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LIVE ART AND AUDIENCE WORKS

Since the 1980s, the term ‘live art,’ has been used 
to refer to acts of performance by artists, alone or 
in groups, as a work of art, in fields as diverse as 
visual art, experimental theatre and dance. Audi-
ence works are an immersive form of theatre where 
audiences are the co-performers of the work, either 
as participants engaged directly with actor-performers, 
or in their own right without such engagement, en-
abled by a situation or frame created by the artist. 
Performances framed in this way can take many forms, 
and utilize a diverse range of settings, props, technolo-
gies (increasingly mobile communication and locative 
tools) and rules for constraining and enabling action 
akin to games. Non-traditional performance spaces 
are most often used, from domestic interiors to in-
stitutional, commercial and retail spaces to various 
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This paper looks at active processes of place-making by focusing on the 
collaborative synergies between live art theatre, the city and the teach-
ing methodology of an architectural design studio. The audience work, 
en route, uses locative technologies, psycho-geographic techniques and 
urban choreography to create in participants a heightened awareness of 
presence and context, the here and now. PastCityFuture, an audience work 
incorporating an architectural design studio, is focused on overcoming the 
‘state of distraction’ in which architecture is experienced to produce in its 
audience an awareness of temporality, possibility and agency.

As design studio, PastCityFuture mirrors live art by re-thinking the condi-
tions of architectural production and its modes of reception in lived experi-
ence, via responsive engagement and site-responsive narratives projected 
up to 100 years into the future. The designer shifts from creating material 
space to engendering new kinds of experiential/associative connections 
with urban places via a state of reflective awareness. 
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kinds of public space. The emphasis in audience work 
is on the agency of the participants and the (inter-) 
subjective experience gained by being immersed in 
the performance itself. While this is an expanding field, 
this form of theatre is still regarded as something of 
a fringe practice, given its experimental and often hy-
brid nature. Its essential characteristic is to place the 
audience within the performance, to experience the 

risks as actors do, to become the subject of the dra-
maturgy rather than remaining observers of it beyond 
the safety of the ‘fourth wall.’ As such, the affective 
and embodied dimensions of performativity come to 
the fore within the subjective experience of audience 
members undergoing the dramatic potentials of the 
work as enacted by them, rather than being as re-
ceived and interpreted as representation. 

Figure 1. Collage of imagery from en route in Edinburgh, Chicago and Melbourne. Source: one 

step at a time like this. Image authors (from left to right): 1a: Sam Hawkins; 1b: Chuck Osgood; 

and 1c: Rudie Chapman. Used with permission.

Figure 2. Collage of photos taken as an audience member of en route in Melbourne. © Ian Woodcock. Used with permission.
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and members of ‘one step’ is focused on overcoming 
the ‘state of distraction’ in which architecture is ex-
perienced to produce in its audience an awareness of 
temporality, possibility and agency. PastCityFuture is 
an audience work that hybridizes live art theatre and 
architectural design teaching, incorporating en route 
as part of the teaching program. In some ways, the ar-
chitecture design studio mirrors live art by re-thinking 
the conditions of architectural production and its 
modes of reception in lived experience, via responsive 
engagement and site-responsive narratives projected 
up to 100 years into the future. The designers involved 
with PastCityFuture shift focus from the making of 
material space to making places through engender-
ing new kinds of experiential/associative connections 
with urban places via a state of reflective awareness. 

This paper describes some of the effects of en route 
as an instance of mobile technologies being used akin 
to what some have called a ‘sound walk’ or ‘guided 
tour’ form of live art that focuses primarily on existing 
context and present time (or on bringing localized ex-
periences from the historical past into the present) via 
a carefully composed audio track played via an MP3 
player along a structured walking route. 8 PastCityFu-
ture is then outlined to illustrate the way that mobile 
technology is intended to be used to create a future-
oriented temporality, as well as the way that en route 
functions within a design studio as a form of urban re-
search. However, essential to the reflexive understand-
ing of place embodied in the intent of en route and 
PastCityFuture is the concept of place-identity and its 
role in place-making, which will be elaborated first.

PLACE-IDENTITY AND PLACE-MAKING

The concept of place-identity is a central concern of 
this paper because of the links made between place-
making and performance in both en route and Past-
CityFuture. First delineated by Harold Proshansky, 9 
place-identity was conceived as a “sensitizing con-
struct, bringing to fruition earlier calls for an ‘ecologi-
cal conception of self and personality,” 10 described 
as a “pot-pourri of memories, conceptions, interpreta-
tions, ideas and related feelings about specific physical 
settings as well as types of settings.” 11 Place-identity 
was further theorised by Kalevi Korpela to have come 
into being reflexively through the early experiences 
of individuals in familiar environments such as home, 
school and neighbourhood, via attempts to regulate 
such environments and sustain a coherent sense of 
self and reveal that sense of self to others. 12 As such, 
place-identity has the hallmarks of the enabling con-
straints of performance as theorised by Erving Goff-
mann 13 and heavily drawn upon by Richard Schech-
ner in his elaborations of “Performance Theory,” 14 to 
whose insights and practice live art theatre owes a 
great deal. 

While interest in performative architecture arose 
about the same time as Schechner’s work, John An-
drews and Jennifer Taylor introduced the term specifi-
cally to refer to architecture as scenography for bodily 
motion, where buildings are shaped by and for particu-
lar uses. 15 Branko Kolarevic and Ali Malkawi added 
two further understandings of performative archi-
tecture: the performance of the building as a realized 

RELATIONAL ARCHITECTURE

In a parallel vein, the recent turn in architectural 
history and theory towards theories of relational-
ity, performativity, embodiment and affect has been 
accompanied by a shift in focus onto architectural 
discourses, and the design of spaces, that emphasise 
both doing things with space and what spaces do. The 
implications of movement and mobility are not here to 
be confused with the work of architects whose inter-
est is in ‘animate form,’ 1 ‘folded form’ 2 or buildings 
that move 3 where architecture is the choreographer 
and the agency of its occupants is rarely a central 
pre-occupation, or if present, a minor role in what the 
architecture affords. Instead, relational architecture 
is the domain of ‘immaterial architecture’ and ‘spatial 
agency,’ 4 where the concern is with the consequenc-
es of architecture and architectural thinking, rather 
than with buildings as its object, where architecture 
becomes many and the role of hermeneutics is fore-
grounded, and especially, where architecture’s depen-
dency on everything around it highlights its essential 
relationality. 5 In a sense, it is Calvino’s Invisible Cities 
on the one hand, Benjamin’s flaneur or De Certeau’s 
walker on the other. This approach is relational and 
focused on the experience of users, their interpretive 
interventions, the making of associations that open up 
what architecture can be beyond the material, defined, 
designed object. 

Architecture considered relationally gestures toward 
the range of possibilities for new kinds of imaginative 
place experience that mobile locative technologies 
can open up, with reciprocal relations back into (and 

away from) the material and immaterial at the same 
time. Key here is the notion of place which is, as 
always, about the relations between the immaterial 
and material, rather than an essentialised opposition 
between them. Both en route and PastCityFuture are 
understood in this paper to be forms of place-making 
in the sense that place is a relational construct. Both 
works are conceived as forms of relational art, which 
for Bourriaud is “a set of artistic practices which take 
as their theoretical and practical point of departure 
the whole of human relations and their social context, 
rather than an independent and private space” 6 or for 
that matter, take as their point of departure a purely 
material object as the focus for an architectural design. 
This firmly situates this approach to aesthetics within 
the new paradigm conceived of by Böhme under the 
rubric of ‘atmosphere,’ 7 which understands aesthet-
ics as an assemblage in a similar manner. Furthermore, 
these two works of live art – en route and PastCityFu-
ture – illustrate two approaches to place-making that 
engender very different temporalities which also bring 
time into relations of place.

‘EN ROUTE’ AND ‘PASTCITYFUTURE’

En route, conceived and developed by Melbourne-
based ensemble ‘one step at a time like this’ and 
performed to acclaim around Australia and interna-
tionally, uses locative technologies, psycho-geographic 
techniques and urban choreography to create in 
participants a heightened awareness of presence 
and context, the here and now. PastCityFuture, under 
development as a collaboration between the author 

Figure 3.  Collage of PastCityFuture studio work. © Image authors (from left to right): 3a: David Young; 3b: Alix Smith 

(‘Scavengitecture’) 2, 3c: Andrew Morris; 3d: Claire Miller (‘Peony Garden’); 3e: Chin Siong Ong (‘The Juice Architect’); 3f: Finn 

Warnock. Used with permission.

Figure 4.  Panorama of Melbourne laneway with audience participant doing en route in Melbourne. © Ian Woodcock. Used 

with permission.
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design in itself, and the performance of the building in 
terms of the effect it has on its occupants and more 
broadly, the culture of which it is a part. 16 The work 
of Jonathan Hill takes the notion of performance and 
architecture into different territory, emphasizing the 
immaterial aspects of spatiality and place experience 
as a form of agency on the part of users and their 
interpretations, and the webs of associations that are 
constructed by them through occupation and inhabi-
tation. 17 Other recent interest in performativity and 
architecture has developed the work of philosopher 
Judith Butler to analyze discourse about performa-
tivity in architectural criticism and to propose that a 
synthesis of performance and performativity affords 
agency in both space and time. 18 In this context this 
paper seeks to present a view from a place between 
these takes on architecture, performance and perfor-
mativity, one that responds in part to the call from the 
field of geographical studies for new methods in spa-
tial research that attempt to go beyond the traditions 
of archive, fieldwork, and interview and to rework 
academic practices themselves as performative. 19 
Very much in this vein, mobilities research calls for 
such performativity, with an emphasis on novel mobile 
methods, suggesting reconfigurations of the relations 
between observer and observed. 20
Nonetheless, it is worth taking a step back into an 
older theoretical context for a moment, and to place 
the problematic of these particular audience works in 
question, within the experience of architecture prob-
lematised by Walter Benjamin as related to issues of 
mode of attention and habit: 

Architecture has always represented the prototype 
of a work of art the reception of which is consum-
mated by a collectivity in a state of distraction. 
The laws of its reception are most instructive […] 
Buildings are appropriated in a twofold manner: 
by use and by perception – or rather, by touch and 
sight. Such appropriation cannot be understood in 
terms of the attentive concentration of a tourist 
before a famous building. Tactile appropriation is 
accomplished not so much by attention as by habit. 
As regards architecture, habit determines to a 
large extent even optical reception. The latter, too, 
occurs much less through rapt attention than by 
noticing the object in incidental fashion. 21

Even earlier, Georg Simmel noted the ‘blasé’ mentality 
that was a product of urban living, a specifically urban 
form of place-identity that comprised a protective, de-
sensitized shield against social encounter or engage-
ment with spatial differentiation beyond the utilitarian 
and instrumental. 22 To shift back to the current 
period, the potential for distraction of attention from 
architectural appreciation, or in this case, a sense of 
place and identity, has been additionally problematised 
by an ever-increasing presence of information and 
communications technology immersion in all aspects 
of everyday life. Architecture and urban design are 
now potentially everywhere, whether virtual or actual, 
with a multiplicity of soundtracks of our own and oth-
ers’ making to choreograph their reception. The world 
has become captured by the ‘security-entertainment 
complex,’ 23 where phenomenological encounter 
of all kinds has become a form of constant enter-
tainment and distraction, a world where traditional 
methods of social research find it increasingly hard to 
provide critical insight. Against this, Nigel Thrift posits 
experimental art practices as having the potential for 
the socio-spatial sciences to develop new modes of 
research practice. 24 We now return to en route and 
PastCityFuture as two cases that bring these theoreti-
cal concerns into practice.

‘EN ROUTE’

Billed as a “love song to your city,” 25 the dramatur-
gical problem posed by en route is two-fold: firstly, 
to generate a performance without actors, lights or 
stage, and secondly, how to move audiences through 
a city to find a widow seat in a café in a heightened 
contemplative state. Thus, en route takes its par-
ticipants on a city-walk that is tailored to the city in 
which it is performed. Audiences are given an MP3 
player with a soundtrack and intermittently receive 
(and send) SMS messages that together choreograph 
their movements and frame a series of activities to be 
undertaken along the way, thus incorporating psycho-
geographic elements akin to a treasure hunt, urban 
orienteering, participatory theatre and role-playing. 
The transformational intent of en route is manifest 
in its construction of a frame for seeing the city and 
its inhabitants in new ways. Somewhat ironically, the 
primary device used to achieve this re-framing is 

the iPod, the almost ubiquitous mp3 player through 
whose headphones most users enforce their own dis-
traction from, and blasé passage through urban space. 
The soundtrack is a mixture of local music, snatches of 
dialogue, philosophy and poetry related to the place, 
or to types of place experience engendered during 
the route in various ways. Activities to be engaged 
in by the audience are inspired by the affordances of 
the environments encountered along the route - sit-
ting on buildings, writing on walls, listening to sounds 
from shops, entering via back doors, finding a way to 
dispose of a $2 coin they are provided with, following 
clues chalked on the ground and in hand-drawn maps, 
and at one point, by running through a crowded city 
street holding hands with a stranger. Analysis of exit 
interviews with audiences show a remarkable consis-
tency of experience – a sense of aliveness, heightened 
awareness and presence, and a reflexive sensitivity 
towards the way their place experience is related to 
their own agency, as much a product of their own 
associations as the people they observe and the envi-
ronments they occupy. 26 This kind of experience of 
heightened sensitivity accords with those document-

ed to have been experienced by participants in sound-
walks more generally. 27 Originally conceived and 
performed in Melbourne, Australia in 2009, en route 
has since proved to be adaptable and site-responsive, 
having been performed in various cities in Australia, as 
well as Edinburgh (Scotland), Chicago (USA), Seoul 
(South Korea) and in Stratford East (England), as part 
of the cultural programme of the London 2012 Olym-
pics.

‘PASTCITYFUTURE’

The question posed by PastCityFuture is: “What if 
plaques on buildings indicated not what had been 
there in the past, but what will be there in the future?” 
PastCityFuture is an audience work currently being 
developed by the author and ‘one step’ members 
using a series of small sites in Melbourne’s city cen-
tre. It incorporates architectural design proposals 
by masters students at the University of Melbourne 
linked to narrative input from communities of interest 
in the city. Partly conceived as walking tour, sites are 

Figure 5. Collage of photos taken as an audience member of en route in Melbourne. Image © Ian Woodcock. Used with permission.

Figure 6. PastCityFuture on location: left (6a): a site as existing; right (6b): site overlaid with design image for future scenario 

on hand-held device. Design image in 6b by David Young. Photograph by David Young (left) and Ian Woodcock (right). © David 

Young. © Ian Woodcock. Used with permission.
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augmented via images and information on a hand-
held device showing social and physical changes since 
European settlement and into the future through a 
series of time-points, responding to specific narratives 
of projected scenarios developed around peak oil, cli-
mate change, demographic shifts, social disintegration 
and so on. 

By assembling relations that loosely mimic develop-
ment processes and variously inviting participation, 
the architecture students participate in audience 
work about place, inhabitants engage as potential 
clients, politicians and prominent development play-
ers engage in future scenarios. Thus, PastCityFuture 
engenders conversations at every step that work with 
and articulate agency, relationality and temporality in 
urban design. Where audience works are immersive 
theatre operating within an artist-created frame, situa-
tion or game, urban design can be conceived of as the 
shaping of the urban public realm, operating at the in-
tersection between architecture, landscape and plan-
ning, constrained and enabled by technology, finance 
and politics. Both audience works and urban design 
require frames, both require participation, and Past-
CityFuture incorporates mobile locative technologies 
in innovative ways to achieve a hybridisation between 
them that blurs the boundary between development 
politics and theatre.

The primary elements of PastCityFuture are: The 
Scenario, The Stakeholders, Architectural Design 
Research, The Presentation (the audience work), The 
Public Forum and The Installation. Participation and 
public engagement is threaded throughout these 
elements, as relations between them are variously as-
sembled to bring the work into being. The Scenario 
is a generalised, but broadly place-based narrative 
about broader social and environmental changes 
that could occur over the next 100 years taking into 
account issues such as climate change, peak oil and 
their concomitant political, social and demographic 
ramifications. The Stakeholders are politicians, plan-
ners, developers and building proprietors or users 
who in some way have an interest in an aspect of The 
Scenario as it is made to play out at a range of scales 
via the work of architectural students engaged in the 
development of the project. Master of Architecture 
students working on PastCityFuture undertake en 
route to both sensitise themselves to the city and 
select sites to work with. Once sites are selected, their 
history since European settlement is researched and 
documented, with particular note made of changes in 
use, built form and ownership linked to the historical 
conditions at the time. The designers engage owners 
and users of the sites in imagining possible futures for 
them, while conversations with other stakeholders 
provide input to frame possible regulatory or develop-
ment responses to The Scenario. Each site acquires 

its own specific narrative, a story of its next 100 years 
told through a series of time-points as a history of the 
past from the future. The designers then develop archi-
tectural designs for their sites to illustrate the narrative, 
taking into account issues such as resource scarcity, 
societal re-organisation, the dreams and hopes, failures 
and nightmares of their owners and occupants, the 
impacts of legislation and the vicissitudes of develop-
ment processes. The Presentation is an audience work, 
a walk that takes participants on a tour of the sites and 
presents the narratives and their architectural rendi-
tions of their future. Associated with The Presentation 
is The Public Forum, a coming together of participants 
to discuss the scenarios, the imagery and their experi-
ences with PastCityFuture. As a kind of legacy, each site 
acquires a plaque that states what will happen there in 
future: The Installation, which incorporates access to 
the virtual memory of the site’s future for those pos-
sessing the requisite mobile locative technology.

HERE, THERE, NOW AND WHEN

Both en route and PastCityFuture are conceived as 
audience-based live art. They are also place-making 
projects that utilise mobile locative technologies to 
engender the assembly of relations of place in terms of 
both space and time. en route is focused on engender-
ing relations of place in the here and now, of ‘presenc-
ing’ existing place-identity and for many participants, 
foregrounding a reflexive self-awareness of personal 
constructions of place and newly heightened sensitivity 
to place.

By contrast, PastCityFuture is a place-making project 
that is structured to engender new kinds of experien-
tial/associative connections with urban places in par-
ticipants, and to stimulate their imaginations temporally. 

PastCityFuture aims to produce a ‘future-designer’ 
sensibility, encouraging participants to look at places 
through the lens of change, with a sense of possibil-
ity and question: what was this place, what could it 
be, where is it going, what could happen here in the 
future? PastCityFuture is designed to produce in its 
audience an awareness - through architecture and 
imagination - of temporality, possibility and agency.

The imaginative engagement of participants may stim-
ulate them to begin to view other (and all) buildings 
and sites from a similar future-orientated perspec-
tive, and to reflect upon their own desires, hopes and 
disappointments in response to current and future 
urban climates. Such immersion and reflection has the 
capacity to empower participants to see themselves 
and their imaginations as potentially active agents in 
the conversation regarding urban renewal, design and 
possible futures. 

From the advent of Modernism onwards, architects 
and theorists have tended to deal with temporality in 
architecture through the paradigm of architecture as 
an engine of social change, rather than seeing archi-
tecture as embedded in wider assemblages of social, 
economic and environmental relations; architecture as 
a force capable of creating utopia rather than the site 
and expression of possible dystopian futures. PastCi-
tyFuture intervenes in these more classical attitudes 
towards buildings and places as having both a kind of 
permanence and an agency in social salvation in two 
main ways. Firstly on a pedagogical level, by teaching 
students how much or how little buildings may have 
changed historically, while accommodating a variety 
of uses that at the time of construction were often 
totally unimagined. This has the effect of confounding 
and complicating the still-assumed a priori ideal within 
architectural education and ideology that form must 

Figure 8.  PastCityFuture studio work for a small shopfront site with frontages on a main street and a laneway in central 

Melbourne. Collage of time-point imagery showing change over 100-year future narrative. © David Young. Used with permission.

Figure 7. PastCityFuture studio work for a small warehouse site on a laneway in central Melbourne. Collage of time-point 

imagery showing change over 100-year future narrative and development of ‘scavengitecture’ tower. © Alix Smith. Used with 

permission.
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follow function. Secondly, PastCityFuture works with 
the notion that the fate of architecture is dependent 
on social, political, cultural, economic and environ-
mental relations, and thus presents design outcomes 
whose approach assembles architecture in response 
to such relations rather than inspired designer visions 
imposed upon a passive population.

This approach to architecture allows students and par-
ticipants in PastCityFuture to pose the question: what 
is the relation between building as monument versus 
evolving urban space as an ever-changing set of rela-
tions and processes? Accordingly, PastCityFuture 
presents the results of an iterative assemblage design 
process to engage audience participants in narratives 
that tell the future stories of the sites they visit as the 
result of a constantly changing intersection of diverse 
forces, inevitably beyond the control of architectural 
vision.

In engaging with both the education of architects and 
the experience of urban audiences, PastCityFuture 
contributes towards new forms of dwelling in the 
present by changing perspectives towards the cre-
ation of the spaces we occupy, our mode of occupa-
tion and the relations that we enter into with them 
and each other through them. Arguably, en route and 
PastCityFuture can thus enable more attuned and 
skilful relations with place. However, the kinds of ar-
chitecture produced through PastCityFuture do not 
necessarily lie within the imagery produced within the 
project so much as the altered relations and imaginar-
ies that result from engagement with it. Unlike most 
architectural production, PastCityFuture does not at-
tempt to present a utopic panacea or a remedy for so-
cial failings, but attempts to illustrate the consequenc-
es of possible states of affairs drawn from currently 
imaginable scenarios. However, in contrast to totalis-
ing future scenarios of entire cities and landscapes 

presented from the air, into which it is hard to place 
oneself, PastCityFuture occurs on a site by site basis 
allowing individuals to intimately engage and imagine 
themselves within each one. The role of architects in 
this process is thus one of intense engagement with a 
much wider realm of possibility but on a much more 
intimate scale, to acknowledge the role they play in 
creating the space of distraction in which their work is 
received. ■

Figure 9. PastCityFuture studio work illustrating time points for a series of small buildings owned by a single family dynasty on a 

major city center street intersection. © Finn Warnock. Used with permission.

Figure 10. PastCityFuture studio work image for future 

scenario showing Melbourne city centre laneway water 

transport. © Andrew Morris. Used with permission.
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