilities of performance that move onward existing boundaries. This may at times mean exploring the possibilities of breaking confines of what is seen as the ‘beauty’ of performance and yet, were it to take a more active role in the global restoration from self-destruction performance would, I am sure, be seen as beautiful.
                                                   ----------------

Why contemporary performance, why suggest that this art form, famed for its ephemeral nature could, not just cognitively or by representation but actively encourage sustainability? Why attempt to encourage sustainability through the means of this medium? For one, performance holds potential as a very public art form, for collective experience of ideas values and feelings, but not only this, performance is life within life. 
“It is this predictability of loss, shared by performance and the end of the world as we know it, that removes both from the realm of the superfluous and situates them both firmly within the inevitable.” (2008: 65)
Seeing performance is like taking a look at life from a distance, a whole world is created and comes to an end as we know it, and we know it will happen; performance begins with the premise of its finish. In the termination of performance we can catch sight of the unavoidable end of our own lives as we know them. We know this of life, -even if we refuse to accept it- and we are afraid; we grapple for everything we can whilst alive, or sit in fearful lethargy. We do things that are not in the best interests of the planet or of true growth in order to prolong life or protect ourselves from death, from the unknown. For some this fear creates a drive to be, only the richest man in the graveyard. And acting in this manner creates a world –like performance- that is doomed, destined for loss, for end. Not even the loss of life to death but death within life, which perhaps, may be worse. Loss of self and other, of understanding, of freedom, of flourishing and of nature. 

But what if we were to alter the traditional cycle of performance, so that it was created in a way that constantly searched for new techniques to prolong the affects after performance? To create performance that didn’t come to an abrupt end of its’ life as we had come to know it in a brief time, but lived on in various capacities. Performance, as will be explored below, is capable of creating definite effect in those involved, and holds the potential to extend these effects beyond its actual ‘life’. We need only break away from set beliefs about the limits of performance, as these are arbitrary, intangible and restrictive. I believe that creating performance that aims to prolong its ‘life after death’ would situate it firmly within the realm of the possible, of the future and distance. And to make performance using techniques that positively affect context beyond its own death is like to living life in consideration of sustainability. This is a re-evaluation of current views of performance as a singular event or moment and asks for performance of tomorrow today. 
Through my research I have found that certain elements of performance in particular hold potential to create long lasting positive effects. These are explored under the following titles:
‘Shared performance and Participation’
‘Investment’
‘Changing Spaces’
‘Skill/knowledge share’
‘Performance as action’ and
‘New money’
 
 
We are currently living in a culture of dislocation, decaying sense of self and whole, obsessed with image, with surface and immediacy, with the quick fix in avoidance of things we fear. (Selman:2008 25) The long term is frightening, it includes death and potential for failure; take time to contemplate and we may just see something we don’t like, may just have to confront it, and this could be a more long term investment. Can performance help us to re-evaluate our ideologies? Can it go further in dispelling fear and connecting us with self and other, helping towards long-term compassion rather than unfulfilled needing?

Do you imagine that encouraging a more active audience within performance holds the potential to positively influence society?
“Absolutely.  If we can feel active, engaged and in control as audiences of art and creative work, then we can apply this to our positions as creative subjects within other institutions (cultural, social, political, educational, religious etc)” –Anna Fenemore, Artistic Director Pigeon Theatre 24/04/2009
Shared performance and participation
As children we played games of lets pretend as part of our learning process –of  the fantastical and ordinary, animals and grown-ups, -to discover self and other within different scenarios. Why stop learning in this way when we mature? Current society would suggest that we have developed some socially destructive techniques since being ‘civilized grown ups’. Theatre -like the childhood games- is play, and is an ideal opportunity for learning through imagined situations. It makes sense then, that by allowing the audience to ‘play’ in the same game as the actors there is greater potential for both to learn. 

The first step towards this requires the theatre not to be divided into two separate spaces for those who do and those who watch, because by creating interaction and integration the performance becomes something that can be physically and mentally affective. To share a performance means that the actions therein are far more part of the audiences lives (as experienced, done, not only observed) and this raises the potential for these individuals to learn from the situation. However, for this to happen the actors must “Relinquish their powerful positions as the performance’s sole creators they agree to share…the authorship and authority with the audience.” (Fischer-Lichte 2008:17)
An example of this is ‘Job Interview’ (B.A.C 31/01/09) a performance for one in which the audience member entered an office for an interview with the performer. We played the game, she asked me questions, but we both ruled the space- she in charge of the imaginary situation (the interviewer, her ‘office’) and I was in charge of the ‘real’ (always having the option to break the illusion, refuse or leave.) Further power was given to the participant by being allowed to decide what job we were going for. To study the effects of this relationship I observed some ‘interviews’ of others. An interesting observation was that participants –in a job interview situation but released of the pressure of it being real tended to 1) be very self confident -usually funny and 2) ‘apply’ for highly ambitious careers. For example, one girl who worked as a bar licensee wanted to be “superwoman” others were “king of the world” and “love guru”. (Appendix 1) I came away from the experience concerned with how I lower my self-worth and present myself in everyday life. What had happened to allow me to share performance in order to achieve this reaction?
In this performance the actor disrupted what Fenemore calls the ‘contract’ between performer and spectator (24/03/09) (which, for the spectator is typically seen as one that stipulates comfort, sitting in the dark observing performance.) I knew that this was a performance but I had been asked to take a more prominent role in making it happen, I was nervous and confused as to whether I was a performer or an observer, and about just where the performance actually existed, (customarily performance being the ‘object’ towards which you direct your gaze.) However I also felt liberated by the performance being shared with me and by my ability to ‘handle’ it.

The disruption of this ‘contract’ was inflicted psychologically through taking one audience member at a time and asking them to answer questions on the spot. “through strategies of improvisation – allowing spectators to interact with performers and allowing their ‘stories’ to be told – and through directly acknowledging that the audience is there – ie by talking to them as individuals rather than as a ‘body’.” Anna Fenemore of Pigeon Theatre uses this method in her work saying that she has found it creates a more tangible and so long lasting effect for an audience. (24/04/09) It certainly seemed that way to me, I felt that I had not just seen this performance but been involved in it; ‘Job Interview’ had been personal, revealing (and positive), an experience of my own communication and aspirations. However this change to the usual contract between performer and spectator was not only psychological but physical (which, it seemed to me also provided the means for the new psychological contract to occur.)

Creating shared or, ‘participatory’ performance (Fenemore 2007:42) can rupture traditional ideologies of the physical theatrical set-up. In contrast to formal theatre where “the artist makes a fixed distinct transferable artifice for the beholder to make into their object of perception and interpretation” here the audience can be used within the space so that they become part of this ‘artifice’, inside the performance space unable to merely observe. This creates a common situation where both involved are  “Co-subjects”.  (Fischer-Lichte 2008:17) The spatial arrangement of ‘Job Interview’ was very intimate, sitting in a small room with performer and spectator either side of a desk. This intimacy implicated myself as a part of the performance, and through this I felt obliged to be more active.
We have formed the habit as a culture to sit back and read the signs bombarded at us by various forms of intelligent and vibrant media. As a result there have developed passive societies, quietly taking in signs without questioning; some say that we have no critical response to the world, that we are just a collection of messages, of signs. (Baudrillard 2008:) However, performance such Job Interview is a challenge to this as it places the audience is within the constantly changing system of signs. Performance that is “in unusual spaces or spatial arrangements…intimate work…affects the ‘comfortable performer/spectator contract’ (Fenemore 24/04/09) because it means that the audience cannot simply relax and read the signs. 

There is another benefit to the participation that comes from the reorganization of bodies within performance. By taking part in the action the audience experience a phenomenological reaction prior to a semiotic one. This has positive implications in creating performance that influences an audience beyond the actual event because whereas a semiotic reading can be easily missed, miss-read or disregarded after performance, emotional experience is easily gained and retained. Feelings can inform our actions and so our understanding.
 “We are most inclined to imagine ideological creation as some inner process of understanding, comprehension, and perception, and do not notice that it in fact unfolds externally, for the eye, the ear, the hand. It is not within us but between us.” (Medvedev 1985: 8 in Fenemore 2007:38)

Fischer-Lichte says that immersive performance can trigger strong “physiological, affective, energetic and motor reactions” (2008:17) that can move the audience to take action. If immersive performance environments can trigger emotive readings that access a more instinctual, subconscious and corporeal level than a semiotic reading, then it makes sense that it encourages a greater need to act. Immersing a spectator can challenge their expectation of comfort (to be still, observing) and offers the spectator choice; this is informed by their bodily senses.

As Holly Stratton advises, for the empowerment of audience “there has always got to be an element of choice.” (1/5/09) For the purposes of this study the participation that leads to empowering an audience is highly useful as, through performance we can attempt to empower people in a wider social context. Empowered individuals are more likely ask questions, feel a part of and get involved in society. Brooker and Jermyn describe our current society as one in which mass culture is “imposed upon a powerless and passive people by an industry whose interests are in oppositions to theirs.” (2003:92) By providing choice and empowerment through inviting audiences to share the performance and participate in creation, participants get an opportunity to practice being a less passive and more empowered active audience on life. Consequently perhaps, the more audiences experience participation and choice in performance, the more people will want to exercise choice in their lives. “The place of drama in this construction of an active, participant citizenship lies in experiencing moral dilemmas, inhabiting different narratives and examining life from a range of perspectives.” (Nicholson 2005: 125) Participatory performance can be like that of the make-believe game, ‘practicing’ in a safe environment to learn about self in world. 
 
Investment 

We have seen that participation is an effective method towards positive learning of audience members, and that experiential learning can affect ideology and holds potential for benefiting social functioning. In a society were the masses are subtly pressed into submission to capitalism it seems appropriate that performance function in a manner contradictory to this (by offering participation and choice) in order to counteract hegemony and promote a happier and more questioning culture. However many people may be wary of participating in artistic events, or unsure of why artists may want them to do so. And this is why along with new explorations in participation and the active audience there must be the trust and honesty, and one way to achieve this is through investment. “I am there throughout to facilitate, to make sure the audience know what’s going on, what it is for.”(Stratton:1/5/09) 
Investment can come in many forms, through time, interest, shared creation and relationships. Investment is the opposite to many of the short term fixes that contemporary government and capitalism offer (Selman:2008 25) and rather than art that is created in keeping with this, investment allows for performance work which aims at being more trusted and sustained.
The idea that investment is a key technique in creating trusting participation derives from ideas found within applied performance. The intention of applied performance sets it apart from other performance practices and is important to this study as it aligns with the aims of sustainability. This intention generally has a focus on long term change and positive effect on lives; “Specifically an aspiration to use drama to improve the lives of individuals and create better societies.” (Nicholson 2005; 2) And this intention is often actualised through long term and deep investment of the artists in the audience. London Bubble Theatre Company for example, have dedicated themselves to a specific community, counting themselves as part of it “we have been in our community for a long time and we are here for the duration (as long as it takes.)” (Annand 29/03/2009) There is no doubt that greater vested interest from artists can create a more influential effect in the audience than a one-off performance. Participants have the potential to gain “confidence, expressive skills, a sense of worth and positive attention”(Annand 29/03/2009) that they can carry with them into society in the future. These outcomes may be less achievable when sitting in the dark as a body of audience watching Shakespeare for an hour. That is not to say that this variety of theatre is of less value, by any means, but that it is less useful for the aim in our question.
The terms ‘Applied Drama’ or ‘Community Theatre’ sometimes carry a somewhat inferior connotation in contrast to ‘pure’ contemporary theatre, and perhaps this may discourage contemporary artists from looking into its useful properties. However Applied performance can offer techniques and ideologies that could be used or interpreted by other artists to make more of an impact on society, -in this time when it is really needed of them. “Methods become exhausted; stimuli no longer work. New problems appear and demand new methods. Reality changes…the new comes from the old, but that is why it is new.” (Brecht 1964 In Nicholson 2005: 13) As a reaction to the ‘old’ of the postmodern condition, ideas supporting sustainability within applied performance seem a very suitable ‘new’ response for contemporary theatre. Taking influence from this some contemporary performance could turn the focus from inside to out, cease deconstructing itself and start reconstructing a positive society. Through all this we also mustn’t forget that many practitioners of applied performance consider themselves as contemporary artists also, but that their work is “just different.” (Stratton 1/5/09)
 
The suggestion of using ideals and techniques from applied performance such as investment in audiences opens up the many new options for contemporary performance. The following are two examples of how contemporary theatre companies have done so. 

The Clod Ensemble is a company that crosses borders of contemporary and applied performance, not only working with drama in education and community but also creating acclaimed contemporary performance in venues such as Sadlers Wells. “The Clod Ensemble is one of those innovative and anarchic companies thrusting its way through traditional boundaries of drama.” (The Guardian on clodensemble.com) Holly Stratton, Education and Participation Manager for the company expresses that an emphasis on applied performance does not have to compromise artistic merit. “We do not drop the quality of the work so whether it is performance or community work it is of the same standard.” (1/5/09) This company uses the knowledge base of the company (particularly directors Suzie Wilson and Paul Clark) and invests in groups of people within its community and education work. This has a benefit that each variety of work both promotes and influences the other. 
‘Love Letters’ by Uninvited Guests was a work in which the company asked audience to dedicate songs to ones they love. The company prepared for this performance by doing a workshop before hand to write dedications and after the performance they had a meal with the audience members. “This was really important we didn’t just come and do the performance and leave.” Staying to speak to the audience with a communal meal is an example of investment, and greatly increased the positive impact on those involved. The workshop, performance and meal worked together to create a more participatory and memorable event because of the investment of time and planning that the company gave to the audience. (Stratton 1/5/09)
These examples show two ways by which contemporary theatre companies have explored investment and it is seen that it can benefit both company and audience. Investment, on the part of the artist reflects a more enduring and truthful interest in the audience, in contrast to media that quite often offers this as a façade to achieve profit. The receivers, through placing trust in performers, feeling comfortable to participate, can in turn reciprocate investment given. The sense of worth that investing more time, knowledge, relationships, and compassion into audiences is certainly a positive move towards sustainable happy culture. 

The term investment does not necessarily imply an end, and this is an element also of applied performance: “ it is the journey itself which is the destination.” (Billingham 2005: 14) This works well towards sustainability because -unlike a feature common in mass media- it does not emphasise the quick fix, or that the final product is all. The Clod Ensemble say that their work is “more about process than product, well, it’s all product” (Stratton 1/5/09) and in this way achieving a maintained balanced and positive society is an open and ongoing quest. 
Changing Spaces
Both in the concrete sense and in association and memory, the space and place of performance can outlast the actual event. Therefore it makes sense to look into performance space in order to find some techniques in its use that create a lasting positive effect on culture. Spaces hold the way we act within them; ideological meanings attached to locations inform the ways in which we operate which helps us shape our experience of them. Therefore there is potential for performance to explore or alter the beliefs, values and behavior patterns of audiences depending on how space is used in performance. (Laclau Critchley&Marchart Ed. 2004: 242) Quite often spaces inflict a mode of conforming behaviour that is not freeing to the individual or human spirit (we shouldn’t slide down the banister etc,) but would it be possible that through altering the use of a space in the special event of performance that a person’s body could “retrieve[s] its aura…previously robbed through the civilising process” (Fischer-Lichte 2008:93) Furthermore using performance to explore and change ideologies held within space and place could -amongst other things- create clusters of communities, help understand relationship between self and other, and situate self-in-world. “Feeling global is a/part: it’s feeling both localised and globalised, situated and detached a sort of passion or pathos at a distance: telepathos.” (Mckenzie 97) Explorations with bodies in space could affect one internally and yet open up the mind to not only the space surrounding but also a vaster context beyond.
 
 
“The great theatrical symbol of a modernist utopia is the empty space, designed to liberate the soul and the imagination by insulating actors and audiences from the restrictions of history, the regulations of place and the materiality of everyday life.” (Nicholson 2005: 125) If the theatre space is very different from those in our everyday lives then how effective will it be in influencing them? That is not to say that this type of space is not good for escapism and entertainment, but in terms of identifying with and being influenced by performance, surely if we attend theatre with the ideology that this is a place especially built for many different performances then the messages given therein are more likely to be left behind there? Leferbvre says that theatre is a space of domination, that it is ruled by the ruling ideologies of society. (Kershaw 1999: 208) If this were the case then taking performance out of the theatre would be to reclaim it in a sense for the people.
“We perform in many spaces, schools, parks…found spaces” (Annand 29/3/09) Using every day spaces for performance that are not purpose-built for this function can benefit the two points above. Firstly interaction can be made far more approachable if the audience and actors are in a space that is less ‘owned’ by the performers. (Stratton 1/5/09) And secondly for investment, spaces such as parks, schools, community halls are accessible for longer periods of time. (For example The Clod Ensemble do ongoing lunchtime performances in the Keel Centre in Islington and built up a strong relationship there) and show a commitment through the artists coming to the audience.
 
 
 Space is a very important element within The Clod Ensemble’s work with medical students in ‘Performing Medicine’. Through performance the company can teach how “the environments we work in is really important to your behaviour, it changes, can be affected by the space you’re in.” Understanding of a space can ensure a more positive use of future relations within it; here Clod’s work aids an understanding of the general associations (negative, worried) with hospitals and how the doctors can work in a way that is sympathetic to this. “We’re very conscious of the space we work in, especially a place that people use for certain things.” (Stratton 1/5/09) Site specific performance in everyday social spaces can enable a developed understanding of self and other in different places and scenarios. This holds the potential for aiding audiences to see both public and private spaces in a more understanding way, and perhaps make a positive alteration on their actions there.
 
“it can also be magical to transform your local park, to command your school hall, to animate your local high street.” (Annand 29/03/2009) Often the spaces we use everyday are not seen as magical and inspiring. But what if we experienced something new in our ‘old’ places that transformed our ideology about them? The event of a performance can be a transformation, endorsing fresh positive attitudes of people towards places. The Clod Ensemble created a piece of performance in a day-care centre, a place that residents see every day, a place that rings the delicate emotions of heath and memories, funds and care. In this performance –situated in the hall where the residents usually eat their lunch the company transformed the space, blacking out the windows, covering the tables and putting a disco ball in the centre. This “made a huge impact” on the residents and the performers and afterwards the hall still contained the positive memories of the event, enabling the residents to feel their dining hall as a place of possibility and community. (Stratton 1/5/09)
Transformation of a space also enables performance to take place almost anywhere, in fact, to transform a space can make interaction and exchange easier, “Creative spaces are those in which people feel safe enough to take risks and to allow themselves and others to feel venerable.”  (Nicholson 2005: 129) And as we see from the work of London Bubble Theatre Company certain spaces “can be hard on particularly participant as opposed to professional performers (although it can be hard on them as well)” (Annand 29/03/2009) and so a mutual transformation of a space can be a useful method towards creating a space in which all are comfortable to experience something different.
 
Use of space also of course involves the outside, which holds potential for sustainable attitudes towards environment. Lefebvre suggested that one illusion we have about space is that of ‘transparency’, prompting people to feel that they are free to do –unaffected by their environment. (eng.fju.edu.tw/Literary_Criticism/postmodernism/postmo_urban/lefebvre.html  25/04/09) It is often easy to consider space as significant only in our thoughts towards it and our desires within it, not as the actual substance that it is. This informs actions within our environments that are often destructive or apathetic. Humanity habitually sees itself as dominant over space, when in fact the environment can have the final say over our actions. (Ehrenfeld 2008: 1)
However, different, more aware uses of our outside spaces through performance could help towards a more wide-spread compassion for environment and thus greater urge to help sustain it. Many people do not get the option to engage with the natural environment often, with life in sprawling cities such as London difficult to escape from. Yet to create understanding and connection between people and places requires us to ‘people’ landscapes through participation. By doing this those who may have no connection between their actions and the environment may gain a deeper appreciation of the life source that is nature. (Selman 2008:1) Most are aware of the general concerns, global warming etc (with a yawn) but perhaps a reason why we are not being more forceful in protecting places on earth is because to many people mud, rivers, animals, crops, forests and fire are very abstracted in their lives. It is difficult to feel concern for where your food comes from if you have never seen the source, for example. Performance is a useful method towards offering more awareness of environment, “Just the simple act of taking people outside can be a strong experience.” (Fox 2002:40)
 
 
The town of Lewes in East Sussex holds the largest bonfire night celebrations in Britain, as I experienced it is a highly performative event with hundreds of locals dressing up to process through the town, the street ablaze with fiery torches. Down at the bonfire site (there are many, depending on which ‘bonfire society’ of town you go with, I went to ‘Cliffe’) huge political effigies are blown up, it is quite a spectacle. Laura Brickell, a ‘life’ member of Cliffe Bonfire Society says:
“Where we have our fire it’s quite a long trek down there and quite boggy and dark…its funny seeing all these people in the crowd squishing together waiting for the fireworks we chat to them saying “Are you from London?!” The city lot are funny, but it’s joyful because everyone pulls together.” (4/11/08) (Appendix 2)
 As I stood in the bitter cold enjoying the warmth of the bonfire I felt a connection with the wonder of fire, and looked forward to all that the sun would bring back in the summer, plants, freedom…and bikinis! With all the comfort of modern living, of heating, concrete and light sometimes the toughest thing we have to face is getting from the car to the house. So for some it becomes quite exotic to experience to experience an event outside like this with fire, smoke and noises. (Fox 2002:44) Furthermore, seeing all the costumes (of smugglers, vikings, Zulu Warriors) gave me the great sense of the community, fun and wonder that comes with ritual, this was part of people’s lives. “There is a lot of pride, it is about community and the politics, and being outside is a big part of that because it’s so massive…for everyone.” (Brickell 4/11/08)
A celebration such as this is ideal for getting audiences out to appreciate the natural environment and what it has to offer. Performance within nature could be affective for many people because it appeals to the senses, rather than semiotic readings. As we can see, there is good potential within outdoor performance to prompt efforts in sustainability.
 
A step towards exploring this potential may be to create performance spaces that are constructed with more emphasis on their impact on the environment. Currently there is a growing concern in society to create spaces that are ‘greener’, a “growing emphasis on blue-green infrastructure.” If performance spaces were more often developed to “touch lightly on the earth” and integrate with wider landscape systems” (Selman 2008:1) they could set example for the future by accustoming audiences into these spaces. In a work by Welfare State International, the performance company created their own earth amphitheatre outside, with willow seating, BBQ points and plants. (Fox 2002:44) In architecture and planning Dunnett and Clayden interpret sustainability “in terms of low-impact, but physically and socially pertinent, design” (2007 Selman 2008:1) Not only was Welfare State International working in harmony with the surroundings, but it created a space for a significant social event. The audience who experience this space may have gained a little more understanding or at least questioning about how and why the company worked in this way with the environment. “The stuff of the ground, digging holes…soil and sustainability has always been a part of our work.” (Fox 2002:39) But how could this go further? Perhaps the questioning of an audience could have been answered through the shared experience of creating the actual space?
 
Skill / Knowledge share
Creating a sustainable environment requires the recognition that we need to work symbiotically with nature, instead of dominating it. To ensure society does not burn itself humans must be always acclimatizing to their environment, and not the other way around. In the realization of this “Such a fall from the illusion of global grace potentially places us closer to an ecologically sound paradigm of the real.” (Kershaw 1999: 216) Along with use of space I have found another element in performance that promotes environmental sustainability is sharing of knowledge and skills. This does not mean simply between artist and audience but also between artists.
“There are significant knowledge and skills gaps in the key competency areas that would help achieve greater sustainability. These include…improving back office functions and expanding public engagement opportunities.” (05/07 Mission Models Money)
Artists and performance companies already share skills between each other, for example The Clod Ensemble train up other artists in their own specialist field (performing medicine) to develop in others “wider context of working.” (Stratton 1/5/09) Mentoring schemes, the sharing of skills and spaces already occurs, but could this increase and expand to involve methods of sustainability? The performance company ‘Laboratory for Insurrectionary Imagination’ is an ideal example of this, endeavoring to be environmentally friendly in their ‘back office’ functions, aiming “not to fly, do most admin electronically, purchase from ethical sources, have a lunch-share scheme etc” and sharing this with artists who work with them by asking them to do the same. (James 30/04/09) 

Furthermore a key part of LII’s work is to share their knowledge base in order to promote sustainability through other artists. In a current project called C.R.A.S.H Course, the company has invited artists to learn about ‘art and permaculture’. ( 25/-4/09) labofii.net/experiments/) If every artist in this course shared one skill or idea learnt with another artist then methods of supporting sustainability within performance would increase. Not only could companies do this for the good of the environment but also sustainability is a whole new way of working and subject matter. 
“Sustainable energy, new/rediscovered technologies and materials, good environment/conservation practice are among the issues central to this symbol for changing social and environmental needs.” (Crouch & Ward 1994 in Fox 2002:250)
If the mass of the art community began to work in a way that helped sustain culture and environment wouldn’t have a little effect on the way audiences behaved?
Skills can also be shared with ‘audience’ of performance work, there are many possibilities in which skill learning and performance work can be combined. I do not feel that this means performance need to lose its artistic merit through this, it does not need to become cold and utilitarian. As one example skill sharing can feed into performance through workshops around the theme of the actual show before or after it, as seen above in the work of Uninvited Guests.
“Why don’t more people build their own houses in Britain? Is it because the banks won’t lend money? Is it because land isn’t available? Is it because there aren’t the skills?....The process of building can be as dramatic as anything in theatre; self-build projects which volunteers generate skills, accommodation and a real sense of achievement.” (Fox 2002:250)
As we can see, skill and knowledge sharing within the artist community and between artist and audience certainly holds the potential to promote sustainability. This also works very well with our first point of shared ownership of the performance, skills can be shared, individuals empowered and environment improved. Furthermore the offering of knowledge to an audience has beneficial repercussions for artists: “the strategic positioning of education and learning can also have great impact on an
organisation’s ability to question, experiment and innovate. In recognition of this, artists and companies need to ensure that education and learning are part of their core mission.”
(05/07 Money Mission Models)
The subject of passing on knowledge and skills is closely entwined with the formation of this study. Some professionals are exceptionally willing to pass on knowledge (Holly Stratton of The Clod Ensemble was truly keen) some were too busy (many failed phone calls and emails) and some were simply rude and condescending. (John Fox) (Appendix 3)
Often when people lack understanding about certain subjects they fear being ‘wrong’ or looking ‘silly’ for not knowing answers, and I felt this myself in the process of contacting interviewees. Daniel Mouland, a performance and fine artist taught at Blue Sky School in Rochester once a week; his views on passing on skills is very relevant here. “It’s important to teach the children that asking questions is very good. If they don’t know what is going on then they are afraid and just don’t do the tasks, and so won’t learn.” (20/04/09) Children learned prop and set making, acting and communication skills. But Daniel also aimed to give the children an experience that differed to that of their other classes by teaching (what he is “good at”;) observation and awareness of the world and feeling. He also emphasises that it is important for children to learn to “embrace self rather than ideology of what is good or bad…it’s their fear of being told something is bad that inhibits their growth I think.” (Mouland 20/04/09) Skills and knowledge are part of a human that are lasting, they can be passed on and put into use again and again, and this certainly promotes a sustainable culture and environment. But for knowledge and skills to be shared, there must be openness, respect and trust from all involved. Less fear of being judged as right or wrong creates boldness in looking for knowledge. 
“We take our work seriously and have fun - we listen to our participants - we are with and of our community” (Annand 29/03/2009) 
 
 
 
Performance as action
 “The aesthetics of performance reveals itself as a ‘new’ enlightenment. It does not call upon all human beings to govern over nature…but instead encourages them to enter into a new relationship with themselves and the world…the re-enactment of the world is inclusive rather than exclusive; it asks everyone to act in life as in performance.” (Fischer-Lichte 2008:207)
How can we set an example for daily life through performance? What methods can be used to aid a better understanding of how to live symbiotically with our surroundings? A society with a greed for money and power usually aims to control nature for its own gain. We know that this is a destructive way of living, so in what way can performance be most useful in aiding societies to “enter into a new relationship with themselves and the world”? Perhaps for this we need to enter into a new relationship between audience and performance.
In Society of the Spectacle Guy Debord says that ‘the spectacle’ holds an assertion that all life is simply appearance. (1983:10) If society continues experience a great deal of spectacle (in news, advertisements, and performance) then this imposes all life as appearance, creating a passivity towards life. However if performance becomes more than spectacle, if it is an event, that brings alive people, places and issues then life may be experienced for what it really is-something in which we need to take part in order to protect. So whilst we see above in the section of ‘Space’ that celebration can aid respect for environment, we now discover that this cannot simply be spectacle, but more active. How can this occur? Simply by taking an audience out of the passive observer setup can be the first step towards a ‘performance of action’.
A gathering together of people with a common goal can create enormous energy and also the force to generate change, -as the saying goes ‘united we conquer divided we fall.’ By uniting audience and performers in an action, performance can go far beyond the previously ‘radical’ theatre that asked the audience to “think and see actively” (Etchells: 123 WHERE???) and request them to literally act. ‘The Laboratory for Insurrectionary Imagination’ (LII) is a company that does this. LII uses performance and activism in new ways to create awareness and change through art. For example, the company organised a participatory performance on 1st may this year outside the Bank of England named ‘Guilty until proven innocent’. LII requested that the public come dressed up as convicts, they also invited the police (to come dressed as themselves). Within the invite on their website was written:
“The nation is falling into a police state, whilst the government  builds up a database of our communications and conversations, the  police build a database of our DNA. We are monitored on CCTV, asked  to spy on each other and a climate of fear is spread. Our nation is  presumed guilty until proven innocent, anyone deviating from the  status quo is violently beaten by the police, the protectors of the  peace”. (labofii.net/news/ 28/04/09)
The performative element of this event is in the political satire of playing out roles; participants can act out the role of convict, handing the police their DNA, dancing to jailhouse rock, handcuffed or pacing the exercise yard “below the watchful eyes of our masters.”-the Bank of England. (labofii.net/news/ 28/04/09)
For ‘audience’ (or witnesses) not involved within the action perhaps it was viewed as a spectacle, but certainly not by those who decided to be in and a part of it. These audience members are not invited to read a sign that is created for their interpretation by the performers, but they are the sign, occupying what is usually the category between performer and audience. This event, whilst certainly creating some strong semiotic readings (the costumes, placing) as a political statement for the powers it is aimed at; for those caught in the moment of the action it “opens up the possibility for all participants to experience a metamorphosis.” (Fischer-Lichte 2008:23) They are within the doing, within the performance as an action and the attempt for change. Perhaps performances of this sort are very specific to the ideology of the company (and audience). However, I feel ‘performance as action’ is a basis from which individual companies can begin their work and decide upon their own take on this. There are many possibilities to be explored depending on the choice of subject matter, place, virtuosity, political extremity and entertainment etc. 

Performance as an active event is important because it thins the distinction between performance and everyday life, an event can become ingrained in your body and your history, creating a longer-lasting change in ideology, (towards, perhaps being informed, caring and participatory in the wellbeing of the world.) Whereas for a passive audience member, ideas may be simply dismissed when they exit the theatre and old thought patterns resumed. (Fischer-Lichte 2008:207)
Of course to many people this variety of theatre may not sound enthralling, and indeed I agree with Anna Fenemore who tells me “I still think that there is the largest audience out there that simply want to be entertained.” However she goes on; “But in contemporary performance practice I think that there is a growing number of audience who want to have some sort of a sense of control in their viewing of performance work.”(24/04/09) ‘Performance of action’ may simply be taking this a little further, towards audiences having some ‘sense of control’ over their lives.

Not all companies will want to make performance in this way, but perhaps the more it occurs the more ideologies will open up towards what performance can actively achieve, the possibilities of how it may function and the reasons for accessing it. Through doing this, performance could open up to be a tool for creating a better and more sustainable future.

New Money

“The underlying structure of modern cultures fuels the pump of consumption. Unsustainability will not disappear and make room for sustainability to emerge until the beliefs and norms that drive industrialized economies are exchanged for new ones aligned with sustainability.” (Ehrenfeld 2008:2)
The ‘economic downturn’ and cuts in the Grants for Arts has meant that many artists and companies have had to tighten their belts. Perhaps they should all knuckle down and hope this will all pass quickly, meanwhile continuing in the same routines and struggles for funding. Lyn Gardner Theatre critic for The Guardian isn’t so sure, suggesting that the struggle could last a long time, which “means that in the coming years artists, companies and producers are going to have to be much more tenacious and entrepreneurial.” (7/04/09) The recent boost of the new hardship fund from the Arts Council (aptly, named ‘sustain’) to help out the arts during the recession speaks contrary to this, however there is cynicism about the benefits of this money to individuals, and concerns of political agendas with the grants predominantly being aimed at the larger arts organisations. We cannot be ungrateful of additional funds although some feel that a greater amount of the money was needed for the Grants for Arts “which supports the theatre ecology from the bottom up rather than the top down, funding work directly rather than supporting bureaucracies” (All Gardner The Guardian 25/04/2009)
This rise and fall of funding, along with debatable concepts of how it is spent means that artists are subject to the will of grants, and it is a struggle. Artists are funded within constant jeopardy of their money being cut not only from the government but from private organisations; “those who work to maintain links between commercial companies and arts institutions say they are now battling to maintain levels of investment.” (Gardner The Guardian 25/04/2009) Furthermore, the Arts Councils criterion for Grants for the Arts (quite fairly, aiming to distribute money equally) is not conducive for projects of investment which, as mentioned above are of great benefit to sustainability. “It’s very difficult to get funding for long term projects and repeat projects because funders look for new projects and initiatives.” Says the participant manager for The Clod Ensemble. (1/05/2009) Funding from the arts council has been supporting and pushing for excellent boundary-pushing art and I feel been successful in this, but how useful is radical art if companies aren’t also developing radical ways to manage this work? This is not a sustainable way to cultivate artists. To ensure that excellent art survives –thrives- past financial downturn artists must search for excellent (and entrepreneurial) management ideas. (05/07 Mission Models Money)
For this we need to think past current formulas and not be afraid of creating more dissident styles of theatre and ways of supporting them. “Can the problems of over-reliance on public subsidy and generating new audiences be solved by simply thinking outside the box?” (Gardner The Guardian 13/1/09)
One possible new source of funding for arts could be taking the ‘service’ directly to audiences, to find out, not what the government or corporations think the public need or want for the arts, but how individuals feel. This is certainly a risk, but from within the fickle grasp of ‘outside’ funding it would appear that in the long run, a more stable form of funding needs to be sought. And an emotional –more personal- relationship with your customer is far more sustainable than that with a faceless corporation or council that can whip away its hand of help at any moment.  Importantly, this is about taking art to the people to see if they themselves feel it is valuable within their lives (both monetary and emotional value), without the ‘middle-man’.
A prime example of a company who have begun to explore this is London Bubble Theatre Company who, after being refused for Arts Council Funding, have come up with a different idea to keep their theatre alive. The company offered audiences to buy a stake in their summer show. For twenty pounds, (ten for students!) the ‘Fanmade’ stakeholder could vote for the play they wanted to see, visit rehearsals, have a ticket to the show and the stakeholder’s party. Gardner Says: “this is the first time that I've come across somebody in the theatre combining investment and creative input. It strikes me as an interesting idea, and one that has only come about because London Bubble has had to think laterally after losing its revenue funding last year.” (7/04/09) Rather than collapsing from lack of funding, London Bubble has rethought its systems. This project shows that when funding is refused a company can look to the people it serves, and what it can do for them in exchange for support. This seems to me like a fitting and healthy way of making art. The success of this project shows artists dealing directly with their audiences, the investment this company has in its community has created a vested interest of the people in the work. We can see here that investment in a group of people pays, because they can feel valued and interested in what the company does next, and with this interest in place they have chosen to spend this £20 on a theatre ticket, instead of something else. (Annand 29/03/2009) The decision of these people that London Bubble’s work (that had previously been free) was ‘worth’ twenty pounds is very encouraging.
Holly Stratton says that this technique definitely works for some, but in certain situations there are pitfalls. It is of course true that many people could not afford £20 -for example the residents in Islington day care centre; whilst the relationship with the Clod Ensemble is strong enough for the participants to want the company to show them new and additional work, they also do not have the funds to pay them to do this, their money is needed for care and transport. Also the funding the Clod Ensemble receives for this project enables them to bring in high quality performers. (Stratton:1/5/09) This certainly raises further problems and questions such as does price equal quality? The answers are to be explored by artists and public, what is being called for here is an assessing by contemporary theatre makers into their options for more reliable and honest funding. It will vary from company to company, each will need to find their own way, but certainly an ingenious look on changing existing systems and ideology is not a waste of time. What this demands is that artists bypass traditional formulas and get imagining, what is their dream? 
“If perceptions and priorities were changed, then resources could be re-deployed.” (Fox 2002:130)
The level of worth placed on performance is not only achieved through how ‘good’ it is against how much is spent on it, but worth is also found in an individuals’ ideology of how theatre is valued in relation to other elements of one’s life. Currently media has convinced us that products are what we deserve, or that companies are doing something for us, but capitalism is one way, there is no reciprocity. The ideologies that capitalism upholds do not encourage valuing art highly within the monetary system; “Many corporations with established records in the arts fear being criticised by angry shareholders and puzzled customers…they don't want to be seen as frivolous," said Natalie Melton, of Arts and Business.”  (Gardner The Guardian 25/04/2009)
If imagination and creativity were cherished more and theatre was seen as a good investment, -not by the governments and corporations but by individuals- then I feel theatre would have more of a ‘market.’
Fox says that people in our (British, western) society have more knowledge than ever before, what they are lacking is imagination. (2002:255) This sense of lacking is sometimes very strong in people, strong enough make them quickly lap up any product claiming it will fill the void. What could be needed for sustainability is a shift in ideology. Our current society does not support wholeheartedly creativity or imagination because that does not make profit. Nor does philosophy or political and social questioning. What makes profit is distraction, insecurity and products that never fulfill our deeper needs. “The standard rational model of cognition and action leads to a model of humans as possessing a mysterious set of insatiable needs that individuals continually strive to satisfy by basing actions on a maximizing calculus programmed into a computer in our minds. Couple this to a neoclassical, capitalist political economy that must grow or die, and you have a formula for trouble.” (Ehrenfeld 2008: 1)
 People are sometimes prevented from using their imagination through the assertion by the media that other things can do this for them. And as artists, why would we want to promote imagination in individuals, we’d lose our living! But I would like to suggest that that is not true. If performance could promote the ideology that imagination and creativity are an important element in people’s lives then they would want to go more often to places that could fuel this. The anxiety that an economic downturn causes means people want comfort, and they are willing to spend for it (A friend who works in a brewery tells me that their sales are up higher than ever). What better time to promote a creative ‘service’ that can provide escape, community or therapy? 

“I think we can create an example so that people can come and find things here which are built on slightly different premises, where they don’t have to be competitive, where they can play freely, where they’re not being ripped off by huge profit margins, where they can share…and which is continually changing.”(Fox 08/04/09 web)
To this end performance could employ many subjects in this study, i.e. using skills so that performance is not just a buzz, a quick fix of creativity, but an experience that teaches and that lasts, stays with or changes a person or environment. Through creating performance that has positive lasting effects such as creativity theatre could ‘remarket’ itself. In this way perhaps people will seek out performance because they wish to spend their money on social, creative, skilful and spiritual development that is lasting. Along with this sense artists would not be some ‘special/weird’ group that are very apart from society, but more accessible and personal. And besides, if artists lose their jobs because all people became creative, questioning and imaginative well, I don’t think that would be a bad world at all. “Arts, culture and creativity play a central role in our contemporary lives. Consuming culture is no longer a pastime confined to an elite. Working creatively is no longer the preserve of artists” (in ‘Towards a healthy ecology of arts and culture Catalysing a more sustainable arts and cultural sector’05/2007)
 Sustaining a positive condition is about constantly listening to movements and adjusting actions accordingly, the world is constantly changing therefore new tactics will always be required. Likewise to encourage sustainability artists must continue to question the status quo of the ‘theatrical institution’ and life, altering accordingly. Part of the reason criteria of the Arts Council is not sustainable is that it is not close enough to the people to change fast enough. (Gardner The Gaurdian 13/4/09) But the performance companies are. 

“For me the single most important factor for… [positively effecting society] further would be the widening of audiences of art.  I’m not a policy maker so don’t know how this is best done – but if each individual arts company tries to do this then that would be beneficial.” (Fenemore 24/04/09)

Anna hits the mark here, and if individual company listens to its audience and the issues facing them and changes accordingly to create positive effect then perhaps policy-makers wouldn’t be needed. Now the ability to evolve is essential, can artists (or anyone else for that matter) afford to teeter on the edge of survival, whilst the few at the top uphold a state of (in) balance through measures of greed. Now is a time for the arts to take action using the innovative minds that artists possess coupled with their skills to actively effect change. Now is a time for a radical transformation into a more responsive, adaptive, sustainable mission-led performance community.
 
"Let it be no more said that the states encourage arts; for it is the arts that encourage states" - William Blake
(news.myhome.ie/newspaper/features/2008/0225/1203619381559.html)
-----------

I have explored methods under the above six titles in attempt offer some ideas of certain methods that performance could develop in order to take a more prominent role in the shifting of global ideals and actions towards sustainability. I have found, as I suspected that there is great potential in performance to be a more influential art form than it is currently. However I have also found that many of the above suggestions come with the task of overcoming existing ideologies about performance. 

In concluding this study I become concerned all of a sudden that perhaps I have lost track of what contemporary performance is. Am I becoming too political, too utilitarian and bland? Are my ideas for pushing a type of performance that is not beautiful, virtuous? But I don’t think so. There isn’t a definable something that contemporary performance should be. Furthermore I am not saying that performance cannot be beautiful, entertaining, or anything else but that there is more that it could be as part of our progress. It all depends on the individuals involved and what they want. I have purposefully not explored ways in which companies can take these methods further because that is for the creative spirit of the individual artists. Carrying out field research for this project has been a great source of joy because I have found out first hand that there are companies who are willing to use their imaginative talent to see past the immediate present, to be open to make change to create performance accordingly. 
“Theatre and theatre making is always necessary - human beings have done it for millennia and for each time we live in there is a reason for the theatre of that time.” (Annand 29/03/2009)
Through combining a passion for the future to always flourish with performance, I feel we can awaken the sense of responsibility for earth and each other that powers evolution from flawed systems. This may mean that traditions of contemporary performance are altered but also that from the troubles we face, new, imaginative and perhaps beautiful answers can be found. 

 
 
