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Introduction
In this chapter, I investigate the relationship between audience members and the presentation of an
audiovisual work, as well as the extent to which this relationship can be designed as an aesthetic
experience by applying particular setups and possibilities for interaction. My focus will lie on works
that combine aspects typical of concert situations and of installations, works that create a particular
situation through which audience members encounter the work. In order to differentiate between
various setups, as a point of orientation I first establish a short catalogue of attributes that typically
distinguish concert situations from installations—specifically, such installations that aesthetically
include the space in which they are presented. Although this catalogue is based on simplifications—as
I show below, there are many examples, even historical ones, where concert works are imbued with
characteristics of installations and vice versa—its purpose is to provide a set of criteria that will help
to differentiate the qualities of individual arrangements. In this context, the chapter’s focus will lie on
works using a setup that can be seen as a hybrid between the concert and the installation categories,
creating a particular situation through which audience members encounter the work in question.
Furthermore, the role of audience participation will be investigated in these contexts, specifically
through possibilities for interacting with elements of the presented works. Complementary to the
setup, interaction is considered another means of shaping and designing the audience-work
relationship.
After providing a historical perspective on hybrid works and my personal motivation for exploring such
settings, the aspects I will discuss in this chapter refer to durations and temporal delimitations,
contractions and expansions of attention, considerations of proxemics and social aspects within
artworks, audience participation, and the role of narrativity and memory. In order to directly compare
different solutions using hybrids inbetween concert and installation settings and different audiencework relationships, I will discuss three audiovisual projects that I created in the recent past: Anna &
Marie (2018–19), Rave Séance (2020) and Why Frets? (2020, in progress).
Modes of Perception Induced by Concert Settings and Installations
Many works in the field of installation art1 place importance on the aspect of space. Even when sound
is not emitted through spatially distributed sound sources, the relationship of sound and a particular
acoustic situation often gains particular relevance. When the space becomes part of the work, the
boundaries between what lies inside and what lies outside of the work often become blurred. This
applies both to the work’s temporal organization—when no clear beginnings or endings can be
identified—and to its audiovisual material. Concert situations usually provide clear demarcations as to
what belongs to the presented artwork. In the temporal dimension, this is designated by well-defined
beginnings and endings of pieces, while in terms of material, the performers’ musical intentions usually
declare what lies inside and outside of the presented work—for example, the coughing of an audience
member or a musician’s loud page turn are not considered part of the work.2 In an installation
situation, the boundaries of time and material can be less distinct, however. Many installation works
do not have clear beginnings and endings, and the surrounding space often becomes a buffer zone
that only gradually transitions between the work of art and the outside world. As a result, sounds that
originate not in the setup of the installation but in the neighboring environment also are often
perceived as part of the overall situation belonging to the work: unlike the cough of an audience
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I also include all kinds of sound installations in the term ‘installation’.
Although the latter is also the result of the performer’s intention, it is motivated not by musical
considerations but by practical necessities in the performance.
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member during a concert, accidental sounds are more likely to be integrated into the experience of an
installation. In an installation, all present elements thus establish relationships of varying qualities and
hierarchies. What takes place in between them creates what Gernot Böhme describes as atmospheres,
which “are always spatial, ‘borderless, poured out, at the same time placeless, i.e. not localizable’,3
they are poignant and powerful emotions, spatial carriers of moods”4 (2013, 29). Böhme emphasizes
that atmospheres have an ephemeral quality but nonetheless form a substantial part of an aesthetic
experience. While atmospheres always influence modes of perception—in concerts just as much as in
installations—, in the latter they tend to be perceived as part of the work, or at least as part of the
experience that is facilitated by the work, while in the former they are usually considered to be more
circumstantial and therefore not part of the work proper.
When Anne Ring Petersen compares photography with installations, she states: “Where photography
selects one single perspective for its viewer, installation art opens up for many perspectives and leaves
it up to the viewer to choose” (Petersen 2015, 14). I propose that this applies in much the same way
to concert situations and installations if visitors are allowed to move freely in the space: the ability to
choose their location in relation to the work gives audience members a form of agency that they do
not have in a traditional concert situation. However, in installations changes of perspective do not take
place only by physically taking various positions in the space, but also by successively directing the
focus of attention to a variety of phenomena. Such meandering shifts of attention are facilitated if the
situation offers a certain degree of redundancy, meaning that the visitor can move their attention away
from a particular phenomenon and direct it elsewhere without being concerned that they might miss
a unique event. This is yet another aspect where concert works often differ: these works tend to be
characterized by more concentrated organizations of material and far fewer redundancies; moments
of distraction can thus give the audience member the impression that they have missed something. In
installations, the spatial flexibility and continuous accessibility usually also accentuate a social quality
in the experience. The possibility of ‘meandering attention’ also allows for encounters with other
visitors. This is less likely in concerts because of the gravity of attention that pulls towards the
performance area, which throws the audience members back on themselves, turning the listening
experience to a solitary one (Schröder 2014, 29).
Before the term installation art became common, such arrangements in space were referred to as
‘environments’ or ‘environmental art.’ The term ‘environment’ seems more suitable than the later
‘installation’ for describing the quality of the encounter between audience members and the work of
art. An environment encompasses the individual and accordingly suggests the adoption of a ‘wideangle’ perspective in order to comprehend it. Amelia Barikin and Nikos Papastergiadis refer to this
mode of perception as the ‘ambient perspective’, which they describe as a response to a
“contemporary condition”: “Attention is now dispersed. It is not concentrated towards a singular point
in the horizon” (Barikin 2015, 81). Such a “singular point” would be more similar to a concert work,
which demands full focal attention.
Finally, installations that are spatially spread out introduce an additional layer or temporality that is
established by the audience member’s movement while exploring the space. Concert works create
their own structured temporal organization, which is affected only by the audience member’s state of
concentration. The sonic layers of installation works are usually also arranged and structured in time;
however, an additional temporal layer results from the exploration of the space, an exploration that is
necessary in order to experience the work more comprehensively. This temporality “is not a
mechanical chain of extraction and construction, but an iterative process of selecting and interlacing”
(Barikin 2015, 83), and this is precisely what Michael Fried criticized as art’s “theatricality” in his
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Here, Böhme is quoting Hermann Schmitz.
Author’s translation from the German original.

seminal article “Art and Objecthood” (Fried 1995 (1967)). Fried attacks “literalist art”, by which he
refers to practices of minimalist sculptures that were not meant to be self-contained but also included
the environment as part of an expanded situation. Exploring such an expanded artwork requires time
and movement, which Fried designates as theater: “… theatre and theatricality are at war today, not
simply with modernist painting (or modernist painting and sculpture), but with art as such….” (Fried
1995 (1967), 139) Fried’s fierce criticism is interesting because it shows the radicality of the departure
from modernist paradigms (‘focal attention’ to a work) introduced by those works that expand beyond
their objecthood into the atmospheric and ambient realm (‘meandering attention’).
The following table provides a summary of the aforementioned differences between concert works
and installation works:
Attributes of concert works
Temporally delimited
Single layer of temporality
Concentrated material
Close focus of attention
Atmosphere is circumstantial
Solitary situation

Attributes of installation works
Temporally open
Double layer of temporality
Redundant material
Wide-angle attention (ambient perspective)
Atmosphere is part of the work
Social situation

Tab. 1: Typical attributes for concert and installation works

While these attributes are simplifications, they nevertheless designate pronounced tendencies in the
two areas. The following sub-chapters will explore these tendencies and discuss hybrid forms applied
in particular works.
Hybrids in Historical Perspective
Various aspects that are quite typical of installations have already entered into many concert works,
sometimes even long before the existence of installation art as an artistic practice. This can be
observed, for example, in the application of timescales that exceed what is usually considered practical
in concert pieces. In the Romantic period, operas and symphonic works already took on epic lengths—
Anton Bruckner’s 8th and 9th symphony are close to 90 minutes in duration, Gustav Mahler’s 3rd around
100 minutes, and some of Richard Wagner’s operas last more than five hours. While these lengthy
pieces are very dense in their musical material, structure and variety, the experience of duration took
on a fundamentally different character when combined with scarce or redundant forms of material. A
well-known first example of such a work is Vexations by Eric Satie, composed in 1893. Consisting of
solely 18 notes, it requires 840 repetitions which add up to a duration of around 18 hours (Prendergast
2003, 7). The first reported complete performance, however, did not take place until 1963 in New York,
a time and place where minimalist concert pieces with extreme durations were being explored by
various composers, for example by La Monte Young in his Compositions 1960 or in pieces like The
Second Dream of the High Tension Line Stepdown Transformer of 1962.5
Besides minimalist reductions of material, it is also noteworthy that the displaying of processes
became the focus of some artists’ interest. Compositions like Pendulum Music by Steve Reich (1968)
or I’m Sitting in a Room by Alvin Lucier (1970) set a process in motion that no longer is actively
influenced following its initiation. The piece ends when the process comes to a halt, or—in the case of
the latter work—when “it reaches the point of diminishing returns” (Lucier 1995, 94). This approach
differs quite fundamentally from more traditional compositional approaches in which the composer is
in control of all sonic details from beginning to end. In process-oriented works, attention focuses upon
5

In the domain of film, long durations with minimal material were explored at the same time in New York, too,
including by Andy Warhol in his films Sleep (1963), which shows his partner John Giorno sleeping for the
duration of 5 hours and 20 minutes, and Empire (1964), showing a static shot of the illuminated Empire State
Building in New York with a running time of approximately 8 hours.

a process that then takes its course. Once the process becomes clear to the audience, it also allows for
predictability and thus produces a redundancy that provides space for meandering attention.
Starting in the 1950s, many works in the context of Happenings or Fluxus allowed the audience to
move around freely during performances, which facilitated an ‘ambient perspective’ when
encountering works that were often multilayered. The relationship between the audience and the
presentation thus became an aspect of the artistic design (Kirby 1965, 25). In the field of music, similar
explorations of new modes of presentation took place, for example at the renowned Philips Pavilion
at the World Fair in Brussels in 1958, where the compositions Concrete PH by Iannis Xenakis and Poème
Électronique by Edgar Varèse were presented in a multi-speaker setting to a non-seated audience. The
former piece was played while the audience was entering the space. During the presentation of the
latter work, a double projection of a film of static, mainly black and white photographs was displayed
that had been arranged by Le Corbusier. Additional projections of images were shown during the
presentation along with a light design of changing colored light patterns. The visual artistic concept
also extended to the design of the entire building, for which both Xenakis and Corbusier were
responsible (Nanz 2006, 20-24).
More recently, it is not uncommon for composers to experiment with combinations of attributes
typical of installations and attributes that are characteristic of concert pieces. Furthermore, curators
of festivals often place performances in contexts for which the works were originally not intended,
which sometimes entails a fundamentally different experience. In 2016, for example, several string
quartets by Dmitri Shostakovich were performed simultaneously at the festival Wien Modern in
Vienna. During this event, the audience was also allowed to move between the string quartets, which
were spatially distributed in the concert hall (Weidringer 2016).
Personal Motivations
In my own work, I already had felt the need to find alternatives to the proscenium-type6 concert format
for some time. Since most of my projects are concert works that also contain visual elements (mostly
video, light or laser projections), it feels plausible to arrange the performance space in a way that
resonates with the work’s artistic content or focus. In a previous publication, I already drew a
comparison between the presentation of an audiovisual work and an act of enunciation, in the sense
that an audience is addressed in a particular way (Ciciliani, 2017). Here, I distinguished between the
enunciated—the work proper—and the act of enunciation—all circumstances that are part of its
presentation, which includes not only the act of performance, but also other circumstances, such as
the architectural design, its demographic function, light conditions and so on. With this comparison, I
aimed to raise awareness of the many aspects that lie both within and outside the work that affect the
experience of a performance. Such a ‘widened lens’ or ambient perspective is “a way of addressing
both the feedback between the producer and the receiver of aesthetic meaning, and the wider social
context in which media operate to generate new dynamics in the cohesion and dispersion of focus and
attention” (Barikin 2015, 86). While the ambient perspective that installations evoke has a strong
appeal to me as an aesthetic experience, at the same time I also feel drawn to the focal attention that
performances evoke. As a result of this, in the recent past I explored hybrid formats that combine
attributes of both concert works and installations, searching for particular modes of communication,
and in consequence designing specific encounters between audience members and the work in
question that are suitable for the given project.
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The term ‘proscenium’ designates the arc or frame that encloses the performance area. I use the term
‘proscenium-style’ is a more generalized form, designating any performance where the stage area is the focus
of attention. I prefer to use the term proscenium-style instead of stage-based, for example, because the former
refers to the framing of the action on stage which thus describes what lies inside and outside the work. This
also extends to a clear division between performance area and audience. I therefore extend the meaning of the
proscenium to a stage of attention during the presentation of a work.

Durations and Temporal Delimitations (Rave Séance and Why Frets?)
In my project Rave Séance I created an installation-like setup with a circular arrangement of five tables.
Four of these tables provide space for up to 12 audience members to sit down on pillows. Other
audience members can move freely in the space around those tables. A time-variant light design
accentuates the circular shape of the arrangement with five long bar lamps that are also arranged
circularly around the tables, and five spotlights that are positioned under the tables, pointing inwards
towards the center of the arrangement. In this central area, laser projections are displayed at various
points in the piece (Fig. 1). A detailed description of the work, along with a video trailer, can be found
here: http://www.ciciliani.com/rave-sceance.html.

Fig. 1: Setup of Rave Séance with a circular arrangement of five tables and the laser projection in the middle (photo: Katja
Goljat)

At the fifth table, I am seated in my role as performer. While the audience tables are equipped with
large buttons that are illuminated at various points and allow for interaction, my table holds a touchsensitive controller and a modular synthesizer. I am present as a performer for the entire time this
work is presented, operating the electronics and at certain points also using my voice, which is heavily
processed.
I refer to Rave Séance as a performative installation. It does not have a specific starting and end point
and the audience can enter and leave as they please. The audiovisual material never repeats in
identical ways, but it is organized in so-called ‘cycles’ that are structured similarly, each of them lasting
between 12 to 20 minutes. At the premiere of this work at the “A Dela?” festival at the venue Ljudmila
in Ljubljana, Slovenia on August 27, 2020, I performed for 3 hours, starting at 8pm and finishing at
11pm. A second shorter performance took place on September 15, 2020 at the Audio Mostly
Conference at the IEM in Graz, Austria. In order to avoid marking a ‘beginning’ of the performance, in
both cases I started it with no audience in the space, so the work was already underway when the first
audience members entered.

As the performance element is very present in this project, clear temporal demarcations would have
given it the character of a concert piece. As I envisaged an event that is stretched out over a longer
time period, I composed a circular form which repeats seamlessly in non-identical ways. In this way, I
created redundancy on the level of the material. The cycles were composed in such a way that there
were extended periods of time when my role as performer was quite passive. However, when I used
my voice, light fixtures that were pointed at me were turned on, which created a strong point of
emphasis, placing myself as performer at the center of attention. Other points of emphasis were
marked by the turning on of the laser or by moments when the audience members were able to
interact with the performance by pressing the buttons on the tables. The possibility of interaction was
indicated by turning on the lights in the buttons (Fig. 2 and 3).

Figs. 2 and 3: Audience members interacting with the performance of Rave Séance via illuminated buttons (photos: Katja
Goljat)

Overall, my impression was that this project successfully combined aspects that are typical of a concert
piece with aspects that are associated with installation works. The extended duration, combined with
the alternatives offered to the audience of standing, sitting or moving around, introduced a fluidity
that usually is not found in concert works. At the same time, the cyclical form contained dramatic
moments when attention was drawn towards particular events, such as the vocal section, the laser
designs, or the modes of interaction. With regard to the steering of attention, I would say that these
were moments of contraction, or moments when attention converged to a point, while alternatively
there were also moments that encouraged a more ambient perspective and a meandering of attention.
In summary, I would say that this combination of an installation-like setup and a performance created
dynamic shifts of attention—contracting and expanding—depending on whether attention was
attracted to certain events or let loose by exposing it to textures involving greater redundancies.
With regard to temporal organization, I found myself in a very different situation when working on a
net-art website, which forms part of my project Why Frets? (started in 2020 and still in progress). This
project as a whole comprises a series of websites as forms of audiovisual net-art, an audiovisual
installation, a performance lecture for Power Point and electric guitar, and a composition for three
electric guitars. While working on this net-art website, I created a virtual 3D space in which the user
can navigate and interact with various objects that are present in the virtual space (Fig. 4). The
movement and the interactions all entail dynamic changes in the sound layers that accompany the
experience. The website can be found here: https://whyfrets.iem.sh

Fig. 4: View of the net-art part of Why Frets? (photo by the author)

Initially, I approached this project as an interactive sound installation in virtual space with a fixed
number of elements distributed in the environment that were related to sonic events exhibiting
different qualities and behaviors. My original idea was that I wanted to give the user a sense of liveness
when interacting with it, and convey the impression that she or he is acting as a performer in the virtual
scenario. While working on this project, I increasingly felt dissatisfied with the arrangement of a virtual
installation as it did not incite the engagement I was looking for, and I was lacking a sense of direction
and development. As I wondered how I could enforce the impression of a performance, I decided to
go the opposite way to Rave Séance: instead of extending duration in order to avoid the impression of
a concert work, here I decided to introduce a clear beginning and end in order to support the
impression of a performance. Both projects provided almost contrary points of departure. While in
Rave Séance it was the performance that formed the main focus and that I felt the need to
counterbalance, in the net-art project I found myself with a static situation that was devoid of any
directionality. I introduced this directionality by designing a dramaturgy of events, where certain user
behaviors unlocked new possibilities. Instead of only introducing new events, other objects that
offered interactions disappeared after a certain number of events had been triggered. Furthermore, I
added texts that appeared in reaction to events just triggered, which inserted aspects of a story. I
address the aspect of narrativity in greater detail in the section “Asynchronous Presence in Why Frets?”
further below.
Contractions and Expansions of Attention (Anna & Marie)
In my introduction to Rave Séance in the preceding sub-chapter, I described moments of contraction
and expansion of attention that took place during the performance. In this sub-chapter I present the
setup of Anna & Marie and observe how similar changes of attention occurred as in Rave Séance, while
the setup and the mode of presentation in both works differed strongly.
In 2019 my project Anna & Marie was presented over a period of three days at the Donaueschinger
Musiktage in Germany. Anna & Marie is a concert piece for two violinists—one playing electric violin
and the other baroque violin—and generative electronics performed in the environment of an
installation. The entire setup encompasses two navigable 3D environments that are projected onto
two large screens, nine illuminated panels, light design, torsos of dolls, and wireless earpieces that are
scattered across the floor. Large bean bags were distributed in the space, which allowed the audience
to sit comfortably and change orientation as they pleased. Over the course of the three days of the
festival, a total of eight individual performances were presented that all differed from each other in

both musical and visual terms. In between the performances, the environment was available as an
installation. Every performance ended with a unique audiovisual state that led seamlessly into the
installation mode: sound textures of different characters and qualities, light designs with different sets
of colors, and a story that could be followed on the scattered earpieces in the form of a recorded
dialog. The narrative was different after each performance.
During the installation phase, the audience had the possibility of interacting with the environment in
various ways: tablets were distributed throughout the space that could be picked up and pointed at
the nine panels, leading to the generation of an augmented reality with additional visual phenomena
and sounds (Fig. 5). Furthermore, the audience was able to move through the 3D spaces presented on
the main projection screens using game controllers. During the performances, the violinists navigated
these 3D spaces by means of playing their instruments. (For a detailed description of the project,
please refer to Ciciliani and Lüneburg, 2021; additional information and detailed video documentations
can be found here: http://www.ciciliani.com/anna--marie.html.). In the following, I will focus on how
the overall situation and mode of perception changed between the different states of this work—that
is, whether a performance was taking place, or whether the space was being presented to the audience
as an audiovisual installation.

Fig. 5: An audience member using a tablet to generate augmented reality (photo: nmzMedia)

During the concerts, the violinists stood in two positions in the space about 10 meters apart from each
other and facing in different directions (Fig. 6). Both stood next to one of the screens with the 3D
environments that related to their actions. From most positions in the space it was not possible for the
audience to see both violinists and their screens at the same time, hence the audience members
usually focused on one of the two players in turn. During the performances, audience members could
use the earpieces that were randomly scattered throughout the space to follow the storyline that was
being generated in real time by the playing of the musicians. The number of available earpieces was
deliberately lower than the number of audience members, which led some of the visitors to share a
single earpiece, while others passed theirs on to other people during the performance. On a subtle
level, this introduced social exchange—which was facilitated by the informal seating on the large
cushions—, which is rather uncommon for conventional concert formats. Otherwise, the audience
behaved in a similar way to classical concerts in the sense that they avoided unnecessary physical
movement and remained quiet. Due to the setup in the space and the scarcity of earpieces, the
experience of the performance was necessarily fragmented, as it was impossible to follow both

violinists’ actions throughout, and it was unlikely that anybody would follow the complete storyline on
an earpiece. The playing of the violinists along with their navigation in the 3D environments that they
controlled formed the center of attention. While the other elements of the setup such as the nine
illuminated panels, the light design, and the dolls, receded into the background of the experience, they
not only strongly contributed to the general atmosphere, but also unobtrusively offered points of
distraction that allowed for meandering attention.

Fig. 6: Arrangement of the space of Anna & Marie with the violinists in playing positions and no audience members (photo:
nmzMedia)

As mentioned above, the audiovisual setting of the installation emerged directly from the preceding
performance. In this situation there were no predominant centers of attention. Now, however, the
possibilities for interaction were larger for the audience members. While it was not forbidden for the
audience to move around in the space during the concerts, the overall situation discouraged it as this
would have blocked other audience members’ lines of sight and would have created noise, which could
have been felt to disturb others. During the installation phase, however, it felt more appropriate to
move around than to sit in one place. Forms of interaction available to the audience included the
aforementioned use of tablets for the generation of augmented reality, the use of game controllers to
move through the 3D environments, and the use of the earpieces to listen to the version of the story
that had been generated during the most recent performance (Fig. 7). Altogether, in my impression,
the overall situation was quite typical for an installation, in the sense that there were manifold
different phenomena that could be addressed in turn, and which established relationships of different
qualities with one another. The overall material had a redundant quality that facilitated meandering
attention and did not impose the feeling that one needed to be quiet to avoid disturbing other visitors.
The sonic part of the installation consisted of a sound layer that was distributed throughout the space.
While this sound layer constantly changed, its general character nevertheless remained the same. The
interactions of the audience with the augmented reality and the 3D environment also produced
additional sources of sound that complemented the autonomously playing sound layer. Depending on
the number of visitors and their activities, the overall sonic situation was sometimes denser than at
other times. This entailed a different social situation than during the performance. While in the latter,
there was potentially a more direct sort of exchange between audience members due to the sharing
of the earpieces, during the installation parts the audience actively contributed to the overall sonic

state, which not only affected their personal experience but also the experience of everybody else
present in the space.

Fig. 7: Audience members listening to the narrative using earpieces during the installation phase (photo by the author)

To summarize, Anna & Marie combines an installation and performances in turn in the same space.
The performances are embedded in the environment of the installation, while the sound material and
narrative of the installation depends on the preceding performance. In contrast to a piece such as Rave
Séance, where the performance lasts for the entire duration of the presentation, in Anna & Marie there
were distinct performances at set times, and phases in between during which the installation could be
experienced. To which extent did the modes of perception change between the performance and the
installation? While during the performances, the overall setup already led to a somewhat fragmented
experience, there nevertheless were strong foci of attention and the overall character of a more
conventional concert situation, which led to corresponding behavior on part of the audience. The
installation, however, encouraged meandering attention to a much greater extent than the concert
performances. The shift from concert to installation and vice versa can be described as a contraction
and widening of a ‘lens’ of attention. The experience of the installation in my perception clearly asked
for an ambient perspective, whereas the concert was characterized by focal points of attention.
The Social and Proxemics (Anna & Marie, Rave Séance)
In this sub-chapter I would like to reflect on how the setup of a space, the positioning of the elements
of a work in relation to the audience, and olfactory design affect social aspects and sensations of
intimacy. As points of orientation, I apply several criteria that Edmund T. Hall described in his
investigations regarding proxemics (Hall 1966), which he defines as: “… the term I have coined for the
interrelated observations and theories of man's use of space as a specialized elaboration of culture”
(ibid., 1).
Hall differentiates four categories of distance that elicit distinct social behaviors and ways of perceiving
other people: intimate, personal, social, and public space. Each of the categories is characterized by
different modes of perceiving another person. For example, when we are very near to another person
(intimate space), we can often smell them, but due to our close proximity, we have to move our eyes
actively in order to visually capture their entire face. From a distance out of arm’s reach, we can keep
our eyes steady and see the person’s entire face, but the distance is usually too great for olfactory
perception. Moreover, when in ‘intimate space’ conversations can take place by whispering or talking
very softly, while larger distances require louder speech. In the following, I will apply proxemic
considerations not only to the relationship between audience members and performers in a hybrid
situation, but also to the relationship between the artwork and audience members. Although an

encounter with another person is very different from being exposed to an artwork, I contend that the
distance at which we encounter individual elements of the latter nevertheless entails different
qualities in the aesthetic experience. In this case, too, Hall’s differentiated observations are helpful for
understanding these qualitative differences. Table 2 shows a summary of Hall’s classifications and the
characteristics of each category.

Tab. 2: Table of proxemic perception according to Edward T. Hall (1966, 126f)

In Anna & Marie and in Rave Séance I came up with specific setups and arrangements to design the
space in order to generate different qualities of intimacy. While in Anna & Marie, I intended to create
a general atmosphere of intimacy between audience members and the various phenomena in the
space, in Rave Séance I additionally aimed to create intimacy within a smaller group of audience
members and the performer. The main subject of Anna & Marie is the lives of two female anatomists
and wax-model artists who lived in the 18th century. The video projections and the panels that were
distributed throughout the space all showed images that related to their works. The size of the space
at the premiere was 7 x 20 meters. At a height of 3 meters, the ceiling was relatively low when seen in
proportion to the surface, which gave it the character of a domestic room rather than a public concert
hall. During the concerts the room was rather densely populated, which meant that audience members
were sitting within what Hall calls ‘personal space’ (that is, within arm’s reach), which is not an unusual
arrangement for concert situations. While the focus of attention gravitates towards particular
phenomena in the space—during the concerts, these were the performances of the two violinists—, I
would argue that the feeling of physical closeness to another person is not felt as strongly as in direct
interpersonal encounters. Since the violinists’ performance area was neither elevated nor otherwise
demarcated (apart from the presence of a music stand), audience members and the performers were
closer to each other than in standard concert situations, however. The distance between the violinists
and the closest audience members was less than one and a half meters, which, according to Hall, falls
into the close end of ‘social space.’ Since in Anna & Marie the violinists were standing while the
audience was seated on cushions on the floor, there was an additional vertical distance, which, in social
as well as in typical concert situations, designates relationships of dominance and subordination.
Another small detail worth mentioning are the earpieces that audience members used in order to
follow the narrative. By holding a piece of equipment against their ear, they brought it into their closest
intimate space, which also involved the sense of touch. The sense of intimacy was intensified as the
narrative was told as a dialog between the two protagonists. In my impression, listening to this
personal conversation with an earpiece evoked a feeling of eavesdropping, as if one were intruding
into someone else’s intimate sphere.
During the installation phases of Anna & Marie the performers were absent, but proxemics could be
observed between the individual components of the artwork and the audience members. The
earpieces were available to the audience in the same way as during the concert. In addition, when
audience members used the tablets in order to generate augmented reality, they had to come
relatively close to the panels—about one to two meters—, which, according to Hall, is between the far
end of ‘personal space’ and the close end of ‘social space’. Due to the design of the augmented reality,
the audience members also had to physically move around the panel with the tablet—only standing
still would not have enabled them to access all information displayed. The proximity and physical
engagement when using the augmented reality in sum created a contact between the audience
member, the tablet, and the panel that was more involved and personal than if they had encountered
the panel as a painting in a gallery. The same can be said about the navigation in the 3D space that was
offered to the audience, which also demanded their active participation. A last aspect that played a
subtle, but noteworthy role is olfaction. Since the protagonists of the story were wax artists, I set up
two hidden pots filled with beeswax on hot plates, so the entire space was filled with its odor (Fig. 8).
As mentioned at the beginning of this sub-chapter, in social situations the perception of smell only
occurs in intimate proximity. The goal of olfactory design was to involve yet another sense in a way
that relates to the subject of the work, and thereby to also enhance a feeling of intimacy with the
presented lives of the protagonists.

Fig. 8: Hot plates with beeswax were used in Anna & Marie in order to create a subtle odor of melted wax throughout the
venue (photo by the author)

In Rave Séance, the setup was confined to a much smaller spatial area than in Anna & Marie. Its circular
arrangement of five small tables had a diameter of about five meters. Although audience members
could also move outside of this circular arrangement, I focus my discussion on those who sat at the
tables. As mentioned before, four of the five tables were available for the audience, while the fifth
table was reserved for me as the performer. Up to three people could sit on cushions at each table,
which means that the distance between them was within the of the close end of ‘personal space.’ The
distances between the tables were also relatively close, so even audience members sitting at adjacent
tables were still within the far end of ‘personal space.’ The hierarchical difference between performer
and audience members was minimized in this setup and the intention was to create a sense of
togetherness between the audience members sitting at the tables and myself as performer.
Nevertheless, I should mention that hierarchy was still maintained as I used an entire table for myself,
while up to three audience members had to share a single table. Also, unlike the audience members
who were sitting on small cushions on the floor, I was sitting on a low chair, which created a small but
noteworthy difference in vertical distance, which also suggested a hierarchy. The choice of a chair for
myself was not part of the original plan but turned out to be a practical necessity, since otherwise I
would not have been able to operate the equipment positioned on the table. The circular setup of the
tables meant that the audience were looking at other audience members who were sitting on the
opposite side of the arrangement. The purpose of the circular arrangement was literally to also create
an ‘inner circle’ which included the performer, but excluded the audience members standing at the
periphery who had not found a place at the tables. The ‘privileged’ role of the audience at the tables
is underlined by the possibility of interaction offered to them by means of the large buttons positioned
in front of them on the small tables. Laser projections—occurring at certain points during the
performance—are projected on the floor in the middle of the circular arrangement. For the audience
members at the tables, the projection is thus very close (partly within arm’s reach). They also look
down on the projection, which in my understanding underlined the impression that the projection was
in their personal space, rather than a detached phenomenon they beheld from a distance.
In summary, while the setup of Anna & Marie mainly aimed at creating intimacy between audience
members and the different elements in the space that related to the subject of the work, in Rave
Séance the goal was to create a particular intimacy between audience members and the performer.
The setup of the space in both cases determined a social situation in the sense that relationships
among audience members and between audience members and performer(s) were consciously
designed. The differentiations of the qualities of proxemics help us to understand how these social

relationships were constructed in greater detail. I also consider these qualities meaningful when
applied not only to interpersonal relations, but also to the relationship between audience members
and the inanimate components belonging to the work. For clarity, I offer a reduced and simplified
version of Hall’s table in tables 3 and 4. Here, I graphically display the discussed aspects of proxemics
as they were applied in these two projects, which allows for direct comparison. The tables show at a
glance that in Rave Séance the spatial arrangement was more compact than in Anna & Marie and that
in the former many phenomena occurred within the ranges of ‘intimate’ and ‘personal space.’

Tab.3: Proxemics in Anna & Marie, superimposed on E.T.Hall’s simplified chart of proxemic perception

Tab.4: Proxemics in Rave Séance, superimposed on E.T.Hall’s simplified chart of proxemic perception

An additional aspect that has an impact on the relationship between audience members and the
presented work is whether audience members can actively interact with the components, which will
be discussed further in the following sub-chapter.
Audience Participation (Anna & Marie, Why Frets?, Rave Séance)
In all three projects presented in this chapter, I offer the audience active participation to different
degrees. In Anna & Marie, as described above, this participation takes place via the augmented reality
features and the navigation in the 3D environments. In both cases, the audience forms their own
personal experience with a particular medium, while at the same time they also generate sound that
is perceived by all other audience members in the space, and thus adds a shared experience. In the
net-art example of Why Frets?, due to its virtual web-based nature, the encounter with the work is
solitary. As mentioned above, here my goal was to give the user the impression of being the performer.
In Rave Séance, finally, all interactions take place by pressing a large button when its built-in lamp is
lit. Depending on the section of the work, pressing the button either causes harmonic changes in a
synthesized texture or activates solenoids and shaker motors that are attached to the tables, which
provides the audience members at the tables with an—often unexpected!—haptic experience.
Although the influence I provide the audience members with is certainly noticable, it is always kept
within rather constrained boundaries when seen in relation to the overall work. The audience’s

behavior can definitely influence the character of a performance, as was the case when I compare the
two performances of Rave Séance in the summer of 2020 that took place first in Ljubljana and a few
weeks later in Graz. In Ljubljana, some audience members were waiting eagerly for the next moment
the buttons in front of them lit up, indicating that an event could take place. Once the buttons did light
up, some audience members would hit them with forceful, large gestures that often were louder than
the effect actually triggered. Perhaps they recognized that when the button was triggered, the lights
would also turn off on all other 12 buttons, meaning that everybody would have to wait until the lights
came on again in order to create the next trigger. Unexpectedly for me, a playful competitive situation
evolved within a group of audience members where each person tried to be the first to react when the
lights went back on, while they seemed rather oblivious to the actual effect of the interaction. Contrary
to this, the audience members in Graz only triggered the buttons occasionally and much more
discreetly and quietly. But even with a ‘hyperactive’ audience such as the one in Ljubljana, their
interactions cannot influence the progress of the work and its formal outline. The effect of the
interactions remained confined to the moment when they occur, with no long-term consequences.
My main motivation to include audience participation is not so much an interest in letting the audience
co-create or co-perform the piece. Rather, I see it as a way to design the relationship between the
work and audience members. I want to give them the possibility of becoming part of the performance
event, even if the influence they have is strongly contained. I often find composing for and designing
audience participation challenging. First of all, the interaction has to be perceived as meaningful by
the audience members, which means that the effects have to be well integrated into the work as a
whole. If the impact on the work is overly superficial, it will likely be perceived as too banal and
uninteresting. Conversely, too strong an impact might destroy the identity and integrity of the
performance, which might be perceived as arbitrary and unsatisfactory for the audience. A good
balance therefore needs to be struck between these two extremes. Another challenge is how to
communicate to the audience that they can make use of interactive functionalities. Verbal instructions
often feel inappropriate and not aesthetically fitting in a particular context, so other means often have
to be found (in Rave Séance, for example, I indicated the interaction by providing the buttons that light
up when they are ‘active’). Beyond that, audience members often behave differently to my original
expectations and not always to my liking. In Ljubljana, for example, I was on the one hand very pleased
that the audience members reacted so enthusiastically to the given possibilities of interaction. On the
other hand, I was less content when the act of interaction dominated what was actually happening
artistically during the performance. At times I was even worried that they would destroy the tables,
which had been specially built for this project. For me, every performance is a learning experience that
afterwards often led me to adjust the details of the algorithmic implementation of the interactions; in
other words, adjusting the leeway that I permit the audience.
Incorporating the possibility of interaction for audience members means relinquishing part of control,
which—admittedly—I usually try to keep restricted within clear boundaries. However, at the same
time I do consider it an exciting aspect to work with, and an important means of designing the
relationship between the audience and the presented work.
Asynchronous Presence (Why Frets?)
The ambient perspective, or the concept of atmosphere, is based on the co-presence of a multitude of
phenomena in time and space that form a network of relationships. However, as mentioned above,
the project Why Frets? consists of a series of events and works that are not experienced
simultaneously: a sequence of websites that I consider a form of audiovisual net-art, an audiovisual
installation, a performance lecture for PowerPoint and electric guitar, and a composition for three
electric guitars. Most of these works cannot be experienced simultaneously. Nevertheless, I conceived
them as phenomena that relate to one another in ways similar to the various elements of an
installation: a network of relationships that gives rise to a particular atmosphere and a particular
aesthetic state. Shared space and time provides the basis for the co-presence of phenomena within
installations, so where does this happen in Why Frets? if there is no shared space? The realm where

these disparate elements of the work come together is the memory of the audience member: after
successively experiencing the different components of the work, it is only there that the relationships
between the individual entities can evolve.
The question arises of the extent to which the interrelationship between the various elements of this
work differs from more traditional collections of works that are conceived as a series, as for instance
Stan Brakhage’s Love Song (2001–02) cycle, or transmedia works with various entities such as Ryoji
Ikeda’s micro |macro (2015). Although each entity of Why Frets? can be experienced as self-contained,
the larger concept of the overall work can only be grasped when several, if not all of its components
have been experienced. In this sense, a balance between autonomy and interdependency is at play
between the individual elements: they are complete and at the same time incomplete when seen in
isolation. In order to intensify the unfolding of relationships between the different elements, I made
use of a narrative that extends across the different parts of the project, akin to transmedia storytelling.
Stories can create emotional bonds between the audience and the aesthetic experience, and they can
provide memorable anchor points that are easier to recall and therefore also facilitate the
establishment of connections between story fragments. In this particular case, the story that is told is
a fictitious history of the electric guitar. The story elements of the overarching narrative underpin all
the different parts of Why Frets?, although while the story is told more explicitly in the performance
lecture and the net-art sections, it is more concealed in the installation and the concert piece.
Moreover, in the net-art sections and the audiovisual installation, interactive elements allow audience
members to take on a more active role in the experience of the artwork. Audience participation is thus
another aspect that is applied in order to enhance the memorability and the connectedness between
the different elements.
In summary, in Why Frets? I aim at evoking in the audience members what Barikin and Papastergiadis
described as the ambient perspective. However, here the ambient perspective takes place differently.
It is not a dispersion of attention across various phenomena that are co-present in time and place.
Furthermore, since every element is encountered individually, there is nothing that could lead to what
I described above as meandering attention. Instead, the ambient perspective is maintained in that the
individual parts of the work extend beyond themselves. Although each one of them is to a certain
extent self-contained, the connecting element of storytelling suggests a continuation that is only
fulfilled when the experience of the various parts is combined. This also connects the different parts
as an aesthetic experience that forms across different media. In other words, the storytelling acts as a
glue that fuses aesthetic experiences of different qualities that are brought together only in the
audience member’s memory but could otherwise not converge to form a unified experience.
Conclusion
In this chapter, I presented three recent projects of mine as examples of works that combine
characteristics of performances and installations, while affordances for interaction are offered for
audience members. My intention was to show on the basis of these case studies that the selection of
a particular setup combined with audience participation forms, shapes and designs the relationship
between audience members and the work they encounter.
As early as 1965, Michael Kirby wrote in reference to happenings that they attempt to “alter the
audience-performance relationship […] and to use this relationship artistically” (Kirby 1965, 25). More
than 50 years later, the designing of audience-work relationships has been widely explored across
many disciplines. However, only rarely have the implications of setups and interactions been analyzed
carefully and from the inside perspective of artistic practice, as is characteristic of artistic research.
This chapter represents an attempt to better understand how audience-work relationships can be
designed as an artistic and aesthetic means of expression.
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