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Interactivity has been one of the fascinating mediums to be combined with a va-
riety of forms of art, and interactive performance is one of the merged forms in 
the field of contemporary art. Once an audience becomes a co-creator of the 
performance, interaction produces different effects on each component: perfor-
mance, artist and audience. The objective of this thesis was to analyze how in-
teractive performance and audience affect each other in various aspects. Along 
with the written part of the thesis, an installation and interactive performance titled 
Colorful was developed from the theoretical basis. 
 
The data for this thesis were collected from publications, articles, and web 
sources. The main research was implemented through a survey of the audience 
who participated in Colorful and the author’s previous performances, and inter-
views with the performance artists: Christian Falsnaes and Roi Vaara. Artworks 
by Marina Abramovic, Christian Faslanes, and Roi Vaara were mostly analyzed. 
 
The findings of the thesis clarify the effects of interactive performance on partici-
pating and observing spectators as well as the effects of involvement of the au-
dience on performative artwork and the artist. They indicate the significance of 
interactivity and its utilization methods in a performative form of art. The findings 
can be used in the development of upcoming interactive performances and vari-
ous combinations of art employing interactivity. 
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1 INTRODUCTION 

 

 

Interactivity is an emerging medium employed in numerous fields as well as con-

temporary art. Artists are eager to strongly impact viewers and interact with audi-

ences from various perspectives via artwork. Interactivity is an engaging medium 

which connects the viewers, artist, and the concept of artwork in intimate relation. 

 

In this written part of my thesis, I focus on performative interaction and investigate 

a variety of effects of interaction on both sides: performance artwork and audi-

ence. The objective of this thesis is to define a relation between performance 

work and spectator. Once the audience becomes a co-creator of the performance 

with the artist, interactivity generates improvisation and a connection between 

performance and audience, along with effects on both sides. Audience and artists 

are affected emotionally and mentally in a phenomenon generated by audience 

participation during a performance. In terms of bystanders in the audience, they 

are also affected by observing others interacting during a performance through a 

third-person perspective. Additionally, the value of a performance is possibly in-

fluenced by unexpected incidents based on improvisation. I am looking to find the 

pros and cons of the effects of interactivity on audience and performance in di-

verse aspects. 

 

The involvement of the audience gives an artwork form and meaning while break-

ing boundaries between life and art in the process (Priveekollektie 2020). In order 

to broaden the width of interpreted meanings in different types of art, I explore 

ways of merging forms with interactivity, and the importance of interactivity in the 

field of contemporary art. Thereby, this thesis is informative for anyone in any 

field that is interested in combining interaction with other elements so as to lead 

it to a new perspective. 

 

At the end of the thesis, I present the interactive performance and installation 

titled Colorful, which was developed from a theoretical basis for the final exhibi-

tion. I came up with the concept of Colorful from my intimate trauma and the 

artwork was formulated in the shape of an interactive performance and installa-

tion. The performance of Colorful was conducted once for the documentation part 
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of installation, and is also scheduled to be conducted on the opening day of final 

exhibition in autumn. 

 

Central sources for this thesis were collected from interviews with performance 

artists, empirical performances, and audience answers gathered by question-

naire. Two interviews were implemented with Christian Falsnaes and Roi Vaara. 

The opinions from the audience’s side were anonymously collected from specta-

tors who were present during the performances: Worry at Galleria Rajatila in 

Tampere, Finland in 2019, The Place Where We Are Heading To (우리가 향하는 

그 곳) at Finlayson Art Area in Tampere, Finland in 2020 and Colorful at Galleria 

Rajatila in Tampere, Finland in 2021. The rest of the sources for this thesis was 

collected from publications, articles, books, and web sources. 
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2 INTERACTIVITY IN ART 

 

 

What is interactivity? Interactivity means some kind of reaction between art and 

viewers (Ars Electronica 2016). It is a tool that increases engagement with an 

audience by allowing them to take a part in it. Interactivity is also a method that 

can be merged with a variety of elements in order to invite the audience and 

produce a stronger impact on them. When this interactivity comes to art another 

genre of art is made, which is called interactive art. Interactive art means that the 

audience takes a part in the artwork. Once an audience interacts with an artwork, 

they become a co-creator of the artwork. Interactive art includes audience partic-

ipation alongside the expression of the artist’s inner creativity. As a result, artwork 

responds to the viewers and meaning is formed in collaboration between the artist 

and the observers. (Priveekollektie 2020.) 

 

 

PICTURE 1. Scott Snibbe, Boundary Functions, 1998 (Scott Snibbe 2021) 

 

Boundary Functions by Scott Snibbe is a representative artwork in interactive art. 

Boundary Functions is an interactive installation made in 1998 and an audience 

is a required component. In this installation, there is a stage on the floor and a 

projector and camera installed on the ceiling. When two persons step onto the 
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stage, one line projected from overhead bisects them on the stage. The more 

people that come onto the stage, the more lines are projected to divide them. The 

lines dynamically move as the people move on the stage (PICTURE 1). The in-

stallation does not work with one person, which means it requires an interactive 

relationship with someone else. Without audience participation, Boundary Func-

tions artwork cannot complete itself and the true image of the artwork cannot be 

seen. (Scott Snibbe 2021.) 

 

 

Figure 1. Components of an artwork system (Ahmed 2018) 

 

Interactive artwork consists of the essential components: artwork, artist, audi-

ence, and environment and several relationships are created between different 

components (Figure 1). In the context of traditional art, the artist is not regarded 

as part of artwork system. However, artist and audience play fundamental roles 

in interactive art in this contemporary context. Depending on the form of interac-

tive art, the artist and audience could be integral or peripheral elements in terms 

of an interactive artwork system. If the artist is regarded as part of the artwork, 

interesting relationships between artist and audience appear through the interac-

tive artwork as artwork-artist-audience or direct interaction between artist and au-

dience. According to how an artwork registers an audience’s reaction, the artist 

gets direct interaction with the audience along with feedback from the audience 

via a co-creative process. (Ahmed 2018; Edmonds et al 2004.) 

 

The relationship between each component creates varied meanings and they are 

located differently, depending on the form of interactive art. Interactive art is re-

lated to relational aesthetics; the interactive piece is deeply influenced by human 

relations and their social context (TATE 2021). Hence, it leads the artwork to be 

Artwork

Artist Environment

AudienceAudience

https://www.tate.org.uk/learn/online-resources/glossary/r/relational-aesthetics
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located in the infinite possibility of diversified interpretations once an audience is 

involved directly in the artwork. 

 

 

2.1 Forms of interactive art 

 

Since interactivity is perceived as an absorbing method to make artwork more 

unique, it has been combined with diverse forms of contemporary art. Repre-

sentative examples of interactive art are interactive installation, architecture, film, 

and performance. (Dixon 2007, 2-5.) In a broad range of interactive art, interactive 

dance, music, and drama are included (Dannenberg & Bates 2004). Each of the 

forms consists of different elements and interactive systems. Nevertheless, inter-

action still brings great advantages to many aspects in all interactive forms. Inter-

activity is an arising medium. New types of interactive art are constantly created 

by integrating interplay with any category within the arts. the arts.  

 

 

2.2 Importance of interactivity in field of contemporary art 

 

Then, how does interactive art create meaning and why is interactivity important 

in contemporary art? Interactivity invites the audience to play a part in the socially-

engaged project. It is open for the audience to make the improvisational decisions 

in the artwork within the artist’s range of anticipation, and the meaning is formu-

lated among varied interpretations through improvisational decisions made by the 

audience. Eventually, this feature creates and results in numerous perspectives 

within the artwork. 

 

Moreover, spontaneous engagement does not only make the audience interact 

with the artwork and artist, but also each other through unanticipated phenom-

ena. It can bring diversity into an image and explanation of the artwork. According 

to all these potential consequences, interactivity is a significant method that can 

help the audience to understand the concept of artwork and expands the depth 

of interpreted meanings (Widewalls 2016; Digicult 2008). 
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3 INTERACTIVE PERFORMANCE 

 

 

Interactive performance is one of the types of interactive art and interactivity that 

is most deeply associated with performance art (Dixon 2007, 4-5). Interactive 

performance is defined as any experience in which members of the public be-

come co-creators of a performative experience (Interactive Playlab 2012). The 

audience becomes part of the performance with the artist and it shapes the per-

formance into an unpredictable result. An audience is a required and important 

element for interactive performance and the artwork would be incomplete without 

viewers joining in. As unanticipated occurrences are generated through the inter-

vention of the spectator, the meaning of the performance relies on the participa-

tion of the audience. 

 

 

PICTURE 2. Marina Abramovic, The Artist Is Present, 2010 (Artnet news 2017) 

 

Marina Abramovic is one of the most well-known performance artists and her 

artwork, The Artist Is Present, requires the involvement of the audience as the 

main component. This performance was very simply presented; Marina 

Abramovic sat silently on a chair and met the gaze of each one of the participants 

who sat opposite (PICTURE 2). The Artist Is Present lasted for 7 hours, 6 days a 

week, and the interaction of the audience completed The Artist Is Present. This 
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performance explored the relationship between artist and audience, and it be-

came emotional at the end. Marina Abramovic said; “Nobody could imagine that 

anybody would take time to sit and just engage in mutual gaze with me”. (MoMa 

Learning 2010.) The audience was emotionally impressed and some of them 

even shed tears during the performance. Interactive performance can be very 

therapeutic and compassionate with potential power. It presents a connection 

between anyone who is sharing the moment with the artist and it comforts the 

viewers. 

 

There are diverse performance artists who are known for their interactive perfor-

mances. Depending on the artwork, the explanations of the works are formed 

through different processes. Some artists manifest the instructions for the audi-

ence, so that they can follow the artist and conduct the performance within fore-

seen parameters. Additionally, some of them improvise the performance along 

with unplanned situations or incidents created by the audience. In this chapter, 

interactive performances by Roi Vaara and Christian Falsnaes are analyzed and 

statements are described based on interviews implemented with the artists them-

selves. 

 

 

3.1 Roi Vaara 

 

Roi Vaara is well-known as a pioneer of Finnish performance art as well as a 

globally acclaimed performance artist. Roi Vaara has performed over 500 perfor-

mances throughout 50 countries since 1979 and he has been actively spreading 

his ideas; he has also been a part of Black Market International since 1988. (Av-

Arkki 2021.) His objective is to directly convey a message that viewers have never 

seen, felt, or experienced, through his performance works. Roi Vaara has gone 

through various emotions in his previous experiences. When the audience en-

counters his performances, he wants the audience to get surprised by a fresh 

sentiment which they have never seen or experienced before. 

 

Wet Paint Handshakes is one of Roi Vaara’s interactive performances. In this 

performance, he is well-dressed in a black tuxedo and his right hand is covered 

in white paint. Standing in a venue of a gallery or festival, he offers a handshake 
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to anyone who enters in (PICTURE 3). By offering the wet painted handshake, it 

makes the audience hesitate whether they should shake hands with his wet 

painted hand. After handshaking, Roi Vaara wipes his hand off on his black suit 

and dips it into the bucket of white paint. He repeats this over again until the end 

of the performance, whereas his black tuxedo gradually gets into a mess of white 

paint. (Live Art Danmark 2015.) 

 

 

PICTURE 3. Roi Vaara - One Night Stand 2, Wet Paint Handshakes, 2010 (Artsy 

2021) 

 

Wet Paint Handshakes was originally developed from a performance of offering 

a golden handshake. Roi Vaara had the first performance of golden handshakes 

at Kiasma in Helsinki, Finland. He came up with the idea of Wet Paint Hand-

shakes from the second performance of golden handshakes in Quebec. Roi 

Vaara was standing in the middle of a street with a hand covered with gold and 

leaves; however, viewers were overly suspicious and no one boldly attempted to 

shake his hand. The idea of Wet Paint Handshakes came from the basis that he 

wanted to approach the audience in a more direct method. His way of approach-

ing the audience in Wet Paint Handshakes demonstrates an intriguing situation 

for the audience; they are at a crossroads of deciding whether to interact with 

him. 
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Improvisational engagement by viewers produces the aesthetic of Wet Paint 

Handshakes and makes it more absorbing to bystanders. “I make the situation 

and then it’s opened for everybody to take it as they want. It is part of the work. 

That makes the situation also intriguing for the others who happened to be there”. 

If someone interferes in the middle of his performance as an unplanned case it 

influences the performance, grips the attention of others and causes bystanders 

to become more curious. Unexpected interruptions can turn into positive effects 

in his performances. 

 

An interplay is naturally generated when the audience engages or interrupts, and 

it seems to be a necessary element in Wet Paint Handshakes. Nonetheless, Roi 

Vaara is more concerned with the value of sharing present moments with the 

audience than having a physical interplay. He differently interprets interactivity 

and embraces it as part of his performances. Roi Vaara does not see interactivity 

as a separate component. The whole situation is interaction and it is already part 

of his performances. “Whatever happens, it is part of a work”. It is not only the 

physical reactions either; every emotional reaction from viewers is addressed as 

an interplay by Roi Vaara. 

 

The way he embraces interactivity could be considered as a passive approach. 

Roi Vaara definitely opens and gives more opportunities for a random audience 

to influence the performance through interruption. But it also allows for the pos-

sibility of the fundamental objective and message of the performance to become 

distorted; this possibility of misunderstanding through distortion can make it chal-

lenging for onlookers to understand the concept of artwork. 

 

The way he receives and interprets his performances is straightforward. Even if 

the audience does not take part in his interactive performances, the artwork is 

still regarded as a completed piece. Roi Vaara perceives the concept of coexist-

ing in the present moments with the audience as a central element while perform-

ing. Interactivity is a factor that is already employed in his performances and it is 

one of the most significant elements that make his performances meaningful for 

anyone sharing the same moment alongside Roi Vaara. 
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3.2 Christian Falsnaes  

 

Christian Falsnaes is a Danish artist, currently working and living in Berlin. He is 

known for involving an audience as co-creator in his performances. Christian 

Falsnaes explores the relationship between submission and control with power. 

His interactive performances deal with intricate and invisible structures such as 

group dynamics, social mechanism and hierarchy (TodaysArt 2016). 

 

Opening is an interactive performance in collaboration with an unprepared audi-

ence. The Opening performance starts with recording a music video with an au-

dience. Christian Falsnaes gives the audience orders to move their bodies, pose 

and gives directions where to go while he is dancing and singing a song. After 

recording the music video, everyone moves to a prearranged space for the next 

performance. Christian Falsnaes gives a speech and answers questions col-

lected from the audience. Whilst Christian Falsnaes is speaking, the audience 

cuts his clothes into pieces with scissors one by one and staple them onto the 

stretcher bars on the wall (PICTURE 4, PICTURE 5). The conversation with the 

audience lasts until Christian Falsnaes is completely undressed without any piece 

of clothing left on his body. (Christian Falsnaes Opening 2015.) 

 

 

PICTURE 4. Christian Falsnaes, Opening, 2013 (Christian Falsnaes 2021) 
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PICTURE 5. Christian Falsnaes, Opening, cut up clothes on stretcher bars, 2013 

/ 2015 (Christian Falsnaes 2021) 

 

The Opening performance was made without informing the audience of anything 

in advance. The audience receives instructions when the performance starts and 

the performance proceeds. Christian Falsnaes tries to think of every possible re-

action from the audience with prepared scripts and he addresses the audience 

with commands in order to carry out the specific situation. “It’s much more about 

having this set up of situations and overall strategy of how I am going to address 

them and then trying to bring them to those situations”. On the basis of premedi-

tated processes, each person in the audience follows his orders and this forms a 

group dynamic as well as an invisible hierarchy of authority between submission 

and control. 

 

Christian Falsnaes’s performances are inspired by the theme of submission and 

control and it leads to an intriguing depiction of social phenomena. Within the 

hierarchy of the art world, he is an artist with the power to control a group of 

people. To make the audience to follow his commands, he has to convince them 

utilizing the authority of his position. The group dynamics in his performances turn 

out to be the interesting consequences and experiences of social dynamics; they 

are the message he conveys through the performances. By participating in the 

performance, viewers experience social dynamics within a specific ritual routine. 
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Christian Falsnaes leads the viewers to explore the group dynamic via interaction 

with him and themselves. 

 

To interact his performances, the audience should be controlled to behave by the 

authority of Christian Falsnaes under his predetermined routine. This implies that 

freedom of expression is restricted for the audience and represents a submission. 

The choreography occurs through his anticipation and this could lead the artwork 

to be considered less diverse if they are viewed under the assumption that they 

are to be regarded as improvisational art. Christian Falsnaes’s performances are 

difficult to receive as spontaneous artworks. Nevertheless, that is the message 

he wants to convey and presents the submission, control, and authority within an 

art world hierarchy. 

 

For Christian Falsnaes’s performances, interactivity is regarded as one of the 

most central components in helping to convey the message of social dynamics. 

Alongside interactivity with the audience, it creates the situation and social mech-

anisms visually emerge. “The way I have been working for the past, 7 to 8 years, 

I would say that the participation is absolutely necessary and a lot of my works 

don’t even exist without the participation of the audience”. Depending on the art-

works, the importance of interactivity and participation of audience vary. How-

ever, the essential aspect of interactivity in his performances is still the same. 

Interactivity is the fundamental substance because the audience is the main per-

former in Christian Falsnaes’s performances. The audience can be even inter-

preted as the interactivity itself. Christian Falsnaes employs interplay to the per-

formances so as to create the specific situations and invite the audience into 

them. Through interplay, he wants the audience to create a gesture in their own 

way and the situation itself is effectively delivered as the message. 
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4 THE CORRELATION BETWEEN INTERACTIVE PERFORMANCE AND 

AUDIENCE 

 

 

When viewers become a part of a performance as the main performer, interesting 

phenomena emerge; physical and mental effects start working on the artist and 

audience. How then does interactive performance affect the audience? Does it 

influence only the people who directly participate in a performance? Also, how 

does the involvement of the audience influence the performative artwork and art-

ist? What are the effects of interactivity on each element of a performative art-

work: the performance, artist, and audience? 

 

In this chapter, the correlation between interactive performance and audience is 

defined. Additionally, the effects of interactivity on not only the performance art-

work, artist, and audience, but also the non-participating observing audience as 

well. When the audience collaborates with the artist, interaction is generated and 

the interactive performance and audience influence each other in various ways. 

To specify the precise consequences of performative interactivity on both sides, 

ethnographic research has been implemented such as surveys and interviews 

with audiences and artists. The research mainly centers on interaction in per-

formative artworks rather than other forms of contemporary art. 

 

 

4.1 Audience 

 

In performative artworks, the audience can be divided into two main groups: peo-

ple who physically interact with the artist and conversely, people who only spec-

tate without direct interaction. In order to analytically approach the effects of in-

teractive performance on the audience, separate surveys were prepared and im-

plemented for two different groups: the Participants group and the Observers 

group. The survey form for the Participants group was for the audience who has 

interacted with the artist and the form for the Observers group was for the by-

standers who did not interact with the artist during the performance. The surveyed 

audiences were part of my previous performances and degree show perfor-

mance: Worry in 2019, The Place Where We Are Heading To (우리가 향하는 그 
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곳) in 2020, and Colorful in 2021.  Due to the pandemic restrictions, I was unable 

to conduct more Colorful performances to collect more recent survey data from 

audiences. Hence, to acquire a sufficient amount of opinions, I decided to collect 

the research from the audiences who had participated in previous performances. 

 

 

PICTURE 6. Soyoung Chung, Worry, performance at Galleria Rajatila, 2019 

 

The Worry performance was conducted at Galleria Rajatila in 2019. I was blind-

folded and standing still in the middle of the gallery space. There was a set of 

instructions, a pen, and floating balloons next to me. The audience wrote their 

concerns on floating balloons and gave them to me one by one (PICTURE 6). 

During this process, interaction was generated between the audience and artist. 

I tied the balloons around my neck and the more balloons I tied, the tighter it 

choked my neck. I was struggling and the audience could see it and related to 

the pain of choking. After a while of struggling, I grabbed a pair of scissors and 

made a small hole in the balloons one by one. The balloons did not pop and they 

were slowly deflated while the escaping air made a funny sound. Once I deflated 

every balloon around my neck, the Worry performance finished. In this Worry 

performance, the audience was not informed of anything about the interaction of 

the performance in advance and anyone could participate in the performance if 

they wanted to. 
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PICTURE 7. Soyoung Chung, The Place Where We Are Heading To (우리가 

향하는 그 곳), performance at Finlayson Art Area in 2020 

 

Yet, the interactivity in The Place Where We Are Heading To (우리가 향하는 그 

곳) was a little different than the Worry performance. Before I started performing, 

three persons were specifically informed of what they would do during the perfor-

mance. The Place Where We Are Heading To was conducted at Finlayson Art 

Area in 2020. I was performing a traditional Korean shamanistic ritual under a 

tree which I reinterpreted in a contemporary way. This performance could be di-

vided into three big parts and in the second part, the three persons engaged as 

a part of The Place Where We Are Heading To. In the second part, I performed 

while holding white and red fabrics. I slowly went to the three persons who were 

informed beforehand and they each picked out one of the pieces of fabric. They 

went to the tree and tied the fabric around whichever branch captivated their 

emotions (PICTURE 7). Interactivity was generated when the audience picked 

out the fabric and tied it to the branches. This performance contained a slightly 

different way to participate since it was arranged with a specific amount of people 

who were informed in advance. 
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4.1.1 Effects of interactive performance on audience  

 

According to the audiences’ answers to the questionnaires, slightly different ef-

fects are discovered between the two groups. These results demonstrate in which 

aspects, interactivity does influence and not noticeably impact the audience. In 

terms of comprehension of the artwork, the result indicates that people from the 

Participants group understood the idea of performance slightly better than the 

Observers group. According to question number 6, 73% of the Participants an-

swered that they understood the idea of the artwork very well; however, 56% of 

the responders from the Observers group understood it very well (Figure 2). This 

is not a prominent difference, yet it shows that performative interaction helped the 

audience to understand the artworks to some degree. 

 

 

Figure 2. Comprehensive results from the Participants group and the Observers 

group, question 6. Did you understand the concept of the performance?  

 

The noticeable difference is that those in the Participants group are conspicu-

ously more willing to be involved in the performance again in the future. 91% of 

the Participants group answered that they would definitely take part in the perfor-

mance again, but only 55% of the Observers group answered that they would 

absolutely be involved again (Figure 3). Although the engaged audience was ran-

domly selected, the people who interacted with the artist are positively more in-

terested in taking part in the performance again in the future. This result also 

addresses the possibility that interactive artwork can cause division among the 

audience members. People who did not participate seem unlikely to take a part 

73%

18%

9%

Participants (11 responses)

Very well

Somewhat

Other

56%
33%

11%

Observers (9 responses)

Very well

Somewhat

Not sure
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in other performances in future. It can be interpreted that the amount of the audi-

ence who wants to participate in the performance will not increase a lot. People 

who have participated will want to participate again, but the people who did not 

participate, will likely not participate in future. 

 

 

Figure 3. Comprehensive results from the Participants group and the Observers 

group, question 8. Would you be interested in taking a part in other perfor-

mances in future? 

 

Nevertheless, the people who did not interact also benefit from watching the oth-

ers interacting with the artist. 77% of the Observers group found the performance 

very interesting, but only 36% of the Participants group considered the perfor-

mance very interesting (Figure 4). This consequence can be interpreted as a dif-

ference in immersion; the people who did not interact had more moments to ob-

serve the performance from the third-person perspective. As stated in the an-

swers to question 4 on the survey form, the Observers group specified more 

about how they observed the various expressions of the artist and the audience 

as well as collective attention amongst the audience; however, the A group spec-

ified more about their intimate emotions during the performance. In addition, more 

people from the Observers group found it interesting to see others take part in 

the performance. When the people of the Participants group became the main 

performer, they concentrated on the expression of the artist and their movements 

more closely while people from the Observers group observed everything hap-

pening, noticing changing factors from various points of view, such as ambiance, 

emotion, environment and performers. 
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Figure 4. Comprehensive results from the Participants group and the Observers 

group, question 5. How interesting would you say the performance was? 

 

In terms of the emotional connection, a prominent difference was not discovered 

between the two groups. Only 27% of the Participants group and 22% of the Ob-

servers group were emotionally connected. The majority of the audience from 

both groups felt somewhat emotionally connected with the artist and artwork. In 

fact, the emotional connection through interactivity relies on different types of per-

formance artwork as well as what different environments the audience had expe-

rienced before. 

 

 

4.2 Performance and artist 

 

As effects of interaction differently influence the audience, involvement of the au-

dience also affects the performance and the artist in diverse aspects. To ap-

proach the subject objectively, research data was collected from interviews im-

plemented with Roi Vaara and Christian Falsnaes. They addressed the questions 

regarding the importance of interactivity, value of participation, emotional 

changes, and the process of employing interactivity in performance pieces. 

 

 

4.2.1 Effects of participation of audience on performance work 

 

Interactive performance artists always prepare a plan of how the audience will 

participate before conducting a performance. They also pre-calculate every pos-

sible unexpected incident which could occur; one of which is possible rejection 
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from the audience. Among interactive performance artists, the participation of an 

audience is valued as one of the most significant elements in their performances. 

As an audience is in collaboration with the artist as though they are another main 

performer, involvement of the audience is considered as an essential factor. Con-

sequently, does interaction with the audience affect the artistic value of a perfor-

mance? What if the audience does not take a part in the performance? Techni-

cally, the participation of the audience does not influence the artistic value of a 

performance. Artists do not regard an absence of audience as a failure and it is 

a result formed from valuable decisions made by the audience. Interactivity is one 

method used to invite the audience into a performance. Nevertheless, just be-

cause the participation of the audience is important, it does not mean that artists 

force anyone to take a part in the performances as a compulsory step. Artists 

invite the audience and the audience can reject it. Hence, performance artists 

respect every reaction and decision from the spectator and this does not change 

the artistic value of the performance. 

 

Interaction with the audience also explores the relationship between performance 

and artist more deeply. By engaging with the audience, the performance is linked 

with the artist’s feeling and identity. It helps the artist to analytically approach the 

performance artwork, and not be tied to the artist’s own emotions and reactions. 

Furthermore, a level of honesty is present through experiences with the artist and 

the audience. When an artist performs, a level of honesty is deeply associated 

with their performance. Incorporating an audience into a performance generates 

a certain level of honesty between the audience and the artist. 

 

By inviting an unprepared audience into a performance, it makes the performance 

look intriguing to other spectators who do not directly participate. The more the 

audience gets involved in the performance, the more it draws the attention of 

more people and they also become interested in what is happening. Perhaps, if 

the artist performs with an appointed number of audience members in a private 

space, this might not be relevant in such a case. However, it is a beneficial phe-

nomenon for the artist who performs in public. Curiosity stimulates onlookers; 

when a random audience starts engaging with the artist, it brings more bystand-

ers. 
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4.3 Summary  

 

According to the results from the questionnaire, it was discovered that interactive 

performance brings optimistic effects on both the interacting audience and the 

non-participating bystanders. Interaction with the performance artist motivates 

the audience to be part of other performances again in the future and it also in-

fluences them to have more optimistic thoughts about similar artwork. However, 

it creates a division between the participants and observers so that there is a 

portion of the audience who are not likely to increase their level of interaction in 

the future. By spectating while others took part, people had more opportunities to 

observe and analyze all the components in the performance from a broader point 

of view. Furthermore, performative interactivity does not always lead to a deeper 

emotional connection. It was determined that emotion and interactivity are not 

proportionate and that this result will absolutely vary depending on different per-

formances and artists. 

 

Numerous aspects of performances and artists are also influenced by the involve-

ment of the audience. The more people engage with a performance, the more 

onlookers become interested, and curiosity invites more people to join the audi-

ence of a performance. Yet, this phenomenon may not be applicable in certain 

cases, such as with a performance which is conducted in private space with an 

appointed number of audience members. As for another positive effect, audience 

involvement helps the artist to analytically approach the performance and not only 

focus on the artist’s own emotions. It allows artists to approach the performance 

from a broader perspective. Unexpectedly, the absence of an audience or rejec-

tion from an audience does not affect the artistic value of a performance. Since 

every decision is valuable, artists respect the individual decisions of the audience 

and they do not consider audience absence or rejection as failure. 

 

Interactivity in performance is an absolutely significant and powerful element and 

it offers great opportunities for generating closer connections with random spec-

tators. Based on these results and research, the correlation between interactive 

performance and audience is defined. Individual factors in performances have 

complementary relationships and they influenced each other. Several effects 
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which were observed cannot be generalized and they depend on different types 

of interactive choreography. In spite of exceptional cases, the value of each ele-

ment and complementary effect is still indisputable. 
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5 INSTALLATION AND INTERACTIVE PERFORMANCE: COLORFUL 

 

 

5.1 Background and concept 

 

Colorful is an installation and interactive performance with a two-channel video 

documentation. The idea for Colorful was developed out of my traumatic experi-

ences from 2010 to 2015 in Seoul, South Korea. During that period, I was learning 

aquarelle techniques, while sitting on a chair for 14 hours a-day at the art acad-

emy located in Seoul. Back then, there was a certain rule that we were allowed 

to use only ultramarine blue and vandyke pigments to make a base tone before 

painting. I wanted to use other colors, but it was impermissible. Whenever I tried 

to use different colors for the base tone, the instructor scolded me in front of the 

many other students. 

 

Diversity was not accepted. No one hardly dared to raise any questions about the 

controlled situation directed by tacit rules. The only right behavior students could 

have towards an instructor was submissiveness and following his instructions. 

Otherwise, we would get humiliated and punished. Since then, ultramarine blue 

has become my traumatic color—previously my favorite which evokes the trau-

matic memories from 2010 to 2015. 

 

Colorful demonstrates how we overcome and deal with a trauma once we enter 

into a society and meet new people. Whenever we get connected with new peo-

ple, everyone shares their own strands of yarn and subconsciously leave traces 

of our histories. Everyone is eventually getting connected in a jumbled society 

through numerous strands of yarn. As to the title of this artwork, Colorful contains 

contradictory meanings. Colorful has three prominent colors: ultramarine blue, 

white, and black and the name implies a hope that our society can accept diver-

sity and comprehend differences. Ultramarine-blue stands for trauma, punish-

ment, and coercion and I regard myself as a captive of the trauma. Through the 

performance of Colorful, I can get healed and comforted by unravelling the 

strands of yarn around an audience. Additionally, viewers can relate to the suffo-
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cating and traumatic emotions by interacting with me. Once the audience is in-

volved in the performance, they become part of my society and help me to get 

away from my trauma. 

 

 

5.2 Installation 

 

The Colorful installation consists of 12 ultramarine-blue chairs, ultramarine-blue 

strands of yarn and a two-channel documentation of the performance projected 

behind chairs. The physical performance is conducted in the middle of the chairs 

and the ultramarine-blue strands of yarn are tied to the legs of each of the chairs 

and tangled around the chairs (PICTURE 8). 12 chairs are displayed in a random 

configuration and they consist of 11 big chairs and one small-sized chair; the 11 

big chairs stand for adults and the one small chair stands for children. First, the 

chairs were painted with white acrylic paint and then painted with ultramarine-

blue acrylic paint on top. 

 

 

PICTURE 8. Soyoung Chung, Colorful, installation view, 2021 
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To utilize the ultramarine blue color as a metaphor of my trauma, the chairs were 

employed to manifest the traumatic sensation. The chair was the perfect object 

for the Colorful installation. It is one of objects implying my traumatic memories 

and it is also easy-deformable and paintable. Moreover, regarding the choreog-

raphy of the Colorful performance, the chair was a suitable object to complete the 

plot the way I wanted. The Colorful installation is comprised of 12 chairs sur-

rounded by numerous strands of ultramarine-blue yarn. Each of the chairs’ legs 

is tied to one long strand of yarn. Every yarn strand is tangled and connected to 

the other strands and they create the shape of a spider web. In order to convey 

a more anxious atmosphere, I decided to use messy and rough strands. The ul-

tramarine-blue strands of yarn stand for trauma, history, and stuffiness but also 

bonds and relations. It presents a web of various histories that different people 

left; the strands are like their traces in an interconnected society. As each yarn 

strand stretches to surround other chairs starting from a single chair, I wanted to 

build the installation to show how every memory and history starting from one 

person can affect the memories and histories of others when we start meeting 

new people. 

 

 

5.3 Interactive performance 

 

The Colorful interactive performance lasts about 15 minutes and the audience is 

a required component in this performance. Interactivity is a central element in the 

Colorful performance and the plot is completed by the involvement of the audi-

ence. The choreography was composed from the frustration of trauma and the 

enlightenment of meeting new people. The Colorful interactive performance can 

be divided into four parts: frustration, despair, expanding a society, and relief. The 

performance starts with the frustration part; I lie down on the ultramarine-blue 

chair and my right wrist is tied with ultramarine blue yarn (PICTURE 9). 

 

At the beginning of performance, I start struggling to escape from the yarn tied to 

the chair. I untangle the yarn around the chair and rewind it onto my right wrist. I 

try to express the frustration and anger by aggressively hitting and dragging the 

chair. I eventually realize that it is impossible to get away from the yarn and be-

come despondent; this is the despair part. After a moment of dejection, I start 
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looking around and stare at the audience. In this expanding society part, I slowly 

walk around the audience while unravelling the yarn from my wrist (PICTURE 

10). The strand of yarn goes around each person in the audience and it creates 

the interesting shape of a web. In the end, my wrist is free of the yarn. I go sit on 

the chair and rest with a relieved expression on my face. The Colorful perfor-

mance is completed by the relief part when I can finally be free from the ultrama-

rine-blue chair and yarn. 

 

 

PICTURE 9. Soyoung Chung, Colorful, interactive performance, 2021 

 

 

PICTURE 10. Soyoung Chung, Colorful, interactive performance with an audi-

ence, 2021 



29 

 

 

In terms of the visuals of the performance, I wanted to make it look as minimal as 

possible. To make the viewers mainly concentrate on the ultramarine blue color 

and my facial expressions of emotion, I excluded unnecessary elements which 

could make the overall image look messy and disturb the audience’s immersion 

in the flow of the performance. The color palette of the Colorful performance is 

mainly composed of three colors: ultramarine blue, white, and black. I employed 

achromatic elements around the ultramarine blue chairs such as the white uni-

form, and my black hair so that it heightened the contrast of the ultramarine blue 

color. 

 

The audience is a significant component in the Colorful performance and they are 

co-creators with me. As the audience participated, it is no exaggeration to say 

that they completed the performance. When the Colorful performance was con-

ducted at Galleria Rajatila in January 2021, the number of audience members 

was pre-determined due to pandemic restrictions. No one was informed of any-

thing about the performance in advance and everything was improvised. The au-

dience’s involvement enhanced the value of the artwork and the concept of the 

Colorful performance became more meaningful. No matter how few or many were 

involved, the Colorful performance successfully reached its goal of interactivity. 

 

 

5.4 Two-channel documentation  

 

The two-channel performance documentation video consists of two Colorful per-

formances filmed at different times. The left channel plays the interactive perfor-

mance with an audience, while the right channel plays the performance without 

scenes of audience participation, so that it looks like I performed alone (PICTURE 

11). Both of the documentation videos were filmed at Galleria Rajatila on the 

same day and the interactive performance with an audience was filmed first. The 

documentation with scenes showing an audience were filmed with a hand-held 

camera, to influence the viewers to feel the ambiance of performance as realisti-

cally as possible. The left video itself looks shaky, yet viewers can feel as though 

they are part of the audience in the performance while watching it. However, the 
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still documentation without scenes of an audience was filmed with a standing 

camera so that the video footage looks more stable during the entire duration. 

 

 

PICTURE 11. Soyoung Chung, Colorful, two-channel performance documenta-

tion, 2021  

 

If the unsteady performance video were only used as the documentation, it could 

cause the viewers to feel nauseous and dizzy. I wanted to prevent those phe-

nomena with a stable balance, so the Colorful documentation was produced us-

ing two different versions. The Colorful documentation has two different paces. 

Viewers can alternately switch from watching one channel to the other, whenever 

they feel uncomfortable. Additionally, viewers are given more moments to ob-

serve detailed factors in the footage shown in the right channel. Unlike in the left 

channel, the right channel is steady and shows emptiness most of the time. View-

ers can focus on detailed movements along with emotional expressions, and the 

shape of the web created with the yarn. 

 

The two documentations are not fully synchronized. Both channels start with the 

scene of lying on the chair, but the left channel finishes three minutes earlier than 

the right channel. Several scenes are synchronized although they were not 

planned to be. Through this coincidence, it makes the two-channel documenta-

tion video more absorbing and viewers encounter the synchronized scenes sur-

prises. The Colorful documentation was produced as a balance of different pac-

ing between the two channels. As the mixture of void and fullness, the two-chan-

nel documentation can be enjoyed in comparison with one another. 
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6 CONCLUSION  

 

 

Interactivity is a communicative medium that can be utilized with various forms of 

art in the contemporary era. It has tons of potential to lead artworks to be open-

ended with broad interpretations. My starting point was to define the correlation 

between interactive performance and audience. This written part of my thesis 

mainly dealt with performative interactivity and I have created an theoretically 

based artwork which is called Colorful for the final exhibition. By analyzing the 

numerous effects of interactivity on audiences and performative artwork, the re-

lation between the two was deeply investigated and new aspects of the relation-

ship were discovered through the research results. 

 

According to survey results from the audience and data from the interviews with 

Roi Vaara and Christian Falsnaes, it was proved that interactivity influences per-

formance artwork, artist and audience in positive ways. Interaction with the artist 

as a main performer is advantageous to understand the concept of the artwork 

better. In the results, a prominent gap was not found, but it was evident that being 

part of the performance is absolutely beneficial to more closely approaching the 

idea of the artwork. Also, interactivity makes people more willing to join other 

interactive performances in the future. However, the evidence also suggests that 

some types of onlooker audiences are not likely to want to participate in future 

performances. Interactive performances affect more than just the audience mem-

bers who participate; it also affects onlookers who do not directly engage. By-

standers consider the artwork more fascinating by watching the others taking a 

part in the performance. This was a surprising result beyond my hypothesis and 

it will help my artwork develop in new directions and dimensions. 

 

When an audience becomes a part of a performance, it makes the artwork look 

more intriguing and enhances the curiosity of other viewers who do not directly 

engage with the performance. In addition, inviting an audience helps artists to 

have inner reflection and analytically explore their emotional reactions to the per-

formance artwork. The involvement of an audience is valued as one of the most 

significant factors for interactive performances. Nevertheless, unexpectedly, the 

artistic value of an interactive performance is not affected by the absence of an 
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audience. Artists do not take the absence of an audience as a failure and they 

respect and value every decision made by individuals. 

 

Effects vary depending on the type of interactive performance and choreography. 

The results cannot be generalized as representative data for all performative art-

works since there are many factors which can change the results. However, the 

fact that interactivity brings positive effects to every component of a performance 

will be a constant element in every interactive performance. 

 

Based on the research, the correlation between interactive performance and au-

dience can be defined as a beneficial interrelation. Components of performance 

equally benefit from each other. No factor takes advantage of the other factors. 

Individual elements enhance and combine themselves in order to create a better 

consequence. Interactivity extends the interpretation of performance artworks as 

well as the ability to invite in random spectators. Interaction works in a broad 

range of circumstances and it has never been redundant for anyone and any-

thing, no matter whether an audience was involved or not. 

 

Colorful, the artistic part of my thesis, successfully completed what I wanted to 

accomplish. Colorful is the successful combination of interactivity and my intimate 

history. It can be interpreted as an emotional bridge through which to welcome 

random viewers into my personal artistic expression. Through the Colorful per-

formance, I wanted to influence, but also be influenced by the audience through 

interactivity. Eventually, I was mentally comforted amidst my unforgettable 

trauma by a random audience and presented to them how they can start unrav-

eling their own strands of yarn in our society. Colorful prompted them to spread 

connections and create an open society that accepts the diversity of individuals. 

My upcoming and future performances will be evolved and deepened by the ad-

vantages of interactivity. Merging the extension of interactivity and my expression 

will strengthen my artwork into forms with greater accessibility and potential for 

impact. 
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APPENDICES  

Appendix 1. Interview Roi Vaara  

This interview was conducted through video meeting on 9th of January, 2021 

 

How are you working now under this covid restriction? 

 

Well, since the corona came and work was cancelled, this situation forced me to 

find out what is going on generally. I have been studying and getting more input 

about the world where we are living in. I’ve always had this feeling that whatever 

I do in my art that it should be something what’s going on now, how we perceive 

our lives and the world now so that something to participate with my art to the 

world.  

 

I haven’t been busy with my work now almost one year. It’s little bit of feeling that 

I have to process everything again how to put in together because of global chal-

lenging situation. I am kind of retired and now. I am 67. Also in this time, I digital-

ized a lot of stuffs what I have performed already, more than 500 times mostly 

with unique works. There is a lot of materials on the videos. There is this kind of 

feeling that I should go through all this archive materials and edit something. 

Since I have been actively trying to create something new, it keeps my mind busy.  

When being fully oriented to work in this way, it feels a bit difficult to shift percep-

tion and attitude  

 

So I’m in this kind of dilemma where to make this achieve. On the other hand, I 

would feel that I could continue my performance or art, but that challenge what I 

feel now. I have to process what to do so everything is not clear.  

 

How do you think about audience participation in your performance?  

 

For example with Wet Paint Handshakes, first this idea came from that I was 

offering golden handshakes. That was before this (Wet Paint Handshakes). I had 

real golds, my hand was covered in the gold and leaves and I was offering this. 

First one was in the Kiasma, and then I performed same thing in Quebec where 
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I offered in the street. People were suspicious that there is some kind of trick. I 

was thinking “There is no any trick”, you will get some gold actually with the hand-

shaking. Then I’ve got this idea that next time, I offer you wet paint handshakes 

so you will see that this is real paint because people were so suspicious. I was 

happy to get this new idea from this golden handshakes, in which the idea for the 

golden handshakes is that rich people or people in the top level, when they leave, 

they get the golden handshakes meaning that they would support for money. That 

was the idea of golden handshakes that I offer everybody. Then I was happy that 

“I offer you wet paint handshakes”. It’s very direct. There is no conceptual golden 

handshake idea, this is very direct and also more challenging to the audience 

because you can see that you will get paints on hands.  

 

I have performed many times in the street, not really interactive way like Wet Pain 

Handshakes, but I think basically all situations is interactive. When you perform 

in street, I used to make live installation type of thing so there is not necessarily 

much of action. The image is so strange and makes people wonder. They can 

come, anybody who are not involved in art. When they see something they don’t 

know what this is, sometimes people get angry because they don’t understand 

so that comes immediately to reaction. When people are surprised, they see ex-

periences they don’t know what this is, then they react immediately. It is also 

interaction.  

 

I think everything is actually interaction. In this kind of situation, it’s very clear. I 

consider this situation like performing in the street and people react, for me it is 

all performance. Whole situation is performance. If somebody calls police, then 

it’s also part of performance. Whatever happens, it is part of a work. I have the 

idea, I make the situation and then it’s opened for everybody to take it as they 

want. It is part of the work. That makes the situation also interesting for the others 

who happened to be there. 

 

How do you come up with the idea of performance work? What inspires 

you?  

 

I studied traditional visual art in 70s. In that time, it was very traditional to paint 

and draw the model. For me, that was already problematic. I felt that this has 



37 

 

been done already some years ago. This is not how we experience life and world 

today. Our perceptions of the world and life dramatically changed. Art must live 

today and it must say something today. I felt that this should have a something 

else.  

 

As a young like 18 or 20 years old, I’ve felt that I have so much something inside 

life. I was not really curious to get more information. I have felt that I have already 

got so much somehow. I only need to put all these materials what I have to make 

my head more clear. I need to find what does this all mean and how I should 

make my art. I first try to paint and I wasn’t with all these technical things and 

materials. Then I started to paint, but I had all the time the feeling that what I want 

to say with my painting. There must be some kind of idea. I’ve found it very difficult 

to find it. At some point, I had a canvas and started to put some paints and I was 

meditating. I was on this trip for one month; painting from the morning until I feel 

so tired. All the time, I was painting on big canvas. I couldn’t finish it. After some-

time, then I was thinking “Is that really what I’m looking for?” In the end, this will 

never end and I’ve never reached to this point that I would be happy that I found 

what was inside of me and what needs to get out. After that, I have to stop all 

these painting.  

 

This is not really what I am up to and I have to find another way. Actually this 

meditation brought and made me clear that I have to find other way. Then I started 

thinking that what is interesting. It’s not necessarily artwork which is like formal 

painting or sculpture, maybe even the environment art. Environment is more in-

teresting because you are inside the artwork. Well, I actually moved to that direc-

tion (environment) before the performance. Then, I was thinking that actually are 

there more interesting to get more direct contact to the person what somebody is 

doing.  

 

That led me to think how I could be the artwork. That brought me to think about 

performance art, but I didn’t know about. This traditional way which I went 

through, is like you paint what eyes can see, but this problem was that world is 

here, but world is also here (heart). I’m part of this world. All my feelings and 

thoughts, they interact with what I see. It means that I’m part of everything. All 

these feeling and thoughts, whatever I feel and how I think are part of the whole. 
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It’s natural to think that it can be also art. It’s kind of crucial part in a way because 

we are all in a same position that we perceive the world. For me, that was very 

interesting thought that I become the work of art. People, when they see, they 

see me human being doing something.  

 

What was also so important for me, was the idea to think that actually everything 

what we know and we have lived through. Still, what we know is very little com-

pared to what we don’t know. I’ve always felt that unknown is so much more 

interesting than what we know. What makes us curious is what we don’t know. 

When I present something that people don’t know what this is, then you are open-

ing there. There is no explanation. There is just artwork and people experience 

directly, not through the painting. This is very direct and contact with the audience 

and you. 

 

For example, in Wet Paint Handshakes, if the audience doesn’t take a part 

in, then does the absence of audience participation somehow change the 

value of performance?  

 

Well, in this kind of situation, offering wet paint handshake and waiting for some-

body to come to shake hands, but also I was thinking that maybe nobody comes, 

then I just stand there and there is audience around, that’s fine. I was thinking 

that when paint is dry completely, maybe then I finish. As I said before, as long 

as there is audience, there is participation and there is situation. We share the 

physical time there, breath the same air and we are living in a same moment. We 

are sharing the same moment and we are alive now so there is an interaction 

anyway happening. If I’m offering my hand, nobody comes to shake hand, but 

people are looking that. The situation is charged still because the situation is on-

going. 

 

For example, in Wet Paint Handshakes, how did you feel when audience 

start taking a part in your performance?  
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Well, I was happy that. Also it’s nice because it’s physical contact. In every hand-

shake, everybody shakes their hands in different way and then, in such a situa-

tion, you notice differences. It’s very intimate meeting. Yes, it’s very exciting, you 

get the more personal contact to this people in the situation and moment.  

 

What kinds of unexpected case have you ever experienced during your per-

formances?  

 

Well, one of last works I did, Grounding was that I was with electronic guitar. I 

made this several times in different cities, and people who were somewhere in 

the street, they could say that “Hey! Stop the terrible noise!” because it was loud. 

Sometimes people, they got irritated and twice, they called police. Police came 

to stop and people took off the cable twice, so I stopped and when they went 

away, I put it back and continued. Basically, whatever happens, it is okay. I 

stopped when sometimes like this happens because it’s a part of the work, it’s 

alright.  

 

I think that it’s also interesting when police comes because there is always group 

of people following the performance. When somebody calls police and police 

come, and then they (audience) are all seems like “Okay, what happens now?” It 

changes the level of the performance in a way, becomes more official.  

It becomes very alive and face the real situation. When it happens to real life and 

real time, then it becomes more real. Everybody who is there is part of the work. 

How they react, how they think, how they perceive and everything, it becomes 

visible to everybody. It becomes very alive when people show their values on the 

spot on the situation. They become the performers actually.  

 

Do you have a plan of upcoming performances?  

 

Now I’ve got invitation for the Black Market International and we will have it in 

October, Frankfrut and of course I will go there because we haven’t performed 

now lately. Earlier we’ve performed like once or twice or 3 times a year and al-

ready since the 80s and now it must be 2 or 3 years last time. So, in this situation, 

for me it’s lovely to meet them, colleagues and see what happens so I am now 

thinking about this BMI October in Frankfrut. When we have this Black Market, 
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we also make some solo works so it’s always a bigger program. I think we are 

also invited to New York, that’s not clear and when we go to Frankfrut, we prob-

ably go to Cologne as well.  
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Appendix 2. Interview Christian Falsnaes 

This interview was conducted through video meeting on 22nd of January, 2021. 

 

How are you working now under this Covid restriction? 

 

It has been little bit complicated because many of my works are dependent on 

physical interaction between strangers, so a lot of my works have not been able 

to be shown during this period now. But my latest work was a video installation 

that has been a little bit easier to show. This is definitely something that I’m strug-

gling with. 

 

How do you think about the participation of audience in your performance? 

 

The way I have been working for the past, 7-8 years, I would say that the partici-

pation is absolutely necessary and lot of my works don’t even exist without the 

participation of the audience. I originally come from a more traditional way of do-

ing performance inspired by feminist performance art of the 70’s: the ideal of us-

ing my own body and identity as a material, but at some point, I had this idea of 

using the body and identity of the viewer as material instead of my own, and 

instead of using myself and letting the viewers see me go through an experience. 

I try to share the experience of doing a performance so that the audience go 

through the experience of performing themselves. In many cases, if there is no 

viewer to perform with, then there is no performance. It is an absolutely integrated 

part of the work. They (the audience) are the main performers.  

 

How do you come up with the idea of interactive performance work? 

 

When I had this idea of including the audience into the work, I did a couple of 

experiments and I quickly realized that it’s not only necessary for me to have an 

idea of what people should do. I also need a strategy of how to make them do it. 

I need to convince them somehow. Convincing somebody to do something, I 

found, has a lot to do with power and hierarchy. If you give orders and control the 

situation, you put yourself in a position of power. The reason why people are 

willing to follow my orders is also because I, as an artist, have a position of power 
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within the hierarchy of the art world. If I would go on the street or in a supermarket, 

shout at people and say “Everybody do this now”, nobody would follow. Because 

I’m an artist and I do it in the museum, people come to see me and I have a 

natural position of power. A lot of my performance has been about exploring the 

relationship between someone in power and someone following, between sub-

mission and control especially within the art world. That has been one theme 

going through my work. That has inspired a lot of my performances, exploring the 

theme of control and also group dynamics. I often try to create a transformation 

of a situation where something like art opening that is very specific ritual, sud-

denly can transform into something different. 

 

Since you are an interactive performance artist, there must be an incident 

that audience didn’t follow your order or behave out of your expectation. 

How do you deal with these incidents? 

 

If you don’t hire performers and you work with audience, there is always element 

of something uncontrollable, something you can’t foresee. The way I deal with it 

is different, depending on the situation. Sometimes I allow people to react differ-

ently all the time; I would try to control and correct them if they do something else. 

There are always people who refuse to participate and that’s completely normal. 

Depending on the works and situations, I would either throw them out or except 

them that they don’t participate. That depends on the work. Some works require 

everybody in the room, to be completely focused and I throw out the people who 

refuse to participate. 

 

How do you think a participation of audience affects to your performance 

work and yourself?  

 

When I started it out, I mostly took the position of controlling the performance 

myself. I was in active part of the performance myself in lot of my earlier works. 

What happened was that the work would become very linked with my own identity 

and my feelings as well. Even though I have a rationalization of people’s expec-

tation, when you stand in that position yourself and you get all the reactions and 

the feedback and the rejection, everything influences you a lot as well. I’ve also 

felt that my identity as the artist of the work also influences the situation a lot. I 
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started at certain point to hire other people to do the performances instead in 

order to get the distances and be able to analytical approach to the work, not so 

strongly emotionally tied to myself and my own reaction. So, this is definitely one 

way that the reaction of the people has influenced my work. Now recently also 

with the last film I did, I have been starting to introduce myself as character into 

the work again because I feel there is a level of honesty involved in performing 

yourself, that changes a lot when you hire professional performers. There is ele-

ment of professionalization where you become an employer. I think there is a 

level of honesty going through that experience with your audience and yourself.  

 

Does the participation of audience somehow affect the artistic value of your 

performance work? 

 

I have never seen it as failure if people don’t want to participate because I think 

the moment of individual choice is very important. If someone who has been fac-

ing with the request to participate and takes the decision and says “No”, I think 

that’s a valuable choice as well. Sometimes allowing people to make a conscious 

choice to say ‘No’ can be a valuable experience. 

 

Do you think interaction with audience would help you to convey your mes-

sage to audience? 

 

In most of my works, interaction with the audience is the message. My work is 

about the mechanics of participation itself. It’s about what is required to make a 

mass of people participate in a specific ritual. The methods used to make that 

happen is more important to me than what people are actually doing. The things 

people actually are doing is more a frame that allows them to reflect upon the 

nature of their participation in that action. It’s about the social dynamic that takes 

place when people participate in them. The experience of that moment is the 

message I want to convey.  

 

Do you rehearse before you perform with audience? 

 

Well, it’s very difficult to rehearse because you don’t know exactly what will hap-

pen. But What I do rehearse is trying to learn the script and think through possible 
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audience reactions and how to deal with them. The scripts I create are mostly 

based around a set of situations that I want to carry out, but the exact way that I 

get each of situation carried out has to be open. I don’t memorize exactly what to 

say and how to move because I need to look the people in the eyes and react to 

them in the moment. It’s much more about having this set up of situations and 

overall strategy of how I am going to address them and then trying to bring them 

to those situations. 

 

Do you have a plan for upcoming performances? 

 

I have a work in an exhibition at the Malmö Konstmuseum in Sweden, which is a 

performance called Solo, that I actually developed during this Covid restriction in 

order to have a work that can be shown. In this work, there is only one person 

present so you have to be alone in the room and you are performing in front of 

the mirror only by yourself. So there is no interaction with an artist, performer or 

any other viewers. You are completely isolated in the room. This was one attempt 

to formulate possible solution to that problem. I’m also working on a performance 

with the royal ballet in Copenhagen that is supposed to premiere in May and I 

have to be completely honest that I have absolutely no idea how to deal with it 

because there can be absolutely no interaction with the audience and there has 

to be distance between dancers and viewers. So I don’t know exactly how to deal 

with that, but I’m working on that right now.
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Appendix 3. Audience questionnaire result (1) 

The questions of sruvey were answered on January and February, 2021 by the 

audience who was part of Worry performance at Galleria Rajatila in 2019 and The 

Place Where We Are Heading To (우리가 향하는 그 곳) performance at Finlayson 

Art Area in 2020. 

 

A Group: Audience participated the performance 
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B Group: Audience did not participate the performance 
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Appendix 4. Audience questionnaire result (2) 

The survey questions were answered by the audience who was part of Colorful 

performance at Galleria Rajatila on 27th of January in, 2021. 

 

A Group: Audience participated the performance 
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B Group: Audience did not participate the performance 
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