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In the spring of 2013 students from the Royal Danish Academy of Fine Arts, 
School of Design and Malmö University were engaged in programs part 
of the EU project, Musical Experience Design. The EU project is seeking 
development of innovative experiences within the context of live classical 
music concerts. Three cultural institutions in the Øresund region, Malmö 
Symphony Orchestra, The Royal Danish Theatre, and Copenhagen Phil, 
are functioning as laboratories for developing and testing new concepts. 
Concept development in the project focuses mainly on artistic and 
technological productions and products, as well as sustainable business 
models. The main concern of the two educational programs was to examine 
the live format of symphonic music and create visual and/or interaction 
design that in one way or the other would enrich the experience of the live 
concert. The key question of the program at Royal Danish Academy of Fine 
Arts, School of Design was how one, as a designer, could contribute by 
creating meaningful interactions between classical music concerts and new 
visualization technologies.

Introduction
by Jakob Ion Wille and Arthur Steijn
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At Royal Danish Academy of Fine Arts, School of Design, the program was to 
explore ways to design meaningful interaction between classical music concerts 
and their audience, using new visualization technologies. At Malmö University, 
the students focused on how to develop new models that could contribute 
to cultivating new expertise and strengthening the relations between cultural 
institutions and their audiences. This booklet is a showcase of the eight 
conceptual designs developed by students from the School of Design and four 
from Malmö University during the semester, as well as the work produced by 
students from both schools  in cooperation with The Royal Danish Orchestra 
(Det Kongelige Kappel) for a series of children’s concerts performed in the fall of 
2013 in The Opera House in Copenhagen.  
Finally, thoughts on working with experience design and renewing the live format 
of symphonic music will be discussed in the booklet.  The idea of renewing the 
format of symphonic music, live performance including audience engagement and 
the use of modern audio-visual media technology raises aesthetic, technological 
and methodological questions. As a framework for the presentation of the work 
and design done by the students, these questions will be addressed in texts 
authored by researchers involved in the project.  Please enjoy. 
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Waking Sleeping Beauty or 
putting a dress on a tree? 
Students working with classical 
music concerts and visual design
by Jakob Ion Wille
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What I find surprising is how, even though there are countless potential solutions out there, 
most of us classical music professionals actually spent little time in finding, creating, analysing, 
testing and evaluating them. Our overreliance on performance traditions somehow prevents us 

from experimenting with new directions. “Live classical music has become a sleeping beauty”, one 
presenter I spoke with noted. “ It has great potential but it is in a deep sleep. 

(John Idema: PRESENT ! – Re-thinking Live Classical Music (2012))

 ”The theatricalization of fine concert music often strikes me as an apology 
for the abstractness of music, an elaborate translation of something already clear.                                   

One might as well put a dress on a tree.” 
(Kirk Nurock in Valeria Vasilevski: On Concert Theater: A Director´s Notes  (2000))
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In the educational program, Musical Experience Design – The Live Format, students from The 
Royal Danish Academy of Fine Arts, School of Design were trained in the aesthetic, techniques 
and methods involved in developing visual concepts and design ideas for classical concerts. The 
product of the program is showcased in this booklet. The educational program at The Royal 
Danish Academy of Fine Arts, School of Design focused on the possibility of expanding the total 
radius of the concert experience by including, for instance, visual material as video projection in 
the environment of the concert and its physical and digital surroundings. The key question, (or 
design problem) of the program was how one, as a designer, could create meaningful concepts 
connecting classical music concerts and new visualization technologies. This question implied 
several aesthetic concerns discussed in the context of the educational program; some related 
to the definition and qualities of the live experience as a key element in the musical experience. 
Other questions elaborated on how to create consequential links connecting the musical and 
visual structures.  Implied in the EU funded program Musical Experience Design is the somewhat 
paradoxical idea that the format of classical live concerts needs re-thinking. How is it possible 
to re-think something classical? Is the idea driven only by fiscal need of new business models 
and blind fate in the blessings of new technological possibilities? Or is there an intrinsic value to 
re-thinking the concept of classical live concerts? In this short introductory text I will reflect on a 
few of the questions implied here. The purpose of doing so is however first and foremost, to shed 
light on aesthetic and methodological principles applied during the educational program of Musical 
Experience Design in a way that will hopefully inspire others working in this exciting field.  

The formal conventions in connection with attending concerts of classical music have somehow 
been challenged - first by modern (post first world war) composed music and subsequently by 
new expectations of the audience. In addition in academia there exists a resilient critique of the 
apparent ideology of the conventional concert performance.  Music sociologist Christopher Small 
was one early symptomatic voice in this line of ideological critique. Small divides the experience 
of live music into two basic structural levels.  One level concerns music as aesthetic medium 
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organized in structures of sound, and emotion. The other level is concerned with the ritual nature of 
the totality of live concert: the concert as a social event in time and space involving groups of people 
interacting. According to Small, in order to fully understand the quality of the classical concert; one 
has to recognize the concert hall as a temple designed to preserve and worship the work of deceased 
composers.  

(…) in so far as the music continues to be presented in concert halls to paying 
audiences, the concert hall will impose its own conditions on whatever they do; 
there is no escaping it. There may be a revolution in forms, sounds, techniques, 
but it remains within the tradition and the set of conventions of gesture and 
behaviour, tied to mythology of the industrial middle classes and an unchanged 
attitude to the world (Christopher Small: Performance as ritual: sketch for an 
enquiry into the true nature of a symphony concert (1987)).  

The main problem described here is the ritual of attending concerts within the framework of the 
design (or architecture) of concert halls. The classical concert, according to Small, is primarily 
ritualistic, the repertory frozen around 1920, alienating modern composers and eventually the 
contemporary audience. In another influential article, stage director Valeria Vasielvsky characterizes 
the conventional formalities framing the classical concert as theatre of the absurd: the musicians 
take their seats disguised as Lutheran ministers, the choir enters dressed in high school graduation 
gowns, finally the conductor, briskly like a cocky bridegroom in tails, etc. (Valeria Vasilevsky: On 
Concert Theater A Directors Notes ( 2000)). While this line of critique omits the qualities of the 
conventional live event and is therefore not necessarily productive, it reminds us that the ritual of 
attending classical (and other) concerts and the actions of the musicians on stage by nature is a 
performance that can be analysed and handled as dramaturgy.  In our educational program, the 

Classical concerts as ritual
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premise was therefore to approach the concert and the actions surrounding them as a theatrical 
event or performance. We suggested that the students develop design concepts that would not 
disturb the specific musical quality of the present work as well as respect the traditions connected 
with classical concerts. This required a delicate balance. In short, we wanted to supplement the 
experience of the audience at a live concert. Re-thinking the form of the concert while keeping 
the musical content intact and then designing appropriate visual material. In this respect the 
design approach used in the process resembled that of a stage designer - using production design 
methods and techniques. These methods were then applied to the live situation of the classical 
concert. 

Defining the quality of the live event is especially relevant and usable when working in partly 
mediatized formats. Philip Aulander defines four concepts of liveness: Classical (theatre, concerts, 
dance etc.) liveness, live broadcast, and live recording and Internet liveness. Inspired by Aulander, 
Arthur Steijn and I developed a simple model or navigation tool mapping the performance radius 
of the live concert. (See figure 1) The live concert is the centre of the model. Surrounding the 
actual concert one could imagine various mediatized or material installations with relation to the 
actual live concert. In this way the model illustrates possible installations, mobile units and other 
devices in different spatial and temporal distances surrounding the actual concert. The model 
also suggests possible routes of the audience when attending (or possibly not attending) the live 
concert. 

This path can be perceived as the individual dramaturgy of the event. In short we suggested 
taking the idea of liveness, the possible media manifestations, and the architectural framework 
surrounding the actual musical content into consideration throughout the development of the 
student design concepts. During the development of the actual design concepts, production 
design and traditional scenographic and methods were applied. As suggested this method has 
strong and respectful emphasis on (mostly dramatic) content. The methods are traditionally used 
for creating visual design in relation to narrative media. The motto of the German professor and 
scenographer Uwe Brückner, 

Performance radius 



13

LP

LP
F
B
M
P

Live Performance
Foyer
Builing exterior
Mobil units
Other installations or (live) Performances
Experience © Arthur Steijn & Jakob Ion Wille 2012/2013

:
:
:
:
:

P

PP

F B M

Figure 1: Illustration of the performance radius in relation to live concerts. Model by Arthur M. Steijn and Jakob Ion Wille
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is in all simplicity; form follows content opposed to the usual functionalistic saying of American 
architect Louis Sullivan; form follows function. (Uwe Brückner: SCENOGRAPHY – Making Space 
Talk (2010)) As a guest lecturer during our course, Bruckner kindly supervised our students 
during the early concept development. The content of music (beyond so called program music) is 
however most often undefined.  Yet notations used in scenography and production design having 
the temporal dimension in common with music is partly inspired by musical scores. One inspiration 
in this regard is Russian film pioneer and theorist Sergei Eisenstein, who describes the interaction 
of developments in auditive and visual parameters over temporal duration. (See figure 2.) (Sergei 
Eisenstein: The Film Sense (1942)).

The students working in the program used the production design method to create the overall 
visual structure of the design concept in relation to the intensity and temporal structure of the 
musical work. Using a so-called audio-visual parameter or partitures to control the audio and visual 
intensity in relationship to the temporal progression. (See figure 3.) Bruce Block describes the 
visual parameter as consisting of components such as space, line, and movement, tone, colour etc. 
(Bruce Block: The Visual Story, Creating the Visual Structure of Film, TV and Digital Media (2007)) 
These components can be further divided individually. For instance, movement can be described 
as either straight, curved or as combined movement. Space can be further categorized into deep, 
limited, flat and ambiguous space. Contrast in space, such as movement from flat to deep space, 
creates great visual intensity.  Affinity in one spatial parameter as continuous ambiguous space 
creates low visual intensity. The rules are quiet simple. The possibilities for combining the visual 
parameters are, as in music, endless. Finally the students worked from a real interest in musical 
content, considering the dramaturgy of the possible live event unfolded partly in audio-visual 
structures.  Using these methods with skill, the result might not be like dressing a tree, but rather 
like waking Sleeping Beauty while listening. 
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Figure 2. Sergei Eisenstein analysing the musical and visual structures of his Alexander 
Nevsky (1938) (Battle on the Ice – sequence). Music composed by Sergei Prokofiev. 
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Figure 3: audio visual parameter by Hvass&Hannibal for Efterklang concert at Copenhagen Phill (2012)
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The Concerts Live Format: 
eight proposals
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Musical Experience Design – the Concerts Live Format, executed in spring 
semester of 2013, invited students from the Royal 
Danish Academy of Fine Arts, School of Deign to work with Musical Experience 
Design. The courses in this semester resulted in eight proposals that aim at 
rethinking the classical music’s live ritual.

While the project proposals are various, they all stem from 
methods connected to visualizing living images(?). At the School of Design we 
worked with methods that are related to scenographic – and production design. 
Here the temporal development is linked to a certain content, in this case music. 
All eight projects were presented and pitched for the involving partners at the 
School of Design at the 17th of June 2013.
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A visual concept for a series of symphony concerts at the Royal Opera. The 
concept includes both visual identity of the series as a whole as well as with 
motion graphics to be projected on the stage during the concert. 
These projections refer to the seasons stylized to harmonize with the various 
genre of classical music.

The basic idea of the project is to create visual definitions of genres of 
classical music. The expression of each will be represented in an animation 
projected in the foyer of the concert hall in order to create an intensified 
experience of the concert itself. Animation for projection in the foyer of the 
concert hall will become a part of a series of animations, the style of which 
begin already when buying tickets, enabling the audience to quickly identify 
the genre of the music to be played. 
-Sarah Gad Wøldike Sørensen

Keywords: Classical music genre, themed concerts, 
video projections in foyer, overall design

Designer: Sarah Gad Wøldike Sørensen

The Moon-Concerts 

M Å N E K O N C E R T  N R . 1
B A R O K
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Soundportal – 
Day Time/Night Time
Designer: Mette Sanggaard Dideriksen

INTRO - Day Time // Night Time	 	 	 									 	 								

Day Time   
                  

Night Time   

Medie: Trailer og visuel identitet for konceptet Wake Up Your Ears

Musik til trailer:  Stravinsky ‘Petruska’ og Franz Listz ‘Hamlet’ - 00:57
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Soundportal – 
Day Time/Night Time

INTRO - Day Time // Night Time	 	 	 									 	 								

Day Time   
                  

Night Time   

Medie: Trailer og visuel identitet for konceptet Wake Up Your Ears

Musik til trailer:  Stravinsky ‘Petruska’ og Franz Listz ‘Hamlet’ - 00:57

In Mette’s proposal, a visual identity, expressed in print-, web- and video 
design, was made for the Soundportal, a high quality 
transportable public sound installation. The Royal Danish Theatre is 
considering using the Soundportal in the near future.

Since architectural design of the Soundportal differs so much from the 
main building of the Royal Theatre at Kongens Nytorv, it is important to 
consider the musical content as part of the concept that refers to the 
Royal Theatre. One could imagine that the Royal Theatre is renewing 
itself in several areas, and the Soundport might express a relation to, for 
example, techno music. But here I argue for holding on to the Theatre’s 
core strength; classical music. My proposal is about re-framing classical 
music. The aim is to connect the sound and visual impressions that one 
experiences in the soundportal with the qualities that the Royal Theatre 
stands for. - Mette Sanggaard Didriksen

Keywords: Soundportal, web and print design, portable quality
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SOUNDPORTAL - DAY TIME // NIGHT TIME

Koncept og identitet

WAKE UP YOUR EARS

Mette Sanggaard Dideriksen
Visuel kommunikation

VISUEL IDENTITET - Grafiske elementer

VISUEL IDENTITET - Grafiske elementer
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Flyvende former Krone kommer ind i 
billedet for at indik-

erer DKT

DKT præsenteres Wake Up Your Ears Day Time Nøgle ord Night Time

Night Time

Tilbage til DKT Former samles til 
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Video materiale fra London Design Festival

VISUEL IDENTITET -	Trailer,	hovedskud	 								

VISUEL IDENTITET -	Plakater				 	 								

Generel plakat For børn - Dag Unge - Aften Hvordan lyder - Talk
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Flyvende former Krone kommer ind i 
billedet for at indik-

erer DKT

DKT præsenteres Wake Up Your Ears Day Time Nøgle ord Night Time

Night Time

Tilbage til DKT Former samles til 
soundportal og aflut-

ter rejsen

Stravinsky ‘Petruska’ 
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Video materiale fra London Design Festival

VISUEL IDENTITET -	Trailer,	hovedskud	 								
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The Beauty of the 
Outskirts
Designers: Joy Sun-ra Pawl Hoyle        
& Josephine Farsø Rasmussen

This proposal involves the sound installation, Soundportal, as a site-specific 
concept that is designed for the outskirts of Denmark. The main focus is on 
the video and motion graphics related to György Kurtágs composition Stele, 
projected on the inside of the portal.

Our project is about designing visuals for a classical music composition to 
be played in the Soundportal, on a tour in Denmark. Our goal is to create an 
total audio-visual experience that uses the 
portal’s location as a starting point. The classical music 
compositions will be experienced more intense through the use of added 
visuals. We like to strengthen the work with qualities on a more abstract and 
atmospheric level, which will support both the 
physical as well as the mental effect that the classical music 
potentially has.
- Joy Sun-ra Pawl Hoyle & Josephine Farsø Rasmussen

Keywords: György Kurtág, soundportal, local involvement, 

video projections, audio-visual experiences
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The Beauty of the 
Outskirts
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Stoflighed i projektion
Test af lag og tekstur: 
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Plan

Projektion på tre sider

Snit
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Designer: Bogdan Stamatin

The Orchestra’s Conductor:
the world’s most Underestimated Painter

Concept artwork
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The Orchestra’s Conductor:
the world’s most Underestimated Painter

Concept artwork

Through the use of motion sensors (Kinect) used to translated the 
gestures of the wooden conducting baton during a live symphony 
concert, to enable the movement of the conductor to guide live 
visuals projected on a screen as well as the musical expression of the 
orchestra.

A knowledgeable audience has been exposed to classical 
music from a young age. Due to its static format and lack of visual 
stimulus, the current way of presenting a classical concert is 
unappealing for younger audiences, nowadays mainly characterized by 
having a shattered attention span.
The purpose of my concept is to bring a true, real-time visual 
dimension to the classical concert by adding a new function to the 
physical movements of the orchestra conductor. Besides 
conducting the flow of sound, the movements of the baton are put 
to use for drawing real-time motion triggered graphics, and thus 
recapturing any loose attention from the public’s side. The intention is 
to “ease in”, to help a new generation of listeners “swallow the pill” by 
purposely trivializing the visual aspect of the concert.
- Bogdan Stamatin

Keywords: Interactive conductor, real-time interactive visualization, 
video projected live graphics



34

Rhythm Beat

Right hand

Le� hand

Amplitude

Quality
Vibrato

CrescendoLegatoStop

MOVEMENT 
PARAMETERS

Mapping on the Z axis

right hand moves triggers the instruc-

faster movement incrementally decreas-
es the stroke size whilst a more ample 
and soft one increases the size. 

hand controls the spread speed of the 
watercolor.

TIME - the duration of a continuous 
movement is connected to the time is 
taking a graphical element to go from a 
100% level of opacity to a level of 20 %.
Therefore the graphics won’t appear im-
posed one on top of the other, but rather 
layered. The longer the movement, the 
longer it’s “cool-down time”. Shorter 
movements imply a shorter duration 
of the time from until the graphic ele-
ment slowly fades into the overall back-
ground.

beginning of the representations are 
therefore the ones least visible in the 

 

ii. TechniQue

 The concert hall welcomes the Kinekt

 The concept’s strong point resides in its non-ob-
trusive design. The end-users acknowledge only the 

in sight, everything working towards making the rela-
tionship between the conductor’s movements and the 
real time graphics credible and a sole point of interest.

 Three elements are added in-between the tradi-
tional entities of the classical music format. The gravity 
point is, as usual, the conductor/magician. In between 
him and the orchestra stands the movement capturing 
device: the Kinect. Further back, behind the audience, 
a computer interprets the data received from the Ki-
nect and according to the parameters of movement 
programmed into it, sends forward real time graphics 
to the screen situated behind the orchestra, facing the 
audience. In the new model of the classical music con-

receives a new stream, the visual one. (See Diagram of 
the concert hall) The main particularity of this concept 

mixes of audio and video where the video part is the 
creation of a visual artist, is solely a product of the con-
ductor’s way of physically leading his or her orchestra.
 

Diagram of the concert hall
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Outside projections- concept artwork

Side product - concept artwork

Tuesday, June 18, 13
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Visual Liveness – 
an audio-visual dialogue
Designers: Sölvi Dúnn Snæbjörnsson & Suzy Attah Mikkelsen

Experimenting with visual and auditive improvisation and the meeting 
between live manipulated motion graphics and vocal music by the jazz 
octet IKI. Working with a scenographic expression for this kind of audio/
visual improvisation concert.

How can we create concert visuals by following a model 
of creation that has more in common with improvisation than 
mediatization: a model that replaces analysis with in-the-moment 
experience? (input – experience – output) Would it be possible to 
create an audio-visual experience in which the visual part is as live as 
the auditory, would it be possible to make the visual part enhance the 
liveness of the experience as a whole? In order to achieve this, we 
wanted to focus on the uniqueness part of live performances, since we 
felt that it was there that we, 
as videographers, could have the most direct influence. We soon 
realized that in order to answer some of these questions we would have 
to get into contact with someone that had experience with this type of 
live-creative process. We contacted the improvisational ensemble IKI, 
who were more than willing to answer our questions. This resulted in 
a fruitful collaboration that became the backbone of this project as a 
whole. -Sölvi Dúnn Snæbjörnsson & Suzy Attah Mikkelsen

Keywords: Liveness, Iki, live vocals and live video projections, 
in-the-moment experience

Format

• Lyd = IKI
• Visuals = Arena + Emne
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Format

• Lyd = IKI
• Visuals = Arena + Emne



38

Workshops

Scene

IKI

OS

PUBLIKUM

VISUALS



39

Workshops

Workshops
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Classical Music Cinema
Designer: Bertan Comert

C L A S S I C A L  M U S I C  C I N E M A  -  A  T R I A L

Bertan Comert

Musical Experience Design: 3-3
Project Report

Tutors: Arthur Steijn and Jakob Ion Wille

C L A S S I C A L  M U S I C  C I N E M A  -  A  T R I A L

Bertan Comert

Musical Experience Design: 3-3
Project Report

Tutors: Arthur Steijn and Jakob Ion Wille
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Classical Music Cinema
C L A S S I C A L  M U S I C  C I N E M A  -  A  T R I A L

Bertan Comert

Musical Experience Design: 3-3
Project Report

Tutors: Arthur Steijn and Jakob Ion Wille

C L A S S I C A L  M U S I C  C I N E M A  -  A  T R I A L

Bertan Comert

Musical Experience Design: 3-3
Project Report

Tutors: Arthur Steijn and Jakob Ion Wille

Concept for digital animation to be projected during live performance 
of the orchestra version of Wagner’s opera Das Rheingold, exploring 
the relationship between image, sound and movement as well as the 
presence of the orchestra and the projection itself in the concert hall 
during live concerts.

Creating spatial worlds and cinematic visuals inspired and synchronized 
by the classical music piece that could enhance the musical storytelling. 
In architectural terms, the similarity of movie theatres and concert halls 
was the main starting point. The gaze towards a fixed vanishing point; 
the movie screen in cinema and the ‘live screen’ as the orchestra in 
concert halls, the expected silence of the audience in both places, the 
similar seating plans and so on. Thus it made it more interesting to 
compare cinema with concert halls than outdoor concert events with 
very different behavioural dynamics. On the other hand, opera and 
theatre has the liveness quality that classical music concerts also have. 
Whereas cinema is not a ‘live’ art form. The most crucial difference 
between the two art forms that laid the background for my project is 
that in cinema the individual is being imposed a created world whereas 
in a classical music concert the individual is imagining a world. Classical 
music concerts provide a space to breath both in terms of a rare 
sophisticated art form and lack of visuals, where the individual can fully 
relax the mind from any imposed visual stimuli. As a visual person, this 
crucial difference made me consider the challenge of how film-making 
elements could be incorporated into the classical music scene in a more 
subtle nature. -Bertan Comert

Keywords: Wagner, enhanced video story telling, cinematic live visuals
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V

Visual  Concept -  Sound Map

Das Rheingold, Heda! Heda! Hedo! Sound Visualisation Map

Following the main visual development I decided to make an animated guide 
for the specific part of Das Rheingold. By listening repeatedly to the music, I 
mapped each second of the 2 minute section. This analytic approach provided 
me with a visual as well as a practical guide. As a form of visual guide for 
each sound, in personal terms I divided the orchestral sounds into five vague 
categories:

1. Violins, constant movement sound: 
    Space - flying over the landscape - Rhine

2. Horns, the highlights of the piece:
    Beams of light, visibility, opening up the landscape 

3. Deep rhytmic sound, bass chello:
    Space, moving nebulae like natural phenomena

4. Climax sound, second violins:
    Thunder clouds gathering, electrical charge in clouds

5. Drums, the aftermath of climax
    Thunder storm, heavy lightning, clear sky

The Design

As seen on the top picture on the right, the right one third of the screen 
represents the future and the other two thirds represents the past which are 
connected by the red timeline stroke. Each graphic is synchronized to the 
music, so that the future and past seen on screen becomes the physicality 
of the music. As a result of this motion each of the five sound categories 
helped me to visualize a coherent mythological universe. As for example the 
horns are graphically represented by the glowing rectangles which open up 
the background landscape and drums are represented as thunder clouds. 
This synchronized graphical representation provided the foundation for the 
animated outcome in which the main movement became towards the horizon.

Animated Sound Map in After  Effects.

Sketch of  music analys is.
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IV

Visual  Concept

Development of Main Elements

The main keywords that I used to find out the main visual elements were:

Sublime   Mythological   Mystical   Majestic  Serene   Cinematic   
  
Following these keywords the main visual source became natural elements, 
especially in the form of landscapes and phenomena. As for example, 
mountainous landscapes, foggy scenery and the amount of decreasing visibility 
towards horizon and so on. 

For the Heda! Heda! Hedo! scene, wide angle shots of various
landscapes formed the background of the visual universe. I experimented with 
the contours of mountains, the horizon, the shape of clouds etc. As a result of 
this experimentation I started to focus on making the universe black and white, 
and where relevant invert the images. Additionally I interchanged each natural 
landscape’s quality to depict another scenery, and using symmetry to increase 
the viewspace and depth. 

The reason for these decisions were related to the keywords written above, 
and a combination of the research elements discussed in the previous page. 
Deciding for a black and white look gave the feeling of using the pencil and 
black ink strokes similar to the old production sketches and illustrations. It 
added some noise and grain to the scenery, which also gave it a historical 
and mythological look. I was also inspired by the fact that classical music 
culture and its ritual in general has a black and white aesthetic, thus the visual 
projections would aesthetically and symbolically fit the environment.

The focused development on landscapes were a direct result of the 
inspirational scenery seen in Met’s 1990 production of the Ring Cycle. 
However its depiction was too obvious for my approach, thus I experimented 
with more abstract methods to create a mythological environment that does 
not exist, however could because of its similarity to our world. For example, 
using sand dunes as clouds, mirroring landscapes and giving the illusion of sea 
waves as a timelapse of storm clouds passing by. 

VII

Ref lect ion and Conclus ion

Observations and Challenges

From a general point of view my concept was to enchance the storytelling of 
the music by visual means. During the design process it became clearer to not 
loose touch of the figurative elements, such as using landscapes, figures and 
real life objects. Especially the use of landscapes supported the idea that by 
using the screen as a window, the spatial feeling of the concert hall could be 
extended towards an imaginary horizon.

The main struggle in this project was to define how the content of these 
‘classical music cinema’ experiences would be made and how they could be 
represented without discrediting the orchestra. In opera the orchestra is not 
seen and the emphasis is given to watch the action, however a classical music 
concert at its heart is an event of the orchestra. Thus suddenly darkening the 
room to create a cinema environment arguably could be a discrediting decision 
to the musicians.  

However the use of spatial visual elements could enchance the specific 
classical concerts. I’ve chosen Wagner, as his operas were a great source 
to try to explain my concept of Classical Music Cinema. If it was for another 
composer, different type of spatial worlds would have been created. Here 
the issue of how turns into a technical question. How would these composer 
specific films -animations-projections be made? Ideally in my initial thoughts it 
was a combination of video footage and special/visual effects when needed. 
However personally as a matter of tecnhinal capabilities I produced it in 2D 
animation softwares. This was a limitation in terms of creating a more realistic 
environment.

The other main limitation was the space of concert halls themselves. How can 
this type of projection/cinema be implemented in old, decorated concert hall 
walls without destroying their own unique architectural aesthetics. One concept 
would be to use projection mapping, however the difficulty in that is that each 
projection has to be designed according to each different building.

 

Conclusion

Cinema imposes us a world, even if it is only for the duration of the film. As 
audiences, we follow and digest the action and generally are not involved with 
actively imagining new universes because there is one infront us. However it 
is a very different experience in a classical music concert, where the music 
invites us to use our own imagination. From this theoretical concept, it can be 
argued that combining any visuals with classical music concerts could invade 
the audience’s free space of thought. However I personally believe that, 
like film scores enchancing the storytelling in movies, spatial visuals could 
enchance the concert hall experience. The main principle here was to stay 
true to the music itself; its sound as well as the story. This whole concept can 
be seen as a profession similar to how film directors direct films from scripts, 
theatre and opera directors direct the plays; so could ‘classic music directors’ 
visualize the music. This sounds like a far-fetched idea, however, could turn 
out to be an interesting collaboration and open up a whole new area for art 
departments as well as musicians. 
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Wake Up Your Ears 
– a visual stroke
Designer: Anne Oddershede

A visual concept that thematises sound quality and at the same time it presents various elements of 
the battle song - Wake Up Your Ears. A video teaser and elements for a web page are paired with 
3D sound.

I have chosen to work with a video teaser that is intended to work more as a mood enhancer than 
informative. The teaser should be seen as a sketch for a concept and hopefully arouse the curiosity 
of the spectator/listener, and interest in getting to know more about the concept. My intention 
is that the teaser will appear on the web site of the Royal Theatre, as well as other sites on the 
internet where it will be seen as a banner.
In that the Royal Theatre is investigating the various possibilities of staying in contact with people 
through avenues outside of the theatre itself, especially those who do not listen to classical music, 
it is relevant to work with a teaser that will be visible in the places that most of us find our daily 
information. Most often, it is on the Internet that the decision of choosing a specific performance is 
made – or at least confirmed – and most buy tickets directly online. The teaser will also influence 
those who already are users of the theatre’s website.
The primary aim of the teaser is to function as an opening to Wake Up Your Ears and be the first 
step in attracting attention and awaking interest for the concept, as well as creating a connection 
between the platforms where the teaser can be seen. 
-Anne Oddershede

Keywords: 3D sound, soundportal, internet teaser

Visuel ide
Det �is�elle �dtryk skal a�s�ejle den magiske stemning og historie, som Det Kgl� Teater r�mmer�
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Wake Up Your Ears 
– a visual stroke

Visuel ide
Det �is�elle �dtryk skal a�s�ejle den magiske stemning og historie, som Det Kgl� Teater r�mmer�
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Forløb

Wake Up Your Ears
TrommehindeØre åbning

Mellemøreknogler

Øresnegl

Lyden illustreret som:  Streger, Balletdansere og Partikler
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Filmen på facebook og nyhedssites

Filmen på Det Kgl. Teaters website
Ideen er at �la�ere �ilmen �å Det Kgl. Teaters forside, så at flere har muligehed for at få øje på videoen� 
Altså så også de som benytter hjemmesiden i �orbindelse med andre �orestillinger også bli�er gjort o��
m�rksom �å Wake U� Yo�r Ears�
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The Leitmotif App
Designer: Ruth Sophia Vissing

A concept for a smartphone App and an installation, which are designed to 
communicate Wagner’s musical structures; 
the Leitmotives, in a contemporary fashion.

I would to add new dimensions to Wagner’s music in similar    fashion 
as Lady Gaga, Bjørk and Anette Dash do with their works. The existing 
concert audience will be presented with an extra value whereas a new, 
potential audience will be introduced for a not previously experienced, more 
accessible world of Wagner. I choose to work with Wagner’ opera “The Ring 
Cycle”. The App will have three entre points. 1) The Ring Cycle, the four 
operas and their acts. 2) An overview over all Leitmotivs. 3) An overview 
over the Leitmotivs families. From here the chosen Leimotiv can be played 
and a graphic circle will present animated info-graphics that will clarify how 
the Leitmotiv relates to its family, opera, act and other Leitmotivs. -Ruth 
Sophia Vissing

Keywords: Wager, Leitmotiv, App, animated info-graphics, existing and new 

audience
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The Leitmotif App
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AUDIENCE ENGAGEMENT
Erling Björgvinsson
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Why Audience Development or Audience Engagement?

Why work with audience engagement and outreach at all? Is it not enough that cultural institutions provide high 
quality productions? High quality and relevant productions are central aspects of what cultural institutions do. However, 
people and culture constantly change and with it cultural preferences and audience behavior and what is considered 
valuable and relevant. In fact, Copenhagen Phil, Malmö Symphony Orchestra and the The Royal Danish Theater are all 
facing diminished audience numbers. On a more positive note, they are all actively engaged in developing new concert 
formats, educational and presentation formats, and so forth. However, these new formats tend to attract mainly 
current audience segments, which points towards that more work needs to be done. 

This is not unique for Copenhagen Phil, Malmö Symphony Orchestra or The Royal Danish Theater. Cultural institutions 
at large in the Nordic countries are facing significant challenges. The Nordic countries have changed considerably over 
the last two decades, as they have for example become more multicultural. Although many cultural institutions work 
actively with rethinking what they offer and how they organize their work, they tend to reach only the well-educated 
and affluent middle class. The repertoire or the programming to a very small extent reflects that the Nordic countries 
have become multicultural or, for that matter, that we live in a globalized world with increased interaction between 
cultures.
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Research and development projects on audience engagement of classical music (Bernstein 2007, Wolf 2006, 
Knight Foundation 2002, Reiss 1997, Brown & Bare 2003, Knight 2001, Thakar 2003) point at that audience 
behavior as well has changed over the last decades. These authors point at that:

§	 consumption of classical music has increased, but is consumed increasingly at home and in cars;
§	 decrease in arts education leads to less awareness of the benefits of the arts, which demands that the 

audience is provided with more interpretive assistance, and I would argue that the institutions take a 
more active educational role;

§	 we see a shift towards increased expectation of active engagement;
§	 audiences are more likely to attend if there is some sort of social event tied to it;
§	 flexible & adaptable leisure experiences are more attractive;
§	 there is a demand for increased diversity;
§	 50 % buys tickets 10 days before an event;
§	 shorter more intense experiences are more attractive;
§	 the biggest motivator is a specific work or program (i.e. a more selective audience);
§	 one specific format has no spill-over effect, a cross-over format does not lead to that the cross-over 

audience starts going to more classical concert formats;
§	 free programming and outreach do not turn people into ticket buyers.

Well, what does this have to do with artistic quality? That is, after all, what cultural institutions are to deliver. 
First of all, it is important to acknowledge that cultural institutions need to operate with various cultural 
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qualities. A production that for example mixes professionals with gymnasium students cannot be judged by 
the same standards as a production made up of solely professionals. The co-production with gymnasium 
students premiers other qualities than pitch perfect productions, as its focus is educational and building strong 
relationships with new audience groups.  Also, as Thomas Wolf (2006) points out in the report The Search for 
Shining Eyes, which summarizes ten years of audience development conducted by various orchestras in the 
USA:

“Outstanding music and the memorable performance of it is not, by itself, sufficient to 
develop large numbers of new audience members. The Magic of Music posited the “shining 
eyes” theory that excitement in the concert hall would be transformational to audience 
behavior. But in the end, it was clear that this was simplistic – other elements must be 
combined with artistic factors.” 

In other words, outstanding quality, although important, is not enough in itself. 

Audience Development or Audience Engagement?

At the 2013 Arts and Audiences Conference <http://artsandaudiences.com/> in Helsinki, it was generally 
agreed that audience development is an outdated term and that audience engagement is more productive. 
Engagement suggests that the institutions need to move away from thinking in terms of educating the audience 
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towards relationship building where mutual learning occurs. The turn toward engagement demands, in turn, 
that not only the outreach, marketing, communication and educational segments of the institutions work 
with the issue, but that it becomes part of the artistic productions. Audience engagement thus demands that 
engagement initiatives also need to involve directors, curators and artists.

Audience development is often defined as:

“the long-term planned management process of attracting and engaging target arts participants, 
audiences, and markets through education, marketing and programming, and retaining them by 
establishing and maintaining strategic, dynamic, and sustainable relationships.” (Julia M Roberts 
2008).

Not bad at all, but when contrasted with the notion of community engagement the differences become 
clear, where audience engagement emphasizes relationship building, mutual learning, and collaboration. 
Again Julia M Roberts (2008) states:

“The process of working collaboratively with and through groups of people in assessing, planning 
and implementing programs or activities that are mutually beneficial to both sides; community 
engagement is a two-way exchange consisting of collaboration and cooperative partnerships to 
enrich the lives of community members.”

The contrast becomes perhaps even more apparent in the following statements: 

“I dislike the word “outreach.” It comes from a time when orchestras thought of themselves 
(positively or negatively) as somehow separate from a large part of their communities, either 
exclusive or excluded. It implies an ‘us versus them’ dynamic. Instead I like to describe what 
[the Philadelphia Orchestra does] as artistic work in schools and communities. Describing the 
work in this way goes to the heart of what I find to be most valuable and interesting about it, 
both for orchestras as organizations and for the musicians who participate in it.” (Johnson 2006, 
polyphonic.org).
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“I would argue vehemently that a community doesn’t need an orchestra just for the sake 
of saying it has an orchestra. The mere existence of an orchestra in a community does not 
contribute to the community’s vitality. Communities need vibrant, relevant orchestras that give 
meaning to people’s weary, humdrum lives […] the caliber of the playing, the renown of the 
conductor, the architecture of the world-class hall mean little or nothing if the sound doesn’t 
resonate throughout the community.” (McPhee, 2002, p. 25-26).

The shift from audience development to audience engagement signals that cultural institutions 
need work on more than one-way educational formats and instead emphasize mutual learning and 
cooperation. This in turn demands that the cultural institutions constantly need to ask what they 
know about the surrounding society and how what they do resonates with issues and needs of their 
surrounding community. It also points towards that long-term engagements are to be premiered, as 
quick fixes do not work. 

Audience Engagement and Organizational Challenges
 
Today many cultural institutions are highly specialized, segmented and inflexible where it becomes difficult 
to create teams across institutional border. Yet, as The Search for Shining Eyes report <http://cmec.mah.
se/2012/12/the-search-for-shining-eyes-en-rapport-om-symfonisk-musik/> shows, the success of audience 
engagement hinges on fundamental organizational anchoring where different departments within the 
institutions collaborate as well as that changes in core organizational values. Wolf (2006) states:

“Transformational change in orchestras is dependent on the joint efforts of all members of 
the orchestra family – music director, musicians, administration, and volunteer leadership and 
trustees.”

“Serious audience development requires changes in core institutional attitudes, thinking and 
behavior in all aspects of the operations of orchestras. It is not simply a question of better 
marketing to find more people to consume the same product in the same way. The changes 
required are more fundamental.”
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Furthermore, the report points out that many orchestras forget that their musicians have good knowledge and 
have wide connections in the region they live in and that they are too seldom seen as a resource for relationship 
building. Starr states:

“in spite of decades of study in renowned conservatories and alone, musicians’ judgments 
are rarely sought in rehearsals. Most know the tastes of the local audience far better than 
does the musical director, yet their views are rarely solicited as programming decisions are 
made.”(Starr 1997, p. 85-86).

 Audience Engagement: Values, Approaches & Inspirational Cases

The values of audience engagement are many. As Brown, Brown and Jackson-Dumont point out, the values 
of engagement include personal development, interpersonal and social qualities, as well has an impact on the 
surrounding society of the cultural institutions. They summarize the qualities in the following chart:  
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Kawashiwa (2006) argues that audience development typically falls under the following four categories:
·	 Marketing geared toward potential audience.
·	 Marketing geared toward existing audiences. 
·	 The presentation of new formats that challenges and cultivates the existing audience taste and 

expands their cultural repertoire.
·	 Active outreach with non-participants. 
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The separation between marketing, artistic formats and outreach is to some degree problematic, as audience 
engagement preferably cuts across these categories. However, as Kawashiwa (2006) points out, it is worth 
to consider whether an audience engagement strategy is geared toward new groups or established audience 
groups. The term “non-participants” is, however, problematic as it can imply that those not attending are not 
consumers of culture, which probably is not the case; they are just not consuming the culture the cultural 
institution in question is providing. It is also problematic as it suggests that the cultural institution is in the center 
of importance and these audience groups are marginalized or marginal, while the opposite could be the case: 
that the cultural institutions are marginal to and of little relevance to large societal groups. That said, Kawashiwa 
(2006) has a point when arguing for working actively with reaching new audience groups. When doing marketing 
surveys, Robertson (2008) argues, many cultural institutions miss studying the group that they should pay the 
most attention to, namely those not attending at all. She states:

“This includes their attitudes about leisure time, their motivation for participating in the arts, and 
whether they participate to be enriched or entertained (McCarthy & Jinnett, 2001). It is stressed 
in the literature that arts organizations must look at their target populations from a behavioral 
and attitudinal perspective; most arts groups only know the socio-demographics of their target 
populations.” (Robertson 2008, p.30).

Marketing surveys often fail to provide data relevant for audience development, as those that answer the 
surveys most often are dedicated audience members. Furthermore, they do not register attitudes and behavioral 
aspects in any significant way. 

Cultural institutions, according to McCarthy and Jinnett (2001), can work on audience engagement in three ways:

§	 they can diversify participation by attracting different kinds of people than they already attract;
§	 they can broaden participation by attracting more people;
§	 they can deepen participation by increasing the level at which current audience members are involved.

Each approach demands different strategies, which points at that cultural institutions need several community 
engagement strategies, rather than one. 
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Brown & Bare (2003), furthermore, argue that cultural institutions need to acknowledge and work actively 
together with what they call “attractors”:

“There are two types of people involved in the attendance of a concert: initiators and responders. 
The initiators will organize excursions for their friends, and invite others to participate. Symphony 
orchestras can utilize the initiators to help to build up audiences externally from the organization 
through invitations and planning events.” (Brown & Bare, 2003).

Cultural institutions also need to work with several different levels of audience engagement – from more light 
participation to more active co-creative and audience-as-creators approaches. In Getting on The Act, Brown & 
Novak Leonard (2011) categorize audience engagement into five categories as illustrated below. 
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The last three categories in the above illustration, namely audience-as- artist, audience as co-creators and 
crowd-sourcing, all imply active participation were the border between professionals and amateurs are blurred. 
These forms are more demanding on both the cultural institutions and the audience, but also more rewarding. 
These approaches guarantee more long-term engagement. As The Search for Shining Eyes report points 
out, those actively and creatively engaged in the arts are more prone to attend cultural events while various 
“exposure programs”, such as more passive educational package tours, have little or no impact. Brown states:  

“There is a lot of evidence that participatory music programs – including instrumental lessons and 
choral programs – are correlated with later attendance and ticket buying at orchestral concerts. 
Traditional exposure programs, such as orchestras’ concert hall offerings for children, seem to 
have little longlasting effect on later behavior.”
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That said, it is good to keep in mind that most people want to be “lightly” engaged before and after the event. A 
small (10 percent) but important audience segment wants to be highly active before and after concerts, as the 
following chart illustrates: 

Figure from: “Activating Your Audience” by Alan Brown, Wolf Brown & Sandra Jackson-Dumont.
Audience Engagement Cases 

Audience as Artist

Write an Opera <http://www.roh.org.uk/learning/teachers/write-an-opera> is a format developed by The Royal 
Opera in London. Elementary school teachers are given a crash-course in writing an opera, which they than can 
do together with their students over a one-year period. This includes writing the story, music, creating the set 
design, costumes, marketing and of course performing the work. The students are given the roles of being the 
conductor, musicians, producers, set designers, and so forth. The Royal Opera House has through this started 
the children choir The Youth Opera <http://www.roh.org.uk/news/watch-learn-the-singalong-finale-of-hot-
house> by recruiting the most talented students coming out of the Write an Opera program. 
The Mood Project <http://artsandaudiences.com/2013/jon-deak/> is a collaboration between the Sibelius 
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Academy and New York Philharmonics, which in turn is part of the Very Young Composers program, a program 
where Public School Children compose and orchestrate music for the New York Philharmonics. For example, 
at the Art and Audiences Conference 2013, a small ensemble performed three pieces – composed by children 
between the age of 9 and 13 – that were responses  to a work by Tiensuu.

En amputerad själ <http://sv.opera.se/forestallningar/en-amputerad-sjal-2012-2013/> is an opera production 
made by and for gymnasium students. The Gothenburg Opera House announced a manuscript competition 
where gymnasium students submitted manuscripts on the theme “courage”. A winner was selected and fifteen 
gymnasium students recruited to participate in the piece. The production drew full houses. 

Audience as Co-Creators

Kärlek är… <http://sv.opera.se/forestallningar/karlek-ar-2011-2012/> at the Gothenburg Opera House was a 
production where third-graders were invited to write about love. 900 children submitted drawings and text, 
which the production “Kärlek är…” build upon. 

Brooklyn Beethoven Remix <http://bphil.org/bphilwp/remix/> Brooklyn Philharmonics challenged their audience 
to remix the last part of Beethoven’s symphony “Eroica”. The winner of the competition was DJ Eddie MArz with 
his remix ”Ill Harmonic”, which transformed the last part of Eroica into a compact rhythmic jam. 

Crowd-Sourcing

Whitacre’s Virtual Choir <http://ericwhitacre.com/> – the composer Whitacre has made several pieces such 
as Sleep and Lux Aurumque where he has engaged people from all over the world to sing his work. In 2011, 
when he arranged Virtual Choir 2.0, two-thousand people participated from 58 countries by submitting videos of 
themselves singing parts of the work, which was than pieced together. Lux Aurumque has had over three million 
views on the Internet. 

Opera By You <http://www.oopperajuhlat.fi/OperaByYou/English/Home> was an experiment where a finish 
opera offered their professional ensemble to an international “crowd”, saying “we provide the orchestra and you 
singers do the rest”. The piece was performed at the Savonlinna Opera Festival 2012. The production demanded, 
of course, creating organizational strategies around how to reach and engage people and how to handle and 
select contributions. See also <http://operabyyou.wreckamovie.com/>
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Enhanced Engagement

Concert Companions <http://en.wikipedia.org/wiki/Concert_Companion> aimed to strengthen the concert 
experience by offering the audience a guide that is synchronized to the music being performed. The New York 
Philharmonic and Philadelphia Orchestra tested it in 2005. It was appreciated by the audience, but was met 
with resistance from the musicians. Apple, in collaboration with the London Symphony Orchestra and Julliard, 
developed the idea and the plan was to bundle the background information with albums sold at iTunes.

The Twittering Conductor <http://artsblog.ocregister.com/2009/08/14/emil-de-cou-twittering-national-symphony-
conductor-responds/15339/>, Emil de Cou, has experimented with being a personal twitter guide, for example by 
twittering about his personal interpretation and knowledge of Beethoven’s symphonies. It has been compared to 
pop-up books for adult that works well for first-time visitors as well as loyal audience goers.

Royal Opera House on iTunes University <http://www.roh.org.uk/learning/bring-the-royal-opera-house-into-
your-classroom-with-itunesu> – The Royal Opera House in London releases short pedagogical sound- and film 
recordings, behind the scene films, and marketing material through iTunes University. For most people, iTunes 
university is far away and the content is a bit dry. 
Bernstein, J. Scheff. (2007). Arts marketing insights: The dynamics of building
and retaining performing arts audiences. San Francisco, CA: Jossey-Bass.
 
Brown, Allan S. & Novak-Leonard. 2011. Getting In on The Act. 
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How can contemporary media 
strengthen the relationship be-
tween cultural institutions and 
their audiences? 
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This is a question that seventeen interac-
tion design students at the School of Arts 
and Communication, Malmö University, 

were looking into for ten weeks.

Through co-design processes that involve Copenhagen Phil, Malmö Symphony Orchestra and The Royal Danish 
Theater and their audiences, new audience experiences enhanced by media were developed and tested.

The concepts are:

Joystick Arena is an event-based Twitter webpage that will serve as a hub and an arena for dialogue between 
Malmö Symphony Orchestra and the audience, and between the audiences/gamers themselves.

Dante’s Purgatory explores how the boundaries between the audience and the dancers can be challenged and 
made more participatory.

Opera through co-creation is a learning format and learning platform that builds upon and develops workshop 
formats run by the outreach staff at the Royal Danish Theatre.

Maestro is a public, interactive installation where people can together discover, play and reinterpret parts of 
Beethoven’s fifth symphony by regulating the volume of five sound pipes.
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Dante’s purgatory

Challenging the audience-dancer boundary

Through wearable technology, Dante’s Purgatory explores how the bound-
ary between the audience and the dancers can be 
challenged, and how a dance performance can be made more  partici-
patory. Focusing on the Purgatory level in Dante’s Divine Comedy, the 
concept embraces the scary, dark, and outrageous 
elements of the story. The concept explores how the experience of a 
dance performance can be amplified with technology. For example, when 
making eye contact with a dancer, the individual audience member hears 
the “inner voice” of the dancer, creating a feeling of intimacy. The concept 
was developed in collaboration with the ballet group Corpus at the Royal 
Danish Theatre.

Keywords: augmenting technology, dance, performance

Read more about this project on http://cmec.mah.se/2013/04/dantes-
purgatory-royal-danish-theatre/
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Dante’s purgatory
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Joystick Arena

Taking a concert online and extending it in time

By building on common social media practices, the Joystick Arena is an 
arena for dialogue between Malmö Symphony Orchestra and the Joystick 
audience comprised primarily of “gamers”, and       between the gamers 
themselves. The arena is divided into the areas of before, during, and 
after the concert where “before” could be discussions about repertoire, 
“during” could be reflections on what is going on in the concert hall, and 
“after” could be releasing a recorded soundtrack that gamers worldwide 
make a music video for. The concept was developed in collaboration with 
Malmö Symphony Orchestra.

Keywords: social media, co-creation, temporal extension, classical music

Read more about this project on http://cmec.mah.se/2013/04/joystick-
arena-malmo-symphony-orchestra/
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Opera through 
co-creation

Engaging gymnasium students in opera through improv workshops and online 

learning

This concept enables gymnasium students to “understand” opera by performing 

and reinterpreting the themes in e.g. Othello in playful and embodied ways 

through improv workshops. 

The purpose is to make opera themes such as love, hate, betrayal, and conceit 

relevant to the contemporary youth culture, their cultural expressions, interests 

and concerns. A complementary learning platform includes teaching- and 

inspirational material that teachers and students can use and modulate to fit 

their needs. The concept was developed in collaboration with The Royal Danish 

Theatre.

Keywords: improvisation, co-creation, opera

Read more about this project on http://cmec.mah.se/2013/04/opera-and-student-

engagement-royal-danish-theatre/
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Maestro

Physical and collaborative reinterpretation of Beethoven’s 5th symphony

By regulating the volume of five sound pipes, Maestro allows people to 

collaboratively discover, play and reinterpret parts of Beethoven’s fifth symphony. 

Three pipes loop recordings of separate sections of the orchestra – the brass-, 

the wood instrument-, and the rhythm section – while two pipes loop more 

contemporary sound recordings such as a synched drum beat. The installation 

also invites for rhythmic interpretations, as people could jam with drumsticks on 

the pipes. The concept was developed in collaboration with Copenhagen Phil.

Keywords: co-creation, classical  music

Read more about this project on http://cmec.mah.se/2013/04/maestro-

copenhagen-phil/
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Peter and The Wolf 
& The Carnival of the Animals 
Shadowplay Concerts at The Opera House  
18.- 20. October 2013
by Jakob Ion Wille
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On the basis of an idea formulated during The Wild West Workshop 19.-20. 
June 2013 at MEDEA (described in the Prototyping Audience Engagement 
booklet) students and lecturers from Malmö University and The Royal Danish 
Academy of Fine Arts, School of Design worked with The Royal Danish 
Orchestra and audience designing material used in the framework of a series 
of children’s concerts at The Opera House in Copenhagen in the fall of 2013. 

The idea was simply to invite children and their families to arrive early 
before a concert of The Carnival of the Animals (Camille Saint-Saëns, 
1886) and Peter and the Wolf (Sergei Prokofiev, 1936). The children were 
to create costumes and choreography inspired by the animals represented 
in the music. The performance of the children were to be recorded, mixed 
and finally projected during the concert.  In this way the children could 
experience their own contribution as part of the overall scenography of the 
concert.     

One and a half month before the actual concerts in the fall of 2013 students 
and lectures from The School of Design and Malmö University were invited 
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by The Royal Danish Orchestra to elaborate on the original idea. A modified 
and expanded concept was developed, including participatory activities for 
the children attending the concerts before, during and after the live event. 
As a supplement, both analogue and digital visualization technology were to 
be used for the creation of shadowplays.  

During the weeks preceding the concerts, children from a local kindergarten 
delivered paper-cut silhouettes inspired by characters in Peter and the 
Wolf. These silhouettes were animated by a team consisting of Production 
Designer, Tine Lylloff Madsen and students from the School of Design: Sarah 
Gad Woldike Sørensen, Suzy Attah Mikkelsen and Toove Papp-Lindkvist . 
Other children were invited to participate in two workshops in the foyer of 
The Opera House before the concerts. In one workshop the children made 
paper-cut silhouettes and created analogue shadowplays. In the other, 
creatures from The Carnival of Animals were animated using digital Kinect 
technology modified by Halfdan Hauch Jensen, a student from Malmö 
University. Material from this workshop was shown during the live concert. 
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On stage, actor Henrik Koefoed narrated the story of Peter and The Wolf 
during the concert while the pre-recorded silhouette shadowplay created 
by the children, and animated by the students was projected above the 
orchestra. During the performance of The Carnival of Animals, the animations 
using the Kinect technology created by the children were composited with 
pre-designed backgrounds and projected.  After the concert instructions 
on how to create and play with shadowplays at home, were to be found in 
the paper program for the concert. Children were encouraged to create and 
record shadowplay at home, and send the material to The Opera House.

As mentioned, the purpose of working with these concepts was to encourage 
participant engagement and co-creation in designing an event, experimenting 
in expanding the totality of the live experience. Judging by the expression 
of the children in attendance, and statements from the students, artists 
and researchers involved - the experiment was quite successful and worth 
repeating. 

Lecturer and researchers supervising student during development and 
production were Ering Björgvinsson form Malmö University and Arthur Steijn 
and Jakob Ion Wille from The Royal Danish Academy of Fine Arts, School of 
Design.
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HANDLINGEN

Peter og Ulven  
Tæt på en stor, smuk skov bor Peter med 
sin bedstefar. Hos bedstefar er der trygt 
og godt, men rundt om deres have er der et 
højt hegn, for ude i skoven lurer den listige 
ulv. Derfor må Peter kun lege inde i haven. 
En dag åbner han alligevel lågen i hegnet og 
går ud. Og ganske rigtigt – derude er ulven! 
Men bare rolig: Peter er en modig dreng og 
det hele ender godt. Undtagen for anden. 
Men det skal I nok høre mere om, når 
historien går i gang. 
 Peter og Ulven er et musikalsk eventyr, 
hvor rollerne bliver spillet af nogle af 
orkesterets mange instrumenter: Peter 
har en livlig og fin melodi, der spilles af 
violinerne. Bedstefar er den lidt dybere 
og langsommere fagot, mens tre valdhorn 
giver os gåsehud, når de melder, at 
ulven kommer. Fuglen spilles af den lyse 
tværfløjte, jægerne af messingblæsere 
og trommer og den uheldige and af den 
snadrende obo. 
 
Dyrenes Karneval  
En majestætisk marcherende løve, løbende 
æsler, tunge elefanter, der prøver at danse 
vals. Forvirrede høns, æsler der løber om 
kap, en kukkende gøg og en yndefuld svane, 
der svømmer på vandet. Dyrenes karneval 
er nærmest en musikalsk zoologisk have, 
hvor hvert dyr har sit helt eget stykke musik. 
Ja selv kænguruen har sin egen hoppende 
melodi og den dovne, langsomme skildpadde 
vover sig ud i en cancan, når dyrene mødes til 
karnevallet. Hør godt efter, og se, om du kan 
gætte dyrenes melodier – måske du endda 
kan genkende en enkelt melodi eller to. ♦

OM KOMPONISTErNE

Sergej Prokofjev skrev sine første komposi-
tioner som femårig og var bare 13 år, da han 
blev optaget på musikkonservatoriet i Skt. 
Petersborg. Allerede som ung gik Prokofjev 
sine egne veje: På konservatoriet nægtede 
han at indrette sig efter skolens strenge disci-
plin, og som voksen var han modstander af 
sit hjemlands strenge kommunistiske regime. 
 Prokofjev skrev teksten og musikken 
til Peter og ulven på bare fire dage. Han var 
blevet bedt om at skrive et symfonisk værk 
for børn og besluttede sig for at skrive en 
fortælling, hvor hvert instrument spiller en 
rolle: resultatet blev et musikalsk eventyr, 
der viser, hvordan den klassiske musik kan 
fortælle historier og sætte fantasien i gang.
 Peter og ulven blev uropført den 2. maj 
1936. Den blev ikke modtaget særlig godt af 
sit første publikum, men har siden begejstret 
børn og voksne over hele verden. 

Camille Saint-Saëns blev født i Frankrig og 
var ligesom Prokofjev et musikalsk vidunder-
barn. Som treårig komponerede han sit første 
klaverstykke og som syvårig begyndte han at 
studere komposition og orgelspil. Som tiårig 
debuterede han med en koncert, hvor han 
begejstrede alle med sin livlige musik. Da 
publikum forlangte et ekstranummer lod han 
dem vælge blandt Beethovens klaversonater, 
som han så spillede uden noder.
 Saint-Saëns er kendt for sine symfoniske 
digte og dramatiske værker som Danse 
Macabre og operaen Samson og Dalila. 
Dyrenes karneval er et af hans mest spillede 
værker, men skulle slet ikke være blevet 
opført offentligt, da han egentlig skrev det for 
sjov til en privat lejlighed. ♦

DIrIGENT 
ALEXANDrE BLOCH

Med sin entusiasme og energi på diri-
gentpodiet er den unge franske diri-
gent Alexandre Bloch (f. 1985) ved at 
slå sig selv fast som en talentfuld ny 
stjerne indenfor sit felt. Han kom for 
alvor i søgelyset da han i oktober 2012 
vandt Donatella Flick’s LSO Conducting 
Competition og blev udnævnt som assi-
sterende dirigent ved London Symphony 
Orchestra. 
 Alexandre Bloch blev uddannet kompo-
nist og dirigent fra Conservatoire National 
Supérieur de Musique et de Danse de 
Paris. Dette er hans første opgave for Det 
Kongelige Teater. ♦

 
KONCEPTET

”Det Kongelige Teater deltager i et sam-
arbejde med orkestre og universiteter på 
begge sider af Øresund, hvor der er fokus 
på at udvikle og afprøve koncepter. Vi vil 
i fællesskab skabe flere typer musikalske 
oplevelser end dem, der er udbredt i dag. 
En del af vores fokus er på, at publikum 
inviteres til at være medskabende. Vi 
undersøger også i hvilke nye sammen-
hænge, musik kan indgå som oplevelse, og 
hvordan musikoplevelse kan understøttes 
med digitale hjælpemidler.
 Partnerne i projektet, der er støttet 
af EU’s Interreg program, er: Malmö 
Symfoniorkester, Malmö Högskola, Det 
Kongeliqe Danske Akademis Skoler for 
Arkitektur, Design og Konservering, 
Copenhagen Phil, Det Kongelige Teater og 
Øresundskomiteen.” ♦

MEDVIrKENDE

Dirigent: Alexandre Bloch
Fortæller: Henrik Koefoed

PETEr OG ULVEN

Koncertmester: Emma Steele
Peter: Det Kongelige Kapels strygere
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Classical Music, Liveness and Digital Technologies 

ABSTRACT 
Performances of classical composition music have seen a decline in their audiences for some years. Does 
the classical concert ritual scare people off? This notion has spurred off a development of design concepts 
directed at rethinking concert rituals in order to create new audience experiences. This article uses the 
suggestion of Philip Auslander to rethink the relationship between the mediatized and live format in order 
to use digital technologies to enrich and develop the live performance as a starting position. On the 
background of an ongoing EU funded interregional project, a series of interrelated design experiments are 
presented which all share the ambition of integration digital technologies in life performances of classical 
music. A particular focus is put on the ongoing development of a design concept where interactive audio 
and visual experiences in an underground metro station shall interrelate with activities and live 
performances in the nearby concert house. 

Keywords: Classical music, liveness, experience design, digital technologies, interregional 

 

1  INTRODUCTION 
It has become clear through several rapports and 
statistics that live performance of classical music 
is, in its present form, is in trouble. Johan Idema 
(2012) states: ‘the classical concert ritual 
somehow seems to scare people off’ (p. 9). Why it 
does and how it might be dealt will be one area 
this article shall deal with. The other concerns the 
relation between the live format of the music and 
it’s mediatization, as discussed by Phillip 
Auslander (2008). Throughout this article several 
aspects related to these issues shall be explored, 
described and indexed in tables as selections for 
directions, views or guidelines. The content of 
these tables will thereafter be used in relation to 
case-, design concept- and project-studies. 

 Late in 2012 several institutions in the Øresund 
region decided to initiate an interregional 
collaboration in order to develop new audience 
experiences. The project is exploring the 
possibility of increasing interest for live 
performed classical music through deployment of 
new technologies. The Øresund region, including 
the cities of Copenhagen, and Malmö, on opposite 
shores of the Øresund strait, has a high density of 
large cultural institutions. Each city has concert 
halls occupied by internationally respected 
orchestras. In September 2012 the collaborating 
institutions received two-year EU interregional 
funding for the project Classical Composition 
Music and Experience Design. The partners 
involved in the project are: Copenhagen Phil (SS), 
Malmö Symphony Orchestra (MSO), Malmö 
University (dept. MEDEA), the Øresund 
Committee, the Royal Danish Theatre (DKT) and 
the Royal Danish Academy of Fine Arts – School 
of Design (KADK). Due to my affiliation with the 
School of Design, I shall elaborate on the aspects 
of the project in which this institution is involved. 

Examples are derived from student projects as 
well as from ongoing research projects. All of the 
concepts in connection with the School of Design, 
described and discussed here deploy motion 
graphics (Manovich, 2013) in spatial contexts that 
relate to the liveness of classical music in one way 
or another.  

The article is structured as follows: 

Section 2: Rethinking the Concert Ritual, 
introduces studies that point out the challenges 
connected to the classical concert ritual. Also 
several case studies derived from projects that use 
alternative ways of staging and involving classical 
composition music will be presented. 

Section 3: Classical Composition Music and 
Experience Design describes the background and 
motivation of some of the institutions involved in 
the interregional project. An outline of expected 
results from the activity: Spatial and Interactive 
Experience Design around Classical Live Music 
will be presented at the end of this section. 

Section 4: Involving Design Students, 
describes a workshop incorporating a selection of 
theory, terminology, method and tools, which 
resulted in the first range of design projects. A 
selection of visualized concepts by the students 
from the School of Design concludes this section.  

Section 5: Connecting Windows, describes 
conceptualizations of an ongoing project that aims 
at creating a connection, through audio and visual 
means, between a concert house and a planned 
underground station located nearby.  

Section 6: Conclusion & Perspective, 
concludes this article by summarizing the findings 
and the status of ongoing activities related to the 
Classical Composition Music and Experience 
Design project. 

Papers Arthur Steijn
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2  RETHINKING THE CONCERT 
RITUAL 

In this section I shall present statistics, which 
indicate a decrease in the worldwide audience for 
live classical concerts. Thereafter I will identify 
problems related to the concert ritual followed by 
several case studies that experiment with different 
concert rituals. 

2.1 A Declinig Attendance 
According to an audience demographic research 
review published by the League of American 
Orchestras, the paid attendance to live performed 
classical music has declined by 8% between 2002 
and 2007 (2009, p. 4). Similar tendencies can be 
seen occurring elsewhere. In Holland, for 
example, the audiences for classical music 
performances, expressed in proportion of the 
population, have shrunk from 17% to 14% 
between 1995 and 2007 (The Netherlands 
Institute for Social Research, 2009, p. 133). In 
Denmark, The Royal Danish Theatre has recently 
been inclined to reduce the number of classical 
concerts due to falling audience attendances 
(2011, p. 6). The worldwide financial crisis has 
likely had a negative influence on these statistics. 
On the other hand, decreasing paying audience for 
live performed classical music has been a 
noticeable trend even before the crisis.  

2.2 The Classical Concert Ritual  
Recent studies have indicated that one of the 

main reasons for an continuous decline in interest 
for live performed classical music is connected to 
how the music is offered to the audiences (Idema, 
2012, p. 14). Even sublime performances, are 
looked upon by many as “formal and passive 
concert experiences” (p. 15). It seems as if the 
focus of the musicians is entirely on the music, 
and as if there is only one way to perform when 
expressing musical virtuosity. The drama 
expressed and intended by the music is not 
reflected in the presentation of the live 
performance. “The contact between the classical 
performers and their audience is often minimal 
when compared to other musical forms” (p. 15).   

In a rapport from the United States, one can 
read that: “the problems of orchestras stem not 
from the music they play but from the delivery 
systems they employ” (Wolf, 2006, p. 6). This 
also identifies the problem as related to the 
classical concert ritual. The rapport also mentions 
that the orchestra is seen as responsible for a loss 
of “the magic in the music” (p. 8). In that same 
publication, several focus points described as 
lessons for orchestras, are listed. So if we 
presume, as noted by Wolf (p. 49), that the 
classical music itself is not the problem, we might 
take the following points in account. 1) “The 

mission of an orchestra needs to be clear, focused 
and achievable” (p. 49), in other words, orchestras 
need to serve their audiences in ways they 
promise them. 2) “No single magic bullet will 
address the many serious problems that orchestras 
face” (p. 49), it turned out to be an illusion that 
only changes inside the concert hall would be 
sufficient to transform the orchestras. What 
actually could contribute to solutions, according 
the rapport are for example: 2a) “more varied and 
interesting programming”. 2b) “a revitalized 
concert hall experience”, 2c) “more involved 
music directors”, 2d) “more innovative use of 
technology” and 2e) “more education and 
outreach”. A final point I like to quote is that 3) 
“Orchestras need to do more research on those 
who do not attend their concerts”. According to 
the rapport there might be larger potential 
audiences outside the existing number of visitors 
for classical music than one would expect. 

A number of the points, including their sub-
points listed above, might be considered when 
rethinking the concert ritual. These are indexed 
these in table 1. 

Table 1  A selection of points, including some 
directions for possible solutions (noted in italics),  
derived from Lessons for Orchestras (Wolf, 2006) 

1 The mission of an orchestra needs to be clear, 
focused and achievable 

2 No single magic bullet will address the many 
serious problems that orchestras face 

a • more varied and interesting programming 

b • a revitalized concert hall experience 

c • more involved music directors 

d • more innovative use of technology 

e • more education and outreach 

3 Orchestras need to do more research on those 
who do not attend their concerts 

 

2.3 Cases that Rethink 
There are several cases that rethink the classical 
concert ritual. I shall describe three cases derived 
from Idema’s writings: Present! – Rethinking Live 
Classical Music, and see how and in what way 
selected points as listed in table 1 from Lessons 
for Orchestras, might apply to these cases. 

In 1998 Philip Glass was invited to compose a 
score for the film classic Dracula that premiered 
in 1931, (directed by Tod Browning and starring 
Bela Lugosi). The original movie could be shown 
as a silent movie, but also as a movie with basic 
speech. The original basic speech version of the 
movie lacked a specific music score, which is 
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where Philip Glass came in almost 70 years later. 
The score was performed as a live soundtrack for 
the film (p. 105). While the silent movie played in 
the background the renowned Kronos Quartet 
together with Phillip Glass performed the score in 
front of a live audience. As the case described in 
the writings from Idema (2012, p. 105) this piece 
“at the same time provides a perfect chance to 
turn movie buffs into contemporary music lovers” 
(p. 105). If we look at this case and take heed of 
the points in table 1, derived from Lessons for 
Orchestras, it is clear that some of these points 
are applicable. At least point 2a), 2d) and 3) and 
maybe 1) are being addressed to a certain degree. 

In 2001 installation artist Janet Cardiff created 
the sound installation: The Forty Part Motet. It 
turned into an installation with 40 loudspeakers, 
placed at ear height, each representing a voice of 
a singer from a choir composed of eight groups of 
five singers. The installation consisting of 40 
speakers, positioned in a large, enterable ellipse 
shape has been shown at different, often sacral 
locations. The piece doesn’t have a starting time 
and can be visited at random. Cardiff wanted “the 
audience to be able to experience a piece of music 
from the viewpoint of the singers” (2001). The 
audience was enabled to listen to the piece, a 
rework from a 16th century composition, either as 
a whole, or as individual voices; depending on the 
position of the listener in relation to the 
speaker(s). If we view the indexed selection from 
the Lessons for Orchestras from table 1 once 
more, we can say that the following points might 
apply Cardiff’s The Forty Part Motet. Here point 
2a), 2b), 2d) and 3) and maybe also point 1) are 
respected. 

In 2011, 99 years after the disaster, T. 1912, a 
conceptual reenactment of the sinking of the 
Titanic by the artist Dominique Gonzalez Foerster 
(p. 123) was staged at Manhattan’s Guggenheim 
museum. The evening began with dinner for the 
audience; the same dinner as served from the 
menu on the last evening on the Titanic. After the 
last course the audience was placed, divided over 
the several decks that shape the levels of the 
museum’s rotunda. At the ground floor one could 
see and hear the orchestra playing a special 
composed piece of music. The orchestra was 
illuminated in ways that were reminiscent to 
experiences of the Titanic’s house band that 
continued playing as the ship sank. Light design 
caused the cloth draperied on the floor change 
character from water, to ice to underwater as the 
piece came to an end. When considering table 1, I 
would say that al least point 1), 2a), 2b) and 
maybe point 3) are being addressed in this case. 

This selection of cases has in common that 
they “(re)design the concert experience as a 
whole” (p. 183), as Idema notices. These, and 

other cases mentioned in Idema’s Present! – 
Rethinking Live Classical Music, represent a (re) 
consideration of the ingredients that determine 
how audiences experience music. A number of 
these ingredients are listed in the table 2. 

Table 2  A selection of guidelines that need 
consideration for how audiences experience music, 
from Present! – Rethinking Live Classical Music. 

1 The physical location 

2 The setting (or general atmosphere) 

3 The program (it’s relevance and urgency)  

4 (The communication of) the overarching 
message or theme 

5 The performers, and their presentation 

6 The audience’s engagement and involvement 

 

Points and ingredients as indexed in table 1 
and table 2 will be referred to when relevant in 
the next section: Classical Composition Music 
and Experience Design. 

Concluding this section, I like to point out that 
very few of the cases described by Idema are 
actually properly measured and/or evaluated. 
They more represent an insight in how various 
cases already rethink the classical concert ritual. 

In the following section I will describe what 
motivated the Classical Composition Music and 
Experience Design project. 

3  CLASSICAL COMPOSITION 
MUSIC AND EXPERIENCE DESIGN 

The main purpose of the EU Interreg funded 
Classical Composition Music and Experience 
Design project, is to rethink audience experiences 
and develop knowledge of applied technologies 
connected to classical music and live concerts. 
Another goal is to strengthen relations between 
cultural institutions, creative businesses and 
educational institutions in the Øresund region.  

The cultural institutions involved in the 
project; two symphonic orchestras from 
Copenhagen and one from Malmö, have been 
experiencing a growing need to renew and 
therefore rethink the dissemination of their 
competences. Competition within the field of 
cultural and culture related experiences is fierce, 
especially when it concerns reaching out to the 
younger audiences. Many cultural institutions 
consider digital media and new technologies as 
appropriate ways to reach new audiences. 
However in the field of classical composition 
music, new technologies have been applied 
mainly to online ticket sales, web based 
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marketing, and social medias  New technologies 
have seldom been used in connection with 
physical, spatial, and aesthetic experiences in 
relation to live performances of classical music. 
According to the EU commissions program A 
Creative Europe, the cultural sector needs to 
adjust to the impact of globalization and the 
transition to digital technologies. Therefore the 
project Classical Composition Music and 
Experience Design focuses on: developing new 
and meaningful audience experiences where live 
classical music meets new digital technologies - 
at the same time it seeks to strengthen and expand 
the level of knowledge as well as the creative 
businesses in the Øresund region. Besides 
strengthening an interregional, Øresund oriented, 
cultural development through multi-institutional 
collaboration, the project aims at advancing the 
development from the regional to a yet to be 
explored international field. The partners in the 
project aim to, through understanding and 
exploiting each other’s complementary 
competences, explore and develop new 
experience design concepts. During the first phase 
of the project it is planned to develop and test 
several concepts that involve two or more partners 
and that can result in multiple artistic and 
technological projects. These concepts are meant 
to contribute to rethinking the classical concerts 
live ritual, with integration of digital technologies 
and understanding for the live aspect of the music. 
In relation to the activities in which spatial and 
interactive experience design connect to live 
classical music the following expected results 
have been described in the EU Interreg 
application, see table 3:  

Table 3  A selection of expected results from the 
activity: Spatial and Interactive Experience Design 
around Classical Live Music as described in the EU 
Interreg application. 

1 Numerous audio-visual concepts 

2 Numerous audio-visual digital interaction 
concepts 

3 Concepts and prototypes for internet streaming 
of interactive music 

4 Communication of concepts, visions and 
experiences through exhibitions and showcases 

5 Communication of visions, experiences, and 
knowledge through papers and articles 

6 Knowledge-building and knowledge-sharing in 
the Øresund region 

 

In connection to the activity Spatial and 
Interactive Experience Design around Classical 
Live Music a focus in this article will, as noted 
earlier, be on concepts and projects that are 

created at the School of Design (KADK). In the 
following section I shall describe a model, the 
method, terminology and workshops that lead to 
the first sequence of concepts and projects 
executed by students. These concepts and projects 
relate to points 1) and 2) and are prepared for 
point 4) and 5) as listed in table 3. Section 5, 
Connecting Windows, will deal with aspects that 
relate to point 6) knowledge-building and 
knowledge-sharing in the Øresund region. 

4 INVOLVING DESIGN STUDENTS 
While preparing the EU Interreg application, my 
colleague, dramaturge and PhD-fellow, Jakob Ion 
Wille together with the author sketched a model, 
meant to express ways of conceptualizing 
expansion possibilities of the radius in which one 
can experience the live format of classic 
composition music. One can for example imagine 
that besides the concert hall also the foyer and the 
outside of the building are involved in this 
experience. In this model we placed the live 
performance in the centre, since we consider this 
a core quality for experiencing performed 
classical music.  

4.1 Theory, Teminology, Method, 
Tools and Design-Lab 
 ‘How can we create new and meaningful 
audience experiences in which classical music 
meets with new technology?’ That was the 
question upon which we have based our project, 
which built upon a workshop that incorporated a 
selection of relevant theory, terminology, method 
and tools and resulted in the first range of design 
projects. I will start with theory and terminology 
in which e.g. the live aspect of classical music is 
central. 

4.1.1 Live, Liveness  and Mediatized 

What is live? The word live in connection with 
music and performance was first published in the 
Oxford English Dictionary in 1934 after the 
invention of analogue sound recording in the 
1890’s followed by the possibilities of radio 
broadcasting in the 1920’s. According to 
Auslander (2008) the word live first came to 
existence when the difference between live and 
the recorded became more obvious. This was not 
the case in the early days of radio, when all the 
sound and music broadcasted was live, as all the 
music transmitted by the radio stations was played 
live in the radio studios. In 1935 a BBC year 
rapport noted that too much recorded music, 
played from gramophones, was used in the 
otherwise live radio transmissions. This undercut 
the clear distinction between the live and the 
recorded. Later, in 2008, Auslander argues “that 
the relation between live and mediatized forms 
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and the meaning of liveness (is to) be understood 
as historical and contingent rather than 
determined by immutable differencesÓ  (p. 7). The 
word mediatized, in reference to performance is 
explained by Auslander (2008) as follows: 
Ò mediatized performance is performance that is 
circulated on television, as audio or video 
recordings, and in other forms based in 
technologies of reproductionÓ  (p. 4). One could 
argue that a live performance is often being 
reinterpreted at the moment of mediatizing. 
Consider live video recording and broadcasting of 
a performance. Several aspects can be categorized 
as reinterpreted, when compared to how the same 
performance would be perceived by someone in 
the audience. For example, think about the 
cameraÕ s point-of-view, the framing, length of 
lens, the camera movements, the depth of focus or 
lack there-of, the color balance and contrast etc. 
We could also reflect on the similarities and 
differences between the time and place of the 
actual performance and the mediatized version. 
Auslander describes the changing relation 
between the live and the mediatized by writing 
that Ò Initially, mediatized events were modeled on 
live onesÓ  (p. 10) and he continues, Ò The 
subsequent cultural dominance of mediatization 
has had the ironic result that live events now 
frequently are modeled on the very mediatized 
representations that once took the self-same live 
events as their modelsÓ . Auslander categorizes the 
historical development of the concept of liveness 
and indexes types of liveness in relation with their 
characteristics and their cultural forms. See table 
4. 

Table 4  A selection of the historical development of 
the concept of liveness, derived from Auslander (2008) 

Types Characteristics Forms 

1 

Classical 
liveness 

Physical co-presence of 
performers and audience 

Experience in the moment 

Theatre, 
concerts, 
dance, 
sports etc. 

2 

Live 
broadcast 

Temporal simultaneity of 
production and reception: 
experience of event as it 
occurs 

Radio, 
television, 
internet, 
etc 

3 

Live 
recording 

Temporal gab between 
production and reception; 
possibility of infinite 
repetition 

LP, CD, 
film, 
DVD, etc. 

4 

Internet 
liveness 

Sense of co-presence 
among users 

Internet 
based 
media 

 

Concepts of liveness found their way into 
several student projects. Three projects, described 

as cases, will be presented at the end of this 
section. 

4.1.2 Method: Production Design 

As an overall method for the course, we mainly 
drew from a production design method, which has 
its roots in design for 2D, pictorial experiences. 

The production design method uses methods, 
theory and tools primarily, but not exclusively, 
linked to designing living images based on a 
dramaturgic, narrative content. The method is 
often used for creating the overall visual concept 
and design for film or TV-series. Usually an 
analysis of a dramaturgic structure that is based 
on a story is used. A story has three basis parts, as 
described by film producer Bruce Block (2008, p. 
222). 1) Exposition (ex), the beginning, which 
fundamentals were described by Aristotle. 2) 
Conflict (co), the middle of the story, which will 
reach a climax (cx) and thereafter; 3) resolution 
(re), the end. These three parts can be visualized 
as Ò a story structure graphÓ  (p. 226), see figure 1. 

 

Figure 1  A generic story structure graph, based on 
descriptions and illustrations by Block (2008). © 
Illustration by Arthur Maria Steijn, 2013. 

This story structure graph can than be used as 
a starting point to conceptualize audio and visual 
means that might express the development and 
progression of the narrative over time. Five 
components as the main A/V parameters are to be 
considered: 1) time, 2) movement, 3) space, 4) 
light and 5) sound. More parameters might be 
added if relevant. The expression or strength of 
these five main components can be varied in 
relation to the intensity of the narrative. The 
components are shown schematically in figure 2. 

 

Figure 2  Illustration of the strength of various A/V 
parameter components at a given time in the storyÕ s 
narrative. © Illustration by Arthur Maria Steijn, 2013.  
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Each of the five main A/V parameter 
components can have several sub-components. 
For example the component time has multiple 
sub-components, or variables such as: real time, 
historical time, experienced time, etc. In table 5, 
various sub-components are listed as part of their 
main component. 

Table 5  The five main A/V parameter components 
listed including a preliminary index of relevant sub-
components.  

Component Sub-components/ variables 

1. Time Real, historical, experienced, 
before-during-after 

2. Movement Realistic, acted, choreographed  

3. Space 

2D, pictorial; deep, limited, flat, 
ambiguous 

3D, world: inside, outside, wide, 
narrow etc. 

4. Light 
Daylight; direct, indirect 

Artificial; projected, reflected 

5. Sound 
Realistic; live, recorded 

Composed; live, recorded 

 

Through exercises and analyses based 
assignments the students where amongst others 
made familiar with 2D, pictorial sub-components 
as part of the component space. Block (2008) has 
defined the following four sub-components of the 
component space: Ò deep, limited, flat and 
ambiguous spaceÓ  (p. 14).  

In the project phase of the course, students 
often worked with A/V components and their sub-
components, drawn from the production design 
method. The components are often depicted as 
sequences of images and/or as graphic 
representations on large sheets of paper in A2 
format and up.  

An example of creative use of the A/V 
parameters that visualize and communicate 
several A/V aspects of a design concept is seen in 
figure 3. 

 

Figure 3 A fragment of A/V parameters illustrated and 
used as a working and communicating tool in practice. 
© Illustration by Josephine Fars¿  Rasmussen and Joy 
Sun-ra Pawl Hoyle, 2013. 

The A/V parameters as depicted in figure 4 are 
motivated by the students interpretations of the 
meaning, development and progression of a 
modern music composition named Stele, 
composed by Gyš rgy Kurt‡ g in 1994. On the x-
axis we see the time passing in the reading 
direction. The y-axis represents several of the 
earlier mentioned A/V parameter components. 
The following components are illustrated (bottom 
to top): time, light (the height of the bar indicates 
intensity), color, space, form, intensity (sound), 
movement and progression. The project to which 
these A/V parameters refer will be described in 
the last part of this section. 

4.1.3 Tools and Design-Lab 

Relevant tools for working on and experimenting 
with motion graphics in relation to music in the 
classroom, as well as in a design lab were 
introduced.  

Formerly known mainly from title sequences 
for film and TV, motion graphics now plays an 
increasingly prominent visual, narrative and 
spatial role in for example dance and opera 
performance design. Often the motion graphics 
used are video projected on a large backdrop, and 
function as a visual element that changes over 
time as the music and/or the narrative proceeds.  

The rapid development of motion graphics has 
been made possible due to more affordable 
computers as well as animation- and compositing 
software packages such as After Effects. 
Especially this software development initiated Ò a 
new hybrid visual language of moving images 
during the period of 1993-1998.Ó  Leading to what 
new media theorist Lev Manovich (2006) calls Ò a 
Ô Velvet RevolutionÕ  in moving image cultureÓ  (p. 
1). He describes motion graphics as Ô moving 
image sequences, which are dominated by 
typography and/or design and embedded in larger 
formsÕ  (p. 8). While this definition is adequate for 
now, I will refer to an attempt in defining motion 
graphics in more depth as described in the (2013) 
article Imagined Spaces Ð  Motion Graphics in 
Spatial Experience Design by the author (p. 3, 4). 

Besides an introduction and hands-on 
exercises using the software package After 
Effects, also analogue exercises and assignments 
based on music were offered. One assignment 
was sketching a continuous sound-inspired 
illustration based on a short piece of modern 
composition music. Interestingly, quite a few of 
the resulting illustrations were in the form of 
prolonged, horizontally oriented drawings, some 
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presented on long pieces of paper, reminiscent of 
(part of) a scroll. This reminds of the first artistic 
animations to music by artist Hans Richter (1952) 
from the 1920s.  

 

Figure 4  A continuous sound-inspired illustration 
based on a short piece of modern composition music. © 
Illustration by Bogdan Stamatin, 2013. 

This sound-inspired illustration exercise led to 
an assignment that was conducted in the design-
lab. This design-lab was created to test relations 
between images and sound, in which motion 
graphics were projected on a 175 cm by 95 cm 
sized back-projection PVC screen. The students 
were assigned to make a motion graphics 
sequence based on the same music used earlier for 
the sketching assignment. In order to 
accommodate testing of multiple relevant aspects, 
the design lab was made scalable. Binder (2007) 
describes Ò the laboratory metaphor as both 
suitable and useful, as it puts emphasis on a 
transparent, delimited process that is potentially 
scalableÓ  (p. 1). Various aspects of the relation 
between sound and image (in this case moving 
images, motion graphics) were explored and 
discussed in the design-lab. One focus was the 
timing or synchronization between the motion 
graphics and sound. When only one or few visual 
elements in motion are present, often it is most 
effective when the sound comes just after the 
image, rather than at the exact same moment. 
When many moving objects are present 
synchronization seems less important.  

Another focus of the work done in the design-
lab was on the spatial qualities of the on-screen 
motion graphics. Here the sub-components, deep, 
limited, flat and ambiguous space from the main 
component space, as mentioned earlier were 
discussed in relation to the spatial Ò feelingÓ  or 
Ò atmosphereÓ  of the music. A third aspect that 
was focused on briefly, dealt with the size of the 
back-projection PVC screen and its relation to the 
surroundings. Here we discussed the difference in 
spatial perception between motion graphics that 
are mainly oriented within the borders of the 2D 
screen space; see figure 5, and those that Ó flow 
overÓ  the edges of the screen.  

 

Figure 5  Motion graphics designed to stay within the 
borders of the 2D screen space. © Photo: Arthur Maria 
Steijn, motion graphics: Sš lvi Sn¾ bjš rnsson, 2013. 

4.2 Three Visualized Student Concepts 
In this sub section I shall present three cases of 
visualized concepts materialized by participating 
students, derived from work during the last part of 
the course, module 3:3. These three projects all 
use video projected motion graphics that relate to 
classical composition music. Each case is 
supplemented with a table summarizing main 
ingredients that determine how audiences 
experience music (derived from table 2), related 
descriptions of liveness (see table 4) and 
numerous relevant A/V parameter components 
and sub-components (see table 5). 

4.2.1 Case 1. The OrchestraÕ s Conductor: 
the worldÕ s most Underestimated Painter 

This concept acknowledges the importance of a 
serious, well-educated audience in order to 
appreciate the art of live performed classical 
composition music. Student Bogdan Stamatin 
states that: Ò serious art demands a serious 
audience.Ó  He considers it of great importance 
that we train the ears of the young audience. 
Bogdan writes in his rapport: Ò just like in sports 
where athletes are being trained since they are 
infants, a serious audience is grown into being, is 
formed by exposing the young to the classical 
music concert format.Ó  He continues: Ò the 
purpose of (this) concept is to bring a true, real-
time visual dimension to the classical concert by 
adding a new function to the physical movements 
of the orchestraÕ s conductor.Ó  And Ò besides 
conducting the flow of sound, the movements of 
the baton are put to use for drawing real-time 
motion triggered graphics, and thus recapturing 
any loose attention from the publicÕ s side.Ó  This 
idea is inspired by the magic wand as used by 
wizards and magicians, seen in many movies that 
have been shown in cinemas and on television. 
The majority of BogdanÕ s main target audience, 
the five to fifteen year olds, does not know of the 
magical power of the conductorsÕ  baton. But they 
do know the magic power Harry PotterÕ s magic 
wand possesses. And the shape and length of his 
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magic wand and the way he controls it has a 
striking resemblance to the way a conductor 
swings his baton. Building on this idea Bogdan 
further conceptualized how the movements of the 
conductorÕ s baton and the gestures of his right 
arm and hand might translate into live-generated 
motion graphics. These live-generated motion 
graphics can, for example, then be video projected 
on a large backdrop behind the live performing 
orchestra, but one could also imagine them 
elsewhere. These motion graphics might also 
function in the foyer, the outside of the concert 
hall or on mobile devices. I will introduce another 
possibility of showing these live-generated 
motion graphics in the next section titled: 
Connecting Windows. 

A large variety of parameters are involved 
when conducting, and thereby controlling a large 
symphonic orchestra. Based on research, Bogdan 
put up a set of conditions defining which 
movements of the conductor shall be analyzed in 
the Ò correctÓ  way when motion captured by 
camera sensors. Bogdan defines these movement 
parameters as follows: Ô the right hand- the one 
holding the baton Ð  usually controls the beat and 
the rhythm. Both hands control the quality of the 
sound: sharp vs. soft; and the amplitude Ð  general 
volume. The left hand, referred also as Ò the hand 
of the heartÓ , controls actions such as start/stop 
and also the way notes are played in a sequence: 
legato, vibrato, crescendo, piano/forte, al niente/ 
dal niente.Õ   

 

Figure 6  Principles and illustration of translating 
tracked movement into live-generated motion graphics. 
© Bogdan Stamatin, 2013. 

Some of the main focus points and qualities of 
The OrchestraÕ s Conductor: the worldÕ s most 
Underestimated Painter, derived from tables and 
their descriptions from previous sections are 
indexed in table 6. 

Table 6  Indexed focus points derived from previous 
tables complemented with descriptions from case 1. 

Table  Description 

2 

Rethink! 

1. Concert hall, foyer, concert building 
etc. 

5. The conductor as the performer 

4 

Liveness 

1. Experienced in the moment  

2. The live-generated motion graphics 
are a form of live broadcast 

5 

A/V 
para-
meters 

1. Real, experienced time and a form of 
after time 

2. Realistic movement of the conductor 

3. 3D world, physical space combined 
with a 2D pictorial deep space  

5. Live performed classical music 

 

4.2.2 Case 2. The Moon-Concerts 

This concept, defined and visualized by Sarah 
Gad W¿ ldike S¿ rensen, puts a visual and timely 
structure around classical compositions that in 
one way or another relate to our moon. Sarah, 
herself a musician, decided to keep the classical 
concert ritual in its original format without 
interfering while the music is played. Instead she 
concentrated on creating matching atmospheres 
around the themed live concerts, both in time and 
in place. The moon-concerts are to be announced 
by visual means that relate to the theme and the 
genre of the classical music compositions, like 
baroque, classical, romantic and modernistic.  

 

Figure 7  Poster proposals for the Moon-Concerts 
including a possible set-up for video projection through 
half transparent screen in a foyer. © Sarah Gad 
W¿ ldike S¿ rensen, 2013. 
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These announcements can be visualized on 
printed posters, on electronic media like the 
Internet as well as on television. At the time of the 
event, at full moon, the concert building as well as 
the foyer shall be “dressed up” and be illuminated 
by video projected motion graphics that are 
inspired by the form and means of expression 
belonging to the musical genre of the present 
moon-concert. Sarah carefully analyzed properties 
belonging to the genres. Keywords used as 
inspiration and guidance for the baroque genre are 
for example: heavy, rich, voluminous, gold, class 
distinctions, authoritarian and tactile. The video 
projections will only be visible before, in the 
breaks, and after the moon-concert.  

Several qualities and focus points of this case: 
The Moon-Concerts, which are derived from 
tables and their descriptions from previous 
sections, are indexed in table 7. 

Table 7  Indexed focus points derived from previous 
tables complemented with descriptions from case 2. 

Table  Description 

2 

Rethink! 

1. Concert hall, foyer and concert 
building 

3. Alternative program 

4. Message / theme: the moon 

4 

Liveness 

1. Experienced around the moment  

3. The “recorded” (motion graphics) 
relates to the genre 

5 

A/V 
para-
meters 

1. Historical time, before-during-after  

2. Speed of movement relates to 
“speed” of music 

3. 3D world, physical space combined 
with a 2D pictorial space  

4. Moonlight 

5. Live performed classical music 

 

4.2.3 Case 3. The Beauty of the Outskirts: 
a Place Specific Music Visualization 

Working as a team, the students Josephine Farsø 
Rasmussen and Joy Sun-ra Pawl Hoyle decided 
on working with the so-called sound portal, a flat 
round, somewhat ufo-shaped construction with 
three entrances built for experiencing high quality 
sound in the interior of the portal. The Royal 
Danish Theatre (DKT), one of the partners in the 
project, plans on shipping this sound portal from 
England to Denmark. On the outside the portal 
measures around 10 meters in diameter, the height 
is around four meters and the inside, where high 
quality sound can be experienced, measures 
around six meters. Since the sound quality is of 
such a high standard, the DKT would like to use it 

as a form of extension so that other audiences in 
other, sometimes remote places can experience 
the high quality classical music concerts that the 
DKT can deliver. The music that will be 
experienced in the sound portal will initially not 
be live broadcasted from concerts; instead 
selections of recordings will be offered to the 
audience. The students where asked to develop 
concepts around the sound portal that would aim 
at high quality experiences, which might enrich 
the audio experience. Josephine and Joy 
developed a concept that takes the sound portal to 
the outskirts of the country; in this case Denmark, 
but one could easily imagine other countries. Also 
they like to activate more senses simultaneously, 
in this case both audio and visual senses. The 
visual senses will be stimulated through the use of 
motion graphics that will be projected on the 
inside walls by three video beamers. Through the 
integrated of beautiful images and movies from 
the local area within the motion graphics, the 
audience will get a sense of locality inside the 
sound portal. Josephine and Joy developed a 
concept for a framework in which these local 
visual elements can rather easily be transformed 
into motion graphics for use in the sound portal 
on that location. The motion graphics will be 
projected to fill the walls inside the portal from 
top to bottom. The floor will be covered with a 
reflective material that will add a feeling of 
watery endlessness, see figure 8. 

 

Figure 8  Technical drawing of the sound portal with 
three video projectors. The sound portal placed in the 
outskirts and an impression of a video test in a scale 
model. © Josephine Farsø Rasmussen and Joy Sun-ra 
Pawl Hoyle, 2013. 

Some of the main focus points and qualities of 
The Beauty of the Outskirts: a Place Specific 
Music Visualization, derived from tables and their 
descriptions from previous sections are shown in 
table 8. 
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Table 8  Indexed focus points derived from previous 
tables complemented with descriptions from case 3. 

Table  Description 

2 

Present! 

1. Situated various places in the 
outskirts of the country 

5. Non visible, only sound 

6. Locality and local artist are involved 
in visualization 

4 

Liveness 

3. The music played in the sound portal 
is pre-recorded, and visualized with 
video projections of pre-made motion 
graphics 

5 

A/V 
para-
meters 

1. Real time  

2.  The movement and rhythm of the 
motion graphics relates to the 
Ò narrativeÓ  and Ò speedÓ  of the music 

3. 2D worlds within a 3D environment  

4. Video projector light 

5. Pre-recorded classical music 

 

4.2.4 The previous Cases and Connecting 
Windows 

The cases derived from selected student projects 
as described in the previous sub-subsections 
might, at least partly, find their way into the 
ongoing project that will be described in the 
following section. 

5 CONNECTING WINDOWS 
Projected for 2018 there will be a renewed 
underground metro station in Copenhagen, which 
will be located close to one of the Royal Danish 
TheatreÕ s (DKT) main buildings. The DKT 
involved the Design School, one of the EU 
Interreg partners, to draft a concept on how the 
DKT might use public areas in the underground 
station as a window for the Danish Royal Theatre. 
The author of this article has been one of the main 
designers behind this ongoing project at this time 
of writing. There are two main arguments for 
working with this project under the EU Interreg 
umbrella. One is the fact that two of the music 
house that are involved both (will) have metro 
underground stations close by. Besides the DKT, 
the Malmš  Symphony Orchestra (MSO) is also 
interested in concepts that consider audio and 
visual connections between the nearest 
underground station and their concert house. The 
other argument is that beside the development of 
1) numerous audio-visual concepts, 2) numerous 
audio-visual digital interaction concepts etc 
derived from table 3, one of the obligations 
regarding this EU Interreg project is as mentioned 
in 6): knowledge-building and knowledge-sharing 

in the ¯ resund region. To accommodate this 
obligation, a laboratory, or design-lab, as a 
central, though not necessarily physical place for 
this form of Ô constructive design researchÕ  
(Koskinen, Zimmerman, Binder, Redstrš m & 
Wensveen, 2011, p. 6), seems like a workable 
metaphor for knowledge- building and -sharing. 

5.1 Underground 
The underground metro station nearby the DKT 
will have two exits/entrances to choose from for 
passengers going to and from this station. Both 
exits/entrances are connected to a large central 
platform that leads to the stairs and escalators 
down to the metro train platform. In this early 
concept phase of this project we consider working 
with at least two audio-visual installations that 
will be placed at the platform and hallway 
between Ô train station levelÕ  and Ô earth levelÕ , see 
figure 9. In this section installation 1 will be in 
focus. 

 

Figure 9  Sketch of underground metro station 
including several technical principles regarding 
installation 1. © Arthur Maria Steijn, 2013. 

For this project we like to work with moving 
images on large screens as well as with audio that 
will be relating to the music and images from the 
nearby DKT. Since the project is in itÕ s initial 
phase, we have mainly been working on several 
principles that might be considered for this 
project. First of all, for installation 1, we will be 
working with a rather large, curved LED screen, 
measuring around five meters in with by two 
meters in height. This screen will need to be 
custom made. Several aspects and thoughts of 
how this might be accomplished will presented in 
the next subsection, laboratory. There have been 
some concerns from the metro company, which 
needed to be addressed. 1) One of the worries the 
metro company had, dealt with the attention that 
the rather large, curved LED-screen from 
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installation 1 might drag. It is important that 
passengers and commuters do not get too 
distracted by large illuminating moving images. 
With other words the flow should not be 
interrupted when larger number of people pass by 
the screen area. 2) Another concern was the audio 
aspect of the installations: 2a), how can one hear 
the alarm signal, when the space might be filled 
with music. And 2b), should the music be 
hearable for all at all times?  

Directions for solving both concerns are being 
developed. Concern 1) might be addressed 
through the use of camera-sensors at installation 
1, which could register the number and density of 
the passing passengers as well as the speed of 
their movements. This data can then be used to 
live alter certain properties of the moving images 
on the large LED screen. Concern 2a) can rather 
easily be addressed by for example connecting the 
alarm system to a switch can turn off other 
electronic systems running at that time. Issue 2b) 
can possibly be solved through the use of so-
called directional speakers around installation 1. 
Directional speakers have the advantage that one 
can only hear the sound coming from the speakers 
when standing underneath them.  

Since the project is in its initial phase, the 
involved partners have only touched some of the 
possibilities of ways in which the moving images 
on the screens and the sound possibilities in the 
underground metro station might be connected 
with content, liveness, program etc. related to and 
coming from the DKT. 

One of the focus research areas will deal with 
possible solutions that are attached to concern 1), 
as described above. The data derived from the 
camera-sensor registration regarding e.g. the 
number and density of the passing passengers 
might be used to control the certain moving image 
properties that play on the LED-screen. These 
properties, described in table 9, might also be 
combined in various ways. 

Another research focus that this project will be 
dealing with is various aspects of time, which 
relate to the image appearance and content on the 
rounded LED-screen from installation 1. One 
could for example imagine commuters passing the 
large curved screen at around the same time 
during working days; letÕ s say between 8.30 and 
9.00. The DKT could then use that time space to 
show a still image or motion graphics related to 
e.g. a forthcoming premiere, which will reveal 
something more or extra each following day in 
that week. This is just one of many possibilities of 
how time might be related to moving image 
appearance and content. 

 

Table 9  A selection of moving image properties that 
might be controlled with data extracted from the 
camera-censors at installation 1. 

Property  Description 

Speed 

The speed of the moving images might 
be changing according to the number of 
people 

E.g. more crowded: slower speed 

Fewer people: normal speed 

Contrast 

&  

color-
intenstity 

The contrast and color intensity of the 
moving images might be influenced 

E.g. more crowded: less contrast and 
lower color intensity 

Fewer people: more contrast and 
higher color intensity 

Compo-
sition  

The composition of the moving images 
might be influenced 

E.g. more crowded: fewer visual 
elements, and less complex composition 

Fewer people: more visual elements, 
and more complex composition 

 

5.2 Laboratory 
The type of research for this project might be 

classified as a form of Ô constructive design 
researchÕ , in the sense of the description of 
Koskinen et al (2011), where Ò design research in 
which construction - be it product, system, space 
or media - takes center place and becomes the key 
means in constructing knowledgeÓ  (p. 6). As 
noted earlier in table 3, point 6) knowledge-
building and knowledge-sharing in the ¯ resund 
region is one of the conditions for participating in 
this EU Interreg project. At this moment we are 
discussing on how to share knowledge derived 
from constructive design research. Here the 
laboratory metaphor, or the design-lab seems 
useful for the partners, since it might deal with 
multiple projects at multiple places.  

 

Figure 10  Preliminary schematic construction of a 
laboratory containing multiple projects involving all 
creative partners. © Arthur Maria Steijn, 2013. 
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The illustration in figure 10 highlights the 
metro-project within other yet to be defined 
projects (e.g. project W, -X, -Y and -Z) inside the 
preliminary laboratory construction. 

5.2 Content 
The development of content that will incorporate 
material that is of interest for the DKT will be 
considered as the project evolves and takes shape. 
For now one can imagine that elements from the 
design projects as conceptualized by the students 
and described as cases in section 4, might find 
way to the installations for the underground metro 
project. 

6 CONCLUSION & PERSPECTIVE 
Since this article largely builds upon an ongoing 
project, it is not possible yet to conclude, for 
example, on the effect these concepts and design 
projects might have on the otherwise declining 
audience attendances.  

At the moment of this writing, students and 
researchers from KADK as well as from Malmš  
University (MEDEA) are working together on a 
project for the DKT. This project, which is part of 
a well selling children concert series, involves 
digital interactions as well as video projected 
animations and motion graphics as an integrated 
narrative element related to the liveness of the 
classical music performance.  

The underground metro project has a potential 
for researching various visual on-screen aspects 
that might be altered live through data derived 
from local camera-sensor registrations of e.g. 
number of passing passengers. 

On the level of regional and interregional 
partnerships, a laboratory seems to be a workable 
metaphor for present and future collaborations 
between those involved in this EU Interreg project 
where knowledge-building and knowledge-
sharing is essential. 
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1.	  INTRODUCTION	  
Motion	  graphics	  applied	  in	  spatial	  contexts	  are	  implemented	  with	  increasing	  
frequency	  in	  relation	  to	  performance	  design,	  exhibition	  design	  and	  in	  connection	  
with	  events.	  These	  motion	  graphics	  fulfil	  an	  important	  visual,	  spatial	  and	  
narrative	  role.	  In	  my	  role	  as	  a	  designer,	  researcher	  and	  teacher	  I	  have	  noticed	  a	  
need	  for	  relevant	  design	  education	  in	  these	  related	  fields	  and	  consider	  it	  therefore	  
useful	  to	  describe	  design	  concepts	  that	  relate	  to	  spatial	  applied	  motion	  graphics.	  
My	  work	  here	  concentrates	  around	  the	  development	  of	  a	  design	  model,	  to	  be	  used	  
in	  analyzing	  and	  designing	  spatial	  experiences	  through	  the	  use	  of	  motion	  graphics.	  
The	  design	  model	  is	  constructed	  by	  input	  and	  evaluation	  of	  three	  main	  parts.	  One	  
input	  is	  that	  of	  existing	  relevant	  theories,	  a	  second	  input	  is	  that	  of	  empirical	  
analysis	  through	  cases	  in	  order	  to	  evaluate	  the	  relevance	  of	  input	  one,	  the	  third	  
input	  is	  that	  of	  a	  design	  laboratory	  (design	  lab),	  which	  will	  be	  conducted	  in	  
several	  sessions	  during	  the	  development	  of	  the	  design	  model.	  In	  this	  paper	  I	  will	  
elaborate	  on	  the	  motivation,	  the	  setup,	  the	  role	  of	  participating	  students	  and	  the	  
outcome	  of	  the	  first	  design	  lab.	  Also	  I	  will	  look	  at	  how	  and	  which	  findings	  from	  
this	  first	  design	  lab	  might	  be	  included	  in	  the	  design	  model.	  	  
Below	  I	  briefly	  describe	  and	  summarize	  the	  content	  and	  purpose	  of	  the	  different	  
sections	  in	  this	  paper:	  
2.	  Constructing	  a	  Design	  Model,	  gives	  insight	  in	  the	  process	  of	  my	  ongoing	  
construction	  of	  the	  design	  model	  and	  explains	  how	  it	  will	  incorporate	  various	  
design	  elements,	  their	  types	  and	  multiple	  components	  and	  in	  what	  way	  they	  are	  
derived	  from	  cases,	  theory	  and	  design	  labs.	  	  
3.	  Visual	  Music	  briefly	  introduces	  how	  art	  and	  science	  throughout	  history	  and	  
have	  been	  occupied	  with	  the	  goal	  of	  developing	  theories,	  forms	  and	  techniques	  
that	  would	  enable	  us	  to	  experience	  music	  and	  images	  simultaneously	  and	  related.	  
4.	  Into	  the	  Design	  Lab	  describes	  the	  context	  and	  the	  physical	  set-‐up	  of	  the	  first	  
design	  lab,	  the	  input	  from	  design	  elements,	  types	  and	  components	  derived	  from	  
the	  design	  model	  and	  how	  the	  students	  were	  involved	  throughout	  an	  assignment.	  
5.	  Out	  of	  the	  Design	  Lab	  categorizes	  findings	  that	  are	  derived	  from	  audio-‐
recorded	  interviews	  during	  the	  design	  lab	  period.	  This	  section	  also	  elaborates	  on	  
relevant	  findings	  from	  the	  design	  lab	  as	  possible	  elements	  for	  future	  inclusion	  in	  
the	  design	  model.	  
6.	  Conclusions	  and	  perspective	  summarizes	  the	  steps	  taken	  so	  far,	  and	  will	  
conclude	  with	  some	  suggestions	  and	  questions	  related	  to	  in	  what	  ways	  the	  design	  
model	  might	  expand	  in	  a	  meaningful	  way.	  

2.	  CONSTRUCTING	  A	  DESIGN	  MODEL	  
The	  main	  idea	  of	  constructing	  a	  design	  model	  is	  to	  create	  a	  framework	  that	  can	  be	  
of	  use	  in	  both	  academic	  studies	  as	  well	  in	  practice	  when	  designing	  time-‐based	  
narratives	  involving	  motion	  graphics	  in	  spatial	  contexts.	  The	  model	  is	  being	  
constructed	  by	  categorizing	  different	  design	  elements	  that	  may	  contain	  various	  
types	  and	  can	  have	  multiple	  components.	  Figure	  1	  shows	  some	  preliminary	  ‘sets	  of	  
design	  elements’.	  The	  first	  set	  consists	  of	  ‘visual	  design	  elements	  that	  relate	  to	  2D	  
screen-‐space’	  or	  the	  pictorial	  space	  (Gibson,	  1950)	  of	  the	  motion	  graphics	  work.	  
2D	  refers	  to	  the	  two-‐dimensional	  surface	  on	  which	  video	  projections	  are	  often	  
shown.	  The	  second	  set	  deals	  with	  ‘time-‐based	  design	  elements’	  such	  as	  music,	  
connected	  to	  the	  motion	  graphics	  either	  by	  being	  experienced	  at	  the	  same	  time,	  or	  
by	  influencing	  the	  sequence	  of	  events	  that	  constitutes	  the	  motion	  graphics.	  More	  
‘sets	  of	  design	  elements’	  may	  be	  considered	  as	  the	  design	  model	  evolves.	  These	  
sets	  are	  being	  constructed	  by	  the	  input	  and	  evaluation	  of	  three	  main	  parts.	  One	  
input	  is	  that	  of	  existing	  theories,	  a	  second	  input	  is	  that	  of	  empirical	  analysis	  
through	  existing	  cases	  in	  order	  to	  evaluate	  the	  relevance	  of	  theories	  for	  use	  in	  the	  
design	  model.	  
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Figure	  1:	  Preliminary	  construction	  of	  the	  design	  model.	  

	  

The	  third	  input	  is	  that	  of	  a	  design	  laboratory	  (design	  lab),	  which	  will	  be	  conducted	  
in	  several	  sessions	  during	  the	  development	  of	  the	  design	  model.	  Further	  in	  this	  
paper	  there	  will	  be	  focus	  on	  the	  first	  design	  lab.	  I	  will	  elaborate	  on	  how	  it	  was	  
built,	  what	  techniques	  were	  used,	  in	  which	  context	  it	  was	  set	  and	  how	  the	  
students	  were	  involved	  through	  an	  assignment.	  The	  outcomes	  and	  findings	  of	  the	  
first	  design	  lab	  are	  described	  in	  section	  5	  in	  this	  paper.	  

2.1.	  INVOLVING	  A	  DESIGN	  LAB	  
The	  design	  lab,	  as	  we	  might	  read	  from	  figure	  1,	  functions	  as	  an	  input	  for	  the	  design	  
model	  and	  does	  so	  by	  taking	  in	  one	  or	  more	  sets	  of	  design	  elements,	  their	  
respective	  types	  and	  components,	  which	  can	  then	  be	  tested,	  observed	  and	  
evaluated.	  New	  components,	  types	  or	  even	  elements	  might	  arise	  from	  the	  design	  
lab	  and	  these	  might	  then	  be	  incorporated	  in	  the	  design	  model.	  	  
The	  first	  design	  lab	  was	  made	  in	  the	  light	  of	  a	  recent	  and	  ongoing	  engagement	  in	  a	  
larger	  EU-‐funded	  project	  with	  the	  title	  ‘Musical	  Experience	  Design	  -‐	  Design	  around	  
the	  Concerts	  Live	  format’.	  In	  connection	  with	  this	  engagement	  we	  agreed	  on	  
developing	  a	  series	  of	  courses	  that	  deals	  with	  the	  question:	  ‘How	  can	  we	  create	  
new	  and	  meaningful	  audience	  experiences	  where	  classical	  music	  meets	  with	  new	  
technology?’	  We	  developed	  courses	  for	  a	  period	  of	  20	  weeks	  that	  consist	  of	  three	  
coherent	  modules.	  Module	  1:3,	  duration	  5	  weeks,	  focused	  on	  relevant	  theory.	  
Module	  2:3,	  duration	  5	  weeks,	  concentrated	  on	  relevant	  tools	  for	  working	  with	  
motion	  graphics	  and	  experimenting	  in	  relation	  to	  music.	  The	  last	  module,	  3:3,	  
duration	  10	  weeks,	  is,	  at	  the	  time	  of	  writing,	  an	  ongoing	  workshop	  in	  which	  
students	  are	  working	  on	  projects	  that	  may	  lead	  to	  or	  result	  in	  new	  audience	  
experiences	  at	  the	  end	  of	  this	  20	  weeks	  course.	  Module	  2:3	  offered	  room	  for	  
conducting	  a	  relevant	  design	  lab.	  At	  the	  start	  of	  this	  module	  the	  students	  received	  
a	  short	  introduction	  to	  After	  Effects,	  the	  tool	  of	  choice	  for	  designing	  motion	  
graphics,	  followed	  by	  some	  hands-‐on	  exercises	  and	  short	  assignments.	  
Before	  I	  continue,	  I	  would	  like	  to	  give	  some	  background	  on	  the	  term	  and	  impact	  of	  
motion	  graphics.	  Manovich	  (2008)	  states	  that	  ‘motion	  graphics	  is	  often	  used	  for	  
moving	  image	  sequences	  that	  are	  dominated	  by	  typography	  and/or	  design.’	  He	  
refers	  to	  ‘two	  kinds	  of	  “import”	  operations	  that	  took	  place	  during	  the	  “Velvet	  
Revolution”	  –	  typography	  and	  twentieth	  century	  graphic	  design	  –‘	  and	  then	  
classifies	  these	  ‘as	  two	  distinct	  historical	  developments.’	  The	  result	  of	  (the)	  
“Velvet	  Revolution”	  is	  described	  as	  ‘a	  new	  hybrid	  visual	  language	  of	  moving	  
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images	  in	  general.’	  And	  ‘the	  software	  that	  to	  a	  large	  extent	  made	  the	  hybrid	  visual	  
language	  possible:	  (was/is)	  After	  Effects.’	  	  
Since	  music	  takes	  a	  central	  position	  in	  the	  20	  weeks	  course,	  some	  of	  the	  exercises	  
involved	  were	  based	  on	  music.	  One	  assignment	  was	  sketching	  a	  continuous	  sound-‐
inspired	  illustration	  based	  on	  a	  short	  piece	  of	  modern	  composition	  music	  (figure	  
2).	  Interestingly	  quite	  a	  few	  of	  the	  resulting	  illustrations	  were	  in	  the	  form	  of	  
prolonged,	  horizontally	  oriented	  drawings,	  some	  presented	  on	  long	  pieces	  of	  
paper,	  reminiscent	  of	  (part	  of)	  a	  scroll.	  	  
	  

	  
Figure	  2:	  Two	  scroll	  like	  drawings	  inspired	  by	  or	  drawn	  to	  a	  short	  piece	  of	  music.	  

	  
This	  exercise	  led	  to	  an	  assignment	  that	  was	  conducted	  in	  the	  design	  lab.	  This	  first	  
lab	  was	  designed	  to	  test	  the	  applicability	  of	  certain	  types	  and	  components	  of	  
design	  elements	  as	  outlined	  in	  the	  first	  and	  second	  set	  from	  the	  design	  model.	  The	  
students	  were	  assigned	  to	  make	  a	  motion	  graphics	  sequence	  based	  on	  the	  same	  
music	  used	  earlier	  for	  the	  sketching	  assignment.	  An	  in-‐depth	  description	  of	  both	  
the	  assignment	  and	  the	  design	  lab	  set-‐up	  will	  be	  found	  in	  section	  4,	  while	  section	  
3	  will	  reveal	  the	  impression	  of	  images	  with	  music	  in	  a	  historical	  perspective.	  

3.	  VISUAL	  MUSIC	  
We	  have	  been,	  and	  still	  are,	  fascinated	  by	  thoughts,	  experiments	  and	  works	  in	  
which	  images	  are	  connected	  with	  sound	  and	  music.	  ‘In	  his	  Politics	  and	  Poetics	  
Aristotle	  claims	  that	  music	  is	  a	  form	  of	  imitation	  (mimesis)	  and	  that	  pieces	  of	  
music	  are	  images	  of	  character	  (Sörbom,	  1994).’	  According	  to	  Aristotle,	  music	  
might	  be	  seen	  as	  a	  kind	  of	  image.	  ‘Colours	  may	  mutually	  relate	  like	  musical	  
concords,	  for	  their	  pleasantest	  arrangements,	  like	  those	  concords,	  mutually	  
proportionate’,	  Aristotle	  wrote	  (Bishop,	  1893).	  In	  the	  pre-‐computer	  age,	  Newton	  
(1730)	  was	  one	  of	  the	  first	  to	  document	  an	  idea	  of	  correlation	  between	  colour	  and	  
music	  tones.	  He	  describes	  and	  illustrates	  how	  the	  colours	  from	  his	  colour	  wheel	  
are	  connected	  to	  tones	  from	  the	  7-‐tones	  music	  scale.	  One	  of	  his	  contemporaries,	  
the	  French	  mathematician	  Castel	  built	  the	  Clavecin	  Oculaire,	  a	  harpsichord	  
materializing	  his	  earlier	  theories	  on	  a	  correlation	  between	  colour	  and	  music	  tones	  
based	  on	  the	  12-‐tones	  music	  scale	  in	  1734.	  Several	  colour-‐organs	  were	  built	  
subsequently.	  

3.1.	  VISUAL	  MUSIC	  –	  FORM,	  MOVEMENT	  AND	  THE	  SQUARE	  
Initially	  inspired	  by	  painters	  such	  as	  Kandinsky	  and	  Klee,	  who	  were	  both	  
concerned	  with	  the	  relationship	  between	  music	  and	  painting,	  Viking	  Eggeling	  and	  
Hans	  Richter	  became	  interested	  in	  developing	  principles	  around	  the	  ‘technique	  of	  
orchestration’	  (Richter,	  1952).	  This	  necessitated	  the	  idea	  of	  continuity,	  and	  in	  
1919	  it	  led	  to	  music	  inspired	  paintings	  on	  long	  scrolls,	  visualizing	  orchestration-‐
image	  relations	  over	  time.	  A	  consequence	  of	  these	  scroll	  paintings	  was	  that,	  due	  to	  
the	  visibility	  of	  the	  whole	  creative	  process,	  one	  also	  experienced	  it	  as	  such;	  as	  a	  
process	  and	  not	  as	  single	  ‘facts’,	  analogous	  to	  how	  we	  perceive	  music.	  Aware	  of	  
this	  problem	  Richter	  and	  Eggeling	  needed	  to	  incorporate	  another	  element;	  ‘the	  
single	  image	  disappeared	  in	  a	  flow	  of	  images,	  which	  made	  sense	  only	  if	  it	  helped	  
to	  articulate	  a	  new	  element—time.’	  
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They	  realized	  the	  necessity	  of	  releasing	  ‘this	  accumulated	  “energy”	  into	  actual	  
movement!	  …	  And	  movement	  implied	  film.’	  Richter	  decided	  to	  ‘not	  concentrate	  
upon	  orchestrating	  form—but	  time,	  and	  time	  alone.’	  He	  accepted	  the	  rectangular	  
form	  of	  the	  movie	  screen,	  and	  made	  his	  first	  film,	  Rhythm	  21	  by	  orchestrating	  
squares	  alone.	  He	  found	  that	  the	  main	  ‘sensation	  of	  any	  expression	  of	  movement	  
turned	  out	  to	  be	  rhythm.’	  
In	  his	  article	  Easel	  –	  Scroll	  –	  Film,	  published	  in	  the	  Magazine	  of	  Art	  in	  1952,	  Hans	  
Richter	  begins	  with	  a	  quote	  of	  what	  Theo	  van	  Doesburg	  told	  them	  in	  1920.	  ‘The	  
square	  is	  the	  sign	  of	  a	  new	  humanity.	  It	  is	  something	  like	  the	  cross	  of	  the	  early	  
Christians.’	  And	  even	  though	  Eggeling	  and	  Richter	  were	  rather	  sceptical	  about	  his	  
statement,	  they	  understood	  its	  spirit,	  largely	  in	  the	  context	  of	  the	  ‘modern	  world’	  
that	  flourished	  after	  the	  recently	  ended	  World	  War.	  

4.	  INTO	  THE	  DESIGN	  LAB	  
Back	  in	  the	  design	  lab	  the	  students	  received	  their	  assignment,	  which	  involved	  the	  
use	  of	  one	  or	  more	  squares	  in	  the	  two-‐dimensional	  screen	  space	  in	  After	  Effects.	  
The	  participants	  were	  introduced	  to	  four	  types	  of	  space	  and	  their	  components	  
derived	  from	  the	  first	  set	  of	  design	  elements	  from	  the	  design	  model.	  We	  discussed	  
spatial	  qualities	  and	  definitions	  of	  these	  four	  types	  of	  space,	  such	  as	  deep,	  flat,	  
limited	  and	  ambiguous	  space	  (Block,	  2007).	  Also	  the	  students	  were	  presented	  for	  
three	  types	  of	  audio-‐visual	  cues	  derived	  from	  the	  second	  set	  of	  design	  elements,	  
which	  relate	  to	  syncing	  motion	  graphics	  sequences	  with,	  in	  this	  case,	  music.	  
The	  excerpt	  of	  The	  Fortune	  Teller	  (otherwise	  known	  as	  paper-foldy-thing)	  used	  in	  
the	  assignment	  is	  described	  by	  composer	  Blackburn	  (2007)	  as	  ‘…	  a	  representation	  
of	  regularity.	  Its	  final	  symmetrical	  form	  is	  flexible	  -‐	  stretching	  outward	  and	  
collapsing	  inwards,	  while	  its	  function,	  as	  a	  method	  of	  concealing	  and	  revealing	  
hidden	  fortunes,	  is	  presented	  as	  a	  game	  of	  chance.’	  
The	  students	  had	  to	  produce	  a	  motion	  graphics	  sequence	  that	  would	  relate	  to	  
components	  of	  at	  least	  two	  types	  of	  space	  considered	  appropriate	  for	  the	  25-‐
second	  excerpt	  of	  The	  Fortune	  Teller	  music	  composition.	  Also	  they	  were	  asked	  to	  
be	  aware	  of	  the	  timing	  of	  the	  connecting	  of	  the	  music	  with	  the	  motion	  graphics.	  
Manovich	  (2008)	  describes	  the	  work	  of	  motion	  graphics	  designers	  as	  ‘working	  on	  
a	  composition	  in	  2D	  or	  a	  3D	  space	  that	  consists	  from	  a	  number	  of	  separate	  objects.	  
The	  spatial	  dimension	  became	  as	  important	  as	  the	  temporal	  dimension.’	  
In	  order	  to	  support	  the	  focus	  on	  the	  components	  belonging	  to	  types	  of	  perceived	  
space,	  the	  participants	  were	  to	  produce	  motion	  graphics	  with	  visible	  elements	  of	  
only	  one	  shape	  –	  a	  square.	  Even	  more	  specifically:	  ‘the	  squares	  are	  to	  be	  filled	  
using	  greyscale	  tones	  (whole	  range	  from	  white	  to	  black)	  without	  a	  stroke	  
(boundary	  line),	  on	  a	  black	  background	  (representing	  empty	  space).	  The	  following	  
properties	  of	  each	  square	  may	  be	  altered	  within	  the	  following	  ranges:	  opacity	  
(from	  0	  -‐100%),	  size	  (proportionally	  unlimited,	  non	  proportionally	  x-‐y	  dimension	  
ratio	  max	  1:5),	  corners	  may	  be	  optically	  distorted	  (but	  not	  rounded)	  and	  rotation	  
(unlimited).	  There	  is	  no	  limit	  on	  the	  number	  of	  squares	  in	  the	  work.’	  
Initially	  this	  first	  design	  lab	  was	  meant	  to	  study	  the	  motion	  graphics	  results	  on	  
both	  a	  computer	  screen	  and	  on	  a	  larger	  back	  projection	  PVC	  screen.	  As	  we	  
proceeded	  we	  agreed	  upon	  a	  slightly	  modified	  assignment,	  named	  assignment	  02	  
(table	  1),	  resulting	  in	  two	  sessions	  in	  the	  design	  lab	  with	  the	  back	  projection	  PVC	  
screen.	  
	  
Assignment	   Description	  (see	  above)	   Screen	   Place	  
01a	   No	  figurative	  references	   Front	  projection	  	   Classroom	  
01b	   No	  figurative	  references	   Back	  projection	  PVC	   Studio	  
02	   Figurative	  references	  allowed	   Back	  projection	  PVC	   Studio	  

Table	  1:	  Overview	  of	  assignment	  01a,	  01b	  and	  02.	  
	  



111

 
 

 
 

2013	  IDA	  Congress	  Istanbul	  –	  Education	  and	  Research	  Conference	  6	  

As	  we	  can	  read	  from	  table	  1,	  assignment	  02	  differs	  from	  assignment	  01	  in	  that	  it	  
allows	  for	  figurative	  references.	  After	  an	  evaluation	  of	  assignment	  01,	  which	  did	  
not	  allow	  figurative	  references,	  we	  found	  that	  this	  had	  a	  consequence	  for	  our	  idea	  
of	  the	  scale	  and	  therefore	  our	  spatial	  perception	  of	  the	  motion	  graphics.	  Section	  5.	  
Out	  of	  the	  Design	  Lab	  will	  provide	  more	  background	  on	  this.	  

4.1.	  THE	  DESIGN	  LAB´S	  PHYSICAL	  SET-‐UP	  
In	  order	  to	  accommodate	  testing	  of	  several	  design	  elements	  derived	  from	  multiple	  
sets	  of	  the	  design	  model,	  I	  decided	  to	  build	  a	  design	  lab	  that	  is	  scalable.	  Binder	  
(2007)	  describes	  ‘the	  laboratory	  metaphor	  as	  both	  suitable	  and	  useful,	  as	  it	  puts	  
emphasis	  on	  a	  transparent,	  delimited	  process	  that	  is	  potentially	  scalable.’	  Since	  
diverse	  sets	  of	  design	  elements	  in	  various	  constellations	  with	  multiple	  
components	  will	  be	  incorporated	  in	  the	  design	  lab	  experiments,	  scalability	  is	  
essential.	  In	  this	  case	  we	  concentrated	  only	  on	  testing	  types	  of	  space	  derived	  from	  
the	  first	  set,	  visual	  design	  elements	  that	  relate	  to	  2D	  screen	  space	  and	  types	  of	  
audio-‐visual	  cues	  from	  the	  second	  set,	  time-based	  design	  elements.	  It	  seemed	  
appropriate	  to	  build	  a	  lab	  that	  also	  would	  be	  geared	  to	  test	  the	  yet-‐to-‐be-‐named	  
design	  elements	  that	  might	  be	  included	  within	  the	  third	  set	  which	  deals	  with	  
design	  elements	  on	  the	  relation	  between	  the	  2D	  screen	  space	  and	  3D	  physical	  space.	  
Therefore	  the	  first	  design	  lab	  was	  built	  around	  a	  larger	  PVC	  back-‐projection	  
screen	  (figure	  3)	  having	  the	  advantage	  of	  being	  much	  larger	  than	  a	  computer	  
monitor,	  and	  thus	  feels	  more	  ‘spatial’.	  
	  

	  
Figure	  3:	  Back	  projection	  PVC	  mounted	  on	  an	  aluminium	  frame,	  positioned	  on	  a	  table.	  

	  
This	  screen	  can	  also	  be	  used	  for	  human-‐sized	  shadow	  play,	  by	  obscuring	  the	  light	  
from	  the	  video	  projector	  behind	  the	  screen	  (figure	  4).	  The	  principal	  set-‐up	  of	  this	  
design	  lab	  also	  gives	  the	  students	  a	  framework	  in	  which	  to	  experiment	  with	  
techniques	  and	  expressions	  that	  could	  be	  used	  in	  their	  resulting	  project	  at	  the	  end	  
of	  module	  3:3	  (see	  section	  2.1.	  Involving	  a	  Design	  Lab).	  	  

	  

	  
Figure	  4:	  Sketch	  of	  set-‐up	  with	  back	  projection	  PVC	  screen	  and	  a	  video	  projector.	  
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In	  the	  next	  chapter	  we	  shall	  look	  at	  some	  of	  the	  results	  of	  the	  first	  design	  lab.	  I	  
will	  also	  present	  a	  selection	  of	  audio-‐recorded	  questions	  and	  answers	  related	  to	  
these	  results.	  

5.	  OUT	  OF	  THE	  DESIGN	  LAB	  
As	  noted	  in	  section	  2.1.	  Involving	  a	  Design	  lab,	  the	  design	  lab	  needs	  to	  provide	  
input	  to	  the	  design	  model	  and	  does	  so	  by	  taking	  in	  one	  or	  more	  sets	  of	  design	  
elements	  including	  their	  respective	  relevant	  types	  and	  components.	  The	  results	  
are	  described	  as	  answers	  and	  reflections	  from	  the	  students,	  and	  some	  reflections	  
from	  the	  author.	  

5.1.	  DESIGN	  LAB:	  VISUALS	  
The	  motion	  graphic	  sequences,	  designed	  by	  the	  students,	  were	  all	  made	  using	  the	  
software	  package	  After	  Effects,	  which	  uses	  the	  metaphor	  of	  a	  composition	  as	  the	  
‘canvas’	  where	  all	  the	  visual	  elements	  are	  gathered	  and	  placed.	  This	  composition	  
relates	  to	  a	  timeline	  upon	  which	  visual	  and	  audio	  elements	  are	  placed	  as	  layers	  
and	  the	  position	  of	  a	  time-‐marker	  in	  the	  timeline	  defines	  which	  visual	  elements	  
are	  shown	  in	  what	  way	  in	  the	  composition	  window.	  The	  timeline	  offers	  numerous	  
possibilities	  for	  altering	  and	  linking	  the	  visual	  and	  audio	  layers.	  For	  example,	  one	  
can	  link	  an	  audio	  layer	  to	  a	  visual	  layer	  and	  use	  the	  audio	  layer’s	  amplitude	  to	  
control	  properties	  like	  scale,	  position,	  opacity	  etc.	  from	  this	  visual	  layer.	  This	  way	  
of	  audio-‐visual	  linking	  was	  used,	  and	  later	  reflected	  upon	  by	  some	  of	  the	  students	  
and	  will	  be	  described	  in	  5.2.	  Design	  lab	  Findings.	  
The	  images	  in	  figure	  5	  show	  some	  of	  the	  results	  of	  assignment	  01,	  both	  as	  seen	  on	  
the	  computer	  screen	  as	  well	  as	  photographs	  of	  the	  same	  motion	  graphics	  
projected	  upon	  the	  PVC	  screen	  in	  the	  studio.	  
	  

	  
Figure	  5:	  Still	  image	  from	  a	  sequence	  and	  photograph	  of	  a	  frame	  from	  the	  projection	  	  

on	  PVC	  screen	  after	  assignment	  01.	  
	  

If	  we	  look	  at	  the	  image	  on	  the	  left,	  a	  frame	  from	  the	  digital	  file,	  and	  compare	  it	  to	  a	  
subsequent	  projected	  frame,	  on	  the	  right,	  we	  notice	  that	  besides	  the	  difference	  in	  
view	  angel	  between	  the	  two	  stills,	  the	  picture	  on	  the	  right	  seems	  less	  ‘even’	  or	  
more	  ‘textured’.	  This	  is	  likely	  caused	  by	  a	  combination	  of	  the	  way	  the	  backlit	  PVC	  
distributes	  light	  on	  the	  surface	  of	  the	  screen	  and	  the	  aperture	  and	  light	  sensitivity	  
of	  the	  camera	  used	  for	  registration.	  One	  other	  noticeable	  difference	  between	  the	  
two	  images	  is	  the	  ‘hot	  spot’	  on	  the	  centre	  right	  side	  of	  the	  screen	  caused	  by	  the	  
wide-‐angle	  lens	  mounted	  on	  the	  HD	  video-‐projector.	  For	  the	  same	  reason	  this	  ‘hot	  
spot’	  is	  also	  clearly	  visible	  in	  the	  image	  at	  the	  right	  in	  figure	  6,	  which	  shows	  
images	  from	  assignment	  02.	  	  
The	  students	  were	  asked	  to	  reflect	  on	  the	  resulting	  motion	  graphics	  both	  during	  
and	  after	  working	  with	  the	  assignment.	  The	  following	  sub-‐section	  presents	  
questions,	  findings	  and	  evaluations.	  
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Figure	  6:	  Stills	  from	  a	  sequence	  and	  the	  same	  projected	  on	  screen	  from	  assignment	  02.	  

	  

5.2.	  DESIGN	  LAB:	  QUESTIONS	  &	  FINDINGS	  
During	  evaluation	  of	  the	  results	  from	  the	  first	  assignment	  (01a)	  as	  shown	  on	  the	  
projection	  screen	  in	  the	  classroom,	  the	  participants	  were	  asked	  three	  questions	  
(Q).	  These	  questions	  and	  answers	  were	  audio-‐recorded.	  Selected	  and	  structured	  
data	  derived	  from	  these	  audio-‐recordings	  is	  presented	  in	  table	  2.	  The	  data	  will	  be	  
assessed	  and,	  if	  deemed	  relevant,	  added	  to	  the	  design	  model.	  Aristotle’s	  
descriptions	  in	  his	  book	  Topics	  about	  definition,	  property,	  genus	  and	  accident	  
might	  be	  considered	  for	  use	  in	  the	  evaluation	  process	  (384-‐322	  B.C.).	  	  
Due	  to	  a	  rather	  short	  time	  allowed	  for	  introduction	  to	  motion	  graphics	  software,	  
After	  Effects	  (AE),	  the	  level	  of	  applicability	  varied	  from	  student	  to	  student.	  Taking	  
this	  into	  consideration	  I	  included	  a	  category	  in	  table	  2	  where	  applicability	  is	  
defined	  by	  three	  levels	  (L)	  of	  experience:	  good	  (a),	  average	  (b)	  and	  little	  (c).	  
	  
Q1:	  Did	  you	  consider	  ‘types	  of	  space’	  
for	  the	  sequence?	  Which	  ‘types’?	  

L	   Related	  student	  reflections	  (selected)	   	  

Used	  -‐	  deep	  and	  ambiguous	  (Sv)	  
Focused	  a	  lot	  on	  types	  of	  spaces	  (Sz)	  

a	   Worked	  with	  AE’s	  X,	  Y	  and	  Z-‐axis	  (Sv)	  
Abstract	  meant	  lack	  of	  scale	  reference	  (Sv)	  
Used	  grey	  tones	  to	  create	  depth	  (Sz)	  

Relevant	  and	  used	  (Bd)	  
‘Empty	  space’,	  not	  always	  ‘action’	  (Jf)	  
Not	  used	  consciously	  (Sr)	  

b	   Importance	  of	  horizon	  when	  lacking	  scale	  (Sr)	  
Focus	  on	  music	  (Mt)	  

Not	  or	  hardly	  considered	  (An,	  Mr)	  
Deep	  and	  flat	  space	  (Jo)	  

c	   Focus	  on	  music	  (An)	  
Battle	  with	  software	  (Jo)	  
A	  kind	  of	  moving	  abstract	  painting	  (Mr)	  

Q2:	  In	  what	  ways	  did	  you	  time	  the	  
visual	  elements	  with	  the	  music?	  

L	   Related	  student	  reflections	  (selected)	  

Used	  audio-‐amplitude	  linking	  (Sv,	  Sz)	  
Timed	  ‘by	  hand’	  (Sv,	  Sz)	  
Made	  ‘markers’	  in	  time-‐line	  (Sz)	  

a	   Audio-‐amplitude	  linking	  often	  ‘feels’	  wrong	  (Sv)	  
Better	  when	  images	  appear	  a	  few	  frames	  ahead	  
of	  music	  (Sv)	  

Used	  sound	  waveform	  in	  AE	  (Sr)	  
Tried	  audio-‐amplitude	  linking	  (Sr,	  Mt)	  
Tried	  snapping	  to	  sound	  (Bd,	  Jf)	  
Listened	  over	  and	  over	  (Sr)	  

b	   Used	  little	  audio-‐amplitude	  linking	  (Mt)	  
Decided	  to	  off-‐set	  it	  (Mt,	  Sr)	  
Movement	  before	  music	  (Mt)	  
Could	  use	  more	  time	  with	  AE	  (Sr)	  

On	  ‘significant’	  sounds	  (Mr)	  
Tried	  snapping,	  hit	  the	  sound	  (An)	  

c	   Lack	  of	  experience	  with	  AE	  (An,	  Mr,	  Jo)	  

Q3:	  Can	  you	  name	  visual	  or	  other	  similarities	  regarding	  the	  results?	  
Starting	  with	  centre	  position	  (Js,	  Jo)	  
Back	  and	  forth	  creating	  depth	  (Jo)	  
Use	  of	  multiple,	  smaller	  squares	  (Mt,	  Sv)	  
‘Falling’	  squares	  on	  ‘falling’	  sound	  (Mr,	  An,	  Sr,	  Sz)	  
‘Blinking’,	  ‘flickering’	  in	  the	  end	  (An,	  Bd,	  Mt,	  Sr,	  Sv,	  Sz)	  
Students	  actively	  involved:	  Anne	  (An),	  Bogdan	  (Bd),	  Josephine	  (Jf),	  Joy	  (Jo),	  Maria	  (Mr),	  Mette	  
(Mt),	  Sarah	  (Sr),	  Suzy	  (Sz),	  Sölvi	  (Sv)	  
Table	  2:	  Categorized	  results	  extracted	  from	  audio-‐recordings	  after	  assignment	  01a.	  
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I	  find	  some	  of	  the	  ‘related	  student	  reflections’	  in	  table	  2,	  under	  Q2:	  L:a	  and	  L:b	  of	  
interest.	  Falling,	  perhaps,	  into	  the	  category	  described	  by	  Aristotle	  as	  ‘accident’,	  
some	  of	  the	  students	  found	  that	  the	  importance	  of	  graphics	  illustrating	  a	  certain	  
sound	  were	  better	  perceived	  when	  appearing	  some	  frames	  before	  that	  sound.	  This	  
notion	  might	  be	  a	  candidate	  for	  future	  inclusion	  in	  the	  design	  model	  under	  the	  
second	  set,	  time-based	  design	  elements.	  
Shortly	  after	  evaluating	  and	  reflecting	  on	  assignment	  01a	  we	  continued	  with	  
assignment	  01b	  (see	  table	  1),	  which	  was	  conducted	  using	  the	  PVC	  back-‐projection	  
screen	  as	  sketched	  in	  figure	  4,	  placed	  in	  a	  blacked-‐out	  studio	  as	  sketched	  in	  figure	  
4.	  While	  watching	  several	  results	  projected	  on	  the	  screen	  in	  the	  studio,	  I	  asked	  
questions	  related	  to	  this	  set-‐up.	  Selected	  questions	  and	  answers	  are	  categorized	  in	  
table	  3.	  
	  
Q4:	  Difference	  in	  how	  you	  look	  at	  this	  space	  between	  the	  small	  and	  big	  screen?	  
A1:	  Here	  [big	  screen]	  you	  are	  more	  in	  the	  space,	  more	  related	  to	  the	  space.	  (Jf)	  
A2:	  Comes	  closer	  here,	  because	  it	  is	  bigger,	  deep	  space	  has	  more	  effect	  because	  it	  is	  bigger.	  (Jo)	  
A3:	  We	  are	  now	  sharing	  the	  same	  space	  as	  the	  [composition]	  squares,	  the	  same	  darkness,	  makes	  
it	  more	  intense.	  (Sv)	  
Q5:	  What	  about	  the	  amount	  of	  light,	  whiteness	  and	  blackness?	   	  
A1:	  More	  clear	  with	  all	  the	  different	  grey-‐tones.	  (Sz)	  
A2:	  Feels	  cleaner,	  easier	  to	  read	  all	  the	  information	  than	  on	  the	  small	  screen.	  On	  the	  smaller	  
screen	  the	  information	  felt	  quicker.	  Easier	  to	  read	  on	  the	  big	  screen.	  (Sr)	  
Q6:	  Did	  anybody	  experience	  ‘after	  images’?	  
A1:	  I	  have	  stripes	  in	  my	  eyes	  [due	  to	  after	  images]	  (Jf)	  
A2:	  After	  images	  happen	  in	  the	  brain,	  through	  the	  eye,	  pictures/images	  with	  great	  contrast	  leave	  
a	  "shadow"	  when	  they	  are	  gone.	  (Noted	  by	  a	  colleague)	  
Q7:	  What	  about	  the	  frame-rate,	  is	  25	  fps	  fast	  enough?	  
A1:	  Doesn't	  bother	  too	  much,	  at	  times	  visible	  with	  faster	  rotations,	  not	  much	  with	  scaling.	  (Sv)	  
A2:	  Might	  have	  to	  do	  with	  the	  speed,	  we	  simply	  lack	  frames.	  (Noted	  by	  the	  author)	  
Q8:	  Any	  remarks	  or	  observations?	  	  
A1:	  If	  banalities	  are	  OK:	  most	  of	  the	  "effects"	  are	  amplified	  because	  of	  the	  [screen]	  size.	  (Sv)	  
Students	  actively	  involved:	  Anne	  (An),	  Bogdan	  (Bd),	  Josephine	  (Jf),	  Joy	  (Jo),	  Maria	  (Mr),	  Mette	  
(Mt),	  Sarah	  (Sr),	  Suzy	  (Sz),	  Sölvi	  (Sv)	  

Table	  3:	  Questions	  and	  answers	  extracted	  from	  audio-‐recordings	  after	  assignment	  01b.	  
	  

I	  find	  several	  of	  these	  answers	  of	  interest.	  While	  some	  of	  the	  answers	  seem	  
obvious	  and	  could	  be	  expected,	  such	  as	  those	  on	  Q4,	  the	  larger	  but	  not	  unlimited	  
screen	  size	  had	  an	  impact	  for	  some	  of	  the	  design	  that	  was	  made	  for	  assignment	  02.	  
If	  we	  look	  at	  table	  2	  again,	  we	  notice	  a	  correlation	  between	  the	  level	  of	  experience	  
with	  AE	  and	  the	  relevance	  of	  the	  use	  of	  e.g.	  types	  of	  space.	  One	  point	  of	  interest	  is	  
the	  notion	  that	  specific	  references	  to	  ‘scale’	  were	  lacking;	  though	  in	  certain	  of	  the	  
motion	  graphics	  sequences	  a	  sense	  of	  a	  horizon	  gave	  some	  idea	  of	  scale.	  This	  
problem	  of	  ‘lack	  of	  scale’	  was	  addressed	  in	  assignment	  02	  (figure	  7)	  where	  
figurative	  references	  were	  allowed.	  The	  figurative	  could	  be	  achieved	  by,	  for	  
example,	  approaching	  the	  squares	  as	  large	  pixels,	  reminiscent	  of	  older	  computer	  
graphics	  and	  computer	  games.	  
	  

	  
Figure	  7:	  Resulting	  stills	  with	  some	  figurative	  references	  after	  assignment	  02.	  

Left	  image	  by	  Anne,	  middle	  image	  by	  Josephine,	  right	  image	  by	  Sölvi.	  
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The	  rendered	  motion	  graphic	  sequences	  were	  again	  showcased	  on	  the	  large	  PVC	  
screen	  in	  the	  studio,	  and	  consequently	  reflected	  upon.	  Table	  4	  categorizes	  
selected	  questions	  and	  answers	  related	  to	  assignment	  02.	  
	  
Q9:	  Can	  you	  talk	  about	  timing,	  sound	  relation	  to	  image?	  Anne’s	  movie	  02b	  
A1:	  On	  her	  movie	  02b,	  see	  figure	  7,	  left	  image:	  In	  this	  movie	  the	  spatial	  was	  the	  main	  factor,	  not	  so	  
much	  timing.	  (An)	  
A2:	  Gives	  a	  good	  depth,	  first	  when	  the	  'water'	  comes	  in.	  (Js)	  
A3:	  About	  sound	  sync	  with	  motion	  graphics,	  we	  like	  the	  two	  to	  be	  connected,	  for	  example	  the	  
antenna	  in	  the	  clip,	  it	  doesn't	  really	  sync	  but	  we	  make	  it	  match.	  Even	  though	  it	  comes	  somewhat	  
before.	  (Sv)	  
A4:	  Maybe	  too	  many	  things	  happen	  at	  once,	  when	  sound	  an	  image	  appear	  simultaneously,	  too	  
many	  senses	  activated	  at	  the	  same	  time.	  (Sv)	  
Q10:	  Can	  you	  talk	  about	  timing,	  sound	  relation	  to	  image?	  Josephine’s	  movie	  02	  
A1:	  Timing	  went	  wrong	  in	  the	  end.	  Maybe	  when	  sometimes	  the	  timing	  is	  too	  much	  on	  the	  
beat/music,	  than	  too	  much	  happens.	  A	  lot	  is	  also	  offbeat.	  (Jf)	  
Q:	  The	  last	  effect,	  noise,	  flattens	  the	  whole	  image,	  maybe	  because	  we	  connect	  noise	  to	  a	  TV	  set?	  	  
(by	  the	  author)	  
A2:	  I	  used	  as	  a	  way	  to	  come	  back	  to	  black.	  (Jf)	  
A3:	  But	  it	  could	  also	  be	  depth,	  not	  necessarily,	  but	  you	  could	  see	  it	  as	  depth,	  if	  you	  see	  it	  as	  many	  
small	  particles.	  (Jo)	  
Q11:	  Can	  you	  talk	  about	  timing,	  sound	  relation	  to	  image?	  Sölvi’s	  movie	  02.4	  and	  02.5	  
A1:	  I	  show	  02.4	  because	  I	  noticed	  that	  the	  large	  projection	  screen	  means	  something	  for	  the	  
motion	  graphics	  at	  the	  edges.	  Because	  we	  know	  what	  the	  squares	  look	  like,	  we	  expect	  them	  to	  
move/go	  over	  the	  edge,	  since	  we	  exist	  in	  the	  same	  room	  as	  the	  animated	  squares.	  So	  if	  they	  do	  
move	  over	  the	  edge,	  and	  disappear	  we	  get	  somewhat	  disappointed.	  In	  02.5	  I	  tried	  to	  work	  with	  
the	  screen	  in	  mind.	  (Sv)	  
Students	  actively	  involved:	  Anne	  (An),	  Josephine	  (Jf),	  Joy	  (Jo),	  Maria	  (Mr),	  Mette	  (Mt),	  Sarah	  (Sr),	  
Suzy	  (Sz),	  Sölvi	  (Sv)	  
Table	  4:	  Questions	  and	  answers	  extracted	  from	  audio-‐recordings	  after	  assignment	  02.	  

	  

Here	  again	  I	  found	  some	  answers	  that	  might	  be	  considered	  for	  future	  inclusion	  in	  
the	  design	  model.	  Of	  interest	  are	  Q9:A3	  and	  A4,	  Q10:A1.	  These	  three	  answers	  or	  
reflections	  all	  deal	  with	  the	  question	  of	  how	  much	  do	  images	  and	  music	  have	  to	  be	  
synchronized	  to	  experience	  the	  sequences	  as	  ‘one’.	  Also	  Q10:A3	  might	  need	  
further	  investigation;	  at	  what	  point	  do	  we	  perceive	  particles	  as	  visual	  noise?	  
	  

	  
Figure	  7:	  Stills	  from	  movie	  and	  PVC	  projection	  from	  assignment	  02	  related	  to	  Q11:A1.	  

	  

Q11:A1	  is	  of	  interest	  because	  it	  raises	  questions	  on	  how	  we	  perceive	  the	  spatial	  
relation	  between	  screen	  content	  and	  the	  physical	  screen	  size.	  

6.	  CONCLUSIONS	  AND	  PERSPECTIVE	  
In	  this	  paper	  I	  have	  described	  how	  certain	  design	  elements,	  e.g.	  types	  of	  space,	  
types	  of	  audio-‐visual	  cues	  and	  components	  derived	  from	  the	  preliminary	  design	  
model	  have	  been	  introduced	  to	  the	  students,	  who	  then	  applied	  and	  questioned	  
those	  in	  the	  first	  design	  lab.	  The	  outcome	  and	  findings	  need	  further	  evaluation	  in	  
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the	  future	  and	  might	  then	  find	  their	  way	  as	  types	  and/or	  components	  in	  the	  
design	  model.	  
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