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ABSTRCT

This thesis explores ways of engaging millennials in meaningful and
relevant experiences which they would not normally engage with. It uses
classical music as its case study since the popularity of classical music

with millennials is low and declining.

This project carried out exploratory work in experience design, focused
on identifying the factors that discourage young people from attending
classical music concerts. It then proceeded to design a concert
experience which would fulfill millennials’ social needs and expectations

of what they hope to experience when attending a classical concert.

Visual Sound is a prototype which supports the active engagement of
audiences, enabling them to both participate and contribute in a multi-

sensory orchestra experience through a mobile interface.

Audience participation and music visualisation were combined to create
a designed experience. Through research, development and testing, the
thesis demonstrates principles that can be applied to engage millennial

audiences.
Keywords: FExperience Design, Audience Engagement, Interaction

Design, Active Participation, Passive Farticipation, Music-visualization,

Co-creation, Social and Communication Needs.
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® INTRODYCTION

INTRODUCTION

........................'

Millennials, the generation born between the early 80s and the early
2000s (Claveria, 2017), do not appear to be motivated by the things
which appeal to older generations. They seek new experiences, which
is reflected in their willingness to try new things. This behaviour also
determines how they engage with things in their daily life. Because of
this, many organisations are facing a major challenge: millennials tend to

be disengaged with conventional products or experiences.

In order to create an experience that can be meaningful and relevant to
the millennial generation, this project uses classical music to explore how

to engage millennials in things they wouldn’t normally engage with.

1.1 Problem domain

Data from the National Endowment for the Arts indicates that classical
music has gradually become a small minority interest, mainly enjoyed by

older viewers or professionals (National Endowment for the Arts, 2012).




The popularity of classical music has been declining over the past two
decades (Netherlands Institute for Social Research, 2009; Australian
Bureau of Statistics, 2010 ). This decline is particularly prevalent among

millennials.

According to 2003 research by audience engagement researcher Heini
Mielonen from Sibelius Academy in Helsinki, Finland, millennials find
classical performances passive and unable to offer them an opportunity to
actively share their social needs. These factors discourage young people
from attending classical music concerts. The traditional concert ritual
doesn’t engage young people with modes and approaches that resonate
with them (Mielonen, 2003). They are therefore unable to connect with
the traditional classical music setting, since it fails to satisfy their desires
to have an active role in a concert. In addition, the rituals associated with
classical music do not support their social needs. Eventually, they lose

interest in classical music.

1.2 Research focus

The focus of this study is to explore ways of engaging millennials with
things they would not usually engage with, using the case study of classical
music. It analyses how millennials engage with their favourite activities,
and then discusses their demands and expectations. This research has
informed the approach to designing a more engaging classical concert
experience. It presents the theoretical foundations and then the proposed
solution of designing an interaction system intended to engage millennial
audiences to more fully participate and contribute in a multi-sensory

orchestra experience providing a more immersive experience.
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To create a more engaging experience within a classical concert which
supports interaction and makes it a valuable contribution to the concert,

the project researches and evaluates a number of design options.

The study first researches the classical music experience and has found
disconnects with millennials’ expectations. It then integrates principles
of how millennials engage with entertainment with the classical music
experience. Based on that research, the study then defines and
prioritises the core principles that underpin how young people view
and interact in an concert in an attempt to understand the audience’s
relationship with a concert as a designed experience. Next, the research
considers the whole journey of attending the concert and investigates
which opportunities can be shown to touch the audience and enhance
their experience of the concert. It then develops a formula to capture this

opportunity.

In conclusion, the project will explore the relationships between emotion,
visual experiences and music to create a unique, socially-connected
system to trigger collaboration, participation and interaction between
millennials and classical music. It aims to prototype a genuine experience
for millennials and inspire them to develop a more relevant response to

music when they attend live classical concerts.

1.3 Reader’s guide

Part one: Introduction.
The introduction includes the problem domain and project focus. This
section briefly introduces investigation direction, research problems,

countermeasures and research purpose.



Part two: Who are millennials?

This defines the target group and describes the characteristics of the
millennial generation. At the same time, this section also summarises
the demands and expectations of the millennials as they relate to the
concert experience, through case studies and consideration of what they

engage with.

Part three: Live classical music.

This documents the current experience offered by live classical concerts
for millennials. Statistics which indicate a decline in the worldwide
audience for live classical concerts are also cited. It explores problems
related to the concert ritual itself to ascertain discover what is behind the

poor attendance of young audiences.

Part Four: Analysis framing.

This describes the project’s methodology. It builds upon the research
analysis in the previous two chapters, focuses on the demands of
classical concerts and observes how the experience attracts audiences.
This framework confirms the validity and theoretical basis of the project

design method.

The study next identifies the challenges faced by millennials’ needs,
music performance and interactive experience during the project design.
The project will consider these challenges, and investigate appropriate

solutions.

Part Five: The Design Process.
This documents the design process and analyses the resulting solutions.
This chapter builds on the theories and frameworks in previous chapters

and systematically describes the project design and the ultimate project
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plan in combination with the test results from my investigations. It also
includes experiments, general insights from these experiments, final

design project and validation.

Part six: Conclusion.

This summarises the research results and research methodology of the
study, then suggests guidelines about how to better engage millennials
through design experiences. It also makes suggestions for future
possible studies to expand upon the themes developed in this project.



WHO ARE MILLENNIALS?

2.1 The “always connected” generation

“Millennials are history’s first ‘always connected’ generation. Steeped in
digital technology and social media, they treat their multi-tasking, hand-
held gadgets almost like a body part”, notes a Pew Research Center
study released in 2010 (PewResearchCenter, 2010). This study found
that approximately a quarter of millennials under the age of 30 (24%) say
digital devices have affected their lifestyles. This connection to technology
makes them distinct from previous generations.

A later, separate study by millennial generation theorist Matthew Haughn
states that 90 percent of millennials used smartphones, 93 percent
accessed the internet regularly, and 53 percent were tablet owners. They
grew up with computers, the Internet and the graphic user interface.
(Haughn, 2015). Technology provides a bridge for their social lives and

fosters strong needs to stay connected to each other.
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2.2 Group-Oriented

Millennials are group-oriented and enjoy collaborating and building
friendships with others. They clearly understand the value of a group,
which results in a strong preference for cooperation and collaboration.
Generational theory research experts William Strauss and Neil Howe
state that millennials tend toward group-oriented activities rather than
being individualists. They desire to be part of a group, instead of appearing

different from their peers (Howe and Strauss, 2003).

2.3 Millennials’ social and experience expectations

Research from Millennial Marketing shows that 80% of millennials want
events to entertain them and 40% want to participate in the co-creation of
products and brands (Millennial Marketing, 2017). They don't like passive
roles, but want to play an active part in events so they get a sense of
accomplishment and fulfillment from them. They have a higher need for
personalised experience than others. Marketing to them needs therefore

to be adjusted accordingly, preferably with targeted programme benefits.

2.4 Cases of what millennials are into

The study considered the following examples which millennials engage
with as a way to validate the above observations and draw conclusions

from them.

2.4.1 Pokemon go

12
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Figure 2: Pokémon Go players in Waterfront in Wellington.
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Pokémon Go Usage in Perspective
Average usage time of Android apps in the United States (July 8th, 2016)
Nintendo Market Cap
00:43:23 July 6th I $20.3b
July 11th I 528.5b
00:30:27
00:25:16
00:22:53
00:12:44
Pokémon Go WhatsApp Instagram Snapchat Messenger
BUSINESS INSIDER sources: similar web, Bloomberg. @ @@  Statista¥a

Figure 3: Pokemon GO vs Social Media Apps, US Android App Data

The chart above from Statista shows how obsessed young adults were
with Pokemon Go in 2016. Pokemon Go is an augmented reality game
that enables players to use their smartphones to capture Pokemon and
battle for gyms in real world spaces. It requires players to leave the
house, walk long distances, and explore their communities. “Pokemon
Go has been a great success, with millions of downloads, avid fans and
one of the first great applications using augmented reality, in which digital
objects are imposed on the physical world,” Mike Isaac, a reporter for
The New York Times, writes about the fun of meeting other fans playing
the game (Hardy, 2016).

The key to Pokemon Go’s success lies in the following features.

Social Interaction
Pokemon Go enables millennials to take the initiative during online

14



communication. Users can either play on their own or with others. The
game often puts players in contact with other players searching for the
same PokeStops, Pokemon and Gyms. It also provides an opportunity
to meet new friends. Users explore new or unfamiliar places and, in the
process, also socialise with strangers. This bridges the social gap for
individuals, encourages social interaction and also provides a subject of

mutual interest with other players.

Achievement from Team Work

Achievement is another prominent feature of Pokemon Go. Achievement
has an inseparable relationship with motivation. People gain confidence
from gaining a sense of achievement after realising objectives. Pokemon
Go promotes teamwork and enables users to collaborate through the
game. Users identify as a group at the beginning of the game, and in
later games they work together to achieve success for the group. They
will gain a sense of achievement whenever they contribute to the group.
The success of the Pokemon Go shows that millennials not only place
emphasis on interactive experiences, but they also are willing to be
entertained through advanced technology and to willingly cooperate with
others to share pleasure from experience. In addition, they hope to find
a sense of achievement from the experience and gain further motivation

to participate in the activity.

2.4.2 Instagram

According to a recent survey by student loan refinancing startup
LendEDU, 64% of 3,700 US college students polled between June
2016 and March 2017 use Instagram, making it the most popular social
networking app, followed by Snapchat at 15%, Twitter at 11%, and
Facebook at 10% (Brown, 2016) .
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Some reasons why Instagram has become so popular among millennials

are listed below.

Sharing and socialisation

Instagram provides a convenient and widely-used platform for
interpersonal communication, sharing and socialisation. Millennials
usually maintain and expand their social circle through social media. They
want to be socialised and satisfy their needs through communicating and
interacting with others. Young adults use Instagram to share their daily
lives and communicate with other users. Furthermore, they seek social
validation to boost their confidence through their posts on this photo-
sharing app.

Visually-built platform

Another core feature of Instagram is its visually-built social contact
network. Instagram offers millennials a visual platform to gather and
interpret information. The entire newsfeed is occupied by the vertical
span of images and, since they’re all reduced to the same square
format, it gives the experience a certain level of uniformity. Pictures and
videos have inherent advantages in how they present things with more
distinctive and explicit effects.

Young adults have a passion for visual creation. Instagram is a place for
visual story telling which also offers them a convenient medium in terms
of visual output. It clearly captures and exploits the importance of visual

sense for millennials’ information communication.

The popularity of Instagram highlights how millennials emphasise social
contact, attach importance to new experiences and share them. In

addition, they generally prefer looking at visual images to reading texts.



LIVE CLASSICAL MUSIC

This chapter shows how there has been a decline in the worldwide
audience for live classical concerts. It also identifies problems inherent in

the concert ritual itself.

3.1 Missing audience

Over the last 20 years, the popularity of classical music has been in a
long-term downturn. Research by Dutch arts consultant and music theorist
Johan Idema in 2012 showed classical music concerts have become a
predictable experience because of formulaic programming strategies
(Idema, 2012). Music critic Greg Sandow contends classical music has
gradually lost its leading role within mainstream contemporary culture
(Sandow, 2017).

Data from the National Endowment for the Arts in USA shows the
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percentage of adults who attended a classical concert (even one per
year) fell from 13% in 1982 to 11.6% in 2002, and then 9.3% in 2008 with
a further decline to 8% in 2012 (National Endowment for the Arts, 2013).
Similar trends can be observed in other countries. For example, in Holland
between 1995 and 2007, audiences for classical music performances fell
from 17 percent to 14 percent of the population (Netherlands Institute
for Social Research, 2009). In Denmark, the Royal Danish Theatre has
recently reduced the number of classical concerts it hosts due to falling
audience number (Richards, Marques and Mein, 2014). The decline is
especially evident for millennials. The chart below, based upon Australian
viewership, shows a downward trend in the popularity of classical music

among people aged 18-38 from 1992 to 2002.

Classical Music Audience by Age,1992-2002,
adjusted for population shifts

30.0%

25.0%

20.0%

15.0% —e— 1992
—e— 2002

10.0%
5.0%

0.0%
18-24 25-34 35-44 45-54 55-64 65-74 75 and older

Figure 4: Chart of classical music audience by age
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Statistics from the Australian Bureau of Statistics show that only 6.1% of
people aged 25-34 attended classical concert in 2009 and 1010, dropping
from 7% in 2005 and 2006 (Australian Bureau of Statistics, 2010).

3.2 Classical music offering

The classical concert is bound by rituals and traditions, as noted by arts
and music commentators Johan ldema and Christopher Small:

“By following a single formula of virtuosity, tradition and formula, it is
almost as if they are holding themselves hostage to a fixed idea around
what a performance is.” (Idema, 2012).

‘It 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 (Christopher, 1986).” In a study into how classical music lost
its audience, Anglia University history academic Simon Behrman defines

classical music as “serious music” (Behrman,2009).

The chart below summarises my initial analysis of the concert experience.
From this analysis it is possible to infer why millennials might feel

uncomfortable with the conventional concert experience.
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Classical performances offer a formal and prescribed experience.
Traditionally, audiences have been expected to be formally dressed for
a performance. For some prestigious concerts, attendees may need to
have prior knowledge of the pieces to be performed in advance. During
a traditional classical music performance, musicians become immersed
in their own performance. Their only communication with the audience is
their bow at the end each piece. During the performance, the audience
members sit down and do not talk with their friends or the performers.
Audiences applaud at the end of each piece to express their appreciation.
When the concert finishes, the musicians exit the stage and the audience

leaves the venue.

3.3 Mismatch between existing offering
and millennials’ expectations

3.3.1 Why millennials are disconnected

from classical music
In a US study, Richards, Marques and Mein assert that the main problem
of lack of millennial engagement with classical concerts “is the ritual of

concerts (Richards, Marques and Mein, 2014).”

The authors of this study concluded that experience of the concert didn’t
meet millennials’ expectations. From this it can be inferred that the
mismatch between its delivery system and young audiences’ needs has

significantly contributed to a decline in popularity of classical concerts.
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Heini Mielonen and cultural organisations researcher Bonita Kolb have a
similar view. The findings of their research show there are two principal

reasons why young adults do not engage with classical music concerts:

1.“ They are unable to identify themselves with the traditional classical music
setting.”

Some unwritten rules are included in the ritual of the classical concert,
so that audience members have to follow in order to become a member
of a classical music audience (Mielonen, 2003). Young adults want the
whole concert setting to be improved, so they can become engaged with
the concert (Kolb, 2000).

2. “The traditional concert ritual doesn’t offer the opportunity for young people
to actively fulfill their social needs.”

During the concert the audience is expected to have a passive role.
Millennials are not eager to attend a traditional classical music concert
if they would not have opportunities to socialise during the concert
(Mielonen, 2003).

Classical music concerts fail to give millennials the experiences that
they want from an art event. In particular, they do not feel they will be
entertained by attending classical music concerts. These realisations
promoted the development of this project’s design concepts directed at

rethinking concert rituals in order to create new audience experiences.

3.3.2 The expectations of the audience

Because millennials place emphasis on innovative experiences, they



want more ability to participate and socialise in a concert performance.
They are willing to entertain themselves through advanced technology,
and collaborate to share pleasure gained from experience. Similar
conclusions have been drawn from the research assessments and

audience interviews about millennials’ expectations of classical concerts.

Firstly, they are searching for a unique experience. They want the feeling
and the setting of the concert to be improved (Kolb, 2000). Additionally
millennial audiences want to identify themselves with the events,
thoughts and themes of the concert presentation they are attending
(Kerttula ,1998). Lastly, they are looking for more visual stimuli on the
stage (Mielonen,2003).

Millennials do not enjoy the lack of intense visual stimuli in a traditional
classical concert. Visual information is an influential and important factor
in how they react to a space and perceive the overall experience. The
design needs to disrupt the traditional experience of classical music, and
provide greater visual experience to the audiences. More importantly,
the visual effects need to be linked with the music, and interact with the

music to make the audience more immersed in the concert.

To conclude, millennials want to communicate and interact with each
other in a concert setting because they have strong social needs. They
are more likely to attend a concert if there is a social aspect to the
concert. For them it is a positive experience to be an active participant
in the concert. They want to play an important role in the whole
performance, rather than attend the concert as an anonymous attendee.
Moreover, they want more visual experience than is currently offered in

the traditional classical concert.
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3.3.3 Innovations that reshape the concert experience

This study undertook an examination of innovations designed to reshape
the concert experience. The examples described below communicate
different qualities which are significant and beneficial for engaging

millennials in classical music concerts.

3.3.3.1 Glimmer

Figure 6: Glimmer

Glimmer provides an example of how interaction can be incorporated
into a concert setting. A composition system for chamber orchestras,
Glimmer premiered in 2005. Each audience member is given a light they
can switch on and off to direct a group of musicians. The flickering light
is captured and analysed with a computer vision system, translating the
light into a score for the musicians. A video animation is simultaneously
created in real-time for the audience, creating a loop of the audience
reacting to what they see and hear, based on their own activities. The

direct activation of the light controls the dynamics of the music based on

24



the proportion of the audience with their sticks turned on or off. The more
lights turned on, the louder the music from the musicians, and the fewer
lights turned on, the softer the music (Freeman, 2005).

3.3.3.2 Opus Lux

P AT
T

Opus Lux
Be part of the concert

Figure 7: Opus Lux concert
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Opus Lux was a classical concert at Malmé Concert Hall in Sweden in
2012 where members of the audience used a “colour compass” on their
mobile phones to choose colours which reflected their moods. These
colour choices produced real-time lighting variations in the concert hall.
By the end of the concert, 700 audience members (59 percent) had
participated in the Opus Lux experiment, the live co-creation of a light
installation (Camille, 2015).

3.3.3.3 General observations

The high participation rates for these two concert innovations, Glimmer
and Opus Lux, suggest that audiences are ready for a new type of
classical concert experience. This in turn suggests that interaction and

participation can enhance a concert experience.

If a meaningful and emotional experience involving on concert can be
established, technology can support the public interaction and make it a
valuable supplement to the core music performance. This is particularly
relevant for the millennial generation who embrace all things digital. They
have strong social needs and want to be engaged and entertained at
concerts through active participation. Millennials would perceive being

able to play an active part in a classical concert as a positive experience.

However, these examples also have some disadvantages. Glimmer and
Opus Lux are both unable to showcase or highlight audience members’
individual creativity. In addition, while audience use the tools or system to
actively participate the concert, being occupied with these tools can also
distract the audience and may prevent them from being immersed in the

music. These are design issues that need to be addressed in my study.



ANALYTICAL FRAME
AND STRUCTURE

In this chapter, | will introduce the structure and framework of my analysis,
outlining the principal methodological and theoretical considerations
used to navigate the design process. A principal consideration is making
millennials more engaged with classical concerts. With this consideration
in mind, | will illustrate the challenges of addressing millennials’ need for
a fuller sensory and interactive experience from music performance and

interactive experience.

4.1 Audience engagement
‘Engaged audiences are a cornerstone in the foundation of a strong arts
ecosystem.” (Brown and Ratzkin, 2012).
Research from Malmé University has shown that engaging with
audiences is a process of mutual learning and can be mutually beneficial
to both parties. It is a two-way exchange consisting of collaboration and

partnerships to enrich the lives of the audience members. By engaging in
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a deeper dialogue with the audience, a cultural institution can understand
more about their audience’s motivation, dedication, knowledge, and
networks. The audience, in turn, can experience the music differently and
can influence or, at times, co-create productions (Bjdrgvinsson, 2012).
In its literal meaning, audience development refers to the relationship-
building process between artistic organisations and audiences. Through
communicating or engaging with artistic organisations, audiences can

enrich their knowledge and learn how to appreciate art better.

4.1.1 Blending participatory engagement with attendance

When millennials currently attend a concert, they receive messages
passively from the musicians. However, there is a definite trend for
millennials to have greater expectations of active engagement in their
leisure activities. Participatory engagement gives them an opportunity to
take an active role in the process of making meaning through physical

experiences (Brown and Ratzkin, 2012).

Alan Brown, Principal at the University of Chicago’s Harris School
of Public Policy Studies, and Jennifer Novak-Leonard, Research
Manager at the University’s Cultural Policy Centre, defined the term
“participatory engagement” as referring to events where the audience
will simultaneously get involved in the artistic creation and appreciation
process by making, doing or creating something, or making contributions
to the development of the performance, regardless of their skill level
(Brown. A and Novak-Leonard, 2011). It provides the audience with an
opportunity to get involved in a concert, so that they can move from
being constantly passive to becoming active participants and initiators.
The aim of participatory engagement is to bring more enjoyment to

millennials by enabling them to create a personal, unique experience.
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For millennial audiences to be more engaged in concerts, they need
opportunities to participate and play an active role. Christine Winjen,
Professor of Media Education at the Salzburg Univerity of Education, has
argued that productive and creative participation are central elements in

the current media environment (Christine and Sascha, 2012).

In addition, Winjen contends that not only can audiences take an active
part in a concert, but they can also understand the performance at a
deeper level through active participation. The process of participation
makes a performance’s emotional impression on the audience deeper,
leading to a deeper understanding of the music. This enables the
audience to further deepen their emotional experience and gain greater

enjoyment from the music.

4.1.2 Using interaction to enhance engagement

Ben Walmsley, Associate Professor in Audience Engagement at the
University of Leeds’ School of Performance and Cultural Industries, and
Anna Franks, a Leeds-based communications and media consultant,
defined interaction in a performance context as the “intermediary space
where professional artists, producers, venues and content providers
join their audiences and consumers to create or experience something
new together”. (Walmsley and Franks, 2011). They argue that classical
concerts generally adopt a music-led, promotional model which offers
a passive experience to the audience. However, a more interactive
experience would enable the audience to immerse themselves in a
concert and have a more active experience by participating in the
creative process. Immersion means that audiences could not only listen
to the music, but also experience the music-making process visually.
This would be a fuller sensory experience focusing on the audience as

participants.
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The research from the previous chapter shows that, apart from enjoying
the concert itself, millennials want to be able to socialize and share in
the event. Interaction improves the quality of the overall experience
for them, and creates an interactive dialogue and stronger connection

between artistic intention and audience experience.

Interaction can help audience to understand classical music in a creative
way. There are parallels with the role of interaction in drama. German
theatre scholar Wilfried Passow in “Analysis of Theatrical Performance”
(Kattwinkel,2003), suggests that five levels of interaction occur in a
traditional stage performance:

a) the interaction of fictional characters and objects in the world of the
play;

b) the interaction of the audience and stage action within the fictional
world;

c) the interaction of the performers to each other within the real world;
d) the interaction of the audience and the performers in the real world;

e) the interaction of audience members with each other in the real world.

The interaction methods discussed in my project focus on the first two
levels, and consider the full interaction cycle of playing and listening
to music: the musicians, the music, and the audience. This cycle links
musical performance with audience experience. Interaction is not a one-
way relationship. Systematic interactivity changes audience members
from passive observers or listeners to active participants. This enables
them to dialogue with the performers and other audience members
continuously, and it creates a beneficial means of communication

between the musicians and audience.
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4.1.3 Meaning making

Helping audiences make meaning from a concert is a necessary focus in
the whole engagement process. My initial research, discussed in section
two of this exegesis, showed that millennials are known as content

creators and users.

They value being able to actively participate in leisure activities, including
concerts. However, they are not always content with just participating
and interacting, they may also want to make a contribution to the concert
performance. Supporting participation and mass interaction makes a
valuable addition to the audience and performance, so that a meaningful

context and emotional experience can be created in the concert.

Alan Brown and Jennifer Novak-Leonard contend audience engagement
spans five overlapping stages of an “Audience Involvement Spectrum”,
as illustrated below:

RECEPTIVE

PARTICIPATORY

SPECTATING
Spectating is
fundamentally an
act of receiving a
finished artistic
product. Itis
therefore outside the
realm of participa-
tory arts practice.

Figure 8:

ENHANCED
ENGAGEMENT
Educational or
“enrichment”
programs may
activate the creative
mind, but for the
most part do not
involve creative
expression on the
part of the audience
member

The Audience Involvement Spectrum

o % ®

CROWD SOURCING
Audience becomes
activated in choosing
or contributing
towards an artistic
product

* Youth mosaics
* Photography
contests,

* An opera libretto
comprised of Tweets

e Virtual choruses

CO-CREATION
Audience members
contribute something
to an artistic exper-
ience curated by a
professional artist

* Participatory theater
* Pro/Am concerts
* Storytelling events
® Participatory
public art

AUDIENCE-AS-
ARTIST

Audience members
substantially take
control of the artistic
experience; focus
shifts from the
product to the
process of creation

* Public dances

* Community drawing
contests

PARTICIPANT’S LEVEL OF CREATIVE CONTROL

CURATORIAL
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Crowd sourcing, co-creation and audience-as-artist are the three
most preferred forms of participation for young adults as they enable
them to take a more active role in a performance. The audiences and
performance are more closely linked in these three forms of participation.
Through all three, millennials can be involved in the contribution of
artistic experience. They therefore enable and promote more long-term

engagement from millennials.

Being able to make a significant or valued contribution to a concert can
make the experience of interacting and participating more complete and
enable audiences to have a stronger sense of immersion and enjoyment.
Through their meaningful co-creation of a concert, audiences can realize
their own value in the performance, and be more intimately connected
with it.

In order to encourage young adults to take an interest in and participate
in classical music concerts, it is important they are given the opportunity
to have a more profound concert experience based on interaction. My
practice-based research aims to show how they could contribute to the

concert performance and experience.

To summarise, participation and interaction can enhance a concert
experience for young audiences. Participation can offer audiences more
opportunities to play an active role in the concert. Interaction is the
communication between audience and performers without words, which
could make the experience more immersive for millennials. Moreover,
audiences could realise their own value in the performance, and be able
to identify better with the classical concert experience if they had the

opportunity to make a meaningful contribution to the concert.
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4.2 Design challenges

4.2.1 Creating a multi-sensory experience

Research by Mielonen (Mielonen, 2003) shows millennial audiences
desire to gain satisfaction from a concert’s visual, auditory and
psychological aspects, rather than just passively listen to the concert. To
engage these audiences successfully, it is necessary to create a multi-
sensory experience to replace the traditional way of passively “listening
to” a classical concert. Before creating multi-sensory interaction, it is
essential to have clearer understanding of sensory interaction and to
investigate important and interesting elements in the concert for the

audiences.

4.2.1.1 Hear, look, feel

Music is an abstract art with different characteristics from other arts. “It
is multi-modal in nature. It is perceived as a series of sound patterns
that are auditory, and responded to by reading music (visual), and/or
responded to with movement or physical performance (kinesthetic).”
defined by music theroist Marty Stover (Stover,2012). My research
draws from this premise. The key to creating a multi-sensory experience
is to explore how to express emotional touchpoints through the form of
visual communication in order to break through the limitations of auditory

sense alone.

A multi-sensory experience, specifically designed for millennials, would
achieve this by integrating auditory stimuli, visual stimuli and emotional
response. The interaction of these elements would produce a unique

and more profound concert experience.
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4.2.2 Response to time-based music

Real-timeinteraction can also affect how audiences participate in aconcert
by enabling them to express and communicate how they experience and
respond to the music performance and the changes in the music. This
can provide a continuous immersion experience, as opposed to the more
traditional, passive concert experience. Furthermore, interaction must be
aligned with the direction of the music, so if audiences are to be given
a continuous immersion experience, the interaction must accommodate
the changes within the performance. At the same time, the design should
respect the integrity of music experience and provide an experience

which is true to the performance.

To meet the above requirements, the project needs to ensure the
continuous functioning of the interactive system throughout the
performance and provide effective feedback of real-time interaction
between music and audiences. The project needs to sustain interest,
and the contents need to respond to the time-based nature of music and

changes over time.

4.2.3 Better Interaction

One obvious challenge in mass interaction is reaching all of the audience
in a way that supports the concert experience. As the size of the audience
increases, it becomes increasingly difficult for the performer to engage
in a meaningful dialogue with each member of the audience during a

concert.



My research investigated: a) how to achieve a balance between
individual and shared concert experience, supported by interaction, b)
how attending a concert and listening to music is a personal immersive
experience, though inherently in a social setting, and c) whether that
affects the personal and shared creative expression in relation to the

music.

4.2.3.1 Individual and shared

Attending a concert and listening to music is a personal experience in
an inherently social setting, which influences the personal and shared
creative expression in relation to the music. A concert experience
combines an individual, more immersive listening experience with the
reality that many people are seated together at the same social gathering
and influencing each other’s actions (Jensen and Ranten,2014). The key
point of enabling interaction in a concert is considering the competing
elements of individual audience members’ personal sharing and mass
communication — that is, achieving both a balance between the individual

and the shared concert experience.

Intheir model below of the balance between individual and shared, Jensen
and Rante, mass interaction researchers based at Malmd University in
Sweden, place “Participation” under “Shared” to highlight the importance
of the audience having a quality experience through being drawn into the

concert via active participation.

Knowing, of course, that this also exists in both ends of the scale they
find this the most interesting in relation to collaboration, supporting the

audiences feeling of sharing an experience.
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Individual & shared

Individual =~ Shared

Co-Creation Participation
=> Exploration => Collaboration

Figure9: Model of the balance between individual and shared

Jensen and Rante explore the relationship between individual and
shared experience. One specific consideration in their model is how
they view audience interaction in relation to the terms “co-creation” and

“participation”.

They place co-creation at the “Individual” end of their Individual-Shared
scale to highlight the importance of creative exploration, which they view
as something highly individual in relation to mass interaction, although
still possible in a shared context. While the listening experience is
individual, “Participation” is placed under “Shared” to highlight the
importance of the audience experiencing being drawn into the concert
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through active participation. Through their experience of interacting via
both co-creation and participation, audience members enjoy the concert

performance more fully and deeply.

To summarise, according to Jensen and Rante, the purpose of a concert
is to attract audiences to actively participate in the social communication
process and deepen or broaden their artistic taste. Audience members
can also learn to interact with performers and share their experience and

appreciation with other audience members.

Physical interaction should support both individual and shared
experience. The interaction between individual choice and the collective
result needs to be balanced in the structure and design of a concert
performance. Thus, it is vital to find a means of meeting the demand
of both audience members’ individual output and public cooperation. A
thorough consideration of public and personal relationships of interaction
can help participants develop skills that will support their own individual

and the community’s recreational and aesthetic goals.

4.2.3.2 Interaction cycle

This project explores how to combine interactivity within classical concerts
to create a better concert experience for concert-goers. To create a better
concert experience, we need to consider the full cycle of playing and
listening to music. The use of interactive audience engagement needs
to consider music, professional performance and the role and value of
audiences, as well as appropriate ways of balancing and organising their
inter-relationships. My intention is to enable audience interaction within
the domain of classical concerts and create more satisfying concert
experiences, as opposed to enabling interaction simply for its own

sake. In order to create a better concert experience, the project needs
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to consider the entirety of the concert, including performers, music and

audience.

Music
Evoke emoti(y Generate

contribution
Audience —— Performance

J J

exploration collaboration
expression
creation

Figure 10: Interaction Cycle in the Concert

The model above illustrates my concept of the interaction cycle among
audiences, music and performances. Musicians generate sound in the air
through their performance, and create music for audiences to experience.
As for listening and playing, the interaction is not only one-way, but also
acts as a dialogue where the audience and musicians influence each
other. Thus, the system needs to have interactive adaptability and

flexibility for users.

A challenge with introducing interaction into the concert experience is
how to engage the audience to enable dialogue between the audience
and performers. The larger the audience, the more challenging it is likely
to be to enable a relationship to develop between the audience and

performers.
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VALIDATION METHOD

My proposed design solution needs to address the various roles and
values of professional musicians, the audiences and the arts, and how
they can be woven together. Therefore, before the final project could be
designed, my ideas needed to be validated around various aspects of

collaboration, scalability and live production.

The validation of this project is divided into two parts.

For the first, | undertook analytical validation of my work, using theory
and literature to support my argument and design, by researching and

analysing the underlying principles in related work to assess their efficacy.

The second form of validation is through participatory design practices.

Millennials were invited to participate in testing a series of iterative paper
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and digital prototypes that participants could respond to. The target
groups provided feedback across each phase of the project and the

project benefited from their input and critique.

5.1 Participants

Fifteen millennials aged 19 — 35 from New Zealand, China, the United
States, Japan and the United Kingdom were invited to participate in
the testing. One of the participants is a professional bassoon player
and member of a university music therapy programme, however the
other participants in the study were unfamiliar with classical music

performances.

5.2 Data analysis

The tests explored the audience’s willingness to participate, and the
value added by audience participation within the traditional, classical
music experience. Did the proposed design solution better enable
users to express their feelings? Would they actually participate? The
tests covered three parts: a visual test, an experience test, and overall

evaluation of the project’s look and feel.
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DESIGN PROCESS

This chapter documents the design process and the structure and design
of my final project | have used. According to the principles that | established
during my research and the validation process, this chapter will explain
the iterative optimisations to the project design and the ultimate project
plan in combination with the validation results. It will then introduce the

final design project

6.1 Interview with musician

In order to ensure the viability of my project design, | needed to ensure it
was suitable for a concert performance. To insure the research considered
suggestions from professional musicians, | invited a professional bassoon
performer to participate in an interview at the beginning of the project. he
gave practical advice from the perspective of a performer and invited me
to attend one of her concerts to help me better understand the classical

music concert experience .




Figureii:

The musician invited me to her concert to
help me better understand the experience
of classical music performance.




The interview with the bassoon player confirmed that this project’s design
isawelcome means of addressing the trend of declining audience numbers.
However, she expressed a number of caveats. She was concerned that
an immersive experience could compromise the professionalism of the
performance. In some large musical performances, the audience can be
invited to participate by making sounds, such as by using whistles or ringing
handheld bells. She contended that creating music at classical concerts
should be left only to the professional musicians. She also advised that
the project should preserve and even highlight the professionalism of the

stage performance on the basis of a unique, creative experience.

She felt the project needed to maintain the professionalism and integrity
of the classical concert while incorporating a new designed experience

into it that does not undermine the audiences’ concentration.

The project endeavoured to take account of this feedback in its framework
construction. While building the project framework, | shared my ideas
with the other 14 participants through interviews. They put forward many
constructive suggestions. Their feedback — both positive and negative —

was taken into account in designing the project framework.

6.2 Experiment

6.2.1 Practice 1: Draw the music

The earlier research for the thesis showed that a multi-sensory, interactive
orchestra experience could make classical concerts more appealing to
millennials. Based on this, the first experiment was an app that enables
audiences to creatively participate in and contribute to the concert

experience — through “draw the music”. The app includes a drawing
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page. After being inspired by music, the audience could use the app to
create paintings. Then, the paintings would be randomly selected and
projected onto the background of the stage. However, this proposal was
quickly vetoed by the test subjects, as the system could not prevent
any inappropriate or unsuitable creations from being shown during the

concert.

Moonlight

Figure12: The sample painting | designed for ‘Moonlight’, ‘Canon’ and ‘Raindrop’.
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Therefore, the app was upgraded to provide different painting elements for
audiences, as seen below. The music could evoke a range of responses
from audience members who could then use the system’s elements to
create paintings. The upgraded system solved the potential problem of
inappropriate creations being screened. However, this revised approach
would require too much time and engagement and would therefore disrupt
audiences’ immersion in the performance. The test subjects didn’t want
to be distracted by elements which would detract from their appreciation
of the music. This proposed system could not guarantee a continuous,

interactive experience.

Example

Plant series
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SR WA W Ene Familiar with === Feel music == Evoke Emotions
VISUAL SOUND 1+ music ’}
Choose the colour 4= Creat their own pattern to
( . express their emotion
! 6
“Show on the screen ===+ Communicate their emotion
(shifting pattern) )
, Send to friends ~ ¢=—"— Print their own picture as a
postcard
9
Comment

Vote for best picture =—te—
Recommend

Figure13: Design of the “Draw the Music” system

6.2.2 Practice 2: Sign of instruments

After considering the test subjects’ feedback, | conducted a second
experiment: letting audiences express their feelings during the concert

through a colour system via mobile phones.

| designed visual images for each instrument reflecting upon their unique
sound characteristics. As the concert evoked the audiences’ emotions,
users could fill colours into the visual images based upon their feelings.
The participants argued this experiment lacked visual stimuli. The
repeated display of the same graphics with only the colours changing felt
boring. Furthermore, they had no opportunity to be uniquely creative so

they felt the prototype lacked a sense of involvement.
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Viola Double Bass Cello Harp Violin
WOODWINDS @ é
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Colouring the pattern
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Figure14: Design of the Sign of the instruments system
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From these tests, | concluded that when enabling millennials to more
fully participate in a multi-sensory orchestra experience. The study needs
to consider the concordance of design and concerts in order to prevent
the appearance of improper situations and visual effects. In addition, we
need to pay attention to the audience’s experience and ensure they are

not distracted from enjoying the concert.

With regard to visual effects, millennials prefer variety rather than a single
image. Therefore, when designing the visual aspects of concerts, it may
be preferable to use video instead of still pictures. The nine millennial test
subjects hoped that after interactively participating in concerts, they could

have their creations preserved to enhance their sense of achievement.

To summarise, the opinions put forward by the interviewees were that
they wanted more visual stimulation on the stage. They were willing to
participate if it would help create a unique, immersive concert experience.
However, they didn’t want to spend too much time on the creation process

because they did not want to be distracted from enjoying the music.
6.3 Final project

The final design is an interactive concert experience utilising a mobile
platform. It combines classical music visualisation design with a
participatory classical concert experience interaction in an app prototype.
This system enables audiences to participate in the concert and share
their opinions and co-creations with others.

This project creates an opportunity for audiences to become active
participants and positive contributors in classical concert experiences. In
addition, it encourages audiences to have more meaningful engagement

with a performance. The next sections will document this project from
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several perspectives.

6.3.1 Visual system

Research has shown that one of the reasons why millennials are not
willing to participate in classical music is because they think classical
concerts are monotonous and lack visual stimuli (Mielonen, 2003). To
create a multi-sensory experience for this target audience, my research
indicated it is necessary to optimise the visual effect of the classical
concert and ensure the visual effect is attuned to the classical music.
The visual effect needs to be responsive to the music to create a unified,
synaesthetic sensory experience where the auditory and visual stimuli

are in harmony.

6.3.1.1 History of music visualisation
Throughout history, many artists have tried to create synaesthetic works
that unite the senses of sight and hearing — that is, where listening to the

music evokes an experience or perception of colour or form.

Oskar Fischinger, who was active in the 1930s and 1940s, is a notable
example of a music visualisation artist. His Motion Paintings is an
experimental film of abstract paintings set to J.S. Bach’s Brandenburg
Concerto no.3. It uses simple shapes and colours to synchronise
with the music. His works visually reflect the performance qualities of
music through form, dynamics and pattern. Kerry Brougher, director
of the Academy Museum of Motion Pictures in Los Angeles, described
Fischinger’s work as striving “to create a synthesis of visual art and music

that could be consumed by large numbers of people (Brougher, 2005).”
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Figure15:Oskar Fischinger’s work

Stephen Malinowski’s Music Animation Machine is an example of a
contemporary music visualisation. His work is designed to enable people
without significant musical training to easily understand a musical score
and bridge the gap between sheet music and the time-based movement

of music.

i

Figure16: Stephen Malinowski’s Music Animation Machine
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Stephen Malinowski’s Music Animation Machine is an example of a
contemporary music visualisation. His work is designed to enable people
without significant musical training to easily understand a musical score
and bridge the gap between sheet music and the time-based movement

of music.

In addition to Fischinger’s and Malinowski’s, many other projects have
contributed to music visualisation — such as Thomas Wilfred’s “organic”

and ethereal Lumia works, and Wayne Lytle’s Animusic.

6.3.1.2 Timbre, hearing level, and frequency

These historical music visualisations strongly influenced my initial
thinking and decision making for the conceptual development and format
of my design. This project analyses the relationship between classical
music visual images and designs, and creates an animation system
that changes dynamically over time in response to classical music in a
concert. It explores how music in a concert could affect the appearance of
visual patterns — that is, their size, shape and colour change in response

to the music.

In order to explore how to create visual images which reflect orchestral
music, it is first necessary to analyse to the properties of sound and, in

particular, the sounds produced by the instruments in an orchestra.
Every sound is comprised of three sonic properties: timbre, loudness
and frequency. An orchestra is comprised of four groups of instruments,

namely; strings, brass, woodwinds and percussion.

| have chosen different shapes to represent the timbre of different groups
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or sections of instruments: four horizontal lines for strings; single vertical

lines for woodwinds; circles for brass and squares for percussion.

"Timbre” is represented through different shapes which were chosen
because they are similar to the physical properties of the different groups

of instruments.

The sound of strings is melodious and wide-ranging in pitch. Because
there are four string instruments — violin, viola, cello and double bass —
and each has four strings, | have used four horizontal lines to represent
the sounds of strings. This should make it easier for audiences to

associate these images with string sounds.

Compared with strings, the sound of woodwinds is purer, simpler and
calmer. So | needed to find a relatively simple shape to represent their
timbre. Also, as with the image for strings, the image for woodwinds
needed to reflect the physical appearance of woodwinds, namely, a rod

or tube. | therefore chose single vertical lines to represent woodwinds.

The gamut of brass instruments is gentle and wide, and their timbre is
vigorous, forceful and full of emotion. | have chosen circles to represent
brass instruments because the front end of the various horns, which

produces the instruments’ sounds, is round.

The percussion section is comprised of several different instruments.
Their common characteristics are distinguishing and very recognisable
sound features. So | chose an angular, square shape to represent their
sounds. One reason is that the four angles show the different features
of the sound of percussion, while the equal length of a square’s sides

shows the stability of harmony and unity.
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Figure17: Visual system1 (timbre and hearing level)
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25-1500

Loudness refers to the perceived strength of a sound (European
Broadcasting Union, 2009). | represented this property by changing the

size of the shapes, as shown in the table above.

For frequency, | selected the general frequency range of all the
instruments in an orchestra and then showed the specific frequency of

each instrument in the line graph below.
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Figure 18: Visual system 2 (Frequency)
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Figure 19: Visual system 3 (Appearance)
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6.3.2. Gesture

Body movement plays an important role in classical performances.
Conductors use their body language to guide the whole performance.
Conductors thus enable audiences to see the rhythm of the music
through their body movements (Wang, 2005). For audiences, body
movement is also a direct response when people are engaged in music
activities. When audiences listen to music, they readily keep a beat in
time with the music. When listening to a classical concert, it is also very
common for audiences to tap out the rhythm, as also shown by the
conductor’s gestures. European early childhood music education expert
Emile Jaques-Dalcroze believes that understanding music is based on

the body’s rhythm with music (Manifol, 2008).

| therefore introduced the element of movement into the design of my
visual system. Instead of sitting passively, the audience can follow the
music by playing the beat with their hands as they become more deeply
immersed in the concert. The visual system utilized this project shows the
visualized music on the stage, but also links in the users’ gestures. The
drawings below outline the patterns of some of these gestures. Audiences
use gestures to express their feelings when enjoying music, and create
a series of different visual effects to engage with the performance.
Conductors guide the musicians through their gestures, and audiences
reflect the performance on the stage through their gestures, and they

together form a more unified performance.
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Figure 20: Conductor’s gestures

7 4 4

Figure 21: Conducting patterns
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Figure 22: Visual system 4 (Gesture)




In my visual system, gesture determines the form of visualisation and
influences the colour of visualisation. The colour of music visualisation
is determined by the changing frequency of users’ gestures. The
faster the frequency of gestures changes, the warmer the colour of the
visualisation, and, conversely, the slower the frequency changes, the

cooler the colour.

USE 1 SECONDS USE 3 SECONDS USE 5 SECONDS

Figure 23:Visual system 5 (Colour)




® DESIGN PROCESS

Music visualisation and gesture form part of a complete visual system.
In order to encourage the audience’s continuous participation and
interaction in a concert, visual sense can be converted into different
types of animation, depending on the style or genre of the music. The

image below shows examples of different visual effects.

Figure 24: the second piece of the “Nutcracker Suite”

“The Land of Sweet” is the second piece of the “Nutcracker Suite” by
Pyotr Tchaikovsky. It is about a child who goes to a wonderland called
Sweets. This iteration of the design system uses vibrant colours and

candy textures to represent the great delight he experiences there.

60



Figure 25: the sonata “Undine”

In the sonata “Undine”, composed by Carl Reinecke, Undine, a water
spirit, marries a knight named Huldebrand in order to gain a soul. So in
design chosen to describe “Udine”, the water spirit is represented by the
clear water texture, and the brave knight by dark green.

Figure 26: The Blue Danube

“The Blue Danube”, composed by Johann Strauss Il, the seventh part
of it praises at the quiet night, the Danube river flows to bring people
happiness and hope. The design uses dark blue to describe the Danube
river at night. The happiness and hope expressed in the music are
represented by rich colours and shining effect.




Figure 27: Visual effects for concerts
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6.3.3 Interaction system

A visual system cannot demonstrate its value in a concert unless it is
supported by an interaction system. The interaction system | have chosen
is an app called Visual Sound. This app offers a warm-up experience
before the concert. It then enables users to participate the concert
actively while contributing to the concert with images on the background
over the stage. Then, after the concert, it gives users an opportunity to

share and review their works.

The following section describes the experience produced by the app.

6.3.3.1 Concert experience



Music experiences can be extended by running activities that take place
before, during, and after a concert or event. This builds momentum and
anticipation, and it is a means of maintaining relationships with audiences
over longer time periods (Rosenqvist & Steijn et al, 2005). This project
was designed to encompass the total classical concert experience. The
following image is the journey map of the visual sound system which was
tested with 14 millennials. The system comprises three parts: before,

during and after the concert.

Before the concert, the system will help users download and become
familiar with the program, and thus provide a warm-up experience.
During the concert, a participatory, interactive feature of the system will
enable the audience to actively participate and contribute to the concert.
After the concert, the system will provide the user with a review and

sharing opportunity.

Figure 28: Prototypes of Visual Sound
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Before the concert

The experience before the concert was about enabling audience members
to explore the themes around the music and system, and showing them
how they could interact during the concert.

The period before the live concert would provide the attending audiences
with an opportunity to download the interactive app, then scan the ticket
to login the system and get to know the function and operation.

| introduced the important link — onboarding. Onboarding is an important
process within the app’s experience because it shows how to use the app.
The design principle of onboarding is to give users some help when using
the system for the first time so that they can quickly and easily understand
its functions and operating modes. For the survey, some of the 14 subjects
said the presentation on the vision might make it easier for them to
understand and accept the system. The app aims to be user-friendly, and
its Guide pages show how to use the system. In addition, it combines the
list of contents with a real interface, and has a brief set of user instructions
for its functions. This guide could enable users to easily become familiar
with the app and all its functions when using it for the first time.

SIBELIUS: THE SYMPHONIES

Figure 30: Front page
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YOUR SEAT NUMBER

SEAT SECTION ROW

20 01 01

Figure 31: Seating plan page

When audiences arrive at the concert, the system will offer them a warm-
up experience. If they want to find their seats through the system, the
location of their seats will light up in the seating plan.

JOIN THE VISUALIZATION

Figure 32: Finding the seating plan

In addition, the seating plan is showing other participants are using the
app. When other audience members login the system, the colour of their
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seats will change the dark blue into the bright one. As a consequence,
the sense of participation for young audiences is gradually established
before the concert.

In the concert
The previous chapters showed how participatory interaction can engage
millennials, providing them with a unique and meaningful concert

experience.

During the concert, the mutual-sensory interaction experience would be
further displayed. Audiences could use Visual Sound system to interact.
The app’s functionality and interface for audience members to participate
in performances is transparent and user-friendly, so audiences could
quickly understand the app and learn to use it competently.

The system’s features need to address several aspects, as discussed

below.

Active vs passive participation

With audience involvement, we need to distinguish between active and
passive participation. Active participants are those who want to try out
or join in arts activities themselves. Passive participants are audience
members who may be highly engaged and dedicated, but they prefer to
just watch or listen rather than actively take part (Walmsley and Anna
Franks, 2010).

The system divides concert-goers into two groups: the people who are
willing to actively participate, and those who want to participate passively.
Audience members who want to actively participate can click the
“performance” button on the front page, and then become directly involved

in the interaction. Those who prefer to participate passively can choose




to watch the interactive performance of any participant from the seating
plan on the home page - they can click on a seat in the seating plan page
to see that person’s real-time interaction through the app. This enables

millennials to communicate with each other silently during a concert.
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This feature not only enables audience members to communicate, it also

enables them to choose different levels of participation.

Co-creation interaction experience

Larger audience participation involves particular complexity. It is a
challenge to find a suitable means of enabling mass audience interaction
to be expressed, for example on a screen, when many people interact

differently at the same time.

N/

save in their phones

show on the screen ,I

ready to play

— N
press“Join the Visualization”

all play together

Al
O -
\-

— choose most popular shape
Other audience members can know

who is interacting and then see their interaction
through the Seating Plan.

Figure 33: The operation system



The system uses co-creation way to address this. As seen from the
diagram above, participants who want to participate actively can click
on the “Join the Visualisation” button to start to interact. They enjoy the
music, and at the same time — depending on how the music affects

them — create their own gestures and beat time on the screen of mobile.

During the design phase of the concert experience, the project employed
two interactive approaches, which both satisfied the requirement of
ensuring the audience are not too distracted and that their creations

could be preserved and shared.

One approach is ‘individual output’.lt was to let audiences use the system
to conduct the interaction. Their creations could be selected at random

and then displayed on the screen over the stage.

The other approach is ‘co-creation’. Audience members work together
to create images, and the most popular image are displayed to the
public. Research shows millennials are group-oriented rather than being
individualists. They do not want to stand out among their peers, but they

want to be seen as part of a group (Howe and Strauss, 2003) .

Because of their group-oriented inclination, | chose co-creation as the
means for them to engage with music, express their response and
contribute to the music. In addition, 75% of the test subjects chose co-
creation for concert interaction and thought it would result in preventing
unexpected and inappropriate visual images being shown during a
concert. Some participants also believed they could be unduly pressured
if they had to be individually responsible for creating some of the visual
images themselves, which would make it less enjoyable and harder for

them to participate in the performance.
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The co-creation approach enables the system could identify the most
popular pattern or shape based on the audience’s gestures. For example
if 100 audience members participate, and 10% of them choose the round
gesture, 30% choose the straight line gesture, but nearly 60% use the
half cycle gesture, then the final image on the screen over the stage
would be half-cycle gestures. Also in order to maintain professionalism
and avoid any inappropriate or unsuitable visual images being publicly
screened, the system limits the presentation form of shapes and the
animation styles shown on the screen during the concert. However, every
audience member could have their own response automatically saved in
the Visual Sound system. This method was established by mutual co-
creation, which could help construct the concert through interaction, and

include the experience of personal input.

Figure 34: Intracetion in the concert



After the concert

The period after the concert could be dedicated to sharing
(recommendations) and reviewing the concert. | hope that audiences’
engagement will continue and grow even after leaving the theatre. In
the design of the system, therefore, millennials could review their own
creation at the work page after leaving the theatre, and then directly share
with their friends. In addition to giving them an experience which meets
their needs for participation and interaction, it would also help promote

classical music concerts as a worthwhile experience for millennials.

Review their creations

Parsi Parsi ; Late-nig ach: Proms
Sym y Hall © Symphofy Hall " Royal Al all

Leif O dsnes Leif O ndsnes
Royal Albert Hall Royal Atbert Hall

Figure 35:review my work “page

Audience members could see the co-creation results on the screen during
the concert, and they could review their own creation through the app.
The app’s “My Work” page enables audience members to review after the
concert the patterns and colour created by their own gestures during the
concert. On the same page, users could also see how many times they
contributed to the concert. These app features would heighten audience
members’ engagement during the concert and also maintain their sense

of engagement after the concert.
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Share (recommendations)

SHARE

By B ol

Figure36:share page

Research has shown that millennials have a strong social need for and
value shared experience. (Wolf, 2006 and Mielonen, 2003). In addition,
friends’ recommendations influence them more than advertisements do.
Because millennials have strong social and sharing needs, and classical
concerts need more promotion to attract audiences, my system supports
sharing their experience of the concert on social media or with their friends
directly. Through sharing, millennials choose to promote experiences
which reflect their own personality and preferences. The experience of
sharing not only helps to build and maintain millennials’ enthusiasm for

concerts, but also serves as an effective promotional tool.



Feedback and testing with millennials played an important role in informing
the construction of the final project.

With regards to the concert systems visual design, the system can produce
real-time animation using the system elements and the audience’s
operation. Fourteen test subjects endorsed the system and said they could
understand the music’s visual symbols.

The following are the general insights from the final framework testing
which help me to design the final project.

1. Interviewees were willing to try to use the system when they went to a

concert.

2. Interviewees thought the user interface was user-friendly, and they

could quickly become familiar with how it worked.

3. For the visual effects, interviewees appreciated that the system would
limit the appearance and type of the graphics to prevent unsuitable images
appearing on the screen during the concert, and maintain the proper
atmosphere of the concert, However, they still hoped to find a suitable way

to retain their own original creations.

4. For the interaction system, they tended to show their creation in

cooperative rather than an individual way.




Figure 37: Some of the participants doing the test

74



Visual Sound
Visual Sound

F Feedback
I+ T woud love +o b+ WPﬂ'aWu-’f-~
L ¥o! 7 bk o m btetly intendtim o pele o 4oy veally o classical waasic . Tl app wil ceriodnly
AL rh- it infewd e Uy .
Rz oleegie bt Concork -

"N!lP e ucey e ﬁ AT rw‘a(o‘wl T g comoert |

il o 2 e wlol cystew is. quE @my to ot s oo
or éﬂ-rl':. Gk o o soirly o} r{,,.__ .

3 Ididil Dipet. & e

7

Alse, T Hank i+ ool be borfer do. wake
Systew as slaple

ubien Pbpﬁ? )

2, T pefw swohurol







CONCLUSION

The fundamental starting point of this study was questioning how to
motivate millennials to engage with experiences in which they are not
familiar. classical music was used as the case study for investigation.
The research explores the demands that millennials have for their concert
experiences, and sets out principles that are applicable for designing

experiences suitable for young adults.

The project not only considered what makes millennials unique, but also
ascertained what discourages young adults from attending classical music
concerts. It then sought to understand their needs when they attend a

classical concert.

The reason why millennials don’t attend classical concerts is not so
much the music itself, but the delivery system of concerts. The current
system provides passive experiences. while millennials prefer to actively
participate in concerts. They value communication, and seek appropriate

and engaging user experiences which fulfill their social needs. A key point
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is that they hope to contribute to a performance in order to gain a sense

of achievement.

In attempting to design an experience that is appealing for millennials, |
analysed the characteristics of millennials and how their characteristics
play out. | found they are steeped in digital technology, so | have proposed
a solution which has mobile technology at its core. Millennials are a group-
oriented generation, so | have shaped my system to enable an audience
to work together to participate at a concert. Millennials are “always
connected” via technology, they pay more attention to communication
and hope that their social requirements can be satisfied in the concert.
| therefore decided to design an experience which will enable them to

socialise and communicate in a classical music concert through an app.

After understanding what millennials’ required from classical concerts,
| explored how to design a means of enabling ways them to engage
with classical music. These explorations highlighted that interaction and
participation could provide a more immersive experience for millennials
and also enable them to contribute in a multi-sensory orchestra

experience.

71App / process

The project created prototypes of an app that supports the participation of
active audiences and enables audiences to be expressive while shaping
real-time performance through its interface. It combines a classical music
visualisation system with the opportunity for audiences to play an active

part, while visualising their contribution.
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It encourages audience communication and helps the audiences
experience the performance. At the same time, it ensures that the
interface by which audience members participate in performances is

transparent and user-friendly.

During the course of my research, two evaluation methods were

employed.

The first was in the evaluation phase, whose purpose was to identify
millennials’ needs and requirements through interviewing test subjects.
This provided feedback and suggestions from young adults which helped

optimise the research results.

The second validation method was a participatory test for the project
prototype, which validated my design decisions. After the creation
of the prototype, the study tested the vision, applicability and stability
through the evaluation. The test result showed that audiences appreciate
the opportunity to experience the music differently by interacting and

contributing in a classical concert.

7.2 Lessons learned

Through this process, the following guidelines emerged for how to best
engage millennials through design experiences.

1 Break up traditional formats

Introducing a visual aspect to music can help millennials become
more immersed in a performance. Interactivity not only changes young

audiences’ behaviour, but it also stimulates their interests. Breaking up or
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challenging the traditional formats of social rituals and accepted mores,
with restraint, helps to meet millennials’ demands and expectations and

can create innovative recreational possibilities.

2 Make it social

The core of the millennial perspective on society is a desire to build
connections and they want their social demands to be met when they
attend an event. To create a more engaging experience for millennials,
| worked to find an appealing solution to support their social and

communication needs.

3.Make non-visual things visual

Millennials are searching for more visual stimuli, visual content is a
very powerful tool for engaging them. When targeting millennials, visual
content is a direct pathway to their hearts. It is not only more appealing,

but also more effective than a non-visual one.

4. Consider all phases of the experience
In order to create a more immersive experience for millennials, the whole
user journey must be considered then explore which touchpoint could be

utilised best.

5. Making things collaborative

As a group-oriented generation, millennials strongly prefer a sense
of unity and collaboration, and believe that a group can help them to
accomplish more and co-create a better end result. My experience
design process therefore involved opportunities for collaboration and
group projects. Also, enabling the audience to work as a group and be

creative collaborators, helped build mutually beneficial relationships.
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7.3 Future Work

There is scope for further projects exploring the issues | have addressed
and the concert design system | have proposed. Although this visual
system is only one part of a whole classical concert experience, other
visual systems using the design principles outlined in this exegesis
could be developed to achieve further synaesthetic classical music

experiences.

Because of time and technology limitations, only the prototype of the
interactive system | have proposed has been completed. The system
would need to be deployed in actual concerts situations in order to refine
its operation. The project could begin with small classical concerts for
testing in order to optimise the format of classical concerts to become
an occasion where millennials could experience the performance
and interaction as parts of a whole, with music and interaction being

represented in a shared sensory space.
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