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1.1 Initial Intentions And Inspirations

1. INTRODUCTION
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The starting point of this thesis has intertwined threads with my background 
and growing interest in the exploration of the dialogue between space, light, 
and human perception. Considered an opportunity to continue discovering the 
world, science, and art through lenses of lighting design, architectural design, 
and performative art.

%PP�SJ�XLI�TPEGIW�-�LEZI�[SVOIH�SV�PMZIH�LEZI�LEH�E�WMKRMɋGERX�MQTEGX�SR�QI��
The relationships I formed with the places, and people, have always left me 
with a new layer of sensibility toward the world. Gathering visual images and 
experiences that direct us towards new viewing points, an ‘afterimages’ from 
places and experiences that remain and shape our perspectives, play a pivotal 
role in my inner creative processes and initiate the state of this thesis within light 
and art.

This combination gives me a unique perspective from which to approach 
the design, which has all led me to eventually arrive here. Striving to explore 
aspects of soft tissues through research processes in our understanding of 
aesthetics, readability of images, and the role of lighting design in creating 
diverse atmospheres. This master thesis is seen as an opportunity to delve into 
XVERWHMWGMTPMREV]�[SVO��VIɌIGX�SR�ťLS[�[I�TIVGIMZI�XLMRKW#Ŧ�ERH�ťLS[�HS�ZMWYEP�
I\TIVMIRGIW�GVIEXI�ZSGEFYPEV]�[MXLMR�SYV�WIRWMFMPMX]#Ŧ��8S�HMWGYWW�TSWWMFMPMXMIW�SJ�
transmitting sensibility into space, with and through light.

8
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1.2 Introduction To Topic
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‘Afterimages of Art, with and through light.’
Light, space, and human vision. 

This topic has its base within lighting design, and spatial design in dialogue with 
visual awareness.

The pivotal aspect that found this work outlined by Wladyslaw Strzeminski 
is the inseparable connection between the awareness of seeing and culture, 
education, and civilization. Human vision has not been received in a ready-
made and unchanging form, and seeing is not limited to the passive reception of 
visual sensations. The received experiences are subjected to mental analysis and 
GSRJVSRXEXMSR��7XV^IQMćWOM�
�0YFE�������
Seen as a departure point to this research, it pointed to the aspect of shared 
interest in developing images and visual experiences that are allowing human 
perception to grow beyond form. The evolution of ‘light and space’ exploration, 
WTERRMRK�JVSQ�XLI�����W� XS� XLI�TVIWIRX�HE]��WIVZIW�EW�E�TVSJSYRH�[IPPWTVMRK�
of inspiration for this endeavor. The manipulation of light to transform spatial 
perceptions and create immersive environments guides the intention of employing 
light as a key element.

8LI�MRMXMEP�HMVIGXMSRW�TSWIH�XLI�UYIWXMSR��ťLS[�HIZIPSTMRK�GSRGITXW�MR�HMɊIVIRX�
ɋIPHW�YWI�PMKLXMRK�FSXL�EW�E�XSSP�ERH�PERKYEKI�XS�I\IGYXI�EVXMWXMG�MHIEW#Ŧ�PIH�XS�
the research upon light and space as a coherent elements in creative processes 
within a broad spectrum of design, theater, cinematography, and architecture. 
Investigating aspects such as visual awareness, human vision, and perception 
—- exploring their position in art, with and through the medium of light, led to 
shaping an idea of possible direction of research through the exhibition.

10
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This chapter opens by outlining the topics of human vision, the functioning of 
the eye apparatus, and the readability of images, followed by the theory of vision 
from the angle of the inseparable connection between the awareness of seeing, 
culture, and science. Secondly, visual awareness and human perception are 
coherent elements of phenomena art throughout time, grasping intergenerational 
conversation upon Light and Space art as an essential starting point to artistic 
research in the 1960s. Lastly, how lighting design can be seen both as a tool and 
language to execute artistic ideas, the latter draws across-section through topics 
that consider lighting as a common denominator in the context of stage design 
and installation art.

12
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2.1 Human Vision and Readability of Images
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Human vision has not been received in a ready-made and unchanging form, and the 
received experiences are subjected to mental analysis and confrontation. Our eye was 
shaped as a result of a long biological evolution from less perfect forms to what it is 
QRZ��6WU]HPLĔVNL�	�/XED��������

The physiology of vision

The modern understanding of the mechanism of seeing, as exhibited by the human 
eye, involves a sophisticated process of light reception, conversion, and transmission 
RI�YLVXDO� LQIRUPDWLRQ� WR� WKH�EUDLQ�� �2VRULR�	�9RURE\HY���������7KH�SURFHVV�EHJLQV�
through an opening in the center of the iris called the pupil. The light enters the eye 
WKURXJK�WKH�FRUQHD��QRW�DGMXVWDEOH��DQG�OHQV��DGMXVWDEOH���SDVVLQJ�FRQYHUJHV�WR�IRUP�
DQ�LQYHUWHG�LPDJH�RQ�WKH�UHWLQD��/LJKW�IURP�WKH�ULJKW�VLGH�RI�WKH�ZRUOG�VWULNHV�WKH�OHIW�
half of the retina and vice versa. The retina contains specialized photoreceptor cells 
FDOOHG�URGV�DQG�FRQHV��.DODW��������S��������'HSHQGLQJ�RQ�WKH�LQWHQVLW\�RI�UHFHLYHG�
OLJKW��URGV�DUH�QXPHURXV�DQG�IXQFWLRQ�ZHOO�LQ�GLP�OLJKW��DQG�FRQHV�ZRUN�EHVW�LQ�EULJKW�
light, enabling color vision and reading high-resolution, detailed vision. When light 
stimulates the photoreceptor cells, it triggers a chemical reaction that converts the 
light energy into electrical signals. These electrical signals travel through the optic 
nerve, carrying visual information from each eye to the brain Further, the signals pass 
through various visual pathways in the brain, including the optic chiasm and optic 
tracts, before reaching the primary visual cortex in the occipital lobe. In the cortex, 
the brain interprets and processes visual information, allowing us to perceive the view 
ZLWK� LWV� VXUURXQGLQJV� �1LOVVRQ�� ������� +RZHYHU�� WKH� LQYHUVLRQ� RI� WKH� LPDJH� SRVHV�
no problems for the nervous system. Therefore, the visual system does not simply 
GXSOLFDWH�WKH�LPDJH��LW�UHSUHVHQWV�LW�E\�D�FRGH�RI�YDULRXV�NLQGV�RI�QHXURQDO�DFWLYLW\�

The human visual system perceives colors based on the wavelengths of light. The 
VKRUWHVW�YLVLEOH�ZDYHOHQJWKV��DURXQG�����QP��DUH�VHHQ�DV�YLROHW��ZKLOH�SURJUHVVLYHO\�
longer wavelengths are perceived as blue, green, yellow, orange, and red, nearing 
���� QP�� 'LIIHUHQW� VSHFLHV� KDYH� YDU\LQJ� UHFHSWRUV� IRU� FRORUV�� IRU� LQVWDQFH�� ELUGV�
can see shorter wavelengths, which we describe as “ultraviolet,” as violet to them. 
Color discrimination is managed by multiple neurons rather than a single one, and 
the trichromatic theory suggests that our color vision relies on three types of cones, 
each maximally sensitive to different wavelengths. Hermann von Helmholtz proposed 

13
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this theory based on psycho-physical observations and concluded that three types of 
UHFHSWRUV��FRQHV��DUH�VXI¿FLHQW�WR�H[SODLQ�KXPDQ�FRORU�YLVLRQ��7KH�FRQHV�UHVSRQG�WR�
broad bands of wavelengths, and the ratio of their activities determines our perception 
of color. However, the abundance and distribution of the three cones are not equal; long- 
DQG�PHGLXP�ZDYHOHQJWK�FRQHV�RXWQXPEHU�VKRUW�ZDYHOHQJWK��EOXH��FRQHV��PDNLQJ�LW�
HDVLHU�WR�VHH�UHG��\HOORZ��RU�JUHHQ�GRWV�WKDQ�EOXH�GRWV�LQ�FHUWDLQ�VFHQDULRV���.DODW��������
S�������7KH�WKUHH�NLQGV�RI�FRQHV�UHVSRQVLEOH�IRU�FRORU�YLVLRQ�DUH�UDQGRPO\�GLVWULEXWHG�
ZLWKLQ�WKH�UHWLQD��6RPH�LQGLYLGXDOV�KDYH�VLJQL¿FDQWO\�PRUH�RI�RQH�W\SH�RI�FRQH�WKDQ�
others, but this variation doesn’t seem to affect their ability to discriminate between 
colors. The brain can compensate for these variations in input over a wide range. 
�.DODW��������+RZHYHU��LQ�WKH�SHULSKHU\�RI�WKH�UHWLQD��ZKHUH�FRQHV�DUH�VSDUVH��DQG�WKHLU�
connections are less organized, compensation becomes more challenging, causing color 
EOLQGQHVV��DOVR�NQRZQ�DV�FRORU�YLVLRQ�GH¿FLHQF\��,V�D�FRQGLWLRQ�LQ�ZKLFK�LQGLYLGXDOV�
KDYH�GLI¿FXOW\�GLVWLQJXLVKLQJ�FHUWDLQ�FRORUV�RU�PD\�VHH�FRORUV�GLIIHUHQWO\�WKDQ�WKRVH�
with normal color vision. This condition is usually caused by genetic mutations or 
abnormalities in the cones of the retina, which are responsible for detecting different 
colors of light.

There are different types of color blindness, and the most common type is red-green 
color blindness, which affects the perception of red and green colors. People with 
WKLV�FRQGLWLRQ�PD\�KDYH�GLI¿FXOW\�GLVWLQJXLVKLQJ�EHWZHHQ�UHG�DQG�JUHHQ��RU�WKH\�PD\�
confuse these colors with other shades. Another type of color blindness is blue-yellow 
color blindness, which affects the perception of blue and yellow colors. In more severe 
cases, individuals may experience monochromacy, where they can only see shades of 
gray and have no color perception at all.

Afterimages

An afterimage is a visual phenomenon that occurs after staring at a brightly 
colored or intense visual stimulus and then shifting your gaze to a neutral surface, 
usually a plain white area. This phenomenon arises due to the way our eyes and 
brain process visual information. An afterimage induced by prior adaptation 
to a visual stimulus is believed to be due to the bleaching of photochemical 
TMKQIRXW�SV�RIYVEP�EHETXEXMSR�MR�XLI�VIXMRE��7LMQSNS�IX�EP���������0SSOMRK�EX�
a vivid or bright image for an extended period causes the light-sensitive cells in 

14
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XLI�VIXMRE�XS�FIGSQI�XIQTSVEVMP]�HIWIRWMXM^IH�XS�XLI�WTIGMɋG�[EZIPIRKXLW�SJ�PMKLX�
that correspond to the colors in that image.
%W�HIWGVMFIH�MR�Ũ&MSPSKMGEP�4W]GLSPSK]ũ��/EPEX��������T�������)[EPH�,IVMRKŦW�
��XL�GIRXYV]� 3TTSRIRX�4VSGIWW� 8LISV]� TVSZMHIW� E� QSVI� GSQTVILIRWMZI�
explanation of color vision compared to the trichromatic theory. The proposed 
exercise of staring at strong light, then directing the gaze at a plain surface is 
giving in an outcome a negative color afterimage, where the red color shifts to 
KVIIR�ERH�ZMGI�ZIVWE��]IPPS[�XS�FPYI��ERH�ɋREPP]��FPEGO�MW�I\GLERKIH�JSV�[LMXI�
in the vision for a short period of time. The brain perceives a contrasting image 
that is often the complementary color to the original stimulus. More precisely, 
perceived colors are paired in opposite terms: red versus green, yellow versus 
FPYI��ERH�[LMXI�ZIVWYW�FPEGO��)\GPYHMRK�GSRWMHIVEXMSR�SJ�IEGL�TEMV�EW�TSWWMFP]�
greenish red or yellowish blue, as the brain has a mechanism that perceives color 
MR�E�GSRXMRYYQ�[EX�JVSQ�VIH�XS�KVIIR�SV�]IPPS[�XS�FPYI��/EPEX�������
Afterimages are a result of the intricate interaction between the photoreceptor 
GIPPW�MR�XLI�VIXMRE�ERH�XLI�FVEMRŦW�TVSGIWWMRK�SJ�ZMWYEP�MRJSVQEXMSR��(MɊIVIRX�OMRHW�
of afterimages can be distinguished, which seem to involve cortical adjustment, 
such as local and global afterimages, to understand better it is necessary to dive 
into the more complex studies on the topic. However, the afterimages provide 
MRWMKLXW�MRXS�XLI�[E]�SYV�ZMWYEP�W]WXIQ�EHETXW�XS�HMɊIVIRX�WXMQYPM�ERH�LS[�XLI�
FVEMR�MRXIVTVIXW�ERH�TVSGIWWIW�GSPSVW��7LMQSNS�IX�EP��������

 
Levels of Analysis

David Marr, a physiologist and neuroscientist has focused on integration of 
TW]GLSPSK]�� RIYVSTL]WMSPSK]� ERH� EVXMɋGMEP� MRXIPPMKIRGI� MRXS� RI[� QSHIPW� SJ�
ZMWYEP� TVSGIWWMRK��QEMRP]� MRɌYIRGMRK� XLI� ɋIPH� SJ� GSQTYXEXMSREP� RIYVSWGMIRGI�
�(EZMH�1EVV�� R�H���,MW� HITEVXYVI� TSMRX� MW� XVIEXMRK� ZMWMSR� EW� ER� MRJSVQEXMSR�
processing system distinguishing three levels of analysis, known in cognitive 
WGMIRGI�EW�8VM�0IZIP�,]TSXLIWMW��*MVWX�SJ�XLI�PIZIPW��GSQTYXEXMSREP�PIZIP��MW�KMZMRK�
ER�YRHIVWXERHMRK�SR�ť[LEXŦ�HSIW�XLI�W]WXIQ�HS�ERH�[L]��*SPPS[IH�F]�E�QEXXIV�SJ�
algorithm level, expanding an analysis to question ‘how’ the system does what it 
HSIW��0EWXP]��EREP]WMW�VIPEXIH�XS�MQTPIQIRXEXMSR�JVSQ�TL]WMGEP�PIZIP�UYIWXMSRMRK�
LS[� XLI� W]WXIQ� MW� FIMRK� MQTPIQIRXIH� �1EVV�� ������ 8LMW� TIVWTIGXMZI� GER� FI�
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translated and applied directly into biological aspects of vision, or more abstract 
environments such as functioning of dramaturgical work in performative art, 
HITIRHMRK� JYPP]� SR� MXW� EHETXEXMSR�� 1EVVŦW� 0IZIPW� SJ� %REP]WMW� MW� EPPS[MRK� E�
thorough cut section through the functioning of any chosen exemplar system, 
when the process of understanding itself is structured into tri-level layers.

Stages of Vision

As David Marr proposed, the stages of vision involve progressing from a primal 
WOIXGL� SJ� E� WGIRI� XS� E� ���(� WOIXGL�[MXL� XI\XYVIW� ERH� ɋREPP]� XS� E� �(�QSHIP�
for a comprehensive, three-dimensional understanding.This framework at 
ɋVWX�SZIVPSSOIH�ZMWYEP�EXXIRXMSR��LS[IZIV� MX� MW�LMKLPMKLXIH� MR�YTHEXIH�QSHIP��
explains process of vision. The original contemporary model suggests three 
WXEKIW��IRGSHMRK��WIPIGXMSR��ERH�HIGSHMRK��)RGSHMRK�MRZSPZIW�XVERWPEXMRK�ZMWYEP�
MRTYXW�MRXS�RIYVEP�WMKREPW��WIPIGXMSR�JSGYWIW�SR�TVMSVMXM^MRK�WTIGMɋG�MRJSVQEXMSR�
for further processing, and last, decoding involves recognizing the chosen signals. 
This model explains process of vision, and the updated version adds highlights 
EXXIRXMSRŦW�ZMXEP�VSPI�MR�WLETMRK�SYV�TIVGITXMSR�SJ�XLI�ZMWYEP�[SVPH��1EVV�������

16
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*MVWX�TYFPMWLIH�MR������ERH�VIMWWYIH�F]�XLI�1YWIYQ�SJ�%VX�MR�Ą¶HĽ�MR�������
XLI�[SVO�SJ�;PEH]WPE[�7XV^IQMćWOM� XMXPIH�Ũ8LISV]�SJ�:MWMSRũ� MW� E� PSRK�XIVQ�
VIɌIGXMSR�ERH�ER�I\XVESVHMREV]�XIWXMQSR]�XS�XLI�XLISV]�SR�LYQER�ZMWMSR�ERH�
awareness of seeing. Based on the assumption that our image of the world is 
constantly evolving, the ways we look at it change and grow, and external 
GSRHMXMSRW�LEZI�E�HIGMWMZI�MRɌYIRGI�SR�LMWXSVMGEP�I\TIVMIRGI��GYPXYVEP�ERH�WSGMEP�
FEGOKVSYRH��)\TPEMRW�XLI�VIPEXMSRWLMT�FIX[IIR�XLI�IZSPYXMSR�SJ�WSGMIX]�ERH�XLI�
GLERKIW�XEOMRK�TPEGI�MR�EVX��6IɌIGXMRK�SR�[LEX�HIXIVQMRIW�XLI�[E]�[I�TIVGIMZI�
VIEPMX]��'+���R�H��

According to his work, seeing is not only the passive reception of visual sensations 
but also an active cognitive work of our intellect. Received sensations are subject 
to mental analysis, confronted with the corresponding segments of reality, and 
explain the meaning of the resulting herds of mutual relations. Recognizing 
sensations and positioning towards what they say about the objectively existing 
[SVPH��)WWIRXMEP�MW�XS�YRHIVWXERH�XLI�VIGMTVSGEP�MRɌYIRGI�SJ�XLSYKLX�SR�WIIMRK�
and seeing on thought. A thought asks questions that vision is supposed to 
answer. Seeing provides a stock of observations, which is further questioned 
and generalized in the mental elaboration process. Without letting them pass 
fruitlessly, the process of learning what each visual image means and subjectively 
to what part of the reality they correspond to. Constant correction of thoughts 
in relation to vision allows for improving the use of received visual sensations, 
ERH� X[S�IZSPYXMSRW� MR�ZMWMSR�EVI�HMWXMRKYMWLIH�F]� XLI�EYXLSV�� �7XV^IQMćWOM�
�
0YFE�������&SXL�TVSGIWWIW�EVI�GSRWIUYIRXP]�I\TERHMRK�LYQER�WIRWMFMPMX]�ERH�
aesthetic values of the perceived world.

3RI�MW�XLI�IZSPYXMSR�SJ�SYV�ZMWYEP�ETTEVEXYW��XLI�HIZIPSTQIRX�SJ�XLI�I]I��*VSQ�
the simplest forms, originally only a collection of light-sensitive skin cells, to 
sophisticated eyes in modern animals and a current form of the human eye. 
0SSOMRK�EX�XLI�IZSPYXMSR�VIWYPXMRK�MR�VIQEVOEFPI�ZEVMEXMSRW�SJ�ER�I]I�ETTEVEXYW�
EGVSWW�HMɊIVIRX�WTIGMIW��WSQI�ERMQEPW�TSWWIWW�YRMUYI�ZMWYEP�EHETXEXMSRW��WYGL�
as the panoramic vision of prey animals or the acute night vision of nocturnal 
TVIHEXSVW��2MPWWSR��������'SPSV�ZMWMSR��E�GVYGMEP�EWTIGX�SJ�TIVGITXMSR��IQIVKIH�
MR�WSQI�WTIGMIW�HYI�XS�XLI�IZSPYXMSR�SJ�WTIGMɋG�TLSXSVIGITXSV�X]TIW��*SV�I\EQTPI��
the eye of a mouse sees a dim image. Its vision is mainly focused on objects, but in 
consequence, can track a movement against the background uncompromisingly. 

17

2023MASTER THESISAFTERIMAGES OF ART



TH
EO

RE
TI

C
AL

  B
AC

KG
RO

UN
D

Consequently, biological evolution shows that the development of vision, a skill, 
is paired with the development of the eye.
 
In parallel, the second process is related to the development of the ability to use 
vision and the increasing accuracy of human vision. Thought and vision both 
GSLIVIRXP]�HIZIPST�XLVSYKL�QYXYEP�MRɌYIRGI��8LIVIJSVI��XLIMV�HIZIPSTQIRX�HSIW�
not take place in isolation from the real, shaping life conditions but on a social 
basis, depending on the directions and needs they are subjected to, increasing 
visual abilities. This process is seen as historically conditioned. As each successive 
social formation posing new tasks causes an increase in the ability to use visual 
sensations. The human eye has a wider range of interests and consequently 
makes a wider and more thorough analysis of received visual sensations, in 
comparison to an animal that would miss out on those out of lack of interest. 
A vision of a man sees less but provides more accurate information about the 
world due to corrective activity in the human mind that takes into account those 
GSQTSRIRXW�SJ�WIRWEXMSRW�XLEX�ER�ERMQEP�[SYPH�VINIGX�EW�MRGMHIRXEP��7XV^IQMćWOM�

�0YFE�������

The mechanism of functioning of the human eye has remained the same over 
the years, yet in the process of seeing, what is important is not what the eye 
mechanically grasps but what a man perceives and becomes aware of from his 
WIIMRK��3RP]�[LEX�LEW�FIIR�VIEPM^IH�MW�[LEX�GER�FI�GSRWMHIVIH�EW�WIIR�[LIR�XLI�
remains beyond the consciousness are unrecognized and, therefore, unnoticed. 
)\TIVMIRGI�WLS[W�XLEX�MR�REXYVI��RSXMGIEFPI�EVI�SRP]�XLSWI�TLIRSQIRE�XS�[LMGL�
the attention is focused on. The human mind poses questions in advance, which 
eyesight is supposed to answer by gathering the range of observations to which to 
VIWTSRH�F]�GSRɋVQMRK�SV�GSRXVEHMGXMRK�XLI�TVIZMSYW�EWWYQTXMSRW��MW�HIXIVQMRIH��
The work of thought, cooperating with the direct activity of seeing, determines 
XLI�VMGLRIWW�ERH�HMZIVWMX]�SJ�SYV�TIVGITXMSRW���7XV^IQMćWOM�
�0YFE�������

Hence, the image of nature and the world is not always the same for everyone. 
Its boundaries are determined by the historically conditioned development of 
visual awareness, experiences gained over time and related to places where they 
SGGYVVIH��+VS[XL�SJ�ZMWYEP�GSRWGMSYWRIWW�ERH�LS[�WTIGMɋG�JSGYW�SYV�ZMWMSR�GER�
HIZIPST��7XV^IQMćWOM�I\TPEMRW� MR�ER�I\IQTPEV�GSQTEVMWSR�SJ� XLI�ZMWMSR�SJ�ER�
I\TIVMIRGIH�XI\XMPI�[SVOIV��[LS�[MPP�RSXMGI�QSVI�ɌE[W� MR� XLI� JEFVMG� XLER�XLI�
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IUYEPP]�IɍGMIRX�I]I�SJ�E�QER��MR�XLI�FMSPSKMGEP�WIRWI��JVSQ�ERSXLIV�TVSJIWWMSR��
=IX��XLI�WEQI�I]I�SJ�E�XI\XMPI�[SVOIV��[LIR�ɋRHW�LMQWIPJ�MR�JVSRX�SJ�E�ɋIPH�SJ�
grain, will be unable to tell anything about the state of the soil’s moisture, degree 
of ripening of the grain, evaporation of the air, or about the quality of the soil. 
The amount of mechanical visual sensations is the same in all cases, when the 
VERKI�SJ�ZMWMSR�MW�HMɊIVIRX��8LMW�MW�FIGEYWI�WMKLX��KYMHIH�F]�XLSYKLX��LEW�FIIR�
tuned to receive those sensations that, in other setups or contexts, would be seen 
EW�MVVIPIZERX�ERH�SZIVPSSOIH��7XV^IQMćWOM�
�0YFE�������

8EOMRK�XLMW�XLSYKLX�JYVXLIV��E�TIVWSR�[LS�LEW�FIIR�KVS[MRK�YT�MR�0EXMR�%QIVMGE��
observing cultural dynamics, landscapes, urban elements, and colors with their 
MRXIRWMX]�ERH�GSRXVEWX��EW�[IPP�EW�FIMRK�I\TSWIH�XS�E�HMɊIVIRX�MRXEOI�SJ�HE]PMKLX�
SZIV�XMQI�[LIR�WIIMRK�MQEKIW��MR�VIWYPX�[MPP�LEZI�E�HMɊIVIRX�YRHIVWXERHMRK�ERH�
MRXIVTVIXEXMSR�SJ�XLI�WEQI�MQEKIW�XLER�E�TIVWSR�[LS�KVS[R�YT�MR�IEWXIVR�)YVSTI��
-R�HMɊIVIRX�[SVHW��[LEX�MW�FIMRK�YRHIVWXSSH�F]�IEGL�TEMV�SJ�I]IW�MW�EPWS�HMVIGXP]�
VIPEXIH�XS�XLI�GSRGITX�SJ�WMXYEXIHRIWW��%�HITIRHIRGI�SJ�QIERMRK�SR�XLI�WTIGMɋGW�
of particular geographical, socio-historical, and cultural contexts, philosophical 
and ideological frameworks, as well as social and power relations. Numerous 
factors give diverse perspectives of social actors that are dynamically constructed, 
RIKSXMEXIH��ERH�GSRXIWXIH� �7MXYEXIHRIWW��R�H��� -R�GSRWIUYIRGI�� PSSOMRK�EX� XLI�
same object or an element of nature will give individual associations and feelings 
from what has been observed for each pair of eyes separately, taking into 
account the previous visual experiences of what has already been understood 
and learned. 
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So seeing can be distinguished in the biological sense next to the awareness 
of vision. Whereas the former is dependent on slow biological evolution 
and presumably remains unchanged over a long period of time, the latter is 
EGGYQYPEXMRK� SZIV� XLI� GSYVWI� SJ� LMWXSV]� �7XV^IQMćWOM�
�0YFE�� ������ &IXXIV�
vision historically is also allowing more precise craftsmanship, the creation 
of complex machinery, and advancements in science and engineering. These 
developments propelled societal growth and improved living standards. This 
thesis is partially aiming to outline the complexity of the growth of visual 
awareness and human perception. Both, described in the following parts, are 
angled as processes of reading the surroundings that expand visual vocabulary, 
giving a better understanding of the world, social dynamics, and communication, 
QMVVSVMRK�XLI�TVSGIWW�SJ�LMWXSVMGEP�HIZIPSTQIRX�:MWYEP�E[EVIRIWW�MW�E�GSQTPI\�
WYFNIGX� XLEX� WTERW� EGVSWW� RYQIVSYW� ɋIPHW� SJ� ORS[PIHKI� ţ� XLVSYKL� TL]WMGW��
biology, psychology, and art. 
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:MWYEP� E[EVIRIWW� MW� E� GSQTPI\� WYFNIGX� XLEX� WTERW� EGVSWW� RYQIVSYW� ɋIPHW� SJ�
ORS[PIHKI�ţ�XLVSYKL�TL]WMGW��FMSPSK]��TW]GLSPSK]��ERH�EVX��8LMW�GLETXIV�HIPZIW�
into visual awareness, attention and consciousness. When latter touches upon 
the readability of images explained through development of art.

Visual Awareness

;ąEH]WąE[�7XV^IQMćWOM�IPEFSVEXIW�SR�XLI�JEGX�XLEX�[I�KIX�XS�ORS[�XLI�[SVPH�RSX�
only by seeing it but by thinking and knowing what each of the visual sensations 
tells us, assembling pieces of knowledge about the world the eye brings in, by 
analyzing the visual sensations, generalizing them and checking them again. The 
scope of our vision is determined not only by “normal” vision but by a process 
of work that takes place in the interrelationship and interdependence between 
biological vision and our thought. In this way, visual awareness is created, 
which determines how many elements of the world we know with the help of 
our eye. Shaped by the real conditions of existence, determines the scope of the 
amount of vision. Not a “normal” arithmetic average, abstracted seeing, but 
a seeing shaped by being and determined by a socio-historical formation. In 
consequence, the development process of visual awareness and consciousness of 
XLI�WSGMIX]�XLYW�QMVVSVW�XLI�TVSGIWW�SJ�LMWXSVMGEP�HIZIPSTQIRX��7XV^IQMćWOM�
�
0YFE��������

Attention and Consciousness

Both visual attention and visual working memory using basic stimuli are subject 
to broad research. To understand better the relation between visual awareness, 
it is important to look at the nature of attention and consciousness from the 
psychological point of view. Attention is a selective process, where selection 
is necessary because there are severe limits on our capacity to process visual 
MRJSVQEXMSR��8LIWI�GSRWXVEMRXW�EVI�PMOIP]�IRJSVGIH�F]�XLI�ɋRMXI�IRIVK]�VIWSYVGIW�
accessible to the brain and the substantial energy expenditure associated with the 
RIYVSREP�TVSGIWWIW�MRXIKVEP�XS�GSVXMGEP�GSQTYXEXMSR��'EVVEWGS��������-X�MRZSPZIW�
actively processing a limited amount of information from our senses, memories, 
and cognitive processes. It encompasses both conscious and unconscious aspects. 
While conscious processes are relatively accessible for study, unconscious 
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processes are more challenging due to their lack of awareness. Attention allows 
YW�XS�QEREKI�SYV�QIRXEP�VIWSYVGIW�IɍGMIRXP]�F]�JSGYWMRK�SR�WTIGMɋG�WXMQYPM�SJ�
interest while dimming others. This enhances response speed and accuracy and 
aids memory. Consciousness involves awareness and its content, some within 
attention’s scope. Attention and consciousness partially overlap. Psychologists 
now distinguish between attention and consciousness, as some processes occur 
without conscious awareness. Conscious attention serves three key roles: 
monitoring interactions, linking past and present experiences, and aiding future 
TPERRMRK��7XIVRFIVK�
�1MS�������

Visual Attention

:MWYEP�EXXIRXMSR�GSRWXMXYXIW�E�TVSGIWW�XLEX�GLERRIPW�E�WQEPP�TSVXMSR�SJ�MRGSQMRK�
information from the primary visual cortex toward higher-level centers engaged in 
visual working memory and pattern recognition. There are presented frameworks 
JSV�GSRGITXYEPM^MRK�XLMW�QIGLERMWQ��MR�[LMGL�XLI�ɌS[�SJ�MRJSVQEXMSR�XLVSYKL�
the visual hierarchy is governed by dynamic control over connectivity, where the 
pivotal element of this model involves establishing an object-centered reference 
frame for both visual working memory and object recognition within a region 
SJ�MRXIVIWX��%RHIVWSR�IX�EP�������

Readability of Images Through Art

In order to discover the history of the growth of visual awareness, especially 
MXW�MRMXMEP�WXEXIW��;��7XV^IQMćWOM�VIJIVW�XS�XLI�EVX�SJ�TVMQMXMZI�TISTPI�SR�XLI�SRI�
hand and to the vision of a child on the other, creating a bridge between the 
physiological aspects of human vision and readability of images in art. 

contour vision
According to the author, there is a great convergence between the vision of 
the child and the vision of the historically primitive one, explaining the visual 
E[EVIRIWW� EW� XLI� VERKI� SJ� TLIRSQIRE� TIVGIMZIH� F]� XLI� LYQER� I]I�� *MVWXP]�
discussing the contour vision and outer contour of images that are recognized 
as seen. At this level, man only realizes that every object has an outer limit, and 
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I\TVIWWIW�XLMW�SFNIGX�[MXL�E�WMRKPI�GSRXSYV�PMRI��3J�XLI�IRXMVI�WIX�SJ�JIEXYVIW�SJ�
the object, gaining awareness only of the existence of a boundary line, which 
outlines its perimeter. This exclusive awareness of a single component of the 
contour, the reduction of the whole of nature to it alone, manifests itself in the 
fact that the contour is, as it were, called upon to express also other components 
SJ�XLI�JSVQ��RSX�SRP]�XLSWI�HMVIGXP]�GSRXSYVIH��*SV�I\EQTPI��XS�I\TVIWW�XLEX�XLI�
IRXMVI�SFNIGX�MW�]IPPS[��MXW�GSRXSYV�PMRI�MW�HVE[R�[MXL�]IPPS[�MRWXIEH�SJ�ɋPPMRK�XLI�
entire object inside with yellow, as it seems natural. The color of the perimeter 
line indicates what color the whole object is. This type of vision is basically found 
in the Paleolithic. The child’s drawing also begins with it. When the observation 
ERH�GSRWGMSYW�TIVGITXMSR�EVI�MRGVIEWMRK��XLI�SYXIV�GSRXSYV�MW�MRWYɍGMIRX��(YI�XS�
the wider perimeter, the outer boundary of the object is broadened to the inside 
SJ�XLI�SFNIGX�[LMGL�MW�GEPPIH�ER�MRRIV�GSRXSYV��8LI�MRXIVMSV�SJ�XLI�SFNIGX�MW�ɋPPIH�
with a linear drawing, a schematic and geometrical drawing appears, and it is 
IEW]�XS�VITIEX��7XV^IQMćWOM�
�0YFE�������

silhouette vision
Multiplying perceptions results in the emergence of a new formulation of visual 
GSRXIRX��WMPLSYIXXI�ZMWMSR��-RWXIEH�SJ�E�GSRXSYV�ɋPPIH�[MXL�E�PMRIEV�HVE[MRK��SRI�
comes to the awareness that the entire space inside the contour is a uniform 
material mass, and the contour is only its outer border. The type of drawing 
which uniform, presenting more material of the structure, distinguishing it from 
MXW�WYVVSYRHMRKW��7XV^IQMćWOM�
�0YFE�������

solid forms vision
The observation aimed at extracting the means of expression that could show 
the convexity and lumpiness of an object initially made use of the previous 
experience, the experience of the silhouette and the experience of the contour 
within the contour, that the convexity of a solid inside a contour can be 
synthetically expressed by means of an appropriate line run. Such a density of 
the linear characteristics imposed on the silhouette can be observed throughout 
XLI�GPEWWMGEP�TIVMSH�SJ�+VIIO�EVX��7XV^IQMćWOM�
�0YFE��������T�����

chiaroscuro vision
An object painted by a Renaissance painter has all the objective characteristics 
that characterize it as a commodity. It is an object properly drawn in all 
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foreshortenings, shaded on a solid and colored in its own characteristic color, 
HMWXMRGX�JVSQ�XLI�GSPSV�SJ�SXLIV�SFNIGXW��7XV^IQMćWOM�
�0YFE��������T������

full empirical vision
Renaissance solid and Baroque chiaroscuro visions were founded on the concept 
of three-dimensional convergent perspective. This perspective depicted distance 
variations, objects diminishing as they receded, and diagonal lines converging 
inward. Precise dimensions were derived by assuming a point ahead on our 
line of sight, aligned with our eye level, acting as the convergence point for 
lines parallel to our gaze. This geometric method allowed precise positioning 
and sizing of any direction or segment within the composition. The three-
dimensional convergent perspective enabled accurate rendering of objects at 
HMɊIVIRX�HMWXERGIW��-X�JVEQIH�XLI�WTEXMEP�IɊIGXW�MR�TEMRXMRKW�JVSQ�XLI���XL�XS�XLI�
IEVP]���XL�GIRXYV]��WIIQMRKP]�KVSYRHIH�MR�QEXLIQEXMGEP�TVMRGMTPIW��,S[IZIV��
XLMW�ETTEVIRXP]�ɌE[PIWW�TIVWTIGXMZI�HSIWRŦX�QEXGL�SYV�XVYI�TIVGITXMSR��-XŦW�FEWIH�
on the assumption that we see the apparent reality before us in a single glance, 
leading to a vanishing point. Yet, our interaction with the world involves shifting 
KE^IW��H]REQMG�ZMWMSR��ERH�HMZIVWI�HMVIGXMSRW��3YV�ZMWMSR�MWRŦX�GSRɋRIH�XS�E�ɋ\IH�
framework; it’s a physiological process. The convergent perspective assumes a 
WMRKPI�ɋ\IH�KE^I�GSZIVW� XLI�IRXMVI�ZMWYEP�ɋIPH��EPMKRMRK�[MXL�QEXLIQEXMGW�FYX�
RSX�SYV� VIEP�TIVGITXMSR��3YV�ZMI[�IQIVKIW� JVSQ�WLMJXMRK�KPERGIW�� JSGYWIH�SR�
objects and directions, consolidated through thought. Thus, the image of our 
TIVGIMZIH�[SVPH�HSIWRŦX� WXIQ� JVSQ�SRI�KE^I�FYX� MRXIKVEXIH� XLSYKLX��%�ɋ\IH��
mathematically-charted gaze doesn’t match our empirical reality. To maintain 
XLI� ZMI[�[MXLMR� E� ɋ\IH� KE^I��[I�QYWX� GIRXIV� SYV� KE^I� SR� XLI� GSQTSWMXMSRŦW�
QMHTSMRX��EPMKRMRK�[MXL�XLI�WMKRMɋGERGI�SJ�SFNIGXW��8LMW�GIRXVEP�TSMRX�MW�QEVOIH�
by perspective line convergence. However, empirical observations reveal we 
WXVYKKPI�XS�OIIT�SYV�KE^I�SR�XLMW�TSMRX��3YV�KE^I�VSEQW��TEYWMRK�EX�GSQTSWMXMSREP�
elements. Projecting a gaze to a deduced central point obstructs apprehending 
XLI�JYPP�GSQTSWMXMSR��7XV^IQMćWOM�
�0YFE�������
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FIG X

*MKYIVW�VITIWIRXMRK�HMƜIVIRX�ZMWMSRW�JVSQ�
“Theory of Vision” W. Strzeminski
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Perception is the intricate process by which we interpret the world around 
us. It encompasses various components, including the actual object, sensory 
input, and our mental representation. Perceptual constants, like size and shape 
constancy, ensure that our perceptions of objects remain relatively constant even 
EW� WIRWSV]� WXMQYPM� GLERKI�� 8LIWI� GSRWXERXW� EVI� MRɌYIRGIH� F]� SYV� ORS[PIHKI�
EFSYX� XLI�[SVPH� ERH� XLI� VIPEXMSRWLMTW� FIX[IIR� SFNIGXW� MR� XLIMV� GSRXI\X��3YV�
ability to perceive three-dimensional space is facilitated by both binocular and 
QSRSGYPEV�HITXL�GYIW��7XIVRFIVK�
�1MS�������

Understanding the physiological attributes of the eye is essential in shaping 
SYV�TIVGITXMSR�SJ�PMKLXMRK��%W�WIIMRK�IREFPIW�TIVGITXMSR�SJ�XLI�WTEGI��0MPNIJSVW��
������;LIR�8LI�+IWXEPX�%TTVSEGL�SYXPMRIW�TVMRGMTPIW�WYGL�EW�ɋKYVI�KVSYRH��
proximity, similarity, closure, continuity, and symmetry, which explain how we 
KVSYT�ERH�TIVGIMZI�ZEVMSYW�SFNIGXW�ERH�XLIMV�TEVXW� �7XIVRFIVK�
�1MS��������
Juahni Pallasmaa describes that perception is intricately tied to a multitude of 
WIRWIW�XLEX�GSPPEFSVEXMZIP]�WLETI�SYV�YRHIVWXERHMRK��3YV�TIVGITXMSR�MWRŦX�WSPIP]�
VIPMERX�SR�ZMWMSR��WTEGI�MW�GSQTVILIRHIH�XLVSYKL�EPP�SYV�WIRWIW��)\TPEMRW�XLEX�
seeing is not solely seeing, as it is not an objective and merely an act of using 
visual apparatus, but rather the transmission of complex information that relates 
XS�TVMSV�WIRWEXMSRW��IQSXMSRW��I\TIVMIRGIW�ERH�I\TIGXEXMSRW��4EPPEWQEE��������
It is considered as an co-operating mechanism that goes beyond hegemonic and 
hierarchical understanding between the senses.
In order to better understand the relationship between perception and reality 
that bridges realms of art and science it is important to review numerous aspects 
related to the perception from both physiological and phenomenological point 
of view, knowing that our current habits and acquired knowledge play an 
important role in our daily lives.

The Gestalt Approach 
The Gestalt Approach in cognitive psychology is a framework that explores how 
our perception goes beyond simply maintaining the constancy of size, shape, and 
HITXL��*SYRHIH�F]�/YVX�/SɊOE��;SPJKERK�/SLPIV��ERH�1E\�;IVXLIMQIV��XLMW�
approach is centered on the idea that the whole is more than the sum of its parts. 
The Gestalt approach is particularly useful for understanding how we perceive 
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groups of objects or parts of objects to form cohesive wholes. According to the 
Gestalt law of Pragnanz, we tend to perceive visual arrays in the simplest way 
XLEX�SVKERM^IW�HMZIVWI�IPIQIRXW� MRXS�E�WXEFPI�ERH�GSLIVIRX�JSVQ��7XIVRFIVK�
�
1MS�������
*SV�MRWXERGI��XLI�GSRGITX�SJ�ɋKYVI�KVSYRH�TIVGITXMSR�HIQSRWXVEXIW�LS[�Ũ�[I�
XIRH�XS�TIVGIMZI�E�JSGEP�ɋKYVI�ERH�SXLIV�WIRWEXMSRW�EW� JSVQMRK�E�FEGOKVSYRH�
JSV�XLI�ɋKYVI�SR�[LMGL�[I�JSGYWũ��7XIVRFIVK�
�1MS��������T������7]QQIXV]�MW�
ERSXLIV�GVYGMEP�TVMRGMTPI�[MXLMR�XLMW�ETTVSEGL��7]QQIXVMGEP�ɋKYVIW��GLEVEGXIVM^IH�
by balanced proportions around a central axis or point, make sense to us more 
readily. Several Gestalt principles contribute to the overarching law of Pragnanz, 
MRGPYHMRK�TVS\MQMX]��KVSYTMRK�RIEVF]�SFNIGXW��WMQMPEVMX]��KVSYTMRK�PMOI�SFNIGXW��
GSRXMRYMX]��TIVGIMZMRK�GSRXMRYSYW�PMRIW��GPSWYVI��WIIMRK�GSQTPIXI�SFNIGXW��ERH�
W]QQIXV]��TIVGIMZMRK�FEPERGIH�TEXXIVRW�
While the Gestalt principles provide descriptive insights into how we perceive 
forms and patterns, they lack explanatory depth. Despite their simplicity, the 
+IWXEPX�TVMRGMTPIW� WMKRMɋGERXP]� MQTEGX�SYV� IZIV]HE]�TIVGITXMSR��[LIXLIV�[MXL�
JEQMPMEV�SV�YRJEQMPMEV�ɋKYVIW��,S[IZIV��XS�YRHIVWXERH�XLI�QIGLERMWQW�FILMRH�
our perception of forms and patterns, explanatory theories of perception are 
VIUYMVIH��7XIVRFIVK�
�1MS�������

Depth Perception
Navigating through surroundings, one constantly engages in visual exploration 
to orient yourself in three-dimensional space. Depth perception illustrates how 
SYV�FVEMR�YXMPM^IW�GYIW�XS�GSRWXVYGX�SYV�TIVGITXMSR�SJ�VIEPMX]��0SSOMRK�MRXS�XLI�
distance involves perceiving depth, which refers to the distance from a surface, 
often using one’s own body as a reference point for depth perception. This depth 
information becomes crucial for interaction with objects, manipulation of them, 
SV�TSWMXMSRMRK�SRIWIPJ�[MXLMR� XLI� XLVII�HMQIRWMSREP�[SVPH� �7XIVRFIVK�
�1MS��
������(ITXL�TIVGITXMSR�TPE]W�E�TMZSXEP�VSPI�IZIR�FI]SRH�]SYV�MQQIHMEXI�VIEGL��
In simple activities such as driving a car, vocal volume depends on perceived 
distance from the surroundings of the vehicle, challenging the brain to perceive 
depth in essentially two-dimensional images. Special neurons in the visual cortex, 
called binocular neurons, process information to perceive depth, however there 
EVI� WIVMIW� SJ� STXMGEP� MPPYWMSRW� ERH� GSQTPI\� GSRɋKYVEXMSRW�[MXL� GSRXVEHMGXSV]�
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depth cues that have to be taken into consideration. It is caused by segments 
ERH�PE]IVW�[MXLMR�XLI�TMGXYVI�SJ�IEGL�ZMWYEP�WIRWEXMSR�XLEX�TVIWIRX�HMɊIVIRX�HITXL�
GYIW�]IX�HS�RSX�EPMKR�WIEQPIWWP]��8[S�QEMR�GYIW�EVI�HMWXMRKYMWLIH��7XIVRFIVK�
�
1MS�������
Monocular depth cues that can be observed with a single eye, represented in 
two dimensional perspective, enabling to read textures, gradients, relative size 
understanding, as well as interposition, linear and aerial perspectives, location 
in the plane and motion parallax. The last one requires movement, as it can not 
be applied to only stationary images.
Second, binocular depth cues require input from both eyes using their relative 
TSWMXMSRW��)\MWX�FMRSGYPEV�HMWTEVMX]��[LIR�XLI�FVEMR�MW�MRXIVTVIXMRK�XLI�MRGVIEWMRK�
HMɊIVIRGI� FIX[IIR� VIGIMZIH� MQEKIW� JVSQ� IEGL� I]I��[LMGL� MRHMGEXIW� XLI� WIRWI�
of distance. It involves turning inward both eyes as objects approach, thus the 
brain can perceive muscular change as a depth cue.
Important aspect is that depth perception isn’t solely about physical distance. 
6IWIEVGLIVW�WYGL�EW�4VSɍXX�XSKIXLIV�[MXL�XLI�XIEQ��LEZI�TVSZIR�XLEX�TIVGIMZIH�
HMWXERGI�XS�E�XEVKIX�MW�MRɌYIRGIH�F]�XLI�IɊSVX�VIUYMVIH�XS�VIEGL�MX��-R�HMɊIVIRX�
[SVHW�� MX� �QIERW� XLEX� XLI�SFNIGXW� VIUYMVMRK�QSVI� IɊSVX� JVSQ� XLI�SFWIVZIV� XS�
reach, are perceived as farther away. This phenomenon isn’t restricted only to 
walking, and can be experienced in numerous activities that involve movement 
JSV�MRWXERGI�MR�WTSVX��HIWGVMFIH�TLIRSQIRSR�LEW�WMKRMɋGERX�MQTEGX�SR�EXLPIXIW�
TIVJSVQERGI�UYEPMX]��;LIVI�GSRXI\X�ERH�IɊSVX�MRɌYIRGI�SRIW�TIVGITXMSR��8LI�
brain draws conclusions based on contextual cues and information to make 
WIRWI�SJ�XLI�XLVII�HMQIRWMSREP�[SVPH��7XIVRFIVK�
�1MS�������
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Perception Of Perception
Dawna Schuld is an Assistant Professor of modern and contemporary art history 
MR�XLI�HITEVXQIRX�SJ�ZMWYEPMWEXMSR�EX�XLI�8I\EW�%
1�9RMZIVWMX]��,IV�VIWIEVGL�
concentrates on points of intersection between art, technology and biology, 
with an emphasis on how the perceptual phenomena of human experience are 
implemented in art.

The contemplation of historicizing perception raises intriguing questions about its 
feasibility and relevance. Is perception too personal and subjective for historical 
I\EQMREXMSR#�,S[IZIV��VIGIRX�HMWGYWWMSRW�EVSYRH�ER�I\LMFMXMSR�SJ� PMKLXI�ERH�
space art suggest that the perception of perception has evolved over the last few 
decades. This shift in perception became particularly evident through attending 
XLI�ť7TEGI�7LMJXIVWŦ�I\LMFMXMSR�MR�������[LMGL�NY\XETSWIH�EVX�JVSQ�XLI�����W�XS�
the present day, framing contemporary works within a historical context and 
emphasizing the contemporaneity of historical pieces.
This interplay between past and present is a prevalent theme in the current 
exhibition as well. The dynamic nature of perception is highlighted when 
encountering artworks repeatedly, as our re-perception continually shapes our 
understanding. A juxtaposition of photographs from the Hayward Gallery 
underscores the transformation of perceptual experience over time. Anish 
/ETSSVŦW� WGYPTXYVI� ťRSR� SFNIGX� HSSVŦ� ERH� 0EVV]� &IPPŦW� ťWXERHMRK�[EPPW�Ŧ� FSXL�
YXMPM^MRK�VIɌIGXMZI�QEXIVMEPW��I\IQTPMJ]�LS[�ZMI[IVWŦ�IRKEKIQIRX�[MXL�EVX�LEW�
evolved. A pivotal distinction emerges: in the older photograph, observers 
coexist alongside the artwork, while the newer image depicts a spectator using 
a device to mediate their engagement, physically present but interacting through 
an intermediary.
Nevertheless, both instances represent phenomenological introspection, 
where we perceive ourselves perceiving. Despite the consistency of sensory 
mechanisms, the interpretation of perceptual experiences has been profoundly 
WLETIH�F]�XIGLRSPSK]��GYPXYVEP�WLMJXW��ERH�WGMIRXMɋG�TIVWTIGXMZIW��8LI�IQIVKIRGI�
SJ�ť0MKLX�ERH�7TEGI�EVX�Ŧ�SV�ťTLIRSQIREP�EVX�Ŧ�GETMXEPM^IH�SR�E�XIGLRSTLMPMG�IVE�
marked by advancements in computer technology, space exploration, material 
HIZIPSTQIRX�� ERH� I\TIVMQIRXEP� TW]GLSPSK]�� 8LMW� XIGLRSPSKMGEP� ERH� WGMIRXMɋG�
GSRXI\X�MRɌYIRGIH�EVXMWXW�XS�I\TPSVI�RI[�HMQIRWMSRW�SJ�TIVGITXYEP�I\TIVMIRGIW�
The introspection of artists like Helen Pashigan illustrates the intersection 
of personal experiences with artistic practice. Her childhood encounter with 
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XMHI�TSSPW��[LIVI�WLI�TIVGIMZIH�PMKLX�EW�E�PMZMRK�IRXMX]��WLETIH�LIV�EɍRMX]�JSV�
XVERWPYGIRX�QEXIVMEPW�ERH�TPEWXMGW��7YGL�I\TIVMIRGIW�MRɌYIRGIH�LIV�GVIEXMSR�SJ�
resin spheres that engage viewers by prompting closer inspection. The concept 
SJ� ťNYWX� RSXMGIEFPI� HMɊIVIRGIŦ� MR� TIVGITXYEP� TW]GLSPSK]� MW� TIVXMRIRX� LIVI�� MX�
elucidates the thresholds where changes become perceptible, highlighting the 
delicate balance between perceiving and noticing change.
8LI�TLIRSQIRSPSKMGEP�XYVR�MR�EVX��MRɌYIRGIH�F]�XLI�[VMXMRKW�SJ�1EYVMGI�1IVPIEY�
Ponty, emphasizes the relation between subject, body, and the world. It urges 
us to make objects of our mutable perceptions to understand how objects gain 
WMKRMɋGERGI��8LMW�WLMJX�MRJSVQIH�%QIVMGER�QMRMQEP�WGYPTXYVI�ERH�MXW�I\TPSVEXMSR�
SJ�TIVGITXYEP�GSRXMRKIRGMIW�SZIV�JSVQEPMWX�IWWIRXMEPMWQ��%VXMWXW�PMOI�(ER�*PEZMRŦW�
‘diagonal of personal ecstasy’ showcase this transition, where ordinary materials 
become transformed through creative intervention, challenging the traditional 
subject-object dichotomy.

The transition from object-oriented to systems-oriented culture was underscored 
by technological advancements and collaborations between artists and scientists, 
EW� WIIR� MR� 3XXS� 4MIRIŦW� MRZSPZIQIRX� [MXL� KVSYT� ^IVS�� 2%7%ŦW� WTEGI� VEGI�
prompted both perceptual research and artistic exploration. Notably, the space 
VEGI�WMKRMɋGERXP]�MQTEGXIH�XLI�HIZIPSTQIRX�SJ�TIVGITXYEP�TW]GLSPSK]�ERH�PMKLX�
and space art. NASA’s inquiries into survival and habitability parallels artists’ 
UYIWX�XS�TVSHYGI�EVX�JVSQ�I\TIVMIRGI��FSXL�MRɌYIRGMRK�IEGL�SXLIVŦW�HSQEMRW�
*VIH� )ZIVWPI]ŦW� EWWIVXMSR� XLEX� WGYPTXYVI� MW� E� QIGLERMWQ� JSV� PSSOMRK� XLVSYKL�
VEXLIV�XLER�PSSOMRK�EX�I\IQTPMɋIW�XLI�IRKEKIQIRX�TVSZSOIH�F]�PMKLX�ERH�WTEGI�
art. The destabilization of perceptual engagement positions observers as active 
TEVXMGMTERXW��8LMW�TVEGXMGI�MR�MRXVSWTIGXMSR�ɋRHW�TEVEPPIPW�MR�WSGMEP�ERH�TSPMXMGEP�
GSRXI\XW�� IRGSYVEKMRK� EGORS[PIHKQIRX� SJ� ZEVMSYW� TIVWTIGXMZIW�� 8LMW� VIɌIGXW�
Merleau-Ponty’s concept of a “second openness,” allowing us to engage with 
diverse viewpoints.

The contemporary integration of technology complicates perceptual experience, 
as virtual reality and immersive technologies challenge our understanding of 
VIEPMX]��/EVMR�7ERHIVŦW�I\LMFMXMSR�Ũ;LEX�]SY�WII�MW�RSX�[LEX�]SY�KIXũ�VIɌIGXW�
how technology transforms perception and awareness, provoking inquiries into 
the immersive nature of our experiences. These evolving technologies enable us 
XS�VI�I\EQMRI�XLI�VSPI�SJ�TIVGITXYEP�VIEPMX]��7GLYPH�������
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Exhibition spaces, documented by Joanna Filipowska 04
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Contemporaneity
“Contemporaneity refers to the temporal complexity that follows from the 
coming together in the same cultural space of heterogeneous clusters generated 
EPSRK� HMɊIVIRX� LMWXSVMGEP� XVENIGXSVMIW�� EGVSWW� HMɊIVIRX� WGEPIW�� ERH� MR� HMɊIVIRX�
PSGEPMXMIWũ��0YRH��������8LI�JSVQEXMSR�SJ�WYFNIGXMZMX]�MR�XMQI�ERH�XLI�GSRGITX�
of temporality in current times poses the assumption that art can operate in the 
JSVQ�SJ�ER�EHZERGIH�PEFSVEXSV]�XS�MRZIWXMKEXI�HMɊIVIRX�TVSGIWWIW�SJ�QIERMRK�
making and bring a better understanding within society and culture. Within this 
topic, it is essential to understand wide aspects, such as the issue of temporality, 
the development of new media and computational technologies, as well as how 
HS�EVXMWXMG�TVEGXMGIW�QEOI�ITMWXIQMG�GPEMQW��0YRH�������

In the last thirty years, contemporary art has taken the place of modern and 
postmodern art in signifying the art of our current era. This shift indicates 
that contemporary art is now resolutely associated with the present moment, 
distancing itself from being primarily a historical endeavor. Instead, it is marked 
by global circulation and continuity rather than by catalyzing social change. This 
circulation can also be perceived as contributing to the convergence of diverse 
temporalities and histories, forming what we recognize as ‘contemporaneity’, a 
HIɋRMRK�EWTIGX�SJ�SYV�GSRXIQTSVEV]�LMWXSVMGEP�PERHWGETI�

Contemporaneity involves the intricate interplay of diverse cultural clusters 
EGVSWW�HMɊIVIRX�LMWXSVMGEP�TEXLW��WGEPIW��ERH�PSGEXMSRW��EPP�GSRZIVKMRK�[MXLMR�XLI�
same cultural space and temporal dimension. This phenomenon is essentially 
VSSXIH� MR� ER� MRXIRWMɋIH� KPSFEP� MRXIVGSRRIGXIHRIWW� XLEX� IRGSQTEWWIW� ZEVMSYW�
experiences and perceptions of time.

Considering Giorgio Agamben’s insight that each culture embodies a distinctive 
encounter with time, particularly in the context of the present’s constitution 
and shared historical segments, this interconnectedness challenges conventional 
YRHIVWXERHMRKW�SJ�XMQI�ERH�LMWXSV]��4LMPSWSTLIV�4IXIV�3WFSVRI�ETXP]�WYKKIWXW�
XLEX�XLMW�WMKRMɋIW�E�WLMJXMRK�XIQTSVEP�IWWIRGI�SJ�XLI�LMWXSVMGEP�TVIWIRX��-R�IWWIRGI��
GSRXIQTSVERIMX]�WMKRMɋIW�E�TVSJSYRH�EPXIVEXMSR�MR�XLI�[E]W�[I�I\TIVMIRGI�XMQI�
and history, brought about by the interconnection of disparate temporalities, 
XIQTSVEP�I\TIVMIRGIW��ERH�LMWXSVMGEP�REVVEXMZIW��0YRH�������
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Atmospheres
To comprehend the intricate relationship between space, perception, and 
IQSXMSREP� VIWTSRWI�� MX� MW�FIRIɋGMEP� XS�I\EQMRI� XLI�GSRGITX�SJ�EXQSWTLIVIŤE�
XSTMG�XLEX�LEW�FIIR�I\XIRWMZIP]�WXYHMIH�ERH�HIWGVMFIH�MR�XLI�ɋIPHW�SJ�EVGLMXIGXYVI��
EVX��ERH�YVFER�TPERRMRK��&¹LQI�
�)RKIPW�7GL[EV^TEYP��������4EPPEWQEE��������
>YQXLSV��������4MRTSMRXMRK�ERH�ZIVFEPM^MRK�I\EGXP]�[LEX�EXQSWTLIVI�MW�GER�FI�
GLEPPIRKMRK��MX�MW�ɌIIXMRK��ɌYGXYEXMRK��WIRWYSYW��ERH�EP[E]W�FEWIH�SR�E�WYFNIGXMZI�
experience—nevertheless, it is always present. According to Gernot Böhme, 
atmospheres relate to “the emotional tone of a space or spatial constellation.” 
�&¹LQI�
� )RKIPW�7GL[EV^TEYP�� ������ T�� ���� 8LIVIJSVI�� HMVIGXMRK� XLI� JSGYW�
towards atmospheres can create a more complete image of space and spatiality 
because, as architect Juhani Pallasmaa writes: “As we enter a space, the space 
enters us, and the experience is essentially an exchange and fusion of the object 
ERH�XLI�WYFNIGX�ũ��4EPPEWQEE��������T������%GGSVHMRK�XS�4EPPEWQEE��SFNIGX�ERH�
subject, materiality and the human being, create the atmosphere of interaction 
ERH�QYXYEP�MRɌYIRGI�SR�IEGL�SXLIV��%XQSWTLIVI�MW�ER�ťMR�FIX[IIRŦ�TLIRSQIRSR�
�1SVWIPPM��������

(IɋRMRK� EXQSWTLIVIW� MW� RSX� EW� WXVEMKLXJSV[EVH� EW� HIɋRMRK� ER� SFNIGX� FEWIH�
SR� MXW� TVSTIVXMIW��%XQSWTLIVIW� EVI� GSRWXERXP]� GLERKMRK� ERH� LEVHIV� XS� HIɋRI�
precisely. However, we can articulate the ways in which things are present and 
express themselves, and use language to express the character of atmospheres. 
This helps us to understand the connections between the moods of things, the 
EXQSWTLIVI�� ERH� SYV� IQSXMSREP� WXEXIW� �%PFIVXWIR�� ������ 8LIWI� HIWGVMTXMSRW�
pertain to character traits, or physiognomy, materials, things, and environments 
�&¹LQI��������T�����MR�%PFIVXWIR��������%PWS��XVEMXW�XLEX�GEYWI�XLI�TIVGIMZIV�XS�
EGX�SV�QSZI�MR�E�GIVXEMR�QERRIV�GER�FI�HIWGVMFIH��%PFIVXWIR��������*SGYWMRK�
on the combination of physiognomy—people’s bodily expression—and the 
environmental material traits is, therefore, crucial. When atmospheres are 
HIɋRIH�ERH�EREP]^IH��SRI�GER� WE]� XLEX� XLI�I\MWXIRGI�SJ� MX�FSVHIVW�FIX[IIR�E�
sensuous meaning and the semiotic and hermeneutic.
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Crossmodal perception
Both Böhme and Pallasmaa focus on how the senses are the primary entrance 
XS� I\TIVMIRGMRK� XLI� EXQSWTLIVI� SJ� E� TPEGI� �&¹LQI� 
� )RKIPW�7GL[EV^TEYP��
������4EPPEWQEE��������8LMW�GSQIW��EQSRK�SXLIV�XLMRKW��JVSQ�XLI�MQQIHMEXI�
impression and experience of a place’s atmosphere. The atmosphere is 
experienced immediately as soon as you enter a room/area. It is felt emotionally 
FIJSVI� MX� MW� EREP]^IH�SV�YRHIVWXSSH� MRXIPPIGXYEPP]� �&¹LQI� IX� EP��� ������%PWS��
this emotional response—which is activated through our senses—is perceived 
EW�E�QYPXMWIRWSVMEP� I\TIVMIRGI� �&¹LQI�IX�EP���������%GGSVHMRK� XS�4EPPEWQEE��
our senses are interconnected, and we do not rely solely on our eyes to perceive 
space. Information about our surroundings is transmitted through all our 
WIRWIW��VIEGLMRK�FI]SRH�XLI�ɋZI�%VMWXSXIPMER�WIRWIW�SJ�WQIPP��WMKLX��XSYGL��XEWXI��
and hearing. Instead, other impressions, such as the embodied existential sense, 
simultaneously coproduce the experience of a character of our environments 
�4EPPEWQEE�� ������ (IWTMXI� XLMW�� ;IWXIVR� GYPXYVI� TPEGIW� XLI� QSWX� WMKRMɋGERX�
emphasis on our eyes, creating a hierarchical order of sensing (Pallasmaa, 
�������2SRIXLIPIWW��XLI�EGX�SJ�TIVGIMZMRK�WLSYPH�FI�ZMI[IH�EW�E�GSPPEFSVEXMZI�
process between senses that is much more intricate than a simple hierarchy or 
HSQMREXMSR�SJ�SRI�WIRWI�SZIV�SXLIVW��8LMW�SJXIR�VIWYPXW�MR�E�HMɊYWI��TIVMTLIVEP��
ERH�YRGSRWGMSYW�TIVGITXMSR�SJ�SYV�WYVVSYRHMRKW��4EPPEWQEE�������

Such multisensory perceiving is also covered in what Böhme accounts for as the 
KIRIVEXSVW�SJ�EXQSWTLIVI��&¹LQI�
�)RKIPW�7GL[EV^TEYP��������T�������3RI�
such generator is the synesthetic, which are qualities related to crossmodally 
correspondence. The phenomenon of synaesthesia has long been linked to the 
EVXW�ERH�EVXMWXMG�TVEGXMGI��7TIRGI�
�=SYWWIJ���������-R�MXW�SVMKMR��W]REIWXLIXMG�
I\TIVMIRGIW� EVI� HIɋRIH� EW� ŨXLI� GSRWGMSYW� I\TIVMIRGI� SJ� WIRWSV]� EXXVMFYXIW�
induced by particular conscious mental events, appearing in addition to any 
sensations that are normally experienced by most people during such events” 
�+VSWWIRFEGLIV� 
� 0SZIPEGI�� ������ T�� ���� 8LMW� HIɋRMXMSR� MQTPMIW� E� RIYVEP�
communication that mediates an understanding of an input or event based 
SR� E� GVSWWQSHEPP]� MRXIVTVIXEXMSR��3RI� I\EQTPI� MW� LS[� WSYRH� GER� MRHYGI� ER�
I\TIVMIRGI� SJ� GSPSV� �+VSWWIRFEGLIV� 
� 0SZIPEGI�� ������ -R� SXLIV� [SVHW��
individuals with synesthesia may experience a blending or crossing of senses, 
where the stimulation of one sense triggers an automatic and consistent response 
in another sense. Synaesthesia is currently considered a rare condition, occurring 
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MR�EX�PIEWX���MR������TIVWSRW��&EVSR�'SLIR�IX�EP���������;LIR�&¹LQI�HIWGVMFIW�
XLI� W]RIWXLIXMG�EW�E� GLEVEGXIV�SJ� WTEGI� �&¹LQI�������� MX� MW�TSWWMFP]�QSVI�SJ�
E� GVSWWQSHEP� GSVVIWTSRHIRGI� �7TIRGI�
�=SYWWIJ�� ������,IVI� SRI� WIRWSVMEP�
feature is matched or associated with another feature. The concept of which, 
where senses are matched and blended, has been of large inspiration within the 
creation of art. Multi-sensorial environments, such as audio-visual ones, are one 
example of this, which are often used in both installation art and theatre.
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Readability of Atmospheres
As the complexity of reading atmospheres by humans spans across numerous 
ɋIPHW� SJ� ORS[PIHKI� WYGL� EW� TW]GLSPSK]�� TL]WMSPSK]�� WGMIRGI� ERH� FVSEHP]�
YRHIVWXSSH�WYVVSYRHMRKW�GSRXI\X��WTEGI��MX�MW�ZMXEP�XS�NY\XETSWI�MX�[MXL�LYQER�
TIVGITXMSR� Ť� LS[� HS� [I� TIVGIMZI� EXQSWTLIVIVW#� -J� ZMWYEP� ERH� RSR� ZMWYEP�
sensations, together with ones that synthesise more than one of the senses, can 
FI�GSRWMHIVIH�EW�E�GEXEP]WX�XS�XLI�VIGITXMZI�WXEXI�SJ�LYQER�FIMRKW#

State in which a person is open to receiving both, previously known and 
YRORS[R�WXMQYPM��XLEX�JIIH�SɊ�IMXLIV�GYVMSWMX]�SV�HMɊIVIRX�TIVLETW�XEWOW�SVMIRXIH�
processes. When the experiences bring an enrichment for the receiver, in spite 
SJ�XLIMV�GLEVEGXIV#�1SVI�MQTSVXERXP]��MJ�GEXIKSVMIW�MRXS�[LMGL�XLI]�GER�FI�TYX��
for instance, pleasant and unpleasant, educational and entertaining, thought-
provoking as in, informative or abstract. Numerous compilations can be 
distinguished depending on the context, and the nature of the topic, yet if there are 
common measures to their occurrence. Thinking of the curve of the experience, 
and tempo-spatial perceptual sensations, how long an atmosphere should or 
can be experienced to achieve the desired outcome. Again, the readability of the 
atmospheres is an individual, and to understand the connections between the 
moods of things, the atmosphere, and our emotional states that can convey both 
in-depth information or knowledge, and content more focused on providing 
enjoyment, aesthetic experiences, or emotional responses.

In further stages of this report this subject plays a pivotal role when designing and 
MRWXEPPEXMSR��XLEX�EMQW�XS�FVMRK�VIɌIGXMSR�TVSZSOMRK�WIRWEXMSR��[LIR�SFWIVZIVW�
are asked to enter the installation with openness, and within what is possible —
 a receptive state of mind and body in order to participate in the testing procedure.
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8LMW�GLETXIV�MW�E�LSVM^SRXEP�GYX�WIGXMSR�XLVSYKL�XLI�Ũ7]QTSWMYQ�SR�0MKLX�ERH�
Space and Contemporary Art” at Copenhagen Contemporary in collaboration 
with the Department of Arts and Cultural Studies at the University of Copenhagen, 
that I had a chance to attend. This very accurate and compelling overview of the 
subject was a thought-provoking exploration of the intertwined realms of science, 
art, and technology, and brought brought more nuanced perspective placed in 
the historical context, as well as, new viewing-points to this research and topics 
oscillating around it. The symposium was motivated by the group exhibition 
Ũ0MKLX�ERH�7TEGIũ��0MKLX�
�7TEGI���)\LMFMXMSR���'STIRLEKIR�'SRXIQTSVEV]��
R�H��ERH�I\TPSVIH�XLI�TEWX�ERH�TVIWIRX�SJ�XLI�MGSRMG�[SVO�[MXLMR�XLI�WYFNIGX��
-� [EW� XSYGLMRK� YTSR� %QIVMGER� ERH� )YVSTIER� 0MKLX� ERH� 7TEGI� EVX�� LSWXMRK�
MRXIVREXMSREP�WGLSPEVW��GYVEXSVW��EVX�LMWXSVMER�ERH�EVXMWXW�XLIQWIPZIW��*SPPS[MRK�
part is dedicated to important thoughts introduced through the presentations, 
WTIIGLIW��HMWGYWWMSRW�ERH�VIɌIGXMSRW�XLEX�EVI�MRGSVTSVEXIH�MRXS�HMVIGXMSRW�SJ�XLI�
research of this report.

Director of Contemporary Copenhagen, Marie Nipper argues that the exhibition 
was based on the idea of presenting work by the American artists referred to as 
the ‘light and space movement’, and to diversify the group of artists that have 
traditionally been included in presentations of the ‘light and space movement’, 
LMKLPMKLXMRK�XLIMV�MRɌYIRGI�SR�)YVSTIER�GSRXIQTSVEV]�EVX�WGIRI��-R�GSQTEVMWSR�
XS�)EWX�'SEWX�QMRMQEPMWQ�XLEX�IQIVKIH�MR�2I[�=SVO�MR�XLI�����ŦW��VIGIMZMRK�
vast recognition internationally, Southern California ‘light and space art’ has 
not been equally presented, at the same time adding an important position to 
XLI� WLSVXPMWX� SJ� I\LMFMXMSR� SR� XLI� WYFNIGX� MR� )YVSTI�� 4VIWIRXMRK� XLMW� FVSEHIV�
picture has entailed discovering not only artists but also works that had barely 
FIIR�HSGYQIRXIH� ERH� VIGVIEXMRK� XLIQ�SR� WMXI� EPQSWX� ɋZI�HIGEHIW� EJXIV� XLIMV�
initial conception. The American ‘light and space movement’ has historically 
been male-dominated, and it has taken years for several female artists to be 
VIGSKRM^IH�JSV�XLIMV�[SVO�MR�XLMW�ɋIPH���2MTTIV��������%VXMWXW�HIPZIH�MRXS�XLI�
exploration of perceptual phenomena such as light, volume and scale, and how 
they could challenge the spectator’s idea of vision. Arising questions about the 
GSRRIGXMSR�FIX[IIR�TIVGIMZIV�ERH�VIEPMX]��[LMPI�MRXIVX[MRMRK�XLI�ɋIPHW�SJ�WGMIRGI�
and art.
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On ‘Light and Space’

Using new materials and exploring themes of space, light, and perception, the 
California postwar artists contributed to a radical shift in art away from an 
object and meaning to bodily and spatial experience. As a departure point, they 
took inspiration from the philosophical tradition of phenomenology, which 
studies how we experience and perceive the world with both our minds and 
bodies. A key aim of the exhibition light and space is to diversify the group of 
artists that have traditionally been included in presentations of the light and 
space movement.The American light and space movement has historically been 
male dominated, and it has taken some female artists years to be recognised 
JSV�XLI�[SVO�MR�XLMW�ɋIPH���2MTTIV��������8LMW�GSVI�TVMRGMTPI�SJ�PMKLX�ERH�WTEGI�
EVX�LEW�FIGSQI�IZMHIRX� MR�)YVSTIER�GSRXIQTSVEV]�EVX� WMRGI� XLI� IEVP]�����W��
highlighting a strong emphasis on engaging the viewer and concentrating 
SR� MQQIHMEXI� IRGSYRXIVW� ERH� XLI� TW]GLSPSK]� SJ� TIVGITXMSR� � �2MTTIV�� ������
“Beyond an interest in novel materials, many lightened space artists were and 
WXMPP�EVI�IRKEKIH�MR�GVIEXMRK�WTEXMEP�EVX�ERH�MR�ɋRHMRK�HMɊIVIRX�[E]W�SJ�FVIEOMRK�
down the barrier between art and architecture, between the tangible and the 
intangible, with installations that are conditioned to use Robert Irwins’s term 
F]�XLI�WMXI�MR�[LMGL�XLI]�ETTIEV�ũ��2MTTIV��������%VXMWXW��JVSQ�XLI�IEVPMIWX�WXEKI�
in their conceptual work, have taken the course to investigate forms that would 
I\TPSVI�FSXL��WTEXMEP��TL]WMGEP�ERH��EFWXVEGX�XIVQW�EX�XLI�WEQI�XMQI��

Marie Nipper explains that ‘light and space’ artists primarily were occupied 
with the physioloigcal and perceptual aspects within architecture and space 
MXWIPJ�� XS�[LMGL�)YVSTIER�FEWIH�EVXMWXW�GYVVIRXP]VIWTSRH�XS�JVSQ�[MHIV�ERKPI��
taking into consderations sites such as inherent politcal, cultural, economic and 
WSGMEP�WMKRMɋGERGI�WXVMZMRK�XS�I\TPSVI�XLI�TSXIRXMEP�SJ�KIRIVEXMRK�HMWGSYVWI�ERH�
knowledge. This also means including works that show a sensibility to materials 
such as sand, salt, and rocks. Somewhat hardscape of architectural space is being 
soften using more organic layers, bringing natural materials into the exhibition 
WTEGI�XS�GVIEXI�WMXI�WTIGMɋG�XIQTSVEV]�EVX[SVOW��3XLIV�EVXMWX�XSSO�XLIMV�[SVO�
into the landscape, engaging in bodily interaction with the natural surroundings. 
As “the artistic interest in more organic and natural materials challenges the 
cooler, more reductive agenda traditionally associated with minimalism, and it 
has often been detached from the discourse about light and space art and linked 
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MRWXIEH�XS�XLI�JIQMRMWX�QSZIQIRX�XLEX�IQIVKIH�MR�0SW�%RKIPIW�MR�XLI�����Wũ��MX�
is important to outline this wider response of corporal, textile, color and space 
GLEVEGXIV�XLEX�[IVI�IɊIGXMZIP]�MRXIKVEXMRK�EVXMWXMG�TIVWTIGXMZIW�[MXLMR�XLI�VIEPQ�
SJ�EFWXVEGX�QMRMQEPMWQ�MR�'EPMJSVRME��2MTTIV�������

%GGSVHMRK�XS�1EPIRI�:IWX�,ERWIR��[LS�STIRIH�[MXL�LIV�WTIIGL�WIGSRH�HE]�SJ�
XLI�Ũ7]QTSWMYQ�SR�0MKLX�ERH�7TEGI�ERH�'SRXIQTSVEV]�%VXũ��0MKLX�
�7TEGI���
)\LMFMXMSR���'STIRLEKIR�'SRXIQTSVEV]��R�H��XLI�XSTMG�GER�FI�WIIR�EW�[IPP�JVSQ�
E�TIVWTIGXMZI�SJ�ER�STIR�HMEPSKYI�FIX[IIR�XLI�97�ERH�)YVSTI��XLEX�XSYGLIW�YTSR�
“bodily interaction, immediate perception, thinking with your body, haptic, non 
narrative illuminations, present, ephemeral, direct involvement of the viewer” 
as parameters, and to articulats “ sensibilities to materials, experimenting, 
I\TIVMQIRXMRK�[MXL�QEXIVMEP��WMXI�WTIGMɋG��STIRRIWW��RSX�EFSYX�GVIEXMRK�ER�SFNIGX�
FYX�EFSYX�TIVGIMZMRK�E�WTEGIũ��:�,ERWIR��������%W�XLI�YRHIVWXERHMRK�GMVGYPEXIW�
around paying close attention to phenomena art.  At that time the pioneering 
experiments with new materia, their characteristics and shapes, together with 
technologies were testing new ground within contemporary art. In consequence, 
XLI�GVIEXMZI�QMWYWI�SJ�XLI�XIGLRSPSK]��MR�E�[E]��FIGEQI�E�JVYMXJYP�XSSP��0EWXP]�
commenting on the ephemeral context, when designing evocative experiences 
JSV�XLI�SFWIVZIVW��1EPIRI�:IWX�,ERWIR�VMKLXP]�TYX�MR�[SVHW�XLEX�ŨXLIWI�[SVOW�
invite, and sometimes force us viewers to think with our eyes and body 
QSZIQIRXW�XS�WIRWI�SYVWIPZIW�WIRWMRK�ERH�SYV�WTEGI�MR�XLI�[SVPHũ��:�,ERWIR��
������'SMRIH�F]�%QIVMGER�EVXMWX�ERH�GYVEXSV�0YG]�0MTTEVH��XLMW�QSZIQIRX�WE[�
EVXMWXW�EXXIQTXMRK�XS�FVIEO�JVII�JVSQ�XLI�GSRɋRIW�SJ�XVEHMXMSREP�FSYVKISMW�ZMWYEP�
EVX��HITEVXMRK�JVSQ�GSQQSHMɋIH�QIHMYQW�PMOI�TEMRX�ERH�FVSR^I��-RWXIEH��XLI]�
embraced fresh perspectives, everyday materials, innovative concepts, and novel 
creative approaches.

In this landscape, various paths were forged, including conceptual exploration and 
feminist perspectives. Some artists delved into uncharted territories, investigating 
XLI� TVSJSYRH� VSPI� SJ� EVX�� 0MKLX� ERH� WTEGI� EVXMWXW�� MR� TEVXMGYPEV�� IQFEVOIH�SR�
ventures that often involved unconventional materials sourced from industrial 
and technological realms. Their endeavors entailed experimental projects guided 
F]�SFWIVZEXMSR�ERH�WGMIRXMɋG�QIXLSHSPSKMIW��SGGEWMSREPP]�IZIR�IRKEKMRK�MR�HMVIGX�
and intimate collaborations with scientists. Seen as a groundbreaking moment 
[LIVI�XLI�EVX�WXYHMSW�GSYPH�FI�I\GLERKIH�JSV�PEFW��:�,ERWIR�������
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Light and Space Continuum

Speaker Matthew Simms problematized the idea of a movement, explaining that 
MX�MW�GLEPPIRKMRK�XS�HIɋRI�XLI�PMKLX�ERH�WTEGI�QSZIQIRX��ERH�TVSTSWIH�XS�VITPEGI�
XIVQ� ťQSZIQIRXŦ� [MXL� ťGSRZIVWEXMSRŦ��3VMKMREP� XIVQ�� LS[� LMWXSVMERW� ERH� EVX�
critics have been relating to the ‘light and space movement’, is being juxtaposed 
RS[�[MXL�ɋVQ�TEVEQIXIVW�SJ�HIɋRMRK�XLI�[SVOW�VIPEXIH�XS�ťPMKLX�ERH�WTEGIŦ�EVX�
proving that it is “still alive, and it can function as a cliche in the real literal 
sense of the word, a proposal for canon to be actively engaged with discussed 
UYIWXMSRW�UYIWXMSRIH�ERH�XS�FI�GSRXMRYIHũ���:�,ERWIR��������

%GGSVHMRK�XS�1EXXLI[�7MQQW�XLIVI�[IVI�X[S�HMɊIVIRX�[E]W�MR�[LMGL�GYVEXSVW�
were starting to think about ways to bring attention to what they were seeing and 
GSRWMHIVMRK�EW�ťIQIVKMRK�TIVGITXYEP�GSRGIVRWŦ��-R�������XLIVI�[IVI�WMKRMɋGERX�EVX�
I\LMFMXMSRW�XLEX�TPE]IH�E�TMZSXEP�VSPI�MR�WLETMRK�XLI�EVX�WGIRI��3RI�SJ�XLI�MW�Ũ8LI�
6IWTSRWMZI�)]Iũ���I\LMFMXMSR�XVEZIPIH�I\XIRWMZIP]�EGVSWW�XLI�9RMXIH�7XEXIW�ERH�
GSRGPYHIH�MR�4EWEHIRE��'EPMJSVRME��[LIVI�EVXMWXW�6SFIVX�-V[MR�ERH�0EVV]�&IPP��
[LS�IQIVKIH�EW�MQTSVXERX�ɋKYVIW�ERH�WLS[IH�YT�MR�HMɊIVIRX�WLS[W�XSKIXLIV�
ERH�[IVI�WLS[GEWIH�EPSRKWMHI�SXLIV�RSXEFPI�EVXMWXW�WYGL�EW�(SREPH�.YHH��0EVV]�
4SSRW��ERH�*VERO�7XIPPE��8LMW�MW�E�QSQIRX�[LIR��1EXXLI[�7MQQW�GSRWMHIVW��EW�
the beginning of mediating and discussing the importance of perception work of 
ťPMKLX�ERH�WTEGIŦ�EVX��7MQQW��������.YQTMRK�ELIEH�XS�����W�[LIVI�TPEWXMG�EVX�
exhibitions that had been circulating, and followed by congealing permutations 
RSX�ťPMKLX�ERH�WTEGIŦ��FYX�ťPMKLX�ERH�GSPSYVŦ�MR�XLI�����W��,I�IPEFSVEXIW�JYVXLIV�
on the shared values, and shared attitude of the artists, who were not necessarily 
content with being wound up into the ‘group’ and considered as working within 
‘moevement’ of light and space. Sharing interesting point that there are “the 
pros and cons of trying to bring together a movement, there’s always a loss” 
�7MQQW�������

40



THEO
RETIC

AL  BAC
KG

RO
UN

D

As the Symposium hosted as well speeches by artists, who were exhibited in the 
WLS[�ERH�GYVVIRXP]��WYGL�EW�0MXE�%PFYUYIVUYI�ERH�)P]R�>MQQIVQER��1EXXLI[�
Simms gave a fair point into the ‘past and present’ dissertation provoking 
VIɌIGXMSRW��EW�ũXLI]�EVI�PMZMRK�EVXMWXW�QEOMRK�EVX�XSHE]��ERH�XLEX�PMKLX�ERH�WTEGI�
art in particular is an art about the present. And it’s about experience as it kind 
SJ�QSZIW�JSV[EVH��-XŦW�RSX�EFSYX�RIGIWWEVMP]�WSQIXLMRK�XLEXŦW�ɋ\IH�MR�XLI�TEWX��
And this is a dilemma once again, between the artists point of view and sort of 
XLI�LMWXSVMERW�TSMRX�SJ�ZMI[��XLI�WSVX�SJ�HMɊIVIRX�TIVWTIGXMZIW�ũ��7MQQW�������
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Upright human body and time, by Tuan 05

As listening to Matthew Sims opening presentation, 
and his discussion upon the continuity of the ‘Light 
ERH�7TEGIŦ�EVX��RYQIVSYW�VIƞIGXMSRW�GEQI�XS�QI��SR�
art that treats about the past, present, and future. 
,S[�ƞIIXMRK�MW�XS�TPEGI�MX�MR�SRI�SJ�XLI�XMQIJVEQIW��
,S[�HS�ZMI[IVW�ƝX�MR�XLMW�HMWGYWWMSR�JVSQ�Ť�GER�
we ask about past, present and future when talking 
about experiencing - with human body, in space 
and time (Tuan, 2002).
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How art is mediating the concept of time and the events placed in its line. What 
sculptures, installations, or objects can be related to only one of the three time-
related categories, as they most likely overlap, having their starting point in one 
�I�K���TVIWIRX�ERH�TSMRXMRK�XS�XLI�HMVIGXMSR�SJ�XLI�WIGSRH��TEWX��JYXYVI�ɌYIRXP]#

Another aspect is the materials and ways of exhibiting art, as they already 
MRɌYIRGI�XLI�GSRXI\XYEPM^EXMSR�SJ�EVX�ERH�TPEGMRK�MX�MR�XMQI�JVEQIW��8LIR�XV]MRK�
XS�QET�SYX�LS[�HMɊIVIRX�EVXMWXW�[IVI�I\TPSVMRK�QEXIVMEPW�MR�E�GIVXEMR�SVHIV��%R�
order applied on them from available resources or technology development, but 
XLI]�[IVI�SJXIR� XIWXMRK�EPVIEH]�I\MWXMRK�QEXIVMEPW��FSXL�REXYVEP�ERH�EVXMɋGMEP��
from angles that, at times, material wouldn’t give a response to, although testing 
and searching - longing for more smooth, slick, transparent, translucent qualities 
of materials - were imposing a demand in further explorations and development 
�WIXXMRK�HMVIGXMSRW��0SRKMRK�XS�WII�QSVI��EW�6SFIVX�-V[MR�I\TVIWWIH�WE]MRK��Ũ1]�
ambition is, in a sense, to make you see a little bit more tomorrow than you saw 
XSHE]ũ��;EHI�������

Going further, more upon materials available at the moment, their accessibility 
when it comes to using the latest pioneering materials, or newest technologies. 
*SV� MRWXERGI��[LIR�HIWMKRMRK� ER� I\LMFMXMSR� WTEGI� SV� ER� MRWXEPPEXMSR�[MXL� XLI�
RI[IWX� PMKLXMRK� XIGLRSPSKMIW�[MPP� GVIEXI� E� HMɊIVIRX� UYEPMX]� SJ� XLI� VSSQ�� MX� MW�
more powerful in terms of executing the ideas and adapting to the needs. Art 
that is pointing into new directions by challenging what is here and now, in the 
WEQI�[E]�EW����]IEVW�EKS�� -R� XLI� VIWYPX�SJXIR�GVSWWMRK� XLI�QEXIVMEPW�� XIWXMRK��
ERH�VIWIEVGLMRK�LS[�GSQFMRIH�IPIQIRXW�GER�IZSOI�HIWMVIH�IɊIGX�SV�FVMRK�XLI�
intended outcome.
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Science and Art

1SRMGE� &IPPS�� MR� LIV� TVIWIRXEXMSR�� WLEVIW� MRWMKLXW� JVSQ� LIV� ɋIPH� ERH� HIPZIW�
into the intersection of art, science, and technology, focusing on immersive 
experiences, material culture, and the evolving relationship between nature and 
human perception. Acknowledging the broadness of the term “immersive”, and 
LS[�MX�MW�IZSPZMRK�SZIV�XMQI��7LI�VIɌIGXW�SR�XLI�LMWXSVMGEP�GSRXI\X�SJ�EVX��WGMIRGI��
ERH�XIGLRSPSK]��LMKLPMKLXMRK�XLI�LMWXSVMGEP�HIZIPSTQIRX�SJ�WGMIRXMɋG�ETTEVEXYWIW�
ERH�XLI�EVXMWXWŦ�VIWTSRWI�XS�XLIQ��WLS[GEWMRK�LS[�FSXL�ɋIPHW�GSRXVMFYXI�XS�SYV�
YRHIVWXERHMRK�SJ� VIEPMX]��8LI� VSPI�SJ�QEGLMRIW� MR� WGMIRXMɋG�HMWGSZIV]�ERH� XLI�
transformation of research, drawing parallels between pioneering minds of the 
TEWX�ERH�GSRXIQTSVEV]�EVXMWXW��&IPPS�������

*MVWX�VIJIVVMRK�XS�MQEKIW�SJ�TEVXMGPI�HIXIGXSVW�ERH�SFWSPIXI�WGMIRXMɋG�IUYMTQIRX�
illustrating the connection between science, technology, and artistic expression, 
UYIWXMSRMRK� GSQTPI\MX]� SJ� HIWGVMFMRK� ERH� MRXIVTVIXMRK� LMWXSVMGEP� WGMIRXMɋG�
IUYMTQIRX� MR� XLI� GSRXI\X� SJ� VETMH� XIGLRSPSKMGEP� EHZERGIQIRXW�� )\TPEMRW� XLI�
interdisciplinary character of the explorations, where preoccupations, especially 
in the context of light and perception are being shared by artists and scientists. 
3YXPMRMRK�XLEX�FSXL�ɋIPHW�LEZI�WMQMPEV�GSRGIVRW��WYGL�EW�HIEPMRK�[MXL�TMSRIIVMRK�
GSRGITXW�ERH�YRHIVWXERHMRK�XLI�PMRO�FIX[IIR�WTEGIɌMKLX�ERH�TIVGITXMSR�

*YVXLIV�HIPZIW�MRXS�XLI�I\TIVMQIRXEP�REXYVI�SJ�FSXL�EVX�ERH�WGMIRGI��IQTLEWM^MRK�
how artists and scientists experiment with materials and transform them to 
I\TPSVI�RI[�TIVWTIGXMZIW��0MKLX�EX�XLEX�XMQI�[EW�E�TLIRSQIRE�XLEX�WXEVXIH�XS�FI�
STIRP]�HMWGYWWIH�MR�VIPEXMSR�XS�QER]�WGMIRXMɋG�XSTMGW��JVSQ�Ɍ]MRK�XS�XLI�QSSR�
and back to more mundane narratives like glasses, underlying the experience 
SJ� PMKLX� STXMGW� SV� VIWIEVGL� EVSYRH� MX��3FWIVZEXMSR� SJ� XLI� FILEZMSYV� SJ� PMKLX��
I\TIVMQIRXMRK�[MXL�QEXIVMEPW� PIH�EVXMWXW� XS� MRZIWXMKEXI�HMɊIVIRX�IRZMVSRQIRXW��
escape to landscapes and look into the rocks or water. Transmitting characteristics 
of natural phenomena into captivating art pieces, using glass, epoxy or raisin. In 
a way, capturing light in them can be observed in Helen Pashgian’s early works 
and techniques that she has been exploring.
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Bello further opens a discussion on the role of aesthetics and techniques 
in contemporary art, as well as the shared responsibility of knowledge 
HMWWIQMREXMSR��-QTSVXERX�TSMRX�QIRXMSRIH�MW�XLI�GSQTPI\MX]�SJ�QSHIVR�WGMIRXMɋG�
and technological advancements, and how they shape human perception and 
understanding. Showing great responsibility that scientists have in developing 
and using these technologies, in parallel to the responsibility that lays on artists 
[LS�MRXIVTVIX�ERH�VIɌIGX�SR�XLIQ��&IPPS�������

Bello introduces the idea of perceiving reality and nature and the challenges 
EWWSGMEXIH� [MXL� MX�� VIJIVVMRK� XS� ZEVMSYW� WGMIRXMɋG� HIZMGIW�� WYGL� EW� FYFFPI�
chambers, accelerators, and detectors, which highlight humanity’s attempts to 
understand the fundamental nature of the universe. Alongside the connection 
FIX[IIR�WGMIRXMɋG�WYFGYPXYVIW��WSGMIX]��ERH�GYPXYVI�MW�I\TPSVEXMSR��4SMRXMRK�SYX�
XLEX�XLIVI�MW�ER�YVKIRG]�XS�IWXEFPMWL�ŨXVEHMRK�^SRIWũ�[LIVI�HMɊIVIRX�HMWGMTPMRIW�
intersect, to enhance understanding and collaboration.

%W�ER�I\EQTPI�SJ�EVXMWXMG�VIWTSRWI�ERH�MRXIVTVIXEXMSR�SJ�WGMIRXMɋG�ɋPIH��7LI�HMWGYWWIW�
[SVO�SJ�7MKYV³YV�+Y³N¶RWWSR��XLEX�EQSRK�ZEVMSYW�EVXMWXW��IRKEKI�[MXL�WGMIRGI�
and technology, and exploits the potential of time-based media to produce pieces 
that rhythmically engage the viewer in a synaesthetic experience in installation 
and video art. The artist experiments with camera lenses, perspective, light, and 
motion, amplifying and observing these forms and the transformations that take 
TPEGI�EW� XLI]� MRXIVEGX�[MXL� XLIMV� IRZMVSRQIRX� �%FSYX� �� 7MKYV³YV�+Y³N¶RWWSR��
R�H����%R�MRXIVIWXMRK�ERH�GSQTIPPMRK�ETTVSEGL�SJ�XVERWPEXMRK�WGMIRXMɋG�HEXE�MRXS�
EVXMWXMG� I\TIVMIRGIW�SJXIR� VIɌIGX�SR� XMQI��TIVGITXMSR��ERH� XLI�QEXIVMEP�[SVPH��
Presenting how artists bridge the gap between science and art, creating multi-
sensory installations that challenge perceptions, and that artistic interpretations 
SJ�WGMIRXMɋG�HEXE�GSRXVMFYXI�XS�SYV�TIVGITXMSR�SJ�VIEPMX]��REXYVI��ERH�XLI�YRMZIVWI�

“I think most people would agree that the natural world has some kind of like 
intrinsic beauty that we all agree on, and complexity” in simple metal shavings 
you can observe through the electron microscope and the fact that “the more 
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understanding we get to the natural world, the better we get at, for instance, 
mathematically describing the patterns of growth in nature”. Arguing that 
these are examples that make nature beautiful, the “complexity that can’t be 
VITPMGEXI�F]�TISTPIũ��&IPPS��������%VVMZMRK�XS�FVMIJ�HMWGSYVWI�SZIV�XLI�%VXMɋGMEP�
Intelligence, speculating, if artists will undertake more lcuratorial role and set 
top level parameters, and then have machines as collaborators in the way that 
XLI]�TVSHYGI#ũ��&IPPS�������

Concluding the thought-provoking exploration of the intertwined realms of 
science, art, and technology, Monica Bello says that  “the notion that technology, 
once detached, is now intertwined with human experience, urging contemplation 
of its multi-layered role in shaping our perception of reality”.

*VSQ� XLI� TIVWSREP� TIVWTIGXMZI� SR� XLI� HMWGYWWIH� XSTMG�� MQQIVWMZI� I\TIVMIRGIW�
XLEX�MRZSPZI�GSQTPI\�XIGLRMGEP�W]WXIQW�TVSZSOIW�XLI�VIɌIGXMSR�YTSR�XLI�[E]W�MR�
[LMGL��WGMIRGI�ERH�EVX��MRɌYIRGI�ERH�WLETI�SYV�TIVGITXMSR�SJ�XLI�[SVPH�EVSYRH�
YW��*EGX�XLEX�MX�MW�MQTSVXERX�XS�EGORS[PIHKI�XLI�RSXMSR�SJ�EKIRG]�MR�REXYVI�ERH�
XLI�TEVEPPIPW�FIX[IIR�WGMIRXMɋG�I\TIVMQIRXEXMSR�ERH�EVXMWXMG�I\TPSVEXMSR��

0IEZMRK� ER� STIR� UYIWXMSR� �� How has the relationship between aesthetics, 
XIGLRMUYIW�� ERH� WGMIRXMƝG� EHZERGIQIRXW� MW� IZSPZMRK� SZIV� XMQI#�;LEX� EVI� XLI�
EJXIVTSMRXW#
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Robert Irwin and James Turell at UCLA, 1969
“Photographs of Robert Irwin,” Special 
Collections, Getty Research Institute, Los Angeles 
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Light for Art

8LI� MRHYWXV]� VIPEXIH� XS� EVX� TVIWIRXEXMSR� LEW� KEMRIH� WMKRMɋGERX� TVSQMRIRGI��
where major institutions hosting themed and temporary exhibitions aim to 
captivate the public, in parallel to permanent shows and collections. In addition 
to curatorial work there has been increased interest in expert exhibitions, events 
where designers strive to overcome set globally standard for visual excellence in 
QYWIYQW�ERH�I\LMFMXMSR�WTEGIW��'YXXPI�������
1YWIYQW�� MR� JEGX�� EVI� JEGMRK� E� YRMUYI� GLEPPIRKI� MR� EGLMIZMRK� IɊIGXMZI� ZMWYEP�
communication due to the potential of new technology that supports outstanding 
visual sensations, building complete experiences, as “the rise of new art forms 
ERH�SXLIV�EIWXLIXMG�MHIEPW�MW�VIɌIGXIH�MR�QIXLSHW�SJ�EVX�GSQQYRMGEXMSR�ERH�MR�
XLI�GLERKIW�XLEX�I\LMFMXMSR�GSRGITXW�LEZI�YRHIVKSRIũ��7GLMIPOI��������0MKLX��
essential for exhibition of various forms of art, is playing a key role in the current 
exploration of designing exhibitions. Prioritizing the preventive conservation 
of the long-term well-being of museum objects and artistic heritage, however, 
aiming to achieve immersive experiences that would captivate visitors’ attention. 
It is essential to investigate lighting practices that can at a similar level provide 
QIWQIVM^MRK�PMKLX�IɊIGXW�[MXLMR�WEJIKYEVHMRK�HMWTPE]IH�EVX��VEXLIV�XLER�JSGYWMRK�
on goals and design objectives only. There is a room for collaboration among 
professionals to optimize the viewing experience while minimizing light exposure 
XS�SFNIGXW�MXWIPJ��'YXXPI��������8LI�MRLIVIRX�ZEVMIX]�SJ�EVX�HMWTPE]W�MPPYQMREXIH�
by light spans from restrained and neutral environments that convey an objective 
impression to vibrant and dynamic presentations that exuberantly celebrate the 
MRXIVEGXMSR�[MXL�GYPXYVEP�XVIEWYVIW�EW�MQQIVWMZI�I\TIVMIRGIW��7GLMIPOI�������

The purpose of displaying museum objects extends beyond meeting recommended 
lighting levels; it aims to create a captivating and informative visual encounter. It 
is also crucial to point out that art itself is constantly evolving and investigating 
more spacious and cross disciplinary paths, merging spatial design with lighting 
and broadly understood installation art directions.
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The Presentation of Art

The presentation of art for viewer appreciation is a multifaceted endeavor, 
[MXL� PMKLXMRK� TPE]MRK� E� GVYGMEP� VSPI�� 0MKLXMRK� RSX� SRP]� IREFPIW� ZMWMFMPMX]� FYX�
EPWS�TVSJSYRHP]�MRɌYIRGIW�XLI�[E]�EVX[SVOW�EVI�TIVGIMZIH��MQTEGXMRK�ZMI[IVWŦ�
ETTVIGMEXMSR��;LMPI�EPP�QYWIYQW�EMQ�XS�JYPɋPP�ZMWMXSVWŦ�I\TIGXEXMSRW��XLI�JSGYW�
here is on art museums where viewing expectations are particularly critical, 
though the discussed lighting aspects are relevant to museum lighting in general. 
(MɊIVIRX� ETTVSEGLIW� XS� TVIWIRXMRK� EVX� EVI� I\TPSVIH��3RI� I\EQTPI� HMWGYWWIH�
by the author is to replicate the artist’s original lighting condition, aiming for 
HMVIGXMSREP�ERH�HMɊYWIH�HE]PMKLX��IQTLEWM^MRK�E�WXVSRK�ɌS[�SJ�PMKLX�JVSQ�XLI�PIJX��
Second, to create an abundant natural light. In this case extensive use of  daylight 
can represent conditions in which artists such as Monet or Cezanne worked, 
embracing natural light often working outdoors to capture scenes under bright 
conditions. In the end it is allegorical, how museum displays must prioritize 
conservation, limiting light exposure to prevent fading and degradation, while 
EVXMWXW�MRXIRXMSREPP]�[SVOIH�MR�FVMKLX�GSRHMXMSRW�XS�IRLERGI�GSPSVW��'YXXPI��������
;LIR�GLSSWMRK�E�PMKLXMRK�ETTVSEGL��XLVII�OI]�JEGXSVW�GSQI�MRXS�TPE]��3RI�MW�XLI�
content of the artworks. Second,  formal attributes of the image medium. As last, 
the spatial and temporal context in which the work was produced. By assessing 
the artwork’s brightness, contrast, and light ambiance, curators can determine 
a suitable lighting strategy for both the room and the exhibit. Although, an 
important criterion, when aiming to achieve authentic presentation with light 
is the question of “whether the artist perceived the artwork in that way at the 
time of creating the work, whether the lighting concept being considered could 
lead to a falsifying of the artistic statement, and whether the lighting solution 
HMWXVEGXW�JVSQ�XLI�IWWIRXMEP�VIGITXMSR�SJ�XLI�EVXũ��7GLMIPOI��������T�����
Creating ideal conditions for viewing art involves drawing from our understanding 
SJ�LYQER�ZMWMSR��)WWIRXMEP� JEGXSVW� MRGPYHI�I\GIPPIRX�GSPSV� VIRHIVMRK�� IRWYVMRK�
XLI� EVX[SVO� MW� XLI� FVMKLXIWX� TSMRX� MR� XLI� ɋIPH� SJ� ZMI[�[MXL� WQSSXLP]� KVEHIH�
brightness to the surroundings, and eliminating all forms of glare, both direct 
ERH�VIɌIGXIH��:MWMXSVW�XVERWMXMSRMRK�JVSQ�FVMKLXIV�IRZMVSRQIRXW��PMOI�HE]PMKLX��
should gradually adapt to lower light levels before entering the viewing area, 
especially when conservation requires dim lighting. Achieving and sustaining 
such conditions often relies on electric lighting. While some visitors, like those 
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on a special trip or at a temporary exhibition, seek an unblemished viewing 
experience, another type of viewer, frequent visitor or the passionate art lover 
may value the evolving interaction between artwork and environment, whose 
experience is extended in time by returning to museum multiple times, seeking 
JSV�GEPQRIWW�ERH�ZMWYEP�GSQJSVX�[MXLSYX�ER]� MRXIRWMZI�HMWXYVFERGI��*SV� XLIWI�
observers who revisit artworks, the interplay of changing seasons, times of day, 
and weather conditions becomes an integral part of their engagement. Unlike the 
TYVWYMX�SJ�STXMQEP�ZMWYEP�GSRHMXMSRW��XLIWI�EɋGMSREHSW�ɋRH�XLI�YRTVIHMGXEFMPMX]�
SJ�REXYVEP�HE]PMKLX�XS�FI�XLI�IWWIRGI�SJ�MXW�GLEVQ��'YXXPI�������

On Performance In Exhibition Space

Museum lighting design and theatrical lighting are two distinct yet interconnected 
HMWGMTPMRIW�XLEX�WLEVI�E�GSQQSR�KSEP��Ũ)EGL�QIXLSH�SJ�QYWIYQ�PMKLXMRK�WIVZIW�
XS� GSQQYRMGEXI� E� GSRGITXMSREPP]� FEWIH� ETTVSEGL� XS� EVXũ� �7GLMIPOI�� ������
T����� EMQMRK� XS� IRLERGI� XLI�ZMI[IVŦW� I\TIVMIRGI�ERH�TIVGITXMSR�SJ� I\LMFMXIH�
art. While theatrical lighting is primarily concerned with creating dynamic 
ERH� MQQIVWMZI�EXQSWTLIVIW� JSV� PMZI�TIVJSVQERGIW� �7LIPPI]��������8LYW�FSXL�
IRZMVSRQIRXW�GER�WLEVI�QIXLSHW�XS�WSQI�I\XIRX�MRZIWXMKEXMRK�XLI�QSWX�IɊIGXMZI�
and captivating lighting designs. Museum lighting design aims to illuminate 
artifacts and artworks in a way that not only accentuates their beauty but also 
TVIWIVZIW�XLIMV�MRXIKVMX]�JSV�TSWXIVMX]��8LMW�NY\XETSWMXMSR�SJ�HMWGMTPMRIW�SɊIVW�E�
fascinating exploration of how light plays a crucial role in shaping the narrative 
and emotional impact of both theatrical productions and museum exhibitions.

8LVSYKLSYX� XLI�TIVMSH�SJ� *IFVYEV]���XL� ��1EVGL���XL�� ������8LI�2EXMSREP�
+EPPIV]� SJ� %VX� �71/� MR� 'STIRLEKIR� LSWXIH� ER� I\LMFMXMSR� GSQFMRIH�
[MXL� E� TIVJSVQERGI� TVSHYGIH� F]� ,SXIP� 4VS� *SVQE�� 8LI� TVIWIRXIH� [SVO�
Ũ)0)'86-'-8=ũ��Ũ)0)'86-'-8=��������ũ�R�H��XSSO�TPEGI�MR�XLI�[MRK�SJ�XLI�
QYWIYQ�XLEX�GIPIFVEXIW�����]IEVW�SJ�(ERMWL�ERH�2SVHMG�EVX��MQTPIQIRXMRK�EVX�
pieces and series of performances into the permanent exhibition titled “Danish 
ERH�2SVHMG�%VX����������ũ��71/���7XEXIRW�1YWIYQ�JSV�/YRWX��R�H��[LIVI�-�
had a chance to assist Jesper Kongshaug in execution of lighting designed for 
the piece.
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8LI�GLEVEGXIV�SJ�XLI�TVSHYGXMSR�JVSQ�,SXIP�4VS�*SVQE�I\TPSVIH�TSWWMFMPMXMIW�SJ�
lighting design that would provide light for ephemeral exhibition incorporated 
into permanent curatorial work, at the same time challenging the capacity of 
the given space bringing performance to the museum space. In search of the 
HIWMVIH�ZMWYEP�IɊIGX�JSV�XLI�EYHMIRGI��XLI�XSTMG�SJ�OIITMRK�ER�EGGYVEXI�PIZIP�SJ�
light in the existing exhibition when striving for an evocative atmosphere for the 
performance. Issues related to the security of the rooms and keeping minimal 
levels of light strongly challenged the set of tools that could be used to achieve 
XLI�HIWMVIH�EXQSWTLIVI�MR�XLI�TVSHYGXMSR��0MKLXMRK�HIWMKRIV�VSPI�MW�XS�HMWGIVR�XLI�
ZMWMFPI�EXXVMFYXIW�SJ�SFNIGXW�ERH�GVEJX�PMKLXMRK�EVVERKIQIRXW�XLEX�IɊIGXMZIP]�YRZIMP�
them, when for light-sensitive items, the key lies in tailored lighting that suits the 
SFNIGXŦW�GLEVEGXIVMWXMGW��SɊIVMRK�ZMI[IVW�E�WEXMWJ]MRK�I\TIVMIRGI�[LMPI�QMRMQM^MRK�
light exposure. In cases of highly light-sensitive objects, degradation control 
hinges on limiting exposure duration rather than compromising presentation 
UYEPMX]��'YXXPI��������8LI�HMEPSKYI�SJ�PMKLX�XLEX�SYXPMRIW�XLI�TEMRXMRKW�EX�XLI�
WEQI�XMQI�FVMRKW�XLIEXVMGEP�PMKLX�SR�E�TIVJSVQIV��LEW�GEYWIH�VSSQ�JSV�E�VIɌIGXMSR�
on the topic of role of light and how challenging it is to work within theatrical 
art outside of the black box.

In consequence, the multithreaded character of light in performative contexts 
and explained above case shows a possible direction and a common interest in 
further investigation, what is the role of light and possible exploration of the 
topic of the hierarchy between the room and light in broadly understood art 
projects, guiding the audience through performative scenarios.  In the following 
part of this thesis, presented are a series of interviews carried out on this topic, 
[LIVI�TVSJIWWMSREPW�JVSQ�EGVSWW�XLI�ɋIPH�LEZI�FIIR�MRZMXIH�XS�XLI�STIR�HMWGYWWMSR�
in a form of semi-structured interview.
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Hierarchy of Light and Light As A Servant

This part is based on the conversation with Jesper Kongshaug that we would have 
in early February 2023. It had its place in the period of working on the exhibition 
“ELECTRICITY” (“ELECTRICITY / 2023,” n.d.) by Hotel Pro Forma at the 
Statens Museum for Kunst (SMK) which is more thoroughly explained in the 
subchapter above.

*VSQ� XLI� QIQSV]�� IWWIRXMEP� XLSYKLXW� WLEVIH� F]� .IWTIV� /SRKWLEYK�� SR� XLI�
storytelling character of light in theatrical space and how it has been changing 
SZIV�XLI�]IEVW��3TIRMRK�XLI�XSTMG�JVSQ�XLI�ZMI[�SR�Ũ8LI�XMKLX�VIPEXMSR�SJ�QYPXMTPI�
elements which builds into the experience for the audience, such as spatial design, 
set design, sound, and lighting design, go in parallel with performed art, event or 
curated exhibition. The room where the artistic action or practice takes its place 
gives a direct cue and foundation to the presence of the light, telling a story” 
�/SRKWLEYK�� TIVWSREP� GSQQYRMGEXMSR�� �����=IX�� LI� TSMRXW� SYX� XLI� JEGX� XLEX�
Ũ3VMKMREPP]�PMKLX�JYRGXMSRIH�EW�E�WIVZERX��-PPYQMREXMRK�XLI�WSPSMWXW�MR�XLI�STIVE�
or pointing direct spots of light on the displayed art piece on the museum wall. 
'SRWIUYIRXP]�WIVZMRK�WYɍGMIRX�PIZIPW�SJ�PMKLX�XLEX�EVI�RIIHIH�XS�QEOI�ZMWMFPI�XLI�
GLSWIR�EWTIGX��JVEKQIRX�SV�WGIRIũ��/SRKWLEYK��TIVWSREP�GSQQYRMGEXMSR��������
0MKLX�MXWIPJ�LEW�RSX�FIIR�GSRWMHIVIH�EX�XLMW�TSMRX�EW�ER�EVXMWXMG�XSSP��FYX�MX�VIWSVXIH�
only to a pragmatic and functional character. However, the role of the light 
IZSPZIW��ERH�MXW�MQTSVXERGI�HMɊIVW��8LI�HIZIPSTQIRX�SJ�RI[�XIGLRSPSK]�GLERKIW�
the possibilities of light, its role, and its power in the room. Increasingly lighting 
investigates objects on stage or actually materializes the surfaces, enabling an 
MRXIVTVIXEXMSR�SJ�XLI�WEQI�SFNIGX�MR�RI[�[E]W��0SSOMRK�EKEMR�EX�XLI�I\EQTPI�SJ�
Ũ)PIGXVMGMX]ũ�������F]�,SXIP�4VS�*SVQE��[LIVI�TIVJSVQEXMZI�TVSHYGXMSR�QIIXW�
exhibition space conditions, “there is a kind of discussion about whether we 
are entering a museum or a performance. How do people perceive that they are 
MR�E�QYWIYQ��[EXGLMRK�E�TIVJSVQERGI#�-R�XLMW�TSMRX�� PMKLXMRK�MW� MQTSVXERX�XS�
show the key, its connection between reality and illusion” (Kongshaug, personal 
GSQQYRMGEXMSR��������8LI�FSYRHEVMIW�FIX[IIR�WTEGI��GVIEXMRK�E�JVEQI[SVO�JSV�
such a peculiar blend of exhibition and performance, “showing the relationship 
between both the performance and the room itself. So there has always been a 
HMWGYWWMSR�JSV�PMKLXMRK�HIWMKRIVW��EMQMRK�XS�FI�ZIV]�TVIGMWI�MR�HIɋRMRK�XLI�VSPI�SJ�
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light because if the lighting at the wrong moment is too strong, the audience’s 
JSGYW�[MPP�FI�SZIVXEOIR�F]�XIGLRSPSK]�ERH�PMKLXMRK�IɊIGXW��-R�E�[E]�HMWXVEGXMRK�ERH�
creating a layer of a more mechanical character. It can cause loss of the quality of 
the moment observed by the audience” (Kongshaug, personal communication, 
������*SV�MRWXERGI��LI�MW�VIJIVVMRK�XS�ER�I\EQTPI�SJ�ER�EGXSV�WXERHMRK�SR�XLI�
WXEKI��ERH�XLI� PMKLXMRK�IɊIGX� MR�XLI�TVIWIRXIH�WGIRI�WLSYPH�VITVIWIRX�XLI�VEMR��
Posing the question, “To what extent is it accurate to present the rain to viewers’ 
I]IW#�;LEX�PMKLX�IɊIGX�MW�HIWMVIH#ũ��-W�XLI�PMXIVEP�TVIWIRXEXMSR�SJ�VEMRHVSTW�F]�
HMWTPE]MRK�TEXXIVRW�SV�ETTP]MRK�E�XI\XYVI�[MXL�XLI�PMKLX�SR�WXEKI��EGGYVEXI#�3V�
whether to leave up to the audience’s imagination the texture and movement 
of water pouring horizontally from the sky in order not to take over the focus 
JVSQ�XLI�EGXSV#�Ũ-W�XLI�VSPI�SJ�EGXMRK�XS�FVMRK�XLI�EYHMIRGI�ER�YRHIVWXERHMRK�SJ�
VEMR�MR�XLI�TEVXMGYPEV�QSQIRX��[MXL�GIVXEMR�QSZIQIRX�TVIWIRXIH�MR�XLI�FSH]�
MQMXEXMRK�XLI�HMVIGXMSREPMX]�SJ�[EXIV#ũ���/SRKWLEYK��TIVWSREP�GSQQYRMGEXMSR��
������6IJIVVMRK�XS�XLI�JEGX�XLEX�XLI�WXSV]�GER�FI�EɊIGXIH�MJ�ZMWYEPP]�WXVSRK�ERH�
PMXIVEP� PMKLXMRK� IɊIGXW� EVI� ETTPMIH� SR� WXEKI�� 4VIWIVZMRK� SV� IZIR� IRLERGMRK� XLI�
JERXEW]�ERH�MQEKMREXMZI�VIɌI\IW�MR�XLI�EYHMIRGI�OIITMRK�MR�QMRH�XLI�EWTIGX�SJ�
situatedness “as the cultural thing is, that elements of the story, such as sun or 
VEMR� JSV�QI��EVI�RSX� XLI�WEQI�EW� JSV�]SY��1IERMRK� XLEX�[I�EPP�LEZI�HMɊIVIRX�
perceptions depending on experiences reaching even early childhood. What is 
FIEYX]#�,S[�[I�HIɋRI�MX��MX�VIQEMRW�ZIV]�MRHMZMHYEP��-X�QIERW�HMɊIVIRX�XLMRKW�
to each person. At least I hope so…” (Kongshaug, personal communication, 
������ 1SZMRK� SR� XS� XLI� XSTMG� SJ� XLI� MRHMZMHYEPM^EXMSR� SJ� XLI� QSQIRX� MR�
theatrical space and that highly important is, when designing lighting is also 
XS�FI�EFPI� XS�EGLMIZI� WYFXPI� IɊIGXW�ERH�FEPERGI�� GSRXVSPPMRK� WQEPP� GLERKIW�SJ�
light to guide the story. Illuminating only directions of it and preserving the 
processes of the interpretation for the audience and leaving room for fantasy. 
3YXPMRMRK�XLI�GLEPPIRKI�JSV�PMKLXMRK�HIWMKRIVW��HITIRHMRK�SR�XLI�[SVO��XS�EMQ�
for subtle lighting, once well done, is no longer noticeable to the audience, and 
SRP]�JSV�XLEX�VIEWSR�[MPP�JYPɋPP�XLI�HIWMVIH�IɊIGX��0IEZMRK�EWMHI�XLI�XIQTXEXMSR�
for lighting designers’ work to be recognized and noticeable by unnecessary 
EQTPMɋGEXMSR�SJ� PMKLXMRK�IɊIGXW�� XLIMV� WGEPI��SV� WXVIRKXL� �/SRKWLEYK��TIVWSREP�
GSQQYRMGEXMSR�������
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Jesper Kongshaug also discussed the delicate balance that lighting designers 
must achieve in theatrical spaces, aiming for subtlety that supports the story. He 
notes the challenge of avoiding excessive attention on the lighting itself, as well 
as the tension between standing out for survival and serving the narrative well. 
6IɌIGXMRK�SR�GSRZIVWEXMSRW�[MXL�E�WGYPTXSV�[LS�IQTLEWM^IW�XLI�MQTSVXERGI�SJ�
concise storytelling through design choices. The role of darkness, its ability to 
create longing for light, and its impact on audience engagement. The moment 
in the theater when the performance begins on the blackout, dark venue with 
MXW� EYHMIRGI�� E[EMXW� JSV� XLI�ɋVWX� FIEQ�SJ� PMKLX�TSMRX� MRXS� XLI� WXEKI� IRZIEPMRK�
the starting point of the performance. He also recounts experiences with ballet 
productions, where revealing hidden performers through lighting transformed 
the perception of the narrative. Discusses the challenges of adapting lighting for 
HMɊIVIRX�ZIRYIW�ERH�TVSHYGXMSRW��PIEHMRK�XS�RYERGIH�HIGMWMSR�QEOMRK�
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Dramaturgy in Light

*VSQ�XLI�QIQSV]�SJ�GSRZIVWEXMSRW�[MXL�.EVOOS�0ILQYW�LIPH�HYVMRK�[SVOWLSTW�MR�
GSPPEFSVEXMSR�[MXL�&2'2��Ũ(VEQEXMG�*MIPHW�ţ�)\TERHMRK�'MVGYW�(VEQEXYVK]�ũ�
�����MR�3GXSFIV�������HIHMGEXIH�XS�HVEQEXYVK]�MR�TIVJSVQEXMZI�EVX�-�VIQIQFIV�
TEVXW�SJ�XLIWI�XEPOW�LEH�WMKRMɋGERX�MQTEGX�SR�Q]�ZMI[�SJ�HIWMKR�ERH�STIRIH�Q]�
curiosity to transfer them to the design of light.

The dramaturgical approach from the realm of performative arts translated 
into the installation art could open new directions, here I am referring to this 
material, set of questions, as dramaturgical lenses:

looking at the design

[LEX�MW�TVIWIRX#
[LEX�EVI�XLI�IPIQIRXW#
[LEX�MW�XLI�UYEPMX]�MR�XLEX�QSQIRX#

[LEX�GLERKIW#��LS[���[LIR���[L]�
[LEX�I\TIVMIRGI�HSIW�MX�GVIEXI#

[LEX�HSIW�RSX�GLERKI#��LS[���[LIR���[L]
[LEX�I\TIVMIRGI�HSIW�MX�GVIEXI#

what is the level of the intensity in what you 
WII#�
what is the level of the intensity in what you 
JIIP#�

[LEX�MW�RS�PSRKIV�XLIVI#

internal when designing
[LEX�HS�]SY�[ERX�XS�HS#
[LEX�HS�]SY�[ERX�ťMXŦ��XS�HS#

*where word ‘it’ refers to the design
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This perspective has been accompanying creative process, and decision making 
when designing and experience and installation, yet have character of internal 
dialogue, and shapes possible discussion curve in this project. Seen as an possible 
angle to speak about the installation design and research through exhibition.

Act of controlling and Trust

.EVVOS�0ILQYW�EPWS�HMWYWW�XLI�ťEGX�SJ�GSRXVSPPMRKŦ�WTIEOMRK�XLEX�Ũ-X�MW�TSWWMFPI�
to control what happens on stage to some extent, but not how audience will 
experience it. Achieving certain intentions can happen by being aware of the 
relation between the elements - that are behind, and within the control of the 
MRXIRXMSRWũ��0ILQYW��TIVWSREP�GSQQYRMGEXMSR�������

*VSQ�Q]�QIQSV]�SJ�E�GSRZIVWEXMSR�[MXL�/MVWXIR�(ILPLSPQ��XLMW�XSTMG�MW�EPWS�
present. She deliberated on the aspirations and constraints tied to managing 
audience response within the realm of a director or designer’s responsibilities. 
She stressed that although designers cannot command the exact perception 
of a production by the audience, they embark on their creative voyage by 
EPMKRMRK�[MXL�IPIQIRXW�XLEX�LSPH�TIVWSREP�WMKRMɋGERGI�XS�XLIQ��7E]W�Ũ,YQER�
MHIRXMɋGEXMSR�HITIRHW�SR�XLIMV�TVSJIWWMSR�ERH�[LEX�XLI]�[ERX�XS�JSGYW�XLIMV�I]IW�
and see. Depends on the audience what they going to see” (Dehlholm, personal 
GSQQYRMGEXMSR��������%W� MX�GERX�FI�TVIHMGXIH�LS[�XLI�EYHMIRGI�[MPP� VIGIMZI�
the artistic work, it is important to trust in the fact that each person from the 
audience will leave the performance with individual layer of stimuli, sensations 
and emotions. Somewhat depending on their situatedness and ongoing state of 
mind, observers look in the experiences for what is currently of their interest. 
This can be appreciation of visual layers in the piece, sound or performative 
actions and expressions. Numerous elements in the theatrical productions within 
their complexity serve stimuli and interwind sensations that can be interpreted 
and explored by the audience. 

The relationship of lighting design with all the elements in scenographic context 
require cross-disciplinary approach, and it would be vital - when designing 
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I\TIVMIRGI� JVSQ� HMɊIVIRX� TIVWITGXMZIW� XLEX� EPP� TVSJIWWMSREPW� MRZSPZIH� �WIX�
HIWMKRIV��HMVIGXSV��PMKLXMRK�HIWMKRIV��WSYRH�IRKMRIIV�WLSYPH�WXVMZI�RSX�I\GPYHI��
FYX� VEXLIV� XS� MRGPYHI� IEGL� SXLIVW� ZMI[MRK� TSMRXW�� )\TPSVI� HMɊIVIRX� TVSGIWWIW�
of interpretation, at the same time, keeping in mind what is the quality in the 
moment of the experience and what remains afterwards in the possible empirical 
sensations.
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The following chapter details the methodologies employed to conduct this 
master thesis. Two departure points supporting the presented work are practice-
based research and research through the exhibition.
In parallel, developing and applying new knowledge through design in a trans-
disciplinary environment combining art and science is based on the design 
experiment model and iterative methodology.
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Practice-based research requires overcoming critical challenges such as unforeseen 
REVWDFOHV�� 8VLQJ� WKLV� PRGHO� FKDOOHQJHV� WKH� YDOLGDWLRQ� DQG� VXSSUHVVLRQ� RI� VSHFL¿F�
facets of reality while considering theory development as a complementary element 
RI�SUDFWLFDO�HQJDJHPHQW��)R[���������7KH�VWUXFWXUH�RI�WKLV�WKHVLV�SURMHFW�FRQVLVWV�RI�
WZR� LQWHUFRQQHFWHG� FRPSRQHQWV� WKDW� ZRUN� FROODERUDWLYHO\�� WKH\� LQWHUDFW� DQG� ZRUN�
together to address the research question more accurately. One is a creative output 
that allows adapting to complex but highly explorative processes of developing design 
DQG�LWV�LPSOHPHQWDWLRQ�DQG�IRFXVLQJ�RQ�WKH�¿QGLQJV�DQG�PDWHULDO�JDWKHUHG�WKURXJKRXW�
the process, but staying in the receptive state to constantly juxtapose encountered 
NQRZOHGJH�ZLWK�GLUHFWLRQV�RI�WKH�GHVLJQ�

A part of the actual design and carrying out the implementation process includes 
VHOHFWLQJ�DSSURSULDWH�WRROV�DQG�WHFKQLTXHV�LQ�DFFRUGDQFH�ZLWK�WKH�GH¿QHG�PHWKRGRORJ\��
&UHDWLQJ� IUDPHZRUNV� IRU� ERWK� WKH� FRUH� DQG� ODWHUDO� HOHPHQWV� ZLWKLQ� WKH� GHVLJQ� LV�
motivated to provide the most accurate and valuable testing procedure. The second 
component is text, which grounds the research and enables to address the topic from 
diverse angles for whom light is a shared denominator. 
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%W�MRXVSHYGIH�EFSZI��XLI�ETTVSEGL�LEW�ɌI\MFPI�GLEVEGXIV��ERH�GER�MRGSVTSVEXI�
several methodologies and methods  to a certain degree. The following direction 
of the research through the exhibition has been chosen to shape the framework of 
XLMW�TVSNIGX��*MVWXP]��MX�MW�ZMXEP�XS�I\TPEMR�E�HYEP�RSXMSR�SJ�XLI�VIWIEVGL��TVIWIRXIH�
ERH�GSPPEXIH�F]�7MQSR�7LIMOL�MR�Ũ'YVEXMRK�6IWIEVGLũ��3Ŧ2IMPP�
�;MPWSR�������
a series of texts on contemporary curating practice in both speculative and 
analytic spirit. It is essential to understand the current term of ‘the curatorial’ 
that suggests a broadening of the concept of curating, curatorial processes, and 
the role of curator together with its potentialities. He is relating to the expansion 
SJ�XLI�LMWXSVMGEPP]�YRHIVWXSSH�XIVQ�EW�E�ɋIPH�SJ�IHYGEXMSR��[LIVI�GYVEXMRK�GSQIW�
XS�PMKLX�EW�E�ɋIPH�JSV�ERH�SJ�VIWIEVGL�MR�JSVQW�XLEX�XEOI�TPEGI�FSXL�[MXLMR�ERH�
outside of academia, and the growth of curating as an object of study is not 
limited to theoretical and historical examination. It can be posited now as a 
WTIGMɋG�QSHI�SJ�VIWIEVGL�XLEX�QE]�XEOI�SR�ER�I\LMFMXMSRŦW�WTEXMEP�ERH�XIQTSVEP�
form, although it doesn’t have to.

It is presented as something that employs the thinking involved in exhibition-
making and research, not necessarily focused on artistic production and 
development, but positioning the art world as tools for investigating something 
HMɊIVIRX� XLER� EVX�� I\TPSVMRK� MHIEW�� ERH� GVSWWMRK� GSRGITXYEP� [SVO� VIWYPXW��
presenting its discourse another form than a science, sociology, journalism or 
among many. Knowledge production is closely related to other formats and 
ɋIPHW�XLEX�GER�IQTS[IV�GYPXYVEP�IRZMVSRQIRXW�SV�KVSYTW�ERH�QSZIQIRXW�
Within its bounds, the exhibition as a research method has elements such as 
initial research, curatorial project, artistic and creative processes, and realization 
XS�XVERWQMX�ORS[PIHKI��;LIR�XLI�ɋREP�SYXTYX�MW�WIIR�EW�XLI�I\LMFMXMSR�MXWIPJ��EW�
a form of mediation, or post-research product - it is important to outline the 
I\MWXIRGI�SJ�XLI�I\LMFMXMSR�EW�[IPP�EW�E�WMXI�JSV�GEVV]MRK�SYX�XLMW�VIWIEVGL��3Ŧ2IMPP�

�;MPWSR��������T�����

Practices related to carrying out the exhibition that crosses curating, art 
production, and execution of designed experience with its complexities bring a 
RYQFIV�SJ�ɋRHMRKW�ERH�GEVIJYPP]�KEXLIVIH�HEXE�[LIR�EGXMZIP]�HIGMHIH�XS�VIWIEVGL�
through an exhibition, contributing to the overall scope of research as well as 
the works done before the exhibition itself. Active choice of staying open and 
focused for both stages can broaden and expand the role of the exhibition as a 
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TVIWIRXEXMSR�SJ�ORS[PIHKI�SV�EVXMWXMG�[SVOW��KMZMRK�MR�XLI�ɋREP�VIWYPX�RI[�PE]IVW�
of encountered information, possibly including human response to the work 
carried out to produce the exhibition.

8LI�VIPEXMSRWLMT�FIX[IIR�GYVEXMRK�ERH�TVEGXMGIW�SJ�VIWIEVGL�GER�FIGSQI�ɌYMH��
However, they become aligned with each other when looking at exhibitions 
as the main outcome of curating-as-production, going beyond exhibitionary 
frames. The divergences between curating, curatorial, and research practices 
have complex natures, yet within the given time frame of this report leaves out 
further exploration of the topics related to curatorial contexts, thus focusing 
mainly on research within the exhibition-making process and the exhibition as 
a research action in itself.
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The transdisciplinary nature of design is a hallmark of its ability to address 
complex and multifaceted challenges by integrating knowledge, methods, and 
perspectives from various disciplines. Design transcends traditional boundaries 
ERH�IQFVEGIW�E�GSPPEFSVEXMZI�ETTVSEGL�XLEX�HVE[W�YTSR�HMZIVWI�ɋIPHW�XS�GVIEXI�
innovative solutions. This transdisciplinary character is recognized as a crucial 
aspect of contemporary design, practice and education.

Design as a transdisciplinary practice, involves synthesizing insights from diverse 
ɋIPHW� WYGL� EW� EVX�� IRKMRIIVMRK�� TW]GLSPSK]�� WSGMSPSK]�� XIGLRSPSK]�� ERH�QSVI��
This holistic approach allows designers to consider the broader context and 
implications of their creations. Designers often collaborate with experts from 
HMɊIVIRX�HSQEMRW��IRKEKMRK� MR�E�H]REQMG�I\GLERKI�SJ� MHIEW�XLEX�IRVMGLIW�XLI�
GVIEXMZI�TVSGIWW��'VSWW��������8LMW�GSPPEFSVEXMZI�WTMVMX�MW�TEVXMGYPEVP]�IZMHIRX�
MR�ɋIPHW�PMOI�EVGLMXIGXYVI�ERH�FVSEHP]�YRHIVWXSSH�HIWMKR��ERH�EVX��;LIVI�SJXIR�
designers or artists must collaborate with scientists, policymakers, sociologists, 
and other experts to develop comprehensive and sustainable design/artwork. 
8LMW� MRXIKVEXMZI� ETTVSEGL� IRWYVIW� XLEX� XLI� SYXGSQIW�� HITIRHMRK� SR� E� ɋIPH��
converge to create exceptional experiences for their audience. Across all the 
disciplines, the transdisciplinary approach supports developing the ability to 
think critically and solve problems by drawing from a diverse knowledge base 
�8LI�'SVI�SJ�ť(IWMKR�8LMROMRKŦ�ERH�-XW�%TTPMGEXMSR���7GMIRGI(MVIGX��R�H��

In conclusion, the transdisciplinary character of design is a key factor in its 
ability to address contemporary challenges and create meaningful impact. This 
approach underscores the dynamic and evolving nature of design as it continues 
to adapt to the changing demands of society and technology. Throughout this 
thesis, the research and design process are striving to integrate knowledge 
and perspectives from various disciplines, such as spatial and lighting design, 
focusing on designing guided experiences for the audience by developing a 
complete installation executed in real scale and time.
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“cross-disciplinary” and “transdisciplinary” 

As the environment related to art, has been often relating to these terms on multiple 
occasions, a brief overview of both is useful due to the correct formulation of 
XLI�GSRXIRX�VIPEXIH�XS�XLMW�QEWXIVŦW�XLIWMW��EW�XLI]�VIJIV�XS�HMɊIVIRX�ETTVSEGLIW�
in the integration of disciplines within the design process. While both involve 
GSPPEFSVEXMSR�FIX[IIR�HMɊIVIRX�ɋIPHW��XLI]�HMɊIV�MR�XLI�HITXL�ERH�REXYVI�SJ�XLIMV�
interactions.

'VSWW�HMWGMTPMREV]� HIWMKR� MRZSPZIW� GSPPEFSVEXMSR� FIX[IIR� HMɊIVIRX� HMWGMTPMRIW�
while maintaining a certain degree of separation between them. In this approach, 
I\TIVXW�JVSQ�ZEVMSYW�ɋIPHW�GSQI�XSKIXLIV�XS�GSRXVMFYXI�XLIMV�WTIGMɋG�ORS[PIHKI�
ERH�WOMPPW�XS�E�TVSNIGX��)EGL�HMWGMTPMRI�VIXEMRW�MXW�HMWXMRGX�QIXLSHW��TIVWTIGXMZIW��
and goals, and their contributions are combined to create a comprehensive 
solution. Cross-disciplinary design recognizes the value of diverse expertise but 
does not necessarily seek to fully integrate or transcend disciplinary boundaries 
�,IWOIXX�������

Transdisciplinary design goes beyond collaboration by actively seeking to integrate 
ERH�FPYV�XLI�FSYRHEVMIW�FIX[IIR�HMWGMTPMRIW��-X� MRZSPZIW�E�LSPMWXMG�ERH�YRMɋIH�
approach that seeks to create new frameworks, concepts, and methodologies 
XLEX�IQIVKI�JVSQ�XLI�MRXIVEGXMSR�SJ�QYPXMTPI�ɋIPHW��-R�XVERWHMWGMTPMREV]�HIWMKR��
experts work together to co-create a shared understanding and language, 
often leading to the emergence of entirely new perspectives and solutions that 
transcend traditional disciplinary constraints (Transdisciplinarity: A Review of 
-XW�3VMKMRW��(IZIPSTQIRX��ERH�'YVVIRX�-WWYIW�`�7IQERXMG�7GLSPEV��R�H���

-R�WYQQEV]��XLI�QEMR�HMɊIVIRGI�FIX[IIR�GVSWW�HMWGMTPMREV]�ERH�XVERWHMWGMTPMREV]�
design lies in the depth of integration and interaction between disciplines. 
Cross-disciplinary design involves collaboration while maintaining disciplinary 
boundaries, whereas transdisciplinary design seeks to dissolve these boundaries 
ERH� GVIEXI� E� YRMɋIH�� MRXIKVEXIH� ETTVSEGL� XLEX� PIEHW� XS� RI[� MRWMKLXW� ERH�
solutions. In consequence, the consistent and accurate use of the terms such as 
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‘crossdisciplinary design’, ‘transdisciplinary design’, as well as, ‘interdisciplinary 
design’ and ‘multidisciplinary’ allow for distinctions within the increasingly 
GSQTPI\�HSQEMR�SJ�XLI�GSRXIQTSVEV]�HIWMKR�TVEGXMGI��(]OIW�IX�EP��������

&SXL�ETTVSEGLIW�LEZI�XLIMV�QIVMXW�ERH�EVI�ZEPYEFPI�MR�HMɊIVIRX�GSRXI\XW��'VSWW�
disciplinary collaboration can provide diverse perspectives and specialized 
expertise, while transdisciplinary design can lead to truly innovative and holistic 
solutions by breaking down traditional silos and fostering a more synergistic 
relationship between disciplines.

The inductive method of research is an approach to generating knowledge and 
YRHIVWXERHMRK�XLVSYKL�XLI�SFWIVZEXMSR�SJ�WTIGMɋG�MRWXERGIW�SV�GEWIW�ERH�XLIR�
drawing general conclusions based on those observations. In other words, it 
MRZSPZIW� QSZMRK� JVSQ� WTIGMɋG� SFWIVZEXMSRW� XS� FVSEHIV� KIRIVEPM^EXMSRW�� 8LI�
inductive method is often associated with qualitative research and is particularly 
useful when exploring new or uncharted areas where existing theories may not 
JYPP]�ETTP]��XS�MRHYGXMZIP]�HIZIPST�E�XLISV]�SV�TEXXIVR�SJ�QIERMRK��'VIW[IPP�
�
'VIW[IPP�������
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Donald A. Schon dedicated his work as a researcher on organizational learning 
ERH� TVSJIWWMSREP� IɊIGXMZIRIWW�� -R� XLI� Ũ)HYGEXMRK� XLI� VIɌIGXMZI� TVEGXMXMSRIV��
XS[EVH�E�RI[�HIWMKR�JSV�XIEGLMRK�ERH�PIEVRMRK�MR�XLI�TVSJIWWMSRWũ��7GL¹R�������
(SREPH� 7GL¹RŦW� TVIWIRXW� E� QSHIP� SJ� ŨVIɌIGXMSR�MR�EGXMSRũ� XLEX� WMKRMɋGERXP]�
contributed to the understanding of professional expertise and problem-solving. 
9RPMOI� XVEHMXMSREP� ZMI[W� SJ� VIɌIGXMSR� XLEX� IQTLEWM^I� E� VIXVSWTIGXMZI� EREP]WMW�
of past experiences, Schön proposed a dynamic process that occurs during the 
very act of problem-solving. According to his model, professionals engage in a 
GSRXMRYSYW�G]GPI�SJ�XLMROMRK�ERH�EGXMSR��[LIVI�XLI]�VIɌIGX�SR�XLIMV�EGXMSRW�ERH�
decisions in real-time, adapting and adjusting their approach based on ongoing 
feedback and new insights. This concept challenges the notion that expertise 
MW� WSPIP]� FEWIH� SR� TVIHIɋRIH� VYPIW� ERH� XLISVMIW�� LMKLPMKLXMRK� XLI� MQTSVXERGI�
of intuitive, context-sensitive decision-making. Schön’s model underscores 
the value of experiential knowledge and the ability to navigate complex and 
YRGIVXEMR�WMXYEXMSRW�F]�HVE[MRK�SR�SRIŦW�S[R�VIɌIGXMZI�TVEGXMGI��4VSJIWWMSREPW�
TSWWIWW� E� XEGMX� YRHIVWXERHMRK� SJ� XLIMV� ɋIPH� XLEX� KYMHIW� XLIMV� EGXMSRW�[MXLSYX�
I\TPMGMX� EVXMGYPEXMSR� �7GL¹R�������� -X� MW� IREFPIH� XLVSYKL�KEXLIVMRK�SZIV� XMQI�
the type of knowledge that emerges in practitioners from engagement with 
challenges and tasks encountered along the creative processes and work. It is 
MQTSVXERX�XS�SYXPMRI�XLEX�MR�XLI�PIEVRMRK�TVSGIWW��EW�[IPP�EW�MR�VIɌIGXMZI�HIGMWMSR�
making, highly valuable is trust in intuitive judgments and adaptation of the 
strategies along the design process.

By emphasizing the iterative interplay between thinking and doing, the 
HMWGYWWIH�KVSYRHFVIEOMRK�QSHIP�SJ�ŨVIɌIGXMSR�MR�EGXMSRũ�WYTTSVXW�IQFVEGMRK�
XLI� YRGIVXEMRX]�� PIEVRMRK� JVSQ� XLI� I\TIVMIRGIW� EW� XLI]� GSQI�� ERH� VIɋRMRK�
I\TIVXMWI�HIZIPSTQIRX��XLVSYKL�XLI�SRKSMRK�VIɌIGXMZI�TVEGXMGI��2YVXYVMRK�XLI�
environment a constant cycle of exploration, experimentation in rapidly changing 
GSRXI\XW�IɊIGXMZIP]��8LMW�ETTVSEGL�LEW�FIIR�ZMXEP�JSV�XLI�HIWMKR�TVSGIWW�ERH�MXW�
implementation in the real world, enabling it to follow the chosen course of the 
research through exhibition and further design of testing procedure in a form of 
an art installation.
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Installation, documented by Muszkieta 07

4. RESEARCH QUESTION
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3RKSMRK�VIWIEVGL��XLSYKLXW�ERH�GSRZIVWEXMSRW�XLEX�GMVGPI�EVSYRH�
the interconnectedness of seeing, culture, and education, outlining 

shared interest in developing images and visual experiences that 
allow human perception to grow beyond form.

This research led to posing following research question:

How to create memorable visual experiences, 
with and through light?
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Lighting design serves as a pivotal common denominator across various domains 
of architectural and spatial design, encompassing not only architectural settings 
FYX�EPWS�I\XIRHMRK�MXW�MRƞYIRGI�XS�XLIEXVMGEP�WIX�HIWMKR�ERH�FVSEHP]�YRHIVWXSSH�
art. This essential element plays a transformative role in shaping the atmosphere, 
QSSH��ERH�JYRGXMSREPMX]�SJ�WTEGIW��XVERWGIRHMRK�FSYRHEVMIW�FIX[IIR�HMƜIVIRX�
design disciplines. Its dual character of, at times, being a silent servant outlining 
the artistic nature of projects and formation of the space shifts to playing a 
principal - or equal - role in realizations that sum up to immersive and captivating 
I\TIVMIRGIW�MR�EVX��8LMW��WIIR�EW�ER�MRWTMVMRK�ERH�VIƞIGXMSR�TVSZSOMRK�HMVIGXMSR�
XLEX�GSYPH�FI�JYVXLIV�I\TPSVIH���SR�FVMHKIW�FIX[IIR�ƝIPHW�ERH�XLI�GSQTPI\MX]�SJ�
their blend, with and through light - is only interlacing in this report aiming to 
gain a better understanding of what it takes to design an evocative experience.
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5.1 Lighting Design As A Tool - Interviews
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-RMXMEP�UYIWXMSR� ťLS[�HIZIPSTMRK� GSRGITXW� MR�HMɊIVIRX�ɋIPHW�YWI� PMKLXMRK�FSXL�
as a tool and language to execute artistic ideas’ led to the research upon light 
as a coherent element in creative processes within a broad spectrum of artistic 
directions. This was a catalyst for opening conversation, in a form of semi-
WXVYGXYVIH� MRXIVZMI[W� [MXL� TVSJIWWMSREPW� JVSQ� HMɊIVIRX� HMWGMTPMRIW� JSV� [LSQ�
light is the common denominator.

8LI�EMQ�[EW�XS��ɋVWXP]��QET�SYX�XLI�VSPI�SJ�PMKLX��ERH���LS[�HSIW�PMKLXMRK�HIWMKR�
IREFPI� XLI� HIWMKRMRK� SJ�QYPXMXLVIEHIH� I\TIVMIRGIW#�;LIR� PEXIVEP�� XLI� TIVWSR�
giving the interview was investigating topics such as cross-disciplinarity in their 
[SVO�ERH�HIɋRMRK�[LEX�EVI�XLI�IPIQIRXW�XLEX�QEOI�YT�XLI�[SVO�JVSQ�EGVSWW�
theater, performance, set design, installation art through light.

Interviews with Matthieu Cabanes, Maxime Brunois, Jesper Kongshaug, 
Nadja Mattioli, Kirsten Dehlholm, Jarkko Lehmus  in chronological order are 
attached in the appendix, and synthesised in the following paragraphs from the 
angle of essential points of view that resulted from the conversations. Complete 
transcriptions from interviews are available in the appendix.
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Conversation with Maxime Brunois
Date: 11th of April 2023 (online)

Maxime Brunois�MW�E�0MKLXMRK�(IWMKRIV�;SVOMRK�EW�E�TVSNIGX�QEREKIV�MR�'32')483�
studio with a master of the Architecture School of the City and the Territories Paris-
)WX�ERH�ER�IRZMVSRQIRXEP�HIKVII�JVSQ�(YTIVV¬�%TTPMIH�%VX�7GLSSP�[LIVI�LI�MW�YWIH�XS�
LSWXMRK�[SVOWLSTW��,I�[EW�ER�MRXIVR�MR��Ŧ��ũ��'32')483��8:/��ERH�32�SɍGIW��
ERH�LI�GSRXVMFYXIH�XS�XLI�%')ŦW�FSSO��0I�1SRMXIYV�IHMXMSRW��Ũ4PEGIW�SJ�+VIEX�4EVMWũ�
JSV�XLI�7+4��ERH�XVERWPEXIH�E�XI\X�JVSQ�+IVLEVH�%YIV�IRXMXPIH�Ũ(EVOIV�0MZMRKũ�FIJSVI�
LMW�TEVXMGMTEXMRK�MR�TYFPMGEXMSR�SJ�Ũ0MKLXMRK�SJ�XLI�8LMVH�1MPPIRMYQ�����������ũ�[MXL�
0MKLX�>331�0YQM«VI�[LIVI�LI�MW�[VMXIV�

Maxime discusses the distinct approach to lighting design in public spaces 
compared to traditional theatrical settings. He emphasizes the importance of 
considering existing elements, history, architecture, and even the mood and 
mindset of people who frequent the area. He acknowledges the challenges of 
balancing functional illumination and artistic ambiance while respecting various 
stakeholders’ needs. He mentions the dynamic nature of lighting design and 
how it has evolved over time, shaped by advancements in technology, societal 
shifts, and changing perspectives on public spaces. Highlighting the need 
to adapt lighting to accommodate diverse users, including pedestrians and 
drivers, and to consider the evolving nature of cities and landscapes. Speaking 
about the importance of collaboration with architects, landscape designers, 
ERH�GSQQYRMX]�QIQFIVW�XS�GVIEXI�IɊIGXMZI�ERH�PEWXMRK�PMKLXMRK�WSPYXMSRW��,I�
notes the complexity of predicting user reactions and perceptions, given the 
unpredictable and multifaceted nature of public spaces. He also discusses the 
need to balance artistic vision with practical considerations and the challenge 
of designing for the long term, as projects may take years to complete (Brunois, 
TIVWSREP�GSQQYRMGEXMSR������

Throughout the conversation, Maxime emphasizes the dynamic interplay 
between light, space, time, and people, showcasing the evolving role of a lighting 
designer in shaping the urban environment while acknowledging the inherent 
uncertainties that come with the territory.
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Conversation with Jesper Kongshaug
Date: 13th of April 2023

Jesper Garde Kongshaug is a renowned lighting designer who navigates the realms of 
theater, opera, ballet, and architecture. With a creative career spanning various artistic 
domains, he earned acclaim for his exceptional ability to shape and illuminate spaces, 
evoking emotions and narratives through the interplay of light and shadow. 

JJesper Kongshaug explains that his interest in lighting design developed from 
his background in performance and his inclination towards visual aesthetics. 
His initial involvement in theater led him to gradually focus on lighting due to 
its ability to create beauty and its connection to human perception.

When discussing the factors that guide his work with light, he emphasizes that 
LMW� TIVWSREP� JIIPMRKW� ERH� MRXYMXMSR� TPE]� E� WMKRMɋGERX� VSPI��1IRXMSRW� XLEX� XLI�
TVSGIWW� SJ� GSPPEFSVEXMSR�� GMVGYQWXERGIW�� ERH� XLI� IRZMVSRQIRX� MRɌYIRGI� LMW�
HIGMWMSRW��GVIEXMRK�E�FVMHKI�FIX[IIR�HMɊIVIRX�MRTYXW��%R�MQTSVXERX�TIVWTIGXMZI�
share by Jesper is how lighting design serves as a language to communicate 
artistic ideas. He highlights the dynamic nature of lighting and its ability to 
interpret and change the perception of spaces and objects. As lighting’s impact 
on ambiance and emotion is central to its role as a storytelling tool (Kongshaug, 
TIVWSREP�GSQQYRMGEXMSR�������

“I mean in all situations if the lighting is not present, the room is not present. So 
in general, people could perceive the lighting as a kind of a servant to the room 
XS�JYPɋPP�XLI�VSSQ��FYX�-�XLMRO�EPWS�MR�Q]�[SVO��XLI�VSSQ�ERH�XLI�PMKLXMRK�MW�OMRH�
of one, is complete unit, and by changing the thinking about the lighting being 
SRP]�ɋ\XYVIW��SV�WSQI�OMRH�SJ�MRZIRXSV]�F]�XLMROMRK�EFSYX�XLI�PMKLXMRK�MXWIPJ��XLI�
direction of the light, the behavior of the lighting itself” (Kongshaug, personal 
GSQQYRMGEXMSR��������8LI�MHIE�SJ�IUYEPMX]�FIX[IIR�XLI�VSPI�SJ�PMKLX�ERH�XLI�
room, its position and priority to thinking during the design processes.

3YXPMRMRK�XLEX�XLI�GVSWW�HMWGMTPMREV]�REXYVI�SJ�PMKLXMRK�HIWMKR��[LIVI�EVGLMXIGXYVEP�
TVMRGMTPIW�GER�FI�ETTPMIH�XS�XLIEXIV�PMKLXMRK�ERH�ZMGI�ZIVWE��*YVXLIV�I\TPEMRMRK�
personal take on the relationship between light and space. How lighting and 
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architecture are intertwined, forming a complete unit rather than separate 
elements. Jesper discusses how the direction of light and the behavior of lighting 
WSYVGIW� MRɌYIRGI� XLI� GLEVEGXIV� SJ� E� WTEGI�� EPSRK�[MXL� GYPXYVEP� MRɌYIRGIW� SR�
lighting approaches.

Ũ7S�HIɋRMXIP]��XLIVIŦW�HIZIPSTQIRX�[LMGL�MW�EPWS�XLI�FIEYX]�SJ�FIMRK�[SVOMRK�
with lighting for a long time is that it develops with you, if you start working 
with lighting now and continue working with that, for sure, it will develop 
a lot and that has to do also with you know, your curiosity, that one gets 
curious in developing this new method of working with” (Kongshaug, personal 
GSQQYRMGEXMSR�������

The conversation shifts to the main elements involved in lighting design such 
as the importance of the process and collaboration, explaining how lighting’s 
HIZIPSTQIRX�MW�WLETIH�F]�XLI�MRXIRXMSR�ERH�GSRXI\X�SJ�IEGL�TVSNIGX�ERH��0)(W�
VSPI��XLEX�TVSZMHIH�RI[�STTSVXYRMXMIW�ERH�ɌI\MFMPMX]��[IVI�XVYI�MRWTMVEXMSR�MR�LMW�
[SVO��XS�MRXIKVEXI�PMKLXMRK�QSVI�IɊIGXMZIP]�MRXS�EVGLMXIGXYVEP�WTEGIW��,I�WLEVIW�
that this shift in approach led to collaborations with Japanese architects and the 
successful integration of lighting in architectural designs.
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Conversation with Nadja Mattioli
Date: 18th of April 2023 (online)

Nadja Mattioli is a performance artist, researcher, storyteller and social activist with a 
strong interest in movement, text and the senses in relation to psychology, anthropology, 
mythology and rhizomatic relationships, currently based in Copenhagen, Denmark. 
Together with her artistic collaborator Nanna Hanfgarn Jensen is an artistic director 
of the project called “Beyond Darkness” that is being mentioned in some parts of this 
thesis.

In this conversation Nadja explains her exploration of darkness as a performance 
element, and intriguing thoughts on perception, movement, and sensory 
experiences within her creative process.
*MVWXP]�� WLI�KVEWTW� XLEX�QSZIQIRX�ERH� XLI�FSH]�EVI�GIRXVEP� XS�LIV�[SVO��7LI�
discusses how sound and light are also forms of movement and how her focus 
has shifted from choreography being the end goal to it being a starting point, 
with other elements joining in the process. She emphasizes the importance of 
considering the audience’s experience in her concept development. Where the 
conversation delves into her project “Beyond Darkness”. She explains that 
— reason in exploring darkness is to challenge the typical way how people 
Ũ[EXGLũ�TIVJSVQERGIW�ERH�XS�MRZIWXMKEXI�XLI�IɊIGXW�SJ�GSQTPIXI�HEVORIWW�ERH�
low light levels in perceived visual sensations in the performative work. She 
discusses the phenomena of afterimages, hallucinations, and the brain’s response 
to darkness. She also elaborates on her work involving darkness in a black box 
XLIEXIV�� HIXEMPMRK� XLI� TVSGIWW� SJ� PMKLX�TVSSɋRK� XLI� WTEGI� ERH� XLI� LIMKLXIRIH�
sensory experiences it engenders.
Relates, from her observations, to the fact that even in complete darkness, 
XLI�FVEMR� ERH� I]IW� GSRXMRYI� XS� IRKEKI� MR� XLI�TVSGIWW�SJ� WIIMRK��)\TPEMRMRK� E�
particular scene from their performance, where from the lowest level of the light 
in the given theatriacl space where the performance took place, audience that has 
been in the process of adjusting their vision to the dark environment suddenly 
is exposed to the scene of dancers - wearing colorful overalls - are performing 
movements and shaping forms are lit with stroboscopic light. The observations 
and feedback from phenomenological point of view shown that this particular 
combination of dark enviroment of the space, immediate and shortly displayed 
FVMKLX� WXVSFSWTSI� PMKLX� ERH� GSPSVJYPP]� HVIWWIH� TIVJSVQIVW� GVIEXIH� IɊIGXW� SJ�
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spinning and moving afterimages in the viewers eyes. Sharing further how the 
intriguing sensation of heightened senses and perception, including hearing 
and touch, in darkness are unusual to be epxlored in the performative world 
�1EXXMSPM��TIVWSREP�GSQQYRMGEXMSR�������

*SV� XLI� ƝVWX� XMQI� -� KSX� JEQMPMEV�[MXL� VIWIEVGL� SJ� Ũ&I]SRH�(EVORIWWũ�[EW� MR� �����
during videoconversation at Living Manifesto, where Nanna and Nadja would present 
their artistic work and research on darkness that turned later into performance.  It 
[EW�JEWGMREXMRK�XS�LEZI� XLMW�GSRZIVWEXMSR�XLVII�]IEVW�EJXIV�ƝRHMRK�SYX�EJXIVTSMRXW�SJ�
their research - interesting and playful explorations of perceptual experiences through 
QSZIQIRX�ERH�TIVJSVQEXMZI�[SVO�SR�WXEKI����ERH�FI�EFPI�XS�VIƞIGX�QSVI�SR�XLI�VIWIEVGL�
presented within this report.
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Conversation with Kirsten Dehlholm
Date: 18th of April 2023 (online)

Kirsten Dehlholm is a Danish artist, artistic theatre director, and the founder of Hotel 
4VS� *SVQE�� ;MXL� E� GEVIIV� WTERRMRK� SZIV� ��� TVIWIRXEXMSRW�� WLI� WIEQPIWWP]� QIVKIW�
scenography and performance art using a diverse range of techniques, media, and 
QEXIVMEPW��%W�XLI�ZMWMSREV]�FILMRH�,SXIP�4VS�*SVQE�WMRGI�MXW�MRGITXMSR�MR�������/MVWXIRŦW�
VSPI� EW� EVXMWXMG� HMVIGXSV� ERH� WXEKI� HIWMKRIV� LEW� KEVRIVIH� WMKRMɋGERX� EGGPEMQ�SR�FSXL�
REXMSREP�ERH�MRXIVREXMSREP�WXEKIW��-R�������WLI�[EW�LSRSVIH�[MXL�XLI�(ERMWL�6IYQIVX�
Award for her lifelong artistic accomplishments. The same year, she was bestowed with 
“The Distinguished Artist Award” from The International Society of Performing Arts, 
GIQIRXMRK�LIV�TVSJSYRH�MQTEGX�SR�XLI�EVXMWXMG�VIEPQ��Ũ%FSYX�ũ�R�H��

/MVWXIR�(ILPLSPQ��XLI�JSYRHIV�ERH�EVXMWXMG�HMVIGXSV�SJ�,SXIP�4VS�*SVQE��HMWGYWWIH�
her artistic background and her journey into working with light. Her artistic 
endeavors began in textile and visual art, but her interest in lighting design was 
WTEVOIH�MR������[MXL�XLI�TVSNIGX�Ũ;,=�(3)7�2-+,8�'31)�138,)6ũ�
However, it was her collaboration with lighting designer Jesper Kongshaug on 
XLI�Ũ34)6%8-32�36*)3ũ�TVSNIGX�MR������XLEX�XVYP]�MPPYQMREXIH�XLI�TS[IV�SJ�
light and space for her. This collaboration with Kongshaug continued and evolved, 
leading to the exploration of various aspects of light and the development of 
innovative technologies within the realm of lighting design. In a discussion about 
the role of light in her works and its hierarchy, among other elements, Kirsten 
Dehlholm emphasized that light has a transformative power over space. Rather 
than aiming for coziness or a particular atmosphere, light is employed to reshape 
the architectural environment and emphasize the performers’ arrangements. The 
focus is on perception and sensory experience, and she highlighted the magical 
aspect of light’s ability to dramatically alter everything with a single button press 
�(ILPLSPQ��TIVWSREP�GSQQYRMGEXMSR�������
She emphasized that light occupies a crucial position within the hierarchy of 
TVSHYGXMSR�IPIQIRXW��8LMW�WMKRMɋGERGI�LEW�FIIR�GSRWMWXIRX�MR�LIV�GSPPEFSVEXMSRW�
with lighting designer Jesper Kongshaug. Their partnership has led to the 
exploration of new possibilities, often originating from Jesper’s innovative ideas 
about light technologies. An example is the project “House of the double axe” 
MR�������[LIVI�XLI�YWI�SJ�E�HSYFPI�WGVSPPIV�WYWTIRHIH�JVSQ�XLI�GIMPMRK�IQIVKIH�
JVSQ�LMW�GSRGITXYEPM^EXMSR��(ILPLSPQ��TIVWSREP�GSQQYRMGEXMSR�������
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Kirsten Dehlholm discussed the intentions and limitations of controlling 
audience reception in the context of lighting design’s role. She emphasized that 
while designers cannot dictate how the audience will perceive a piece, they 
FIKMR�XLIMV�GVIEXMZI�TVSGIWW�[MXL�[LEX�VIWSREXIW�[MXL�XLIQ�TIVWSREPP]��0MKLXMRK�
design is a crucial component of dramaturgy, engaging aesthetics, beauty, 
surprises, and an element of magic. This involves working with unconventional 
MHIEW� XS� SɊIV� XLI� EYHMIRGI� JVIWL� TIVWTIGXMZIW� ERH� ZMWYEP� I\TIVMIRGIW��/MVWXIR�
LMKLPMKLXIH� X[S� RSXEFPI� I\EQTPIW� XS� MPPYWXVEXI� LIV� ETTVSEGL�� Ũ34)6%8-32�
36*)3ũ��ORS[R�JSV�MXW�MQTEGXJYP�WTEXMEP�PMKLXMRK�HIWMKR��XSYVIH�KPSFEPP]�ERH�
VIQEMRIH� ER� MRɌYIRXMEP� TMIGI��%RSXLIV� VIGIRX� TVSHYGXMSR�� Ũ)0)'86-'-8=ũ��
staged at the Royal Museum of Art in Copenhagen, creatively utilized lighting 
XS� WLMJX� JSGYW� ERH� EGGIRXYEXI� IPIQIRXW�[MXLMR� ER� I\LMFMXMSR� WTEGI�� SɊIVMRK� E�
new lens for appreciating both paintings and installations (Dehlholm, personal 
GSQQYRMGEXMSR�������

In response to questions about her artistic intentions, Kirsten expressed a desire 
to showcase the beauty of scenic art, moving away from traditional narrative 
theater to create unique artistic expressions. Her aim is to facilitate novel 
interactions between light and other spatial elements, carefully choosing each 
element with intuition to ensure they coexist harmoniously.
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Conversation with Jarkko Lehmus
Date: 24th of April 2023 (online)

Jarkko Lehmus MW�E�*MRRMWL�EVXMWX��TVSHYGIV��ERH�HMVIGXSV�[MXL�E�QYPXMJEGIXIH�FEGOKVSYRH�
spanning martial arts, music, dance, and contemporary performance.

.EVOOS�0ILQYW� MW�E�*MRRMWL�EVXMWX��TVSHYGIV��ERH�HMVIGXSV�[MXL�E�QYPXMJEGIXIH�
background spanning martial arts, music, dance, and contemporary performance. 
3VMKMREPP]�LEMPMRK�JVSQ�E�WQEPP�XS[R�MR�)EWXIVR�*MRPERH��.EVOOSŦW�IEVP]�MRXIVIWXW�
in dance and movement led him to pursue a path in the arts. He attended a 
music and dance high school in Helsinki, embarking on a journey that would 
IZIRXYEPP]�XEOI�LMQ�XS�XLI�ZMFVERX�EVXW�WGIRI�SJ�0SRHSR��%W�ER�EVXMWX��.EVOOSŦW�
keen sense of the intricacies of performance led him to explore dramaturgical 
nuances, addressing both artistic and audience-related aspects. He obtained a 
1EWXIVŦW�MR�(VEQEXYVK]�ERH�E�1EWXIVŦW�MR�%VXW�4SPMG]�ERH�1EREKIQIRX��VIɌIGXMRK�
his commitment to enhancing both his artistic expression and his understanding 
SJ�GYPXYVEP�H]REQMGW�ERH�QEREKIQIRX�TVEGXMGIW��-R�������LI�EWWYQIH�XLI�VSPI�SJ�
(MVIGXSV�EX�'-6/3�MR�,IPWMROM��*MRPERH���VIWTSRWMFPI�JSV�EVXMWXMG�HMVIGXMSR�ERH�
organizational leadership. Jarkko continues to engage in dramaturgical work, 
both for residency artists within the organization and as a freelance dramaturg. 
His artistic journey, spanning various disciplines and encompassing diverse 
VSPIW��I\IQTPMɋIW�LMW�YR[EZIVMRK�GSQQMXQIRX�XS�XLI�EVXW�ERH�LMW�HIHMGEXMSR�XS�
enhancing the broader cultural landscape.

0MKLXMRK�MR�'MVGYW�4VSHYGXMSRW
-R�XLI�MRXIVZMI[��.EVOOS�0ILQYW�HMWGYWWIW�XLI�VSPI�SJ�PMKLXMRK�HIWMKR�MR�GMVGYW�
productions and its considerations. He emphasizes that the extent of space for 
PMKLXMRK�HIWMKR�HITIRHW�SR�XLI�WTIGMɋG�TVSHYGXMSR��MXW�ZIRYI��ERH�XLI�GSRXI\X�MR�
which it will be presented. This can range from circus tents to indoor theaters or 
outdoor spaces, with factors like time of day, season, and geographic location 
MRɌYIRGMRK� XLI� HMWGYWWMSRW�� .EVOOS� LMKLPMKLXW� XLI� MQTSVXERGI� SJ� EHHVIWWMRK�
technicalities, especially in relation to circus skills being performed. Safety is a 
paramount concern, dictating the possibilities of lighting design. The direction 
ERH� MRXIRWMX]� SJ�QSZIQIRX� SR� WXEKI� TPE]� E� WMKRMɋGERX� VSPI�� ERH� XLI� PMKLXMRK�
design must not disorient performers or compromise their safety. The goal is to 
eliminate risks and provide secure lighting within achievable parameters.
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,I�I\TPEMRW�XLEX�EX�'-6/3�,IPWMROM��XLI�VSPI�SJ�PMKLXMRK�MR�XLI�GVIEXMZI�TVSGIWW�
ZEVMIW�HITIRHMRK�SR�XLI�REXYVI�SJ�XLI�TVSNIGXW��*SV�TIVJSVQERGIW�XLEX�EVI�EPVIEH]�
established and brought to the venue, there may be less conversation about 
lighting, as the piece typically comes with its own stage design and lighting 
TPER��8LI�JSGYW�XLIR�WLMJXW�XS�EHETXMRK�XLIWI�IPIQIRXW�XS�ɋX�XLI�WTIGMɋG�ZIRYI��
,S[IZIV�� JSV� *MRRMWL� EVXMWXW� ERH�[SVPH� TVIQMIVIW�� HMWGYWWMSRW� EFSYX� PMKLXMRK�
are more extensive. The lighting design is intertwined with the artistic concept, 
atmosphere, and spatial understanding of the piece. These discussions aim to 
explore how the work can be best presented and visually interpreted, considering 
ZEVMSYW� TIVWTIGXMZIW� ERH� GVIEXMZI� ZMWMSRW� �0ILQYW�� TIVWSREP� GSQQYRMGEXMSR��
�����
In the following part of the interview, we discussed the interplay of elements 
in the production and the potential for a common language to emerge. Jarrko 
approaches this from his role as a dramaturg, aiming to support lead artists in 
VIEPM^MRK�XLIMV�GVIEXMZI�ZMWMSR��,I�IQTLEWM^IW�E�ɌEXXIRIH�LMIVEVGL]�SJ�IPIQIRXW�MR�
performance, contrasting this with potential biases that might prioritize certain 
aspects. He acknowledges that while lead artists might prioritize circus skills 
MR� E� GMVGYW� TMIGI�� LI� WXVMZIW� XS� FEPERGI� HMɊIVIRX� IPIQIRXW�� -R�2SVHMG� PMKLXMRK�
design, he notes a focus on light’s architectural role, with considerations such as 
color temperature and direction shaping both the visual and spatial aspects of 
TIVJSVQERGI��0ILQYW��TIVWSREP�GSQQYRMGEXMSR�������
I see this response as quite insightful and intriguing, as lighting doesn’t just 
illuminate the performers but also contributes to the overall ambiance and 
emotions experienced by the audience. Also, it would be fascinating to explore 
potential distinctions in lighting choices between various regions like central 
)YVSTI��2SVHMG�GSYRXVMIW��ERH�XLI�9RMXIH�7XEXIW�JSGYWMRK�SR�XLI�KIRVI�SJ�GMVGYW�
TVSHYGXMSRW��EVI�XLIVI�ER]�TEXXIVRW�SV�WXVSRK�HMɊIVIRGIW�MR�PMKLXMRK�HIWMKR�XLEX�
QE]FI�VIɌIGX�GMVGYW�EVX� XVEHMXMSR�XLVSYKL�PMKLXMRK�SR�WXEKI#�Ũ=IW��8LI�YWI�SJ�
XLI�ZIVXMGEP�WTEGI�MW�ZIV]�WTIGMɋG�XS�XLI�GMVGYW�EW�E�TIVJSVQMRK�EVX�ũ���0ILQYW��
TIVWSREP�GSQQYRMGEXMSR�������

(IWMKRMRK�PMKLX�JSV�QSZIQIRX��HERGI��ERH�ɌSSV�[SVO�MW�WPMKLXP]�HMɊIVIRX�XLER�
designing light for circus performance, as it is crucial to work in a vertical 
WIRWI�[MXL�HMɊIVIRX�LIMKLXW�ERH�MRZSPZIW�VETMH�XVERWMXMSRW�[MXLMR�XLI�JYPP�LIMKLX�
capacity of the venue, such as skills presented on the trampoline or seen in aerial 
disciplines. This comparison opens up exciting avenues for further exploration.
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Towards the conclusion of the conversation, I asked whether the concept of 
afterimages, encompassing residual elements and impressions of a circus 
performance, is a common topic of discussion. This query also explored whether 
there exists room for a deliberate selection to emphasize certain aspects of the 
broader design unrelated to the physical movements and skills displayed. Jarkko 
0ILQYWŦ�VIWTSRWI�MRHMGEXIH�XLEX�WYGL�HMWGYWWMSRW�EVI�RSX�TVIZEPIRX�[MXLMR�GMVGYW�
TVSHYGXMSRW���0ILQYW��TIVWSREP�GSQQYRMGEXMSR�������

.EVOOS� 0ILQYW� LMKLPMKLXIH� XLI� GSRGITX� SJ� XLI� Ũ%VG� SJ� )RKEKIQIRXWũ�� E�
diagram he employs to illustrate a performance’s experiential journey. This arc 
encompasses the entire spectrum, starting from initial encounters like marketing 
materials and conversations, leading up to the performance itself, which leaves 
a lasting echo. He noted the scarcity of discussions around this echo aspect 
F]�EVXMWXW��0ILQYW�� JYRGXMSRMRK�EW�FSXL�E�HVEQEXYVK�ERH�ER�EVXMWXMG�HMVIGXSV��
emphasized his role in discerning the artist’s intentions toward the audience—
how they aim to induce change through their work. He posed the question of the 
purpose of art if it doesn’t elicit transformation and emphasized that the echo, 
VITVIWIRXMRK�XLI�PEWXMRK�MQTEGX��MW�[LIVI�QIERMRKJYP�GLERKI�YRJSPHW��0ILQYW��
TIVWSREP�GSQQYRMGEXMSR�������

,I�IQTLEWM^IH�XLI�WMKRMɋGERGI�SJ� PMKLX�EW�ER�IPIQIRX�[MXLMR�E�TIVJSVQERGIŦW�
hierarchy, comparing its importance to other aspects like movement, sound, and 
scenography. He prompted thought-provoking questions about the dynamics 
of light: How does it change, and at what junctures does it change in relation 
XS�SXLIV�IPIQIRXW#�,I�YVKIH�GSRXIQTPEXMSR�SR�XLI�I\TIVMIRXMEP�IɊIGXW�SJ�XLIWI�
GLERKIWŤ[LEX�QSSHW��UYEPMXMIW��XIQTS��ERH�VL]XLQW�XLI]�IZSOI��0MKLXŦW�EFMPMX]�
XS� MRɌYIRGI� WTEGI�� ZMWMFMPMX]�� ERH� TIVGITXMSR� [EW� EGORS[PIHKIH�� EPSRK� [MXL�
MXW�TSXIRXMEP�XS�IZSOI�IQSXMSRW�ERH�TVSQTX�MQEKMREXMSR��,I�GPEVMɋIH�XLEX�XLI�
MQTSVXERGI�SJ�PMKLX�ZEVMIW�HITIRHMRK�SR�XLI�WTIGMɋG�TVSHYGXMSR�ERH�XLI�HIWMVIH�
I\TIVMIRXMEP�SYXGSQI���0ILQYW��TIVWSREP�GSQQYRMGEXMSR�������

2SXI��8LIWI�ƝREP�XLSYKLXW�ERH�EHHMXMSREP�VIƞIGXMSRW�JVSQ�GSRZIVWEXMSRW�[MXL�.EVOOS�
0ILQYW� LIPH� HYVMRK� [SVOWLSTW� MR� GSPPEFSVEXMSR� [MXL� &2'2� �Ũ(VEQEXMG� *MIPHW� ţ�
Expanding Circus Dramaturgy,” 2020), dedicated to dramaturgy in performative, 
are embodied in the chapter above titled ‘2.7  Multithreaded Character of Light in 
Performative Contexts’.
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-X� MW� LEVH� XS� FVMRK� SRI� ɋRMXI� HIɋRMXMSR� XS� ť-RWXEPPEXMSR� EVXŦ� XIVQ�� HYI� XS� MXW�
diverse interpretations and evolving applications. Used to describe artworks 
that invite viewers to physically engage with them, often creating a sense of 
creating immersive and experiential encounters, that can be related to theatrical 
ETTVSEGL��8LI�LMWXSV]�SJ�MRWXEPPEXMSR�EVX�MW�QYPXMJEGIXIH��[MXL�HMZIVWI�MRɌYIRGIW�
from architecture, cinema, performance art, literature, among others. It describe 
ŨPEVKI�WGEPI��QM\IH�QIHME�GSRWXVYGXMSRW��SJXIR�HIWMKRIH�JSV�E�WTIGMɋG�TPEGI�SV�
JSV� E� XIQTSVEV]� TIVMSH�SJ� XMQIũ� �-RWXEPPEXMSR�%VX� `� 8EXI�� R�H���,S[IZIV�� XLI�
term’s broad usage and the vast range of appearances, themes, and scales of 
[SVOW� TVSHYGIH� YRHIV� MXW� YQFVIPPE� QEOI� MX� HMɍGYPX� XS� TMR� HS[R� E� WTIGMɋG�
meaning, as it has evolved to encompass arrangements of objects in any given 
space, blurring the line between conventional art display and true installation art 
�&MWLST��������-X�LEW�FIIR�I\TPSVIH�EGVSWW�HMɊIVIRX�EVX�JSVQW��[LIVI�GSRGITXYEP�
[SVO�MW�FIMRK�XVERWPEXIH�MRXS�WSQIXLMRK�XLEX�GER�FI�GEPPIH�ER�I\TIVMIRGI��3JXIR�
situated outdoor installation, extracted from pre-known exhibition space - where 
assumption already implies curatorial work being done - shares its placement 
[MXL�QSVI�WMXI�WTIGMɋG�PSGEXMSRW��ORS[R�QSVI�MR�TIVJSVQEXMZI�EVX��8LMW�KIRVIŦW�
essence lies in the viewer’s interaction with both the arranged objects and the 
surrounding environment. It aims to heighten the viewer’s awareness of object 
placement and bodily response. While traditional art often prioritizes individual 
[SVOW��MRWXEPPEXMSR�EVX�XVIEXW�XLI�IRXMVI�WTEGI�ERH�MXW�IPIQIRXW�EW�E�YRMɋIH�IRXMX]��
It compels the viewer to step into the artwork, addressing them directly and 
IRKEKMRK� XLIMV� WIRWIW�FI]SRH�ZMWMSR�EPSRI� �&MWLST��������8LMW�YRMɋIH�IRXMX]�
of space and its elements often allows a more inclusive design, rather than 
I\GPYHMRK�IPIQIRXW�MR�KMZIR�WTEGI�ERH�GPSWMRK�SɊ�MXW�TEVXW��7SQIXLMRK�PMOI��XLI�
element of trust is passed on the viewers, to step in and embrace the full picture, 
staying open for empirical points of view, and seeking to incorporate the viewer’s 
presence into the work’s completion. This strong relation between installation 
EVX� ERH� ZMI[IV� WIIQW� XS� FI� STIRMRK� VSSQ� JSV� HMɊIVIRX� HVEQEXYVKMGEP�[SVO��
choreographing how the space can be explored. 
Consequently, installation art prompts questions about the viewer’s role, 
TEVXMGMTEXMSR��ERH�XLI�OMRHW�SJ�I\TIVMIRGIW�MX�SɊIVW��-X�JIIHW�SɊ�TW]GLSPSKMGEP��
phenomenological, and political models of the viewer, facilitating an arc of 
IRKEKIQIRX��&MWLST��������
In response to the discussion around the modalities of viewers’ experience in 
the medium that is Installation, Claire Bishop outlines two main ideas upon 
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Photo: Shinkenchiku-sha  Photo: Wolfgang Volz © 1984 Photo: Ziqian Liu08 09 10

the notion activating the viewer, and the concept 
SJ� ŨHIGIRXIVIH� WYFNIGXũ��;LIR�ɋVWX� MW� VIUYMVMRK�
physical movement and real engagement within 
the designed installation, second is challenging 
the traditional hierarchical perspectives and 
embracing fragmented and diverse experiences. 
Here installation art seen as an immersive 
medium, represents a shift away from a singular 
viewpoint in exhibition nature. It has a strong 
link to how human perception is explored in art, 
and navigates within terms such as perception of 
perception and self-perception when experiencing 
displayed art, introducing experiential qualities. 
The complexity of tools juxtaposed with the 
shared experience concept, that comes from being 
in the space surrounded by other viewers often 
brings new viewing points, and opens multiple 
perspectives to what experience can occur for the 
EYHMIRGI��8LI�TMZSXEP�VSPI�MR�XLMW�ɋIPH�MW�TPE]MRK�
materials and techniques used in design or concept 
VIEPM^EXMSRW� GSQFMRMRK� HMɊIVIRX� HMWGMTPMRIW� XLEX�
span across architecture, spatial, and lighting 
design, with emphasis on audio and visual art. 
The engagement in installation art with viewers, 
is shedding light on its transformative power and 
the complex relationship between art, space, and 
XLSWI�[LS�I\TIVMIRGI�MX��&MWLST�������
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6IɌIGXMSR�YTSR�[LEX�MW�RI[�QIHME�MRXVSHYGIH�MR�XLMW�WYFGLETXIV�MW�SVMKMREPP]�
GSQMRK� JVSQ� XLI� VIPEXMSRWLMT� FIX[IIR� GYPXYVEP�� WGMIRXMɋG� ERH� TLMPSWSTLMGEP�
lenses combined with technological development. As explained by Dawna 
7GLYPH�MR�LIV�HMWGSYVWI�Ũ4IVGITXMSR�ERH�EIWXLIXMG�I\TIVMIRGI�WMRGI�XLI�����Wũ�
[LIVI�MRXIVIWXMRK�GS�HITIRHIRG]�[EW�TVIWIRXIH�EW�MR�XLI�ɋKYVI�FIPS[�

8LI�QYXYEP�MRɌYERGI�SR�HIZIPSTQIRX�FSXL�GYPXYVEP��WGMIRXMɋG�ERH�TLMPSWSTLMGEP�
PIRWIW�MR�EVX�ERH�XIGLRSPSKMGEP�HIZIPSTQIRX�MW�WXVSRKP]�ZMWMFPI�MR�EVX�ɋIPH��;LIVI�
the history of exhibiting throught the past years is alterating rapidly. Interactivity 
within exhibition spaces, art works, and curatorial practices is often related 
to digital solutions where technological development and advancement plays 
TMZSXEP�VSPI��/I]�HMɊIVIRGI�MR�LMWXSV]�SJ�I\LMFMXMRK�EVI�EPWS�TLIRSQIRSPSKMGEP�
devices of self-perception, as the changed how viewer is perceiving (Dawna 
7GLYPH�������

It can be vital to discuss ‘aesthetic experiences’ in exhibition art and how they 
GLERKI��MJ�XLI]�VIQEMR�XLI�WEQI#�(SIW�XLI�HIZIPSTMRK�MQEKIW�FI]SRH�JSVQW��RI[�
visual stimuli in art can support improvement of aesthetical experiences and at 
XLI�WEQI�XMQI�HIZIPSTQIRX�SJ�ZMWYEP�E[EVIRIWW�ERH�TIVGITXMSR#

Dawna discuss existing measures of perceptual experiences that have been 
changing throught the time. Pointing questions such as:

- LS[�XLI]�EVI�QIHMEXIH#
��LS[�EVI�FIMRK�HIWGVMFIH#
��LS[�EVI�YRHIVWXSSH#
��LS[�RI[�QIHME�EVI�YWIH�XS�IRLERGI�WIPJ�TIVGITXYEP�E[EVIRIWW#

0SSOMRK�MRXS�FVSEH�WIGXMSR�SJ�MRWXEPPEXMSR�EVX��TIVJSVQEXMZI�[SVOW��EVX�TVSHYGIH�
from experience, and boundaries of art shows how this topic itself is intertwined, 
and could be separately explored. However this report is only grasp on the 
REXYVI�SJ�XLMW�WYFNIGX�ERH�MRXIRXMSR�MW�XS�FVMIɌ]�I\TPEMR�[LEX�MW�GSRWMHIVIH�EW�
new media, and how new media became new.
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Scheme by Filipowska 11

8LIWI�VIɌIGXMSRW�� PIH�XS�KVEWT�YTSR�XLI�2I[�1IHME�ERH�XLIMV�PERKYEKI��LS[�
XLI]� EVI�FIMRK�YRHIVWXSSH�ERH�QETTIH�SYX#� 7XVSR� VIJIVIRGI�SR� XLEX� XSTMG� MW�
Ũ8LI�0ERKYEKI� SJ�2I[�1IHMEũ� F]�0IZ�1ERSZMGL��[LIVI� HMWGYWWIW� XLI� PEGO�
of comprehensive records and theories about the emergence of cinema in the 
PEXI���XL�ERH�IEVP]���XL�GIRXYVMIW�ERH�HVE[W�E�TEVEPPIP�XS�XLI�GYVVIRX�WMXYEXMSR�
with today’s digital computer revolution. He laments the absence of detailed 
documentation of the early stages of new media by stating that researchers 
are left with “a set of random and unevenly distributed historical samples” 
�1ERSZMGL�� ������ T�� �� ERH� UYIWXMSRW� [L]� XLISVMWXW� ERH� LMWXSVMERW� LEZIRŦX�
thoroughly documented the emergence of the new medium of cinema at that 
XMQI��)QTLEWM^MRK�XLI�MQTSVXERGI�SJ�GETXYVMRK�XLI�GYVVIRX�ŨVIWIEVGL�TEVEHMKQũ�
SJ�RI[�QIHME�FIJSVI�MX�FIGSQIW�MRZMWMFPI��1ERSZMGL�������
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Method of mapping new media

Manovich explores how new media draws on older cultural forms and 
languages while also breaking away from them. He examines how new media 
creates the illusion of reality, engages the audience, and portrays space and time. 
The conventions and techniques of old media, like the rectangular frame and 
montage, are analyzed in the context of new media. 

Manovich covers various forms of new media such as websites, virtual reality, 
QYPXMQIHME�� GSQTYXIV� KEQIW�� ERH� QSVI�� ,I� MRZIWXMKEXIW� XLI� IɊIGXW� SR� XLI�
“computerisation of culture” leading to the arrival of new cultural forms but 
EPWS�VIHIɋRMRK�I\MWXMRK�JSVQW�WYGL�EW�TLSXSKVETL]�ERH�GMRIQE��,I�YWIW�GMRIQE�
history as a lens to understand new media, and emphasizes the parallel trends 
between the two. Through this approach, he constructs a philosophy of new 
QIHME�F]�HVE[MRK�SR�ɋPQ�XLISV]��LYQERMXMIW��ERH�GSQTYXIV�WGMIRGI��1ERSZMGL��
������T���

The author focuses on the present state of new media rather than speculating 
EFSYX� XLI� JYXYVI�� ,I� HMWGYWWIW� OI]� XVIRHW� MRɌYIRGMRK� XLI� IZSPYXMSR� SJ� RI[�
media, such as modularity, automation, variability, and transcoding. His aim 
MW� XS�YRHIVWXERH�ERH�TSXIRXMEPP]�SɊIV�EPXIVREXMZIW� XS� XLI�I\MWXMRK� PERKYEKI�SJ�
computer media by comprehending its underlying logic and evolution.

In the context of understanding new media and cyberculture, Manovich discusses 
key terms: “language,” “object,” and “representation,”. The author chose the 
term “language” to emphasize emergent conventions and design patterns in new 
media. He rejects using “aesthetics” and “poetics” due to potential limitations 
and associations. The term “object” is used to describe new media creations, 
highlighting their modular and industrial nature, drawing parallels with the 
Russian avant-garde’s focus on practical design. “Representation” is examined 
as a nuanced concept that encompasses how new media objects construct 
meaning and biases, including software interfaces. Manovich presents various 
oppositions, such as representation versus simulation, representation versus 
control, and representation versus communication, to explore the multifaceted 
nature of new media and its relationship with culture, objects, and information 
�1ERSZMGL�������
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What Is New Media

0IZ� 1ERSZMGL� HMWGYWWIW� XLI� GSRGITX� SJ� ŨRI[� QIHME�ũERH� I\TPSVIW� ZEVMSYW�
aspects of new media while challenging some common perceptions. Manovich 
begins by examining how people often think of new media as computer-based 
ways of sharing and displaying content, rather than creating it. However, he 
EVKYIW�XLEX�XLMW�HIɋRMXMSR�MW�XSS�REVVS[�ERH�WYKKIWXW�E�FVSEHIV�TIVWTIGXMZI��,I�
IQTLEWM^IW�XLEX�XLI�GYVVIRX�WLMJX�XS[EVHW�YWMRK�GSQTYXIVW�JSV�HMɊIVIRX�EWTIGXW�
SJ�TVSHYGXMSR��HMWXVMFYXMSR��ERH�GSQQYRMGEXMSR�VITVIWIRXW�E�WMKRMɋGERX�GYPXYVEP�
change, comparable to historical shifts like the printing press and photography.

Manovich describes how this new media revolution impacts all stages of 
communication and all types of media, including text, images, sound, and 
spatial constructs. He further delves into the historical merging of media 
technologies and computing, resulting in the transformation of various media 
JSVQW�MRXS�RYQIVMGEP�HEXE�XLEX�GER�FI�TVSGIWWIH�F]�GSQTYXIVW��,I�MHIRXMɋIW�ɋZI�
key principles of new media: numerical representation, modularity, automation, 
variability, and cultural transcoding. He also addresses misconceptions and 
GPEVMɋIW� XLEX� WSQI� TVMRGMTPIW� EXXVMFYXIH� XS� RI[�QIHME� GER� EPWS� FI� JSYRH� MR�
SPHIV�JSVQW�SJ�QIHME��0IZ�1ERSZMGLŦW�I\TPSVEXMSR�SJ�RI[�QIHME�MRZMXIW�VIEHIVW�
to rethink their perceptions and consider the intricate relationship between 
XIGLRSPSK]�ERH�GYPXYVI��1ERSZMGL��������T�����

How Media Became New

Manovich explores the parallel development of modern media and computing, 
LMKLPMKLXMRK�WMKRMɋGERX�QSQIRXW�MR�XLIMV�LMWXSV]��-X�FIKMRW�[MXL�0SYMW�(EKYIVVIŦW�
invention of the daguerreotype, a new reproduction process for images, and 
'LEVPIW�&EFFEKIŦW�GSRGITXYEPM^EXMSR�SJ�XLI�%REP]XMGEP�)RKMRI��ER�IEVP]�GSQTYXIV�
design. Both media and computing were essential for modern mass societies, 
enabling widespread dissemination of information and data processing. 
The chapter discusses the convergence of these trajectories, detailing how 
TLSXSKVETL]��ɋPQ��ERH�SXLIV�QIHME�XIGLRSPSKMIW�IZSPZIH�EPSRKWMHI�GSQTYXMRK�
innovations such as transformation of computers from calculators into media 
processors, capable of handling images, sounds, and texts, leading to the birth 
SJ�RI[�QIHME��1ERSZMGL��������T�����

85

2023MASTER THESISAFTERIMAGES OF ART



LIG
HT

 A
S 

A 
C

O
M

M
O

N
 T

HR
EA

D

Principles of new media

numerical representation 
The text discusses the numerical representation of new media objects through 
digital code and their algorithmic manipulation. It explains the process of 
digitization involving sampling and quantization, which converts continuous 
data into discrete values. The emergence of discrete levels in modern media is 
EXXVMFYXIH�XS�XLI�MRɌYIRGI�SJ�XLI�-RHYWXVMEP�6IZSPYXMSR�ERH�JEGXSV]�PSKMG��PIEHMRK�
to standardization and replication, although modern media now leans towards 
MRHMZMHYEP�GYWXSQM^EXMSR��1ERSZMGL��������T����

modularity 
This passage discusses the “fractal structure of new media,” where media 
elements are represented as discrete samples and assembled into larger objects 
while maintaining their independence. The analogy is made to structured 
computer programming, highlighting how new media’s modular nature allows 
IEW]�QSHMɋGEXMSR�ERH� WYFWXMXYXMSR�SJ�TEVXW�� WMQMPEV� XS�HIPIXMRK�ERH� VITPEGMRK�
PE]IVW�MR�4LSXSWLST���1ERSZMGL��������T�����

automation
This text discusses how numerical coding and modular structures in media allow 
JSV�EYXSQEXIH�STIVEXMSRW�MR�QIHME�GVIEXMSR��WYGL�EW�MQEKI�IHMXMRK���(�KVETLMGW��
and web design. It also explores the concept of “low-level” and “high-level” 
automation in media generation, along with the increasing automation of media 
access and searching. The text highlights the shift from creating new media to 
IɍGMIRXP]� EGGIWWMRK� ERH� VIYWMRK� I\MWXMRK�QIHME�QEXIVMEPW� XLVSYKL� GSQTYXIV�
FEWIH�XIGLRSPSKMIW��1ERSZMGL��������T�����
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variability 
The principle of variability in new media highlights the dynamic nature of digital 
content, allowing for multiple versions and customization. It contrasts with 
XVEHMXMSREP�QIHME�[LIVI� ɋ\IH� GSQTSWMXMSRW�[IVI� VITPMGEXIH� MHIRXMGEPP]��2I[�
media’s modular structure and numerical coding enable automated assembly 
SJ�HMɊIVIRX�ZIVWMSRW��VIɌIGXMRK�E�WLMJX�XS[EVHW�MRHMZMHYEPMX]�MR�E�TSWXMRHYWXVMEP�
society. This concept extends to interactive choices and hyperlinks, giving 
users personalized experiences while raising ethical considerations for creators 
�1ERSZMGL��������T�����

transcoding 
This text discusses the transformation of media due to computerization, focusing 
on the interaction between the “cultural layer” and the “computer layer.” It 
I\TPSVIW�LS[�GSQTYXIV�WXVYGXYVIW�MRɌYIRGI�GYPXYVEP�EWTIGXW��PIEHMRK�XS�E�RI[�
GSQTYXIV�GYPXYVI�[LIVI�XVEHMXMSREP�QIHME�GSRGITXW�EVI�VIHIɋRIH�F]�GSQTYXIV�
ontology, epistemology, and pragmatics. The author proposes shifting from 
traditional media studies to a new approach called “software studies,” utilizing 
computer science concepts like transcoding and interfaces to understand this 
IZSPYXMSR��1ERSZMGL��������T�����

9PXMQEXIP]��0IZ�1ERSZMGL� MR�LMW�[SVO� JSVIWIIW� XLI� WEQI�GLEPPIRKI� JSV� JYXYVI�
researchers and highlights the need for theorists and historians to analyze and 
document this new form - the metaform of the digital computer. The author 
acknowledges the rapidly changing nature of the present and speculates whether 
the language of computer media is approaching a stable form or will undergo 
WMKRMɋGERX�GLERKIW��GSQTEVMRK�MX�XS�XLI�LMWXSV]�SJ�GMRIQEŦW�IZSPZMRK�PERKYEKIW�
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6. DESIGN
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Arriving at the part of the design, with its base in 
all gathered knowledge from the research process 
and numerous aspects that it pointed this thesis 
to, the following chapter presents additional, 
supportive viewing points studied for design 
development and formulation of its approach. 
Series of overlapping processes that led to idea 
KIRIVEXMSR�� IWXEFPMWLMRK� ƝREP� HIWMKR� TVMRGMTPIW�
and objectives.



6.1 Designing Evocative Experiences
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This subchapter traverses the intersection of supportive viewing points on 
perception in art, user experience, and engagement within installation art and 
designing an experience, aiming to illuminate the complexity of the connection 
between the installation design with the viewer’s perception, unraveling the 
TVSJSYRH� HMEPSKYI� FIX[IIR� ZMWYEP� EVX� ERH� XLI� LYQER� I\TIVMIRGI�� *YVXLIV�
looking at the topic of evolving arc of engagement and the intricate process of 
deciphering audience interactions with visual creations.

The Perception and Evaluation of Visual Art

The conceptual background for the main element of art perception and evaluation 
MW�ER�MRXIVTPE]�SJ�GSKRMXMSR�ERH�EɊIGX�WIVZIW�EW�XLI�GSVRIVWXSRI�JSV�YRHIVWXERHMRK�
LS[� MRHMZMHYEPW� IRKEKI� [MXL� ZMWYEP� EVX� �,EKXZIHX� IX� EP��� ������ 0SSOMRK� EX�
the methods utilized to measure human perception in art, the starting point 
is an exploration of cognition—the perceived attributes that captivate viewers’ 
attention. Including aspects such as art appreciation, empirical observation, 
and empathy theory which concludes that aesthetic appreciation is intrinsic to 
the artwork itself, a notion that underscores the profound interaction between 
emotions and artistic attributes. These attributes, intrinsic to the artwork, are 
also shaped by the emotions evoked in the viewer. Another point of view related 
to the topic is seen in the A. Gestalt theory that theory further emphasizes 
cognition in perception and creativity, highlighting the essential role of dynamic 
TIVGITXMSR� MR� EIWXLIXMG� I\TIVMIRGIW� �,EKXZIHX� IX� EP��� ������ 2I\X� XS� MX�� XLI�
VIEPQ�SJ�EɊIGX��MW�[LIVI�IQSXMSRW�MRXIVX[MRI�[MXL�ZMWYEP�EVX�XS�IZSOI�TS[IVJYP�
responses. It is evident that visual art acts as a catalyst for emotional reactions, 
[MXL�GYPXYVEP�EVXMJEGXW�GSRXVMFYXMRK�WMKRMɋGERXP]�XS�HEMP]�IQSXMSREP�I\TIVMIRGIW��
where the pivotal question arises: how does an individual’s emotional response 
GSRXVMFYXI�XS�XLI�IZEPYEXMSR�SJ�ER�EVX[SVO#

90



D
ESIG

N

Transformative aesthetic experiences

Although descriptions of “aesthetic” experiences serve as a source of inspiration 
for the study of art and inform its cognitive objectives, the existing model of 
art perception, rooted in the analytic tradition and focused on the successful 
integration of artistic information, falls short in fully capturing this complex 
TLIRSQIRSR��4IPS[WOM�
�%OMFE������

There has been a predominant focus on “aesthetic” insight and harmonious 
pleasure, where existing models equate art perception to emotional alignment or 
cognitive assessment of an artwork’s formal information, emphasizing successful 
assimilation of meaning. However, this approach eliminates disruptive and 
transformative qualities that are essential to real-life art experiences. Pelowski 
and Akiba discuss that the current model has its origins in the historical tradition 
of aesthetics and emphasizes the harmonious and pleasurable aspect of the art 
experience. It posits that successful art perception involves a viewer attaining 
a state of detached pleasure, where they align their perception with the formal 
or semiotic aspects of the artwork, and this alignment leads to a pleasurable 
ERH�WIPɌIWW�WXEXI�SJ�GSRWGMSYWRIWW��4SMRXMRK�SYX�XLEX�XLMW�ZMI[�XIRHW�XS�I\GPYHI�
the role of disruption, emotional engagement, personal transformation, and 
GSKRMXMZI� GLERKI� MR� XLI� I\TIVMIRGI� SJ� EVX� �4IPS[WOM� 
� %OMFE�� ������ 8LI]�
propose an alternative model that brings an understanding of ‘aesthetic’ epiphany 
from within the experience itself, expanding the conception of art perception 
beyond informational assessment to include disruptive and transformative 
qualities and incorporating a mechanism for local growth and expectational 
QSHMɋGEXMSR��EGGSYRXMRK�JSV�GLERKIW�MR�ZMI[IV�TIVGITXMSR�ERH�VIPEXMSRWLMT�XS�
EVX�� 0EWXP]�� GSRWMHIVMRK� XLI� VSPI� SJ� ZMI[IV� WIPJ�MHIRXMX]� MR� EVX� TIVGITXMSR� ERH�
transformation, creating a possible new approach that would shift the focus 
from peak moments of assimilation to an “experience-based” understanding of 
the viewer’s relationship with art, emphasizing the process of arriving at new 
MRWMKLXW�ERH�XVERWJSVQEXMZI�I\TIVMIRGIW��4IPS[WOM�
�%OMFE�������
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Atmosphere Metrics

:EVMSYW�QIXLSHSPSKMIW�LEZI�FIIR�YWIH�XS�QIEWYVI�EɊIGXMZI�WXEXIW�PMOI�QSSH�ERH�
IQSXMSR��,S[IZIV��XLI�TVIWIRXIH�QIXLSH�UYERXMɋIW�XLI�TIVGIMZIH�EXQSWTLIVI�
of an environment. The perceived atmosphere of an environment, unlike mood, 
MW�I\TIGXIH�XS�FI�QSVI�WXEFPI�ERH�MW�ER�EɊIGXMZI�IZEPYEXMSR�VEXLIV�XLER�E�HMVIGX�
JIIPMRK��;LMPI�QSSH�GER�FI�MRɌYIRGIH�F]�QYPXMTPI�JEGXSVW��MRGPYHMRK�GSKRMXMSR��
atmosphere perception is considered a more useful concept to assess the 
psychological impact of environments. According to the authors, it is possible to 
quantify the perceived atmosphere of an environment in a form of an atmosphere 
questionnaire based on a lexicon of terms used to describe it. in a form of an 
EXQSWTLIVI�UYIWXMSRREMVI��:SKIPW�������
In consequence, a pilot method set in the test design was to create a set of 
terms that describe diverse atmospheres and juxtapose them from positive ones 
XLVSYKL� RIYXVEP� XS�QSVI� RIKEXMZI�� -XW� ɋREP� WLETI� GER� FI� WIIR� MR� XLI� GLETXIV�
related to the testing procedure.

Activated Spectatorship

Installation art’s pursuit of activated spectatorship aligns with a revolutionary 
approach to expanding individual consciousness, involving the body, senses, and 
direct perceptual knowledge. The emphasis on active presence within the artwork 
is positioned as a means to drive political and ethical engagement, contributing 
to a broader discourse about the role of art in societal transformation (Bishop, 
�����
The tension within installation art lies in its endeavor to both decenter and 
EGXMZEXI� XLI� ZMI[IV�� VIɌIGXMRK� XLI� GSRɌMGX� FIX[IIR� E� YRMɋIH� WYFNIGX� ERH� ER�
autonomous, modern subjectivity. By immersing viewers in a space contiguous 
with reality, it aims to prompt a deeper understanding of subjectivity and aligns 
with the goals of poststructuralist theory. The immersive experience is a central 
facet of installation art’s manifesto and accomplishment. Aesthetic evaluation in 
installation art is often based on how well the philosophical model of subjectivity 
EPMKRW�[MXL�XLI�ZMI[IVŦW�PMXIVEP�IRGSYRXIV��&MWLST�������
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Arc of Engagement 

The engagement arc narrates the dynamic interaction unfolding between the 
artist and the audience. This narrative commences when an individual decides 
to partake in a gallery, exhibition, or performance, initiating a journey of 
escalating anticipation. Progressing through stages of contextualization, marked 
by intensifying preparation, this journey culminates in the pinnacle of artistic 
exchange. The engagement arc is the artistic exchange, a pivotal juncture 
characterized by the transfer of emotions and meaning between the artist and 
XLI�TYFPMG��)QSXMSRW�EVI�XVERWTSWIH�JVSQ�EVX�XS�EYHMIRGI��TVSTIPPMRK�WYFWIUYIRX�
TLEWIW� SJ� GSRWXVYGXMRK� WMKRMɋGERGI� �1EOMRK� 7IRWI� SJ� %YHMIRGI� )RKEKIQIRX��
R�H�
3JXIR��XLMW�TLEWI�VITVIWIRXW�XLI�WSPI�MRXIVEGXMSR�JSV�ER�EYHMIRGI�QIQFIV��8LI�
supporting audience’s understanding can be manifested throughout the stages. 
*VIUYIRXP]� MX� MW� XLVSYKL� GYVXEMR� WTIIGLIW� ERH� VIEP�XMQI� MRXIVTVIXMZI� GSRXIRX�
delivered through mobile devices. Museums prominently focus on this juncture, 
EW� MX� EPMKRW� [MXL� ZMWMXSVWŦ� TVIWIRGI� [MXLMR� XLI� TL]WMGEP� WTEGI�� *SPPS[MRK� XLI�
artistic exchange, a phase of post-processing and meaning-making ensues. In 
this part, viewers engage in post-event discussions and artist receptions as well 
EW�VIUYIWX�JIIHFEGO��[LMGL�TPE]W�E�WMKRMɋGERX�VSPI�MR�RYVXYVMRK�EYHMIRGIWŦ�GVMXMGEP�
VIɌIGXMSR��;LIR�XLI�MQTEGX�SJ�XLI�EVXMWXMG�I\GLERKI�PMRKIVW�� MX�GER�IRHYVI�JSV�
varying durations—days, months, or even a lifetime—creating what we term the 
ŨMQTEGX�IGLSũ��1EOMRK�7IRWI�SJ�%YHMIRGI�)RKEKIQIRX��R�H��

The presented on the right curve of engagement can be translated and embodied 
into various experience-based events, setting an overview of conscious experience 
design and its implementation. The presented scope is a valuable point and a 
small guideline for the installation in this research through the exhibition, as it 
outlines valid stages of audiences’ engagement during the intended experience.
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6.2 Design Research

D
ES

IG
N

Scheme by Filipowska 17

This subhapter gives an overview of the initial process and iterations through 
the design process. Including methods, approach, techniques, and location 
scouting for the desired test design. Presentation of the original design and set 
SJ�SFNIGXMZIW�JSV�XLI�ƝREP�HIWMKR��-X�MW�KEXLIVMRK�IWWIRXMEP�TSMRXW�SJ�ZMI[�JSV�XLI�
intended pilot research described in the following part of the report.
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Inspirations and departure point of research

8LI� MRMXMEP� MHIE��[LMGL�GER�FI� WIIR�EW�E�HITEVXYVI�TSMRX��[EW� XS� VIɌIGX�YTSR�
ŨLS[�HS�HIZIPSTMRK�GSRGITXW�MR�HMɊIVIRX�ɋIPHW�YWI�PMKLXMRK�FSXL�EW�E�XSSP�ERH�
PERKYEKI� XS� I\IGYXI� EVXMWXMG� MHIEW#ũ�� ERH� PIH� XS� XLI� VIWIEVGL� YTSR� PMKLX� EW� E�
coherent element in creative processes within the broad spectrum of artistic 
directions. In order to have an overview of how immersive installations are 
being designed, what it takes to create an engaging experience with light, and 
EFSYX� PMKLX� JSV� XLI� SFWIVZIVW�� HIGMHIH� XS� ɋVWX� REVVS[� VIWIEVGL� XLI� ZIV]� GSVI�
of the subject in the direction of the physiology of the eye, optics, and human 
vision, arriving to visual awareness and human perception, that is building the 
theoretical background of this report.  

*VSQ�XLI�ZIV]�IEVP]�WXEKI��XLI�KYMHMRK�ERH�HIITP]�MRWTMVMRK�TSMRX�SJ�ZMI[�XLEX�
was accompanying the trajectory of this research was the point of view presented 
F]�;ąEH]WąE[�7XV^IQMćWOM�MR�Ũ8LISV]�SJ�:MWMSRũ�,YQER�ZMWMSR�LEW�RSX�FIIR�
received in a ready-made and unchanging form, and seeing is not limited to the 
passive reception of visual sensations. The received experiences are subjected to 
QIRXEP�EREP]WMW�ERH�GSRJVSRXEXMSR��7XV^IQMćWOM�
�0YFE��������3YXPMRMRK�XLI�
inseparable connection between the awareness of seeing and culture, education,
and civilization. Showing a shared interest in developing images and visual 
experiences that are allowing human perception to grow beyond form. This 
FVSYKLX�SRKSMRK�VIWIEVGL�XS�MXW�ɋREP�FEWI�[MXLMR�PMKLXMRK�HIWMKR��WTEXMEP�HIWMKR��
and designing experience in dialogue with visual awareness and exploring 
measures of human perception.

%W�E�VIWYPX��XLI�JSVQIV�TEVX�SJ�XLI�XLIWMW�MW�VIPEXIH�XS�WGMIRXMɋG�VIWIEVGL��PEXXIV�
is to design an installation in order to implement the research question. Test 
design in real scale, volume, and time, allowing to prioritize users interaction 
and collect feedback. Seen as possible research through the exhibition. A helpful 
[E]�[EW�XS�WXVYGXYVI�[SVO�EVSYRH�JSYV�GEXIKSVMIW���WGMIRXMɋG�WGSTI��XLISVIXMGEP�
FEGOKVSYRH��EVXMWXMG�VIWIEVGL��GSRGITXYEP�XIWX�HIWMKR��EREP]WMW��ERH�[VMXMRK�
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Scheme by Filipowska 18

Through the literature review, conversations in the form of semi-structured 
MRXIVZMI[W�[MXL�TVSJIWWMSREPW�EGVSWW�XLI�ɋIPHW�SJ�XLIEXIV��EVX��ERH�HIWMKR�WXEVXIH�
to shape the idea of a testing procedure that would invite observers to participate 
in the experience, at the same time, actively observing the mechanism of vision. 
Another objective of the research process was to map out the role of light, looking 
JVSQ�XLI�TIVWTIGXMZI�SJ�GVSWW�HMWGMTPMREVMX]�ERH�XS�RIKSXMEXI�LS[�EPP�XLI�ɋIPHW�KS�
together. Researching as well artists related to light, art, space, and movement. 
,S[�HMH�XLI]�YWI�XLI�TLIRSQIRE�EVX�[MXL�PMKLX�ERH�I\TPSVIH�MXW�GLEVEGXIVMWXMGW#�
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4EMRXMRK�F]�)VMG�&PYQ Design by Ohashi Photo by Filipowska19 20 21

       D. Schuld

99

2023MASTER THESISAFTERIMAGES OF ART

Further, taking a close look at the installation art, 
ephemeral design characteristics, and what are the 
ways to measure human perception, if it can be 
crossed with a scenographic approach to lighting 
design where observers could be testing lighting 
WGIREVMSW�XLEX�GVIEXI�HMƜIVIRX�EXQSWTLIVIW�MR�XLI�
I\LMFMXMSR�WTEGI��6IƞIGXMRK�YTSR�XLI�[SVHW�SJ�
(Schuld, 2022) quoted below. This led to 
establishing a research question that reads as 
followed:

how to create memorable visual experiences, 
with and through light? 

 
 

“Art that does not communicate the message, 
but rather a direction us towards awareness of new view-points.” 
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Photos by Filipowska 22
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Design iterations and further research

*SVQMRK�XLI�ɋVWX�MXIVEXMSRW�SJ�XLI�XIWX�HIWMKR��WXVSRKP]�MRWTMVIH�F]�WGIRSKVETLMG�
light in stage design and its evocative character. Starting from simple, visually 
[IPP�ORS[R�WGIREVMSW�SJ�PMKLX�XLEX�FVMRK�E�WTSX�XS�XLI�GIRXIV�TSMRX��)\TPSVMRK�
JYVXLIV� MXIVEXMSRW�ERH�HMɊIVIRX�ZEVMERXW�SJ� PMKLXMRK��ERKPIW��ERH�TSWMXMSRMRK� MR�
terms of proximity, and height. In parallel, scouting the location for the possible 
MRWXEPPEXMSR�ERH�KEXLIVMRK�PMWXW�SJ�RIGIWWEV]�IUYMTQIRX�JSV�XLI�TVSHYGXMSR��*VSQ�
UYMGO�LERHQEHI�WOIXGLIW��I\TPEMRMRK�XLI�MHIE�XS�QSVI�EHZERGIH��(�QSHIP�MR�
6LMRS�WIX�YTW�[IVI�WLETMRK�XLIMV�ɋREP�JSVQ��-R�SVHIV�XS�GPIEVP]�GSQQYRMGEXI�
the idea, it was important to juxtapose the isometric view of each setup with 
a reference image, which would somewhat bring a closer understanding of the 
HIWMVIH�ZMWYEP�IɊIGX�FYMPX�[MXL�PMKLX��8LMW�MW�XLI�QSQIRX�[LIVI�XLI�GSRZIVWEXMSR�
EFSYX� GVIEXMRK� EXQSWTLIVIW� FIKER�� *VSQ� XLI� WMQTPI� MHIE� SJ� XIWXMRK� HMɊIVIRX�
scenographic lighting set ups, from simple to more elaborated ones, the design 
TVSGIIHIH�XS[EVHW�FYMPHMRK�WGIREVMSW�SJ�HMɊIVIRX�EXQSWTLIVIW��
%JXIV�HIɋRMRK�E�WIX�SJ�WGIREVMSW��MX�[EW�GVYGMEP�XS�WXEVX�XLI�GSRZIVWEXMSR�EFSYX�
the curve of the experience that potential observers could explore within 
the installation. Researching the user experience and art of engagement in 
performance is stated to be vital for this experiment to structure it around two 
IUYEP�TSMRXW� �� XLI� VIWIEVGL�UYIWXMSR� XLEX� MW� JSVQMRK� XLI� XIWXMRK�TVSGIHYVI� ���
ERH�XLI�YWIV�I\TIVMIRGI�GYVZI����SJ�LS[�XLI�MRWXEPPEXMSR�[MPP�FI�I\TPSVIH�F]�XLI�
TEVXMGMTERXW��(IPZMRK�MRXS�XLI�QIXLSH�SJ�VIWIEVGL�XLVSYKL�XLI�I\LMFMXMSR��XLI�ɋVWX�
draft of the testing procedure was presented at the second PIN UP presentation 
at Aalborg University for feedback, where the complete presentation of the 
initial installation design and the procedure was discussed with the professors. 
In consequence, received comments and new viewpoints on the topic were 
introduced, which helped to continue the research. At this stage, the crucial part 
was to turn the directions of the research into clear principles and objectives 
for the design. Translate the inspirations and intuitive viewpoints into actual 
solutions that would enable the design to work. As seen in the methodology of 
4VEGXMGI�&EWIH�VIWIEVGL��ɋRH�E�[E]�JSV�XLI�GVIEXMZI�SYXTYX�XLEX�EPPS[W�EHETXMRK�
to complex explorative processes to develop the design and proceed to its 
MQTPIQIRXEXMSR��/IITMRK�XLI�JSGYW�SR�ɋRHMRKW�ERH�QEXIVMEP�KEXLIVIH�XLVSYKLSYX�
the process of the testing procedure.
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Recognition of the methodologies

When designing the testing procedure in the form of installation, I used the 
QIXLSHSPSK]�SJ�(SREPH�%�� 7GLSR�� FVMIɌ]� HIWGVMFIH� MR� GLETXIV� ����[LIVI� XLI�
QSHIP� SJ� ŨVIɌIGXMSR�MR�EGXMSRũ� WMKRMɋGERXP]� GSRXVMFYXIH� XS� EGLMIZMRK� GPIEV�
directions based on the experience gained from architectural practice and personal 
experience on stage as a performer. Mapping out the possible user experience, 
who would step into the installation and speculate on the trajectory of the 
I\TIVMIRGI��VIɌIGXMRK�SR�XLI�EGXYEP�EHZERXEKIW�SJ�XLI�HIWMKR�XLEX�MW�GSQFMRMRK�
spatial design and exhibition-making through lighting setups. A continuous 
cycle of thinking and action supported decision-making in real-time, allowing 
adaptation and necessary adjustments coming from the capacity of the venue 
and challenges encountered along the production of the installation. Taking the 
position of the participant and going through the procedure numerous times, 
looking for improvements, and striving to eliminate problems that would pull 
the focus of the actual intentions in the design. Throughout this period, it was 
important to discuss the uncertainty of several situations and their probability 
as well as build, to a certain extent, the ability to navigate in the margin of error.
In consequence, using the inductive research method, I was able to formulate 
general principles for the analysis of observations gathered from potential 
TEVXMGMTERXW��*MRHMRK�E�[E]�XS�GSPPIGX�XLI�HEXE�XLEX�GSYPH�WYFWIUYIRXP]�MHIRXMJ]�
recurring patterns in their experience and related to its feedback.

0SSOMRK�EX� XLI�VIPEXMSRWLMT�FIX[IIR�XLI�VSSQ�ERH� PMKLXMRK��,S[�XS�REZMKEXI�
through both logical blends of known visual stimuli and create a room for 
YRORS[R��RI[�WXMQYPM�XLEX�JIIH�SɊ�XLI�EGXMZI�MQEKMREXMSR��-J�TEVXMGMTERXW�[MPP�
be able to relate themselves to encountered scenarios, how they can associate 
the visual sensations with previous knowledge or experiences related to art and 
I\LMFMXMSR�HIWMKR#
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Scheme, by Filipowska inspired by 
Ũ&I]SRH�(EVORIWWũ�WGSTI�SJ�VIWIEGL�

23

6IɌIGX�YTSR�[LEX�EVI�XLI�[E]W�SJ�QIEWYVMRK�TIVGITXYEP�I\TIVMIRGI��,S[�WYGL�
I\TIVMIRGIW� GER� FI� TVSHYGIH�� I\TIVMIRGIH�� ERH� PEXIV� HIWGVMFIH� SV�QIHMEXIH#�
Considering the perception of perception, when an observer enters the installation 
WTEGI��LS[�[MPP�LI�I\TPSVI�MX#�0SSOMRK�JSV�QSHIPW�SJ�IRKEKIQIRX��TEVXMGMTEXMSR�
measures, and grasping topics related to the behavioral, spatial exploration of 
the space.

Presented in further sections, the design is synthesizing insights from diverse 
ɋIPHW�WYGL�EW�EVX��IRKMRIIVMRK��TW]GLSPSK]��WSGMSPSK]��ERH�XIGLRSPSK]�ERH�LEW�
a transdisciplinary character. This complex creative process supported the 
formulation of the pilot research in a form of an Installation that assembles 
HMɊIVIRX� PMKLXMRK�WGIREVMSW�ERH�FIGSQIW�E�XSSP�XS�GVIEXI�HMZIVWI�EXQSWTLIVIW��
giving memorable visual experiences. Where collected data - documented, 
drawn, and captured in real-time is being further analyzed. Its intention is to 
investigate — how to create visual memorable experiences?
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6.3 Design Iterations

D
ES

IG
N

Presented iterations are showing complete number of set ups, further called 
chapters, that were primarily designed for the installation. Their formulation 
EPPS[IH�WIXXMRK�TSWWMFPI�WGIREVMSW�XLEX�FYMPH�[MXL�PMKLX��;LIR�GLETXIVW������ERH�
��EVI�YWMRK�QEMRP]�PMKLXMRK�EW�E�HSQMRERX�IPIQIRX��I\TPSVMRK�PMKLX�GLEVEGXIVMWXMGW�
ERH� MXW� TSXMIRXMEP� EGGSVHMRK� XS� TSWMXMSRMRK�� HMɊIVIRX� PMKLX� HMWXVMFYXMSR� MR� XLI�
VSSQ�SV�MRXIRWMX]��GLETXIVW������ERH���EVI�MRGSVTSVEXMRK�WYTTSVXMZI�IPIQIRXW�SV�
materials that play with light in order to create more immersive and captivating 
IɊIGX��-RXIRXMSREPP]�HMZIVWI�GLEVEGXIV�MR�XLI�HIWMKRIH�WIX�YTW�MW�EMQMRK�XS�IZSOI�
HMɊIVIRX� ZMWYEP� I\TIVMIRGIW� JSV� XLI�SFWIVZIVW� ERH�QET�SYX�� XLIMV� JIIHFEGO�EW�
it is very individual topic, how each can and will be perceived, aesthetically 
IZEPYEXIH��SV�XS�[LEX�PIZIP�GER�IRLERGI�XLI�IRKEKIQIRX��:MWMFPI�SFNIGX�SR�XLI�
schemes presented in eachof the lighting scenario, plays an important role, yet is 
JYVXLIV�HIWGVMFIH�ERH�EVKYQIRXIH�MR�XLI�HIWGVMTXMSR�XLEX�TVIWIRXW��ɋREP�HIWMKR��
In this stage, intentionally overlooked, in order to focus on the discussion and 
interaction of light, used only as referential point to the space bringing sense of 
scale between: observer, lighting scenario and the venue.
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Presentation of the setups, by Filipowska 24
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Presentation of the setups, by Filipowska 25
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The chapter serves as a comprehensive compilation of essential viewpoints, 
establishes objectives, and provides an overview of the design principles to be 
explored. At its core, this chapter aims to address the complex interplay between 
design theory and practical application.

Drawing Inspiration from Theoretical Frameworks

The pivotal aspect that found this work outlined by Wladyslaw Strzeminski 
is the inseparable connection between the awareness of seeing and culture, 
education, and civilization. Seen as a departure point to this research, as there is 
a shared interest in developing images and visual experiences that are allowing 
human perception to grow beyond form. Investigating aspects such as visual 
awareness, human vision, and perception and exploring their position in art, 
with and through the medium of light, led to shaping an idea of possible research 
through the exhibition and developing a design that could test how to create 
visual experiences that become memorable. 

3YV�QMRH��EW�MX�[IVI��TSWIW�UYIWXMSRW�MR�EHZERGI��[LMGL�SYV�WMKLX�MW�WYTTSWIH�
to answer, where the range of observations to which we are to respond by 
WIIMRK�� GSRɋVQMRK�� SV� GSRXVEHMGXMRK� SYV� TVIZMSYW� EWWYQTXMSRW� MW� HIXIVQMRIH��
This is how the work of thought, cooperating with the direct activity of seeing, 
determines the richness and diversity of our perceptions. In the process of seeing, 
what is  important is not what the eye mechanically grasps but what a man 
TIVGIMZIW�JVSQ�LMW�WIIMRK��7XV^IQMćWOM�
�0YFE������

8LI�I\TPSVEXMSR�SJ�ťPMKLX�ERH�WTEGIŦ�JVSQ�XLI�����W�XMP�XLI�GYVVIRX�QSQIRX�LEW�FIIR�
E�WMKRMɋGERX�WSYVGI�SJ�MRWTMVEXMSR�JSV�XLMW�[SVO��8LI�IQTLEWMW�SR�QERMTYPEXMRK�
light to transform spatial perceptions and create immersive environments has 
guided the intention to use lighting as a pivotal element, as well as focus on 
engaging viewers through sensory experiences. Somewhat supporting the 
objective of designing described below installation, where lighting contributes 
to shaping atmospheres that provoke emotional responses. Altogether, keeping 
important sentence from the discourse on perception where she comments on 
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works and art that does not necessarily communicate the message but rather a 
HMVIGXMSR�JSV�YW�XS[EVHW�E[EVIRIWW�SJ�RI[�ZMI[�TSMRXW���(E[RE�7GLYPH��������
As the testing procedure aims to point viewers to directions within the topic and 
give new viewing points.

3ZIVEPP�� XLI� MRXIVTPE]� SJ� PMKLX� ERH� WTEGI�� ETTVIGMEXMSR� SJ� XIQTSVEPMX]�� ERH�
the fusion of diverse elements from installation art’s legacy have collectively 
MRɌYIRGIH�XLI�HIWMKR�ETTVSEGL��HVMZMRK�XLI�GVIEXMSR�SJ�IRZMVSRQIRXW�XLEX�IRKEKI��
provoke, and resonate with viewers on both aesthetic and emotional levels.
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Objectives

The complexity of this approach lies in its dual character interlacing various 
challenges, where designing an installation as a testing procedure that will 
provide certain visual experiences - aesthetic challenges and execution of an 
installation, and at the same time transmit objectives of the research - ensure 
collection of material and data, that can be further analyzed. Where the goal 
of achieving a cohesive whole, blurring the lines between disciplines, has 
encouraged a transdisciplinary mindset of this design.

This work is a combination of two directions that emerged from the research 
process, forming the following objectives. They are being developed in parallel, 
mutually stimulating possible outcomes.
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��� *SPPS[MRK� XLI� WTMVMX� SJ� XLI� VIWIEVGL� XLVSYKL�
exhibition sets an objective to design and 
installation that has the ability to investigate 
posed questions through engaging viewers and 
testing:
viewers’ evaluation of light and afterimages 
characteristics, readability of atmospheres, their 
VIɌIGXMSRW�SR�I\TIVMIRGIH�EXQSWTLIVIW��TSMRXMRK�
HMVIGXMSRW� JSV� ZMWMSR� XS� I\TPSVI� XLIQ�� ɋRHMRK�
out what remains instantly in our eyes, and how 
HMɊIVIRX�TVIWIRXIH�PMKLXMRK�WGIREVMSW�GER�MRɌYIRGI�
mood.

Inspired by the mechanism of seeing and its role 
in expanding visual awareness, it focuses mainly 
on incorporating the testing procedure in the 
installation following objective number two.
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��� -R� TEVEPPIP�� XLI� WIGSRH� SFNIGXMZI� VIɌIGXW�
directly on the research question posed —- ‘how 
to create memorable visual experiences with and 
XLVSYKL�PMKLX#Ŧ��ERH�I\MWXW�SRP]�FIGEYWI�SJ�XLI�ɋVWX�
objective. Is to map out what elements and support 
design components are crucial for designing an 
evocative experience with and through light. 

*MRH� SYX�Ť� MJ� XLI� I\IGYXIH� MRWXEPPEXMSR� LEH� ER�
impact on the viewers. What elements enhance 
ZMI[IVWŦ�TEVXMGMTEXMSR�ERH�IRKEKIQIRX#

Where an additional important perspective here 
is to stay open for viewers’ interpretation of the 
designed experience, as in performative arts, where 
theatrical pieces observed by the audience will 
provide for each viewer’s individual experiences 
and leave with diverse layers that enrich their 
sensibility.

Here actual knowledge is to be gained from 
incorporating diverse materials and elements 
central to installation art, embodying elements that 
support audience engagement, and building the 
MRWXEPPEXMSR�MXWIPJ��*YVXLIV�GEVV]MRK�SYX�XLI�XIWXMRK�
procedure, observation from a phenomenological 
point of view, its impact on the viewers, and lastly, 
evaluation, if set measurements and execution of 
the installation brought desired outcomes. 

This process requires looking at the complete work 
carried out within this thesis - research, creative 
TVSGIWWIW��VIɌIGXMSRW��SFWIVZEXMSRW��ERH�JIIHFEGO�
from viewers - and investigating if it is possible to 
conclude guideposts that would support creating 
memorable visual experiences.
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This approach involves experimenting with materials, architectural elements, and 
sensory stimuli to craft spatial narratives that transcend traditional boundaries, 
ultimately fostering immersive and captivating experiences. 

(IPZIW�MRXS�HIZIPSTMRK�RI[�WXMQYPM��ZMWYEP�I\TIVMIRGIW�XLEX�EVI�EPPS[MRK�LYQER�
TIVGITXMSR� XS� KVS[� FI]SRH� JSVQ�� )\TPSVMRK� XLIQ� XLVSYKL� I\TIVMIRGMRK� XLI�
installation, embodied atmospheres in it, and tasks introduced to the viewers 
�XIWXMRK�TVSGIHYVI��%PXSKIXLIV��GER�FI�GSRWMHIVIH�E�GSLIVIRX�KSEP�

Support questions and aspects

%W�XLI�GSQTPI\MX]�SJ�XLI�WYFNIGX�MW�XSYGLMRK�YTSR�ZEVMSYW�ɋIPHW��XLVSYKLSYX�XLI�
process of research, numerous open questions and thoughts were valuable to 
pin down supporting the process of achieving set objectives and implementing 
ORS[PIHKI� MRXS� XLI� ɋREP� HIWMKR��;LIR� WSQI� SJ� XLIQ� EVI� PIJX� STIR�� JI[� EVI�
ɋRHMRK�XLIMV�TPEGI�MRɌYIRGMRK�ERH�WLETMRK�XLI�HIWMKR�

 Ť�,S[�XS�MRZIWXMKEXI�XLI�VIEHEFMPMX]�SJ�EXQSWTLIVIW�GVIEXIH�
� ����[MXL�ERH�XLVSYKL�PMKLX#

� Ť�;LEX�EVI�XLI�WGIRSKVETLMG�PIRWIW�XLEX�GER�FI�YWIH�MR�XLMW�TVSNIGX#

� Ť�,S[�XS�KYMHI�XLI�ZMI[IV�XLVSYKL�XLI�MRWXEPPEXMSR��
� ����[LMGL�IQFSHMIH�XLI�XIWXMRK�TVSGIHYVI#

� Ť��;LEX�[MPP�FI�XLI�I\TIVMIRGI�GYVZI�JSV�XLI�ZMI[IVW#

� Ť��,S[�XS�XVERWPEXI�XLI�EVG�SJ�IRKEKIQIRX�JVSQ�TIVJSVQEXMZI�EVX�MRXS�MRWXEPPEXMSR�EVX#
� Ť��,S[�PSRK�MW�XLI�GYVZI�SJ�XLI�I\TIVMIRGI�MR�XLI�KMZIR�WTEGI#

� Ť���%VI�XLIVI�ER]�TIVGITXYEP�GLEPPIRKIW�JSV�XLI�ZMI[IVW�MR�XLI�MRWXEPPEXMSR#

� Ť��;LEX�EVI�XLI�MQEKIW�XLEX�VIQEMR�MR�SFWIVZIVW#

� Ť��;LIVI�[EW�XLI�GIRXIV�SJ�KVEZMX]�MR�WTEGI#
       /vertically, horizontally, where there any shifts/
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)WWIRXMEP�XLVSYKLSYX�XLI�HIWMKR�TVSGIWW�[IVI�XLSYKLXW�SR�LS[�XLI�HVEQEXYVKMGEP�
approach from performative arts can be transmitted in design and installation 
art. Referring to it as dramaturgical lenses following set of questions is being 
posed:

Dramaturgical Lenses

[LEX�MW�TVIWIRX#
[LEX�EVI�XLI�IPIQIRXW#
[LEX�MW�XLI�UYEPMX]�MR�XLEX�QSQIRX#

[LEX�GLERKIW#��LS[���[LIR���[L]�
[LEX�I\TIVMIRGI�HSIW�MX�GVIEXI#

[LEX�HSIW�RSX�GLERKI#��LS[���[LIR���[L]
[LEX�I\TIVMIRGI�HSIW�MX�GVIEXI#

[LEX�MW�XLI�PIZIP�SJ�MRXIRWMX]�MR�[LEX�]SY�WII#�
[LEX�MW�XLI�PIZIP�SJ�MRXIRWMX]�MR�[LEX�]SY�JIIP#�
[LEX�MW�RS�PSRKIV�XLIVI#

This perspective has been accompanying the creative process and decision-
making when designing a curve of the experience in the installation, yet has 
a character of internal dialogue and shapes possible discussion curves in this 
project. Seen as a possible angle to speak about the installation design and 
research through the exhibition.
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Principal Design Principles

Participation
Activated spectatorship
New viewing points on visual awareness
Active observation
Seeing above looking 
6IɌIGXMSR�TVSZSOMRK�XIWXMRK�TVSG�SR�
Receptive state in the viewers
Art that points to new directions
Creating atmospheres

Practical Application

Currently, museums and exhibition spaces strive to create memorable experiences 
and achieve captivating atmospheres for their audience. This pilot research 
GER�FI�WIIR�EW�ER�I\TPSVEXMSR�SJ�XLMW�XSTMG��EMQMRK�XS�ɋRH�SYX�ťLS[�XS�GVIEXI�
QIQSVEFPI�ZMWYEP� I\TIVMIRGIW��[MXL�ERH� XLVSYKL� PMKLXŦ��3TIRMRK� XLI� XSTMG�SJ�
how to create a complete experience using lighting design and develop visual 
sensations or images that remain in the audience.

The main aim is to connect design theory with practical application, creating 
diverse atmospheres that captivate viewers both aesthetically and emotionally. 
This approach is inspired by the inseparable connection between seeing, culture, 
and education. Moreover, it embraces the challenge of translating theoretical 
inspiration into tangible design elements that go beyond simple shapes, pushing 
the boundaries of human vision and perception. This design aspires to bridge the 
gap between science and art through its diversity, and aims to create memorable 
ZMWYEP� I\TIVMIRGIW�� )\TPSVMRK� PMKLX� TIVGITXMSR� ERH� EIWXLIXMGW� JVSQ� HMɊIVIRX�
angles.
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The installation, driven by the spirit of research 
through the exhibition, delves into the realm 
of artistic exploration while simultaneously 
investigating complex questions pertaining to 
atmospheres, visual perceptions, and the profound 
MQTEGX� SJ� PMKLX�� -X� EWWIQFPIW� HMƜIVIRX� PMKLXMRK�
scenarios, which become tool to investigate 
HMƜIVIRX� ZMWYEP� I\TIVMIRGIW� IQFSHMIH� MR� FYMPX�
setups. Strive to directing the viewers into new 
viewing points on human vision and perception 
SJ� PMKLX�� )\TPSVIW� HMƜIVIRX� [E]W� XS� HMWGYWW�
light, space, perceived atmospheres, and their 
afterimages.

The inclusion of the term ‘afterimage’ within 
the installation’s context is deliberate and holds 
E�TYVTSWIJYP� WMKRMƝGERGI�� -X� WIVZIW�EW�E�GSRHYMX��
inviting visitors into a realm of active observation 
ERH� VIƞIGXMZI� IRKEKIQIRX�� 8LMW� WXVEXIKMG� GLSMGI�
stems from a recognition that the genuine 
afterimage phenomenon’s complexity might 
RSX� FI� JYPP]� VIEPM^IH� MR� XLI� GSRƝRIW� SJ� E� WMQTPI�
experiment. However, its inclusion carries an 
indirect invitation for visitors to embark on an 
experiential journey of focused exploration. 
It reveals the curiosity standing behind the 
true afterimage phenomena and translating 
it, more metaphorically, to the fact that each 
visual experience and encounter with art brings 
enrichment to human vision and expands the 
visual vocabulary of one’s perception. Outlining 
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the important process of learning what each 
visual image means and subjectively to what part 
of the reality it corresponds to. Where constant 
correction of thoughts in relation to vision allows 
for improving the use of received visual sensations 
Ť��KEXLIVMRK�ERH�I\TERHMRK�ZMWMSR�GSRWIUYIRXP]�
expands human sensibility and aesthetic values 
SJ� XLI� TIVGIMZIH� [SVPH� �7XV^IQMćWOM� 
� 0YFE��
2016). In consequence, the term ‘afterimages of 
art’ is relating to the broad context of perceiving 
art, which leads to expanding human sensibility. 
Refers to soft layers of visual sensations that 
remain in viewers and shape their understanding 
of complex experiences.

This installation consists of a multi-phase 
testing procedure, where viewers enter into a 
receptive state angled for light and space around 
them. Moreover, it adopts a playful and open-
ended stance, mirroring the concept of ‘leaving 
things up to chance.’ This approach aligns with 
the installation’s broader ethos of allowing 
each participant’s unique perceptions and 
interpretations to shape their experience. When 
XLI�XIWX�MW�TSMRXMRK�ZMI[IVW�XS�HMƜIVIRX�TIVWTIGXMZIW�
of light and atmosphere, the experience itself is 
FEWIH�IRKEKI�ERH�TEVXMGMTEXI�HMƜIVIRXP]�[MXL�XLI�
presented experiment, gaining an individual layer 
SJ�WXMQYPM��ZMWYEP�WIRWEXMSRW��ERH�VIƞIGXMSRW�JVSQ�
a presented installation that will remain in them 
for a certain period of time, an echo representing 
the lasting impact. An interplay between visual 
perception, cognitive response, and creative 
output. 
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30AFUK Theater Hall, documented by Filipowska

Characteristics and qualities

Presented above space, the theater hall at 
%OEHIQMIX� *SV� 9X©QQIX� /VIEXMZMXIX� �%*9/�
MW� WMXYEXIH� F]� )RKLEZIZIN� ��� MR� 'STIRLEKIR��
Denmark. Principal performative space is also 
used for diverse events throughout the year. 
%�LEPP�SJ�����Q��[MXL�����QIXIVW�MR�XLI�LMKLIWX�
vertical point to the ceiling, with maximum 
GETEGMX]�MR�XLI�LEPP�IWXMQEXIH�JSV�����TISTPI�
Selected locations already have existing truss 
systems and lighting equipment that were 
partially incorporated into the test design. The 
main objectives in looking for the location were 
spaciousness and the possibility of achieving a 
minimal level of light coming from outside. A 
QENSV�TEVX�SJ�XLI�LEPP�MW�ɋRMWLIH�[MXL�FPEGO�TEMRX�
and has installed black Molton curtains when 
on the opposite side part of the hall is light grey. 
8LI� GSRGVIXI� ɌSSV� IREFPIH� XLI� MQTPIQIRXEXMSR�
of natural elements to the installation, such as 
ice, which slowly melted into a large puddle of 
water. Skylights visible in pictures are optional, 
as controlled shutters allow them to black out 
the space. A small challenge appeared from the 
windows of the balcony during the installation, 
EW�MX�[EW�E�WYVJEGI�LEVH�XS�LIVQIXMGEPP]�GPSWI�SɊ��
]IX�[MXLSYX�WMKRMɋGERX�MQTEGX�SR�XLI�GEVVMIH�SYX�
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31Plan of the hall, by Filipowska
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design. Great facility coming from existing rigging 
points allowed to bring to the space designed 
pending elements as well as a montage of both 
ɋ\XYVIW�ERH�TVSNIGXSV�SR� XLI�FIEQW��%*9/�LEPP�
has a direct connection to kitchen production, 
where for a particular time in advance, ice blocks 
were being prepared. As the performative space 
was adapted for this installation, the primary 
access to the venue was used au face in order to 
separate it from the communication used by the 
school. 
The principal advantage of the presented location 
was the hospitality of the hosting institution, and 
spaciousness, as well as the lighting and rigging 
conditions, enabled testing in advance in order to 
achieve the desired design and, at the same time, 
accurate atmospheres for the observers.
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Temporality and Atmospheres

*VSQ�XLI�IEVP]�WXEKI�SJ�XLMW�TVSNIGX�VIWIEVGL�ERH�GVIEXMZI�TVSGIWWIW�VIPEXIH�XS�MX��
the light has been considered as the principal context. As read in a title - with 
and through light. Its role has been placed in the position of both executing 
MRXIRHIH�EXQSWTLIVIW�XLVSYKL�PMKLX�ERH�ɋRHMRK�SYX�[E]W�SJ�QIEWYVMRK�TIVGIMZIH�
WIRWEXMSRW�[MXL�PMKLX��8LI�GSRGITX�SJ�ɋRHMRK�SYX�XEMPSVQEHI�WSPYXMSRW�MR�SVHIV�
to evoke diverse atmospheres using light embodied in the exhibition space has 
built this case and allowed the objective allowed to create the pilot research in a 
structure of test design. 
;LIR�VIɌIGXMRK�SR�ER�I\TIVMIRGI�XLEX�ZMI[IVW�[SYPH�WXIT�MRXS�MX�[EW�MRXYMXMSREP�
that chosen location and its theatrical character can be transformed into an 
exhibition space, where the capacity of the venue to use stage lighting and 
achieve a vast, spacious room was adequate. A room where visual and non-
ZMWYEP� WIRWEXMSRW� GER� FIGSQI� GEXEP]WXW� JSV� TVIWIRXMRK� HMɊIVIRX� EXQSWTLIVIW��
with and through light. Aiming to provide a spatial set that enables the viewer to 
enter his receptive state and observe. Staying open for receiving both previously 
known and unknown stimuli that are built into the set ups. 
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Light — Space — Time

-RWTMVIH�F]�HMɊIVIRX�HMVIGXMSRW�SJ�[LEX�XLMW�MRWXEPPEXMSR�GSYPH�FI��[LEX�MX�[SYPH�
test, and pure curiosity -  how powerful is the role of light in such a setup, it was 
an active choice to use the minimal amount of additional elements, yet aiming to 
TVSZMHI�VIɌIGXMSR�TVSZSOMRK�WIRWEXMSR�JSV�EPSRK�XLI�XIWXMRK�TVSGIHYVI��JSGYWIH�
on the diversity of possible visual images. Remove the performer role from the 
performative space. Narrow the elements to essential and only ones that can 
emphasize the desired atmosphere. Although the element of performance has 
been removed, the urgency to center the room and bring a soft presence to it that 
[SYPH�RSX�HIWXEFMPM^I�XLI�TSWMXMSR�ERH�VSPI�SJ�PMKLX�LEW�FIIR�XLIVI��3VMKMREPP]�
searching for natural elements that will be present in the space, developed a 
XLSYKLX�YTSR�VITVIWIRXMRK�XLI�ITLIQIVEP�GLEVEGXIV�SJ�XLMW�[SVO�ERH�LS[�ɌIIXMRK�
the moment that can be perceived is registered when being in the room. Striving 
for a piece of nature that can tell a story feeding the feeling of time passing, yet 
silently entering its centering role.

The selected object has a special character and dual function. It centers the 
EXXIRXMSR�MR�WTEGI�XS[EVHW�MXW�TPEGI�ERH�HMWTPE]W�HMɊIVIRX�XI\XYVIW��)QFSH]MRK�
important aspects that are in dialogue with time, and durability in the installation, 
F]�TPEGMRK�ER�IPIQIRX�SJ�MGI��8LEX�QIPXW�HYVMRK�XLI�STIRMRK�XMQI��SYXPMRMRK�ɋVWX�
JVSWX]�ERH�WLEVT��XI\XYVI��IHKIW��0EXIV�I\TSWI� MXW�WQSSXL�ERH�WLMR]��QIPXMRK�
TVSGIWW� GLEVEGXIV�� HIGVIEWMRK� MXW� WM^I�� ERH� PIEZMRK� XLI� WXEKI�� *MREPP]��[LIR� MX�
XYVRW�MRXS�MXW�ɋREP�ZIV]�SVKERMG��TPE]JYP�XI\XYVI�ţ�E�TYHHPI�SJ�[EXIV�JVSQ�QIPXIH�
MGI�XLEX�FIGSQIW�E�VIɌIGXMZI�QIHMYQ�JSV�PMKLX����MX�TVIWIRXW�E�TPE]�SJ�FVMPPMERGI�
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Ice production, documented by Filipowska 33
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Venue
8LI� MRWXEPPEXMSR� XSSO� TPEGI� MR� XLI� XLIEXIV� LEPP� SJ� %OEHIQMIX� *SV� 9X©QQIX�
/VIEXMZMXIX��%*9/�MR�'STIRLEKIR��(IRQEVO��%�LEPP�SJ�����Q��[MXL�����QIXIVW�
in the highest vertical point to the ceiling, with a maximum capacity in the hall 
IWXMQEXIH�JSV�����TISTPI��XYVRIH�MRXS�E�XIWXMRK�PEFSVEXSV]�ERH�I\LMFMXMSR�WTEGI�
at the same time.

Time and Opening Hours
(IWMKRIH�MRWXEPPEXMSR�[EW�HMWTPE]IH�JSV�XLI�ZMI[IVW�JSV�JSYV�HE]W�����XL�SJ�1E]��
�����FIX[IIR�������ERH��������EW�ZMXEP� JSV� XLI�ɋREP� WIX�YTW�[EW� XS�EGLMIZI�
minimal lighting conditions inside of the venue, ensuring no additional light 
entering the room from the balcony and entrance of the installation. Participators 
were invited to step into the installation.

Schedule
Primarily designed schedule to display the set ups was chained with the decision 
to display each of them separately without transitions that would be visible 
to the viewers. The chronology derived from the interplay of melting ice and 
lighting scenarios that were expanding in their advancement, as well as from the 
practicality of additional elements, such as haze, that were designed to play a 
VSPI�SRP]�MR�XLI�XLVII�ɋREP�WIX�YTW��[LMGL�XS�EGLMIZI�XLI�HIWMVIH�IɊIGX�XLI�VSSQ�
SJ����Q���VIUYMVIH�E�WMKRMɋGERX�EQSYRX�SJ�JSK��QSWX�SJ�XLI�XMQI�GLSVISKVETLIH�
and maintained over the displaying time.

Time
Set Up 1 / 14:00-14:30 (30 min)
Set Up 2 / 14:30-15:00 (30 min)
Set Up 3 / 15:00-15:30 (30 min)
Set Up 4 / 15:30-16:00 (30 min)
Set Up 5 / 16:00-16:30 (30 min)

(break)
Set Up 6 / 17:00-17:50 (50 min)
Set Up 7 / 18:00-18:50 (50 min)
Set Up 8 / 19:00-20:20 (80 min)
Set Up 9 / 20:30-22:00 (90 min)
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8LI�WGIREVMSW��WIIR�EW�GLETXIVW�XLEX�TVIWIRX�HMɊIVIRX�PMKLXMRK�WGIREVMSW�XS�XLI�
viewer, were expanded starting from the simpler ones to the most elaborated 
SRIW��%RXMGMTEXMRK�XLI�JEGX�XLEX�MR�XLI�ɋVWX�SRIW��XIGLRMGEP�FVIEO�JSV�GLERKMRK�XLI�
WIXYT�ERH�EHNYWXMRK�XLI�ɋ\XYVIW�[EWRŦX�XEOMRK�E�WMKRMɋGERX�EQSYRX�SJ�XMQI��XLI�
last four were more challenging in terms of rigging elements or placing multiple 
ɋ\XYVIW�MR�TVI�HIɋRIH�TSWMXMSRW��EW�[IPP�EW�WXEVXMRK�YT�XLI�WSJX[EVI�ERH�VYRRMRK�
HMɊIVIRX�TVSKVEQW�

Previewed Capacity
3VMKMREPP]�XLI�IWXMQEXIH�RYQFIV�SJ�TEVXMGMTERXW��XEOMRK�MRXS�GSRWMHIVEXMSR�XLI�
HYVEXMSR�SJ�XLI�IZIRX��[EW�FIX[IIR���������TISTPI��7XVMZMRK�XS�EGLMIZI�IRSYKL�
replies for each of the scenarios, in consequence, be able to analyze a wide range 
of the gathered material and enable collecting valuable feedback. 

;LIR� XLI� XSXEP�TVIZMI[�GETEGMX]�[EW� VSYKLP]�IWXMQEXIH�EX�������ZMWMXSVW�TIV�
day, the distribution of both time and date of the visits was left up to the natural 
�RSX�WGLIHYPIH�F]�ETTSMRXQIRX�SV�F]�MRZMXEXMSR�SVHIV��STIRMRK�XLI�HSSVW�SJ�XLI�
MRWXEPPEXMSR�IZIV]�HE]�JSV���LSYVW��
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Production and Design Execution 

Written from the retrospective, as tasks planned beforehand were juxtaposed 
with lots of new aspects encountered on the go. After approving the possibility 
SJ�FYMPHMRK�ER�MRWXEPPEXMSR�EX�MXW�JYPP�GETEGMX]�ERH�WGEPI��ɋVWX��MX�[EW�GVYGMEP�XS�
WIXXPI� HEXIW�[LIR� XLI� ZIRYI� GSYPH� FI� EZEMPEFPI�� GLSSWMRK� XLI� WPSX� SJ� �� HE]W��
GSYRXMRK���HE]W� JSV�FYMPHMRK�YT����HE]W�SJ� XLI� MRWXEPPEXMSR��ERH�SRI�XS�WXVMOI�
down. In parallel to the process of securing dates, it was important to reach out 
to several parties for lighting equipment that could lend or rent lights to be used 
HYVMRK�XLI�XIWX�HIWMKR��%TTVSEGLMRK�HMɊIVIRX�TVSJIWWMSREPW�JSV�GSRWYPXERG]�ERH�
possible support, such as rigging or lighting montage, controlling, and making 
cues. 

Pivotal roles were playing supervision with Mihkel Pajuste and Georgios 
Georgios Triantafyllidis throughout the design process and formulating testing 
procedure. Additional conversations and discussions on technical aspects of the 
installation and its execution were supported by Jesper Kongshaug, as well as 
Kristin Wichstrøm, who shared insights related to visual art and projections. 
Production of the setups required several elements that were secured and gathered 
JVSQ�ZEVMSYW�LEVH[EVI� WXSVIW�ERH�QSVI� WTIGMɋG� GSQTERMIW� WYGL�EW�ɋPQ�KIEV�
rental companies, lighting rental companies, and Manufakturet of the faculty 
of Media Technology at Aalborg University. The total list of the equipment 
MW�[MHIV�]IX��REVVS[IH�HS[R�XS�XLI�QEMR�IPIQIRXW�XLEX�[IVI�GVYGMEP��ɋ\XYVIW��
TVSNIGXSVW�� XVMTSHW�� VMKKMRK� KIEV�� FYXXIVɌ]��+S4VS�� EREPSK� GEQIVE�� EHHMXMSREP�
computers to run projection, fog machine, and sound system. 

Along the production process, crucial support was coming from Jamie Swan, 
[LS�TVSZMHIH�VMKKMRK�SJ�SRI�SJ�XLI�WIX�YTW��EPPS[MRK�ɌYIRX�XVERWMXMSRW�FIX[IIR�WIX�
YTW��0EWXP]��1EME�'LIVV]��[LS�[SVOW�GPSWIP]�[MXL�%*9/�EW�E�PMKLXMRK�XIGLRMGMER��
supported the process with hands-on tasks and additional knowledge about 
lighting in the house. As later described,  in a chapter titled ‘post-installation’, 
equally important was to document the process and complete the testing 
procedure. In consequence, two photographers and one cinematographer have 
been invited to join this project and document essential aspects throughout the 
production and installation periods. Complementary to two cameras that were 
used in the testing procedure, time-lapse and Go Pro, that were documenting a 
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major part of the installation in order to provide material for spatial analysis 
�WII�FIPS[�MR�WIGXMSR�ťREQI�SJ�XLI�WIGXMSRŦ��8LEROW�XS�XLI�GSYVXIW]�SJ�%*9/��
part of the lighting equipment, part of the rigging gear, the sound system, and 
the lift were available to use on-site, as well as access to the kitchen production 
in order to use freezers.

8LI�TVSHYGXMSR�WXEVXIH�SR�XLI���XL�SJ�%TVMP�JVSQ�WIGYVMRK�XLI�PMKLXMRK��TSWMXMSRMRK�
ɋ\XYVIW��ERH�EHNYWXMRK�XLI�PMKLX�PIZIPW�EW�[IPP�EW�VMKKMRK�XLI�IPIQIRXW��7MKRMɋGERX�
time in advance of the process of freezing ice has been already on, to understand 
the best way of achieving desired element and time out the melting process in the 
venue. In following, building and testing set up by set up, allowed to verify the 
chronology of the displayed lighting scenarios and the routine in between that 
LEH�XS�FI�LMKLP]�IɍGMIRX�EPWS�JVSQ�XLI�EWTIGX�SJ�GEVV]MRK�SYX�QSWX�SJ�XLI�XEWOW�
in personally or in a team of two.

Important was also the aspect of mediating the opening of the installation, its 
purpose, and duration. The complete info related to the installation in advance, 
communication of the topic to the audience was multi-staged and this topic is 
described more broadly in the section ‘post-installation’.
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7.4 Atmospheres
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were built and available for visitors throughout 
the whole period of the installation, presenting 
HMZIVWI�PMKLXMRK�WIX�YTW��MR�GSRWIUYIRGI��HMɊIVIRX�
atmospheres. 
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Chapters from the Installation, documented by San Danilowicz 34
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The initial arrangement consisted of a single 
PMKLXMRK� ɋ\XYVI�� WTIGMɋGEPP]� E� *VIWRIP� X]TI�� %�
XLIEXVMGEP�*VIWRIP��ORS[R�JSV�MXW�KIRXPI�ERH�KVEHYEP�
light boundaries, possesses the ability to smoothly 
transition between a concentrated spotlight and a 
FVSEHIV�ɌSSHPMKLX��8LMW�ZIVWEXMPMX]�MW�EGLMIZIH�F]�
altering the positioning of the lamp in relation to 
XLI�MRXIVREP�VIɌIGXSV��-R�XLMW�MRWXERGI��XLI�ɋ\XYVIŦW�
settings were calibrated to produce a spotlight 
distribution. This particular illumination choice 
IɊIGXMZIP]�HMVIGXIH�EXXIRXMSR�XS[EVHW�XLI�TVMQEV]�
focal point, namely the ice cube.

)PIQIRXW��WMRKPI�Ɲ\XYVI��MGI�GYFI�
Light distribution: spot light

Chapters from the Installation, documented by San Danilowicz 35
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Setup 2
The subsequent arrangement came to life through 
XLI� TPEGIQIRX� SJ� E� TEMV� SJ� Ũ0SSO� 9Tũ� PMKLX�
ɋ\XYVIW��(MWXMRKYMWLIH�F]�XLIMV�HMWXMRGXMZI�HIWMKR��
XLIWI�ɋ\XYVIW�[IVI�GLEVEGXIVM^IH�F]� XLIMV�EFMPMX]�
to project a focused and narrow beam of light. 
Positioned to cast their glow in a downward 
trajectory, the directed beams of light extended 
their reach beyond the focal point, heightening 
the ambiance of the surrounding area.

)PIQIRXW��X[S�Ɲ\XYVIW��MGI�GYFI
Light distribution: narrow light

Chapters from the Installation, documented by San Danilowicz 36
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The third arrangement consisted of four Astera 
8VMTPI�4%6�PMKLX�ɋ\XYVIW�TSWMXMSRIH�EX�IEGL�GSVRIV�
of the ice cube, maintaining an approximate 
HMWXERGI� SJ� ��GQ�� 8LIWI� ɋ\XYVIW� IQMXXIH� E�
JSGYWIH�PMKLX�FIEQ��GVIEXMRK�E�HMWXMRGX�KPS[�IɊIGX�
that enveloped the central element. This lighting 
technique not only accentuated the ice cube’s 
features but also cast an enchanting ambiance, 
leaving the surrounding area shrouded in shadows, 
adding an air of mystique to the entire scene.

)PIQIRXW����Ɲ\XYVIW��MGI�GYFI�
Light distribution: narrow light beams

Chapters from the Installation, documented by San Danilowicz 37
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Setup 4
8LI� JSYVXL� GSRɋKYVEXMSR� IRGSQTEWWIH� E� XVMS� SJ�
)8'�7��.V���s�4VSɋPI�PMKLX�ɋ\XYVIW��'LEVEGXIVM^IH�
by their cone-shaped light dispersion, these 
ɋ\XYVIW� [IVI� VERHSQP]� TPEGIH� XLVSYKLSYX� XLI�
scene. The interplay between layers of haze 
and the illumination gave rise to an enchanting 
ambiance. The bubbles of light formed by the 
ɋ\XYVIW�HS[R[EVH�JEGMRK�SVMIRXEXMSR��SRP]�EHHIH�
an aura of mystery but also contributed to the 
overall ethereal quality.

)PIQIRXW����Ɲ\XYVIW��MGI�GYFI��LE^I
Light distribution: cones of light

Chapters from the Installation, documented by San Danilowicz 38
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8LI� ɋJXL� EVVERKIQIRX� FSEWXIH� ER� EWWIQFP]� SJ�
WIZIR� %WXIVE� 8VMTPI� 4%6� PMKLX� ɋ\XYVIW�� 8LIWI�
REVVS[� WTSXPMKLX� ɋ\XYVIW� [IVI� TSWMXMSRIH� MR� ER�
artful dispersion across the scene, maintaining 
ER� ETTVS\MQEXI� HMWXERGI� SJ� ����QIXIVW� FIX[IIR�
each unit. The deliberate randomness in their 
placement added an element of spontaneity to the 
ambiance. What truly distinguished this setup was 
XLI�PS[�TPEGIQIRX�SJ�XLIWI�ɋ\XYVIW��[LMGL�GVIEXIH�
rays of light that danced through the room, gently 
lighting the main element. This interplay of light 
and shadow transformed the room into a canvas 
of visual depth and intrigue.

)PIQIRXW����Ɲ\XYVIW��MGI�GYFI
Light distribution: narrow spot lights

Chapters from the Installation, documented by San Danilowicz 39
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Setup 6
8LI�RI\X�EVVERKIQIRX�JIEXYVIH�E�TEMV�SJ�*VIWRIP�
PMKLX� ɋ\XYVIW�� GEPMFVEXIH� XS� IQMX� E� JSGYWIH� ERH�
slender light beam, were strategically positioned 
HMVIGXP]� EFSZI� E� WTEGMSYW� �\�Q� WSJXFS\�� 8LMW�
WIXYT�EPPS[IH�XLI�IQMXXIH�PMKLX�XS�FI�HMɊYWIH�F]�
the softbox, resulting in a gentle and enveloping 
illumination that caressed the contours of the ice 
cube. In this arrangement, the softbox transcended 
MXW�VSPI�EW�E�QIVI�QSHMɋIV�ERH�IQIVKIH�EW�E�VEHMERX�
source, becoming a pivotal focal point within the 
scene.

)PIQIRXW����Ɲ\XYVIW��MGI�GYFI��WSJX�FS\��\�Q�
Light distribution: interplay of soft light on the 
ground and illuminated suspended surface

Chapters from the Installation, documented by San Danilowicz 40
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This arrangement took shape through the use of a 
single projector, crafting an illuminated enclosure. 
The diverse layers of haze engaged in a captivating 
dance with the projector’s luminance, ultimately 
creating an immersive three-dimensional chamber 
of radiant illumination. This spectacle invited 
observers to be enveloped in a captivating 
interplay of light and mist, transforming the space 
into a mesmerizing realm of visual enchantment.

Elements: single projector, ice cube, haze 
0MKLX�HMWXVMFYXMSR��HIƝRIH�XVETI^SMHEP�WLETI�SJ�
PMKLX�HMWTPE]IH�SR�XLI�ƞSSV

Chapters from the Installation, documented by San Danilowicz 41
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Setup 8
8LI� ɋREP� GSRɋKYVEXMSR� QEXIVMEPM^IH� EW� ER�
IRWIQFPI�SJ����0)(�WXVMTIW�MRXIKVEXIH�[MXLMR�WPIIO�
EPYQMRMYQ�TVSɋPIW��8LIWI�TVSɋPIW�[IVI�EVVERKIH�
in a semi-circle along a designated expanse of 
the room, imparting a sense of delineation and 
MRXVMKYI�� %W� XLI]� WXSSH�� XLIWI� TVSɋPIW� HMH�QSVI�
than physically partition the space; they crafted 
a threshold to wonder. The convergence of their 
luminance with the ambient haze created an 
enchanting atmosphere, evoking a sense of magic 
that embraced the surroundings.

)PIQIRXW�����Ɲ\XYVIW�[MXL�XVMTSHW��MGI�GYFI��LE^I
Light distribution: multiple linear stripes of light

Chapters from the Installation, documented by San Danilowicz 42
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(IWMKRIH� XIWXMRK� TVSGIHYVI� MW� MQTEVXMEP� ERH� HIZSMH� SJ� ER]� MRɌYIRGI� JVSQ�
factors such as age, gender, politics, or profession. It ensures a fair and unbiased 
evaluation, focused solely on the merits of the subject under examination. The 
presented procedure is aiming to collect and gather in a most accurate way 
material for further analysis, and its intention is to respond to the objectives 
of research through exhibition. It consists of a questionnaire and two tasks 
intended to be replied to both during and after the test when stepping out of 
XLI�I\LMFMXMSR�EVIE��8LMW�GSQFMREXMSR�MR�MXW�ɋREP�JSVQ�MW�WXVYGXYVIH�F]�UYIWXMSRW�
related to characteristics of the light, atmospheres, and open questions which 
allow for a more expressive way to communicate observations. 

This section is presenting each step of the test separately for clarity and to 
emphasize their diverse angles and directions, yet share interest in testing aspects 
related to the experiencing atmospheres, with and through light.

*SPHIV�MW�ER�%��WLIIX�JSPHIH�MR�XLI�QMHHPI��[LIVI�XLI�GSZIV�TEKI�MW�GSQQYRMGEXMRK�
general information about the installation, and the back page is presenting a 
complete guideline.
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The aim was to clearly communicate multi-phase procedure, where the viewer 
[MPP� FI� EFPI� XS�[E]ɋRH� LMQWIPJ� ERH� FI� EFPI� XS� HMWXMRKYMWL� HMɊIVIRX� TLEWIW� ��
introduction and explanation, exploration, testing and feedback, complementary.

Installation Guideline  
ť%JXIVMQEKIW�SJ�%VX��[MXL�ERH�XLVSYKL�PMKLXŦ�EWWIQFPIW�HMɊIVIRX�PMKLXMRK�WGIREVMSW�
XLEX�FIGSQI�E�XSSP�XS�IZSOI�HMɊIVIRX�EXQSWTLIVIW��EMQMRK�XS�MRZIWXMKEXI�Ť�LS[�
XS�GVIEXI�QIQSVEFPI�ZMWYEP�I\TIVMIRGIW#
4LEWI���� � �MRXVSHYGXMSR�ERH�I\TPEREXMSR
At the entrance - introduction to the space and testing procedure.
Here visitors receive paper folder with questionnaire, plan and a pen.

4LEWI���� � �I\TPSVEXMSR
Invitation to step into installation space presenting one of the setups, according 
to the schedule and explore. Time lapse camera from the balcony documents 
their engagement and movement in the area.

4LEWI��� � ��XIWXMRK�ERH�JIIHFEGO
Test consists of three steps, to reply in the installation room:
 — answer the questionnaire
 — mark on the plan with individual technique:
� � ���%�XLIMV�TSWMXMSR�MR�WTEGI
� � �&�EVIE�MR�XLI�VSSQ�XLEX�XLI]�JIPX�MW�QSWX�GETXMZEXMRK
� Ť�HVE[�WLETIW�XLEX�WXE]IH�[MXL�XLIQ�ZMWYEPP]��SR�GEVFSR�TETIV
4LEWI��� � �GSQTPIQIRXVEV]
At the exit area, there is a video projection showing all the setups that are 
presented throughout the installation - to share with the audience the complete 
work.
)ZIV]SRI�MW�[IPGSQI�XS�IRXIV�XLI�WTEGI�QYPXMTPI�XMQIW��WII�ZEVMSYW�WIXYTW��ERH�
stay as long as they feel.

2SXI�� )\LMFMXMSR� WTEGI� MW� VIGSVHIH� [MXL� E� XMQI�PETWI� GEQIVE� XS� XVEGO� XLI� QSZIQIRX� ERH�
observers’ behavior in space.
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'SQTPIXI�UYIWXMSRREMVI�GSRWMWX�SJ����UYIWXMSR�VIPEXIH�XS�XLI�XSTMG��8LI�STIRMRK�
question of the questionnaire, and three closing ones, are related to dramaturgial 
aspects of the visual experiences. 

However in this section only one - related to light and atmosphere characteristics 
[MPP�FI�IPEFSVEXIH�EW�XLI�VIQEMRMRK�UYIWXMSRW�EVI�WTIGMɋGEPP]�HIHMGEXIH�MRXS�E�
seperate category of intended material collection. The question presented below 
MW� X[S�JSPHIH��*MVWX��SFWIVZIVW�[IVI�EWOIH� XS� WIPIGX�SRI�[SVH� JVSQ�IEGL�VS[��
TVIWIRXMRK� E� WIPIGXMSR�SJ� ��� XIVQW�[MXL� XLIMV� ERXSR]QW� VIPEXIH� XS� PMKLXMRK� MR�
order to describe their perceived light characteristics.

*SGYWIH�SR�KEXLIVMRK�WTIGMɋG�MRJSVQEXMSR�VIPEXIH�XS�XLI�PMKLX�UYEPMXMIW��JSPPS[MRK�
words were juxtaposed:

How would you describe:
Light (select 1 term from each group of three)

dark / neutral / bright 
glary / neutral / dim 
intense / neutral / subtle 
focused / neutral / di!used 
direct / neutral / indirect

warm / neutral / cold 
refracted / neutral / uniformed 
so" / neutral / sharp
radiant / neutral / obscured 
linear / neutral / non linear

7.5.2  Questionnaire
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*YVXLIV�MR�WMQMPEV�TVSGIWW�XS�MW�XS�WIPIGX���QSWX�EGGYVEXI�XIVQW�XLEX�HIWGVMFI�XLI�
TIVGIMZIH�EXQSWTLIVI�SJ�ER�IRZMVSRQIRX��WIX�YT�XLEX�LEW�FIIR�TVIWIRXIH��,IVI��
relating to an atmosphere, as a phenomenon. The selection of atmosphere terms 
is intentionally crossing the connotation between negative, positive and neutral 
[EW�MRWTMVIH�F]�XIVQW�TVIWIRXIH� MR�Ũ%XQSWTLIVI�1IXVMGWũ�F]�:SKIPW� �:SKIPW��
������T����

%XQSWTLIVI��WIPIGX���QSWX�EGGYVEXI�XIVQW

intimate / exciting / restless / spatial / personal / mysterious / fascinating / 
depressed / safe / tense / uncomfortable / stimulating / boring / peaceful / inspiring 
/ detached / musty / lethargic / serene / chaotic / overwhelming / transformative 
/ confusing / romantic / misleading / captivating / engaging

8LI� VIQEMRMRK� UYIWXMSRW� EVI� I\TPEMRIH� ERH� TVIWIRXIH� MR� XLI� WIGXMSR� Ũ�������
Dramaturgical Approach” as natural was to elaborate on the explain following 
two sections beforehand.
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8LI� MHIE� FILMRH� XLMW� ERH� JSPPS[MRK� XEWO� MW� XS� ɋRH�[E]W� XS� YRHIVWXERH� LS[�
viewers perceive displayed images, read the atmospheres, and self-oriantate in 
space - active observation, and active seeing that summed up are considered an 
active cognitive work. In consequence, partially testin the visual awareness of 
the viewers.

An essential foundation for this part of the testing procedure emerged from 
Ũ8LISV]� SJ� :MWMSRũ� �� I\TPEMRIH� MR� GLETXIV� ����� %W� VIGIMZIH� WIRWEXMSRW� EVI�
analyzed in mind, later confronted with the corresponding segments of reality 
and explain the meaning of what’s being seen. Intention is to relate to the part 
of  recognition of the visual sensations and positioning towards what they say 
EFSYX�XLI�WYVVSYRHMRKW��7XV^IQMćWOM�
�0YFE�������

8LI�MRɌYIRGI�SJ��XLSYKLX�SR�WIIMRK��ERH�WIIMRK�SR�XLSYKLX���EW�E�XLSYKLX�TSWI�
E�UYIWXMSRW�XLEX�ZMWMSR�MW�WYTTSWIH�XS�ERW[IV��8LIVI�EVI�MRɋRMXIP]�QER]�[E]W�SJ�
formulating questions that will impose on the visual apparatus certain action, 
XLEX�[SYPH�TSMRX�MRXS�HMVIGXMSR�SV�WTIGMɋG�JSGYW��5YIWXMSRW��GSQQERHW��XEWOW�
��XS�PSSO�EX�WSQIXLMRK��GSQTVILIRH�ERH�VIɌIGX��QIRXEP�EREP]WMW��ERH�JYVXLIV�
form a response or feedback on a topic.

Here questions were related to:
 — position of the viewer in space
 — the area in the room that focuses the attention the most

ERH�WMQTPMɋIH� MRXS�KVETLMGEPP]�QEVOMRK�[MXL��HSX� XLI�TSWMXMSR�SJ�XLI�ZMI[IV��
ERH��PMRI�GVSWW�PSST�EVIE�XLEX�MW�KEXLIVMRK�XLI�JSGYW��9WMRK�E�WMQTPI�GVSWW�XLEX�
serves as a modest architectural plan here, that gives an opportunity for the 
viewer to provide information in the horizontal plane. 

As in architectural design and drawing, often we refer to planes / views / surfaces. 
8LI�ETTVSEGL�SJ�HMZMHMRK�WSPMH�JSVQW�HS[R�XS�TMIGIW��3RI�MQEKI�XLEX�MW�XLVII�
HMQIRWMSREP� GER� FIGSQI� E� GSYTPI� SJ� � X[S�HMQIRWMSREP� MQEKIW� �HVE[MRKW�� -X�
can be used either to explain something in a more detail-oriented manner or the 
other way around, when having an complex form to analyze, deconstructing it 
into simpler smaller drawings helps to gain a better overview of the structure. 
Analyzing images with planes. 

7.5.3  Horizontal Plane 
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Here, feeding these two essential points of view, analyzing reality and surroundings 
in two, horizontal and vertical planes, combined with posing accurate questions 
have resulted in this testing method. Second task related to the vertical plane is 
described above.
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8EWO� VIPEXIH� XS� XLI� ZIVXMGEP� TPERI� [EW� HIWMKRIH� MR� E� JI[� IPIQIRXW�� 8LI� ɋVWX�
element is more abstract and supportive, was an invitation to look through 
XLI�GYX�SYX�[MRHS[�SJ�XLI�JVSRX�GSZIV�MR�XLI�VIGIMZIH�JSPHIV��0MJX�MX�ERH�LSPH�MR�
front in order to frame perspective, shaping smaller image from a broad vision 
that we have when observing the surroundings. Interplay of a cutout and short 
commands.

Ũ0SSO�XLVSYKL�ũ

Ũ*VEQI�]SYV�TIVWTIGXMZI�ũ

7.5.4  Vertical Plane
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This element has been inspired by tools that painters often use when painting 
and observing landscapes.

When at the bottom of the same page of the cut-out window, was explained:

3R�XLI�VMKLX�WMHI��XLMW�TMIGI�SJ�GEVFSR�TETIV�MW�]SYV�GERZEW��-J�]SY�JSGYW�]SYV�
I]IW�SR�PMKLX�ERH�WTEGI��XLIR�GPSWI�XLIQ��;LEX�MQEKI�VIQEMRW#�

The second task is to focus the eyes on seen images, light, and space, stare for 
a longer moment, then close them in order to discover what afterimage, shape, 
and glimpse will remain in the eyes. Afterimages 

*MREP�XEWO�MR�ťWGERRMRK�XLI�LSVM^SRXEP�TPERI�[MXL�I]IWŦ�[EW�XS�HVE[�SR�XLI�VMKLX�
side of the open a drawing that represents the image that remained in the viewer’s 
eyes. An open invitation, where any attempt of graphically representing is valid 
and accepted. 

The violet carbon paper layer plays a pivotal role in the drawing task, as its 
function is to get around the issue of potential hesitation of drawing an abstract 
MQEKI� [MXLSYX� FIMRK� TVSJIWWMSREP� �� VIPEXIH� [MXLMR� XLI� HIWMKR� SV� EVX� ɋIPH� SV�
simply possible discouragement of having a ‘white empty blank page’ that can 
be overwhelming when a person is being asked to draw something. Despite if it 
is an abstract drawing from a memory or what a person sees, anonymously or 
not, to draw something - knowing that will be further analysed, seen by other 
pair of eyes, and possibly judged - is challenging.

This is the reason for applying the carbon, covering, and overlaying the page, 
yet the drawing is instantly translated into the bottom white page. A person who 
is drawing does not see the drawing immediately in real-time - only after lifting 
up the carbon paper layer is able to see what has been drawn.
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The presented above approach to testing comprehensive visual abilities in both 
horizontal and vertical planes that emerged due to this research, introduced 
in consequence, an additional aspect of going one step further, and combining 
MX�[MXL�ERSXLIV�SFNIGXMZI� MR� XLI� XIWXMRK�TVSGIHYVI��ɋRHMRK�SYX�ţ�LS[�ZMI[IVW�
I\TPSVI� XLI� WTEGI#�,S[�EVI� XLI]� WIPJ�SVMIRXMRK� XLIQWIPZIW� HYVMRK� XLI� XIWXMRK�
TVSGIHYVI#�-J�EGVSWW�HMɊIVIRX�WIX�YTW��XLIMV�IRKEKIQIRX�GLERKIW��ERH�MJ�]IW��[L]#

4SWWMFP]� EPWS� ɋRHMRK� SYX� [LEX� EVI� XLI� TIVGITXYEP� GLEPPIRKIW� JSVQIH� XS� XLI�
EYHMIRGI���LS[�XLI]�GER�I\TPSVI�XLI�WTEGI��[LEX�MW�FVIEOMRK�XLI�ɌYMHMX]�SJ�XLI�
communication in the room. 
This led to positioning two cameras that were used in the testing procedure, that 
were registering a major part of the installation in order to provide material for 
spatial exploration analysis.

Taking into consideration that it is still a very subjective and phenomenological 
point to be analyzed, yet one that can give an overview of how viewers self 
portray themselves in the space, their behavior, and engagement, angled from 
XLI� TSMRX� SJ� IRKEKIQIRX� PIZIP� ERH� TEVXMGMTEXMSR�� 0SSO� EW� [IPP� EX� XLI� WIPJ�
perceptual behaviors. How close they will dare to approximate themselves into 
XLI�FIEQ�SJ�PMKLX��XS�XLI�REXYVEP�IPIQIRX�SJ�QIPXMRK�MGI#�-R�[LEX�[E]W�XLI]�[MPP�
I\TPSVI�XLI�WTEGI�GETEGMX]��ERH�[LIVI�XLIMV�JSGYW�[MPP�FI�KEXLIVIH�XLI�QSWX#�-J�
the exploration is static or active, what viewing points and from what height 
[MPP�XLI]�SFWIVZI�WIPIGXIH�JVEKQIRXW�SJ�XLI�EXQSWTLIVI�ERH�VSSQ�MXWIPJ#

7.5.5  Spatial Exploration

151

2023MASTER THESISAFTERIMAGES OF ART



IN
ST

AL
LA

TI
O

N
 D

ES
IG

N

The opening question of the questionnaire, and three last ones - are carrying 
a role of mapping out more dramaturgial aspects of an experience, from all-
inclusive angle considering encountered set up, as well as the time spent inside 
the installation.

*MVWX��UYIWXMSR�MRXIRXMSREPP]�STIR��XLEX�TSWWMFP]�GER�FVMRK�WSJX�ERW[IVW�ERH�FVMRK�
more imaginative responses - correlations in brain and associations, that can 
FI�EWWMKRIH�PEXIV�XS�XLI�TVIWIRXIH�WIPIGXIH�WIX�YT���0SSOMRK�EX�[LEX�TISTPI�[MPP�
assign to the designed setup and not giving the pre-assigned characteristic words 
related already to feelings or descriptive perimiters.

�8LMW�UYIWXMSR�[EW�EWOIH�XS�FI�VITPMIH�MRWMHI�XLI�MRWXEPPEXMSR��HYVMRK�XLI�I\TPSVEXMZI�TEVX

If refers to the broadly understood idea of where the viewer place himself 
and what overtakes his observation when looking for descriptive term of the 
movement, a glimpse that consist from being in space, and actively seeing it. 
Highly abstract angle to allow person who replies create quick, short correlation 
��XS�[LEX�[SYPH�XLMW�FI�GSQTEVIH#�;LEX�XLMW�VIQMRHW#�-W�MX�HMVIGXP]�SV�MRHMVIGXP]�
familiar moment, with something that can be associated, or named.

*YVXLIVQSVI��SR�XLI�[E]��[LIR�WXITTMRK�SYX�JVSQ�XLI�MRWXEPPEXMSR�WTEGI��[IVI�
posed two more questions:

7.5.6  Dramaturgical Approach

(dot) - your position
(line / cross / loop) - area in the room that focuses your attention the most

3. This experience changed my mood:

FOLLOWING TWO QUESTIONS REPLY OUTSIDE THE INSTALLATION

1. How would you describe the quality of this moment? (one word)

5. Describe your own afterimage:

2. How would you describe:

Light (select 1 term from each group of three)

dark / neutral / bright 
glary / neutral / dim
intense  / neutral / subtle 
focused / neutral / diffused   
direct / neutral / indirect

warm  / neutral / cold
refracted / neutral / uniformed  
soft / neutral / sharp
radiant / neutral / obscured
linear / neutral / non linear

Atmosphere (select 3 most accurate terms)

intimate

depressed

inspiring

misleading captivating engagingromantictransformative

mysterious

lethargic

tense

restless

uncomfortable

personalspatialexciting

safe stimulating

overwhelming

confusing

chaotic

peaceful

serenemustydetached

boring

fascinating

strongly 
disagree

strongly
agree

disagree agreeneither agree
nor disagree

4. If yes, how?

positively negativelyslightly
positvely

slightly
negative

no
change

QUESTIONNAIRE

(dot) - your position
(line / cross / loop) - area in the room that focuses your attention the most

3. This experience changed my mood:

FOLLOWING TWO QUESTIONS REPLY OUTSIDE THE INSTALLATION

1. How would you describe the quality of this moment? (one word)

5. Describe your own afterimage:

2. How would you describe:

Light (select 1 term from each group of three)

dark / neutral / bright 
glary / neutral / dim
intense  / neutral / subtle 
focused / neutral / diffused   
direct / neutral / indirect

warm  / neutral / cold
refracted / neutral / uniformed  
soft / neutral / sharp
radiant / neutral / obscured
linear / neutral / non linear

Atmosphere (select 3 most accurate terms)

intimate

depressed

inspiring

misleading captivating engagingromantictransformative

mysterious

lethargic

tense

restless

uncomfortable

personalspatialexciting

safe stimulating

overwhelming

confusing

chaotic

peaceful

serenemustydetached

boring

fascinating

strongly 
disagree

strongly
agree

disagree agreeneither agree
nor disagree

4. If yes, how?

positively negativelyslightly
positvely

slightly
negative

no
change

QUESTIONNAIRE
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0EWXP]��ZIV]�[MHIP]�ERKPIH�UYIWXMSR�VIPEXIH�XS�XLI�EJXIVMQEKI���LIVI�QIXETLSVMGEPP]�
used term, and complete formulation of the question,  imply personal, free, 
imaginative, abstract take, on what it is the afterimage of this experience and 
[LEX�SRI�GSQTEVIW�MX�[MXL#�

Asking to describe the a"erimage, it was partially intended to instead of asking 
for feedback (as it is not addressing truly the objectives of this test design) yet still 
implement an element at the #nal stage, that can provoke a thought or re$ection upon 
the global, complete aspect of coming to the installation, being a part of it, and now 
leaving with - what? 

Relating to the arc of engagement, this #nal question plays a role of ‘post-event’ part 
described in the chapter above, that could be nurturing for audiences’ critical re$ection, 
securing full curve before the part where the experience is remembered, and endures 
creating the “impact echo” (Making Sense of Audience Engagement, n.d.).

(dot) - your position
(line / cross / loop) - area in the room that focuses your attention the most

3. This experience changed my mood:

FOLLOWING TWO QUESTIONS REPLY OUTSIDE THE INSTALLATION

1. How would you describe the quality of this moment? (one word)

5. Describe your own afterimage:

2. How would you describe:

Light (select 1 term from each group of three)

dark / neutral / bright 
glary / neutral / dim
intense  / neutral / subtle 
focused / neutral / diffused   
direct / neutral / indirect

warm  / neutral / cold
refracted / neutral / uniformed  
soft / neutral / sharp
radiant / neutral / obscured
linear / neutral / non linear

Atmosphere (select 3 most accurate terms)

intimate

depressed

inspiring

misleading captivating engagingromantictransformative

mysterious

lethargic

tense

restless

uncomfortable

personalspatialexciting

safe stimulating

overwhelming

confusing

chaotic

peaceful

serenemustydetached

boring

fascinating

strongly 
disagree

strongly
agree

disagree agreeneither agree
nor disagree

4. If yes, how?

positively negativelyslightly
positvely

slightly
negative

no
change

QUESTIONNAIRE
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This chapter consist of evaluation of the test design, 
outlines the challenges and essential outcomes 
from the analysis of the gathered material. Where 
the latter is presenting aspects related to the post-
TVSHYGXMSR� SJ� XLI� ƝREP� HIWMKR� ERH� EHHMXMSREP�
points of view on the complete process. 

The installation took place in the theater hall of  
Akademiet For Utæmmet Kreativitet (AFUK) was 
availble for visitors to participate in the testing 
procedure during fours days from 4-7th of May, 
2023. Through this period 101 visitors visited 
the installation. Presented above 8 setups were 
displayed for the participators to step inside 
and observe created atmospheres. However due 
to aspects unrelated to the designed procedure, 
material from 5 scenarios are being a subject 
to the analysis, as remaining 3 are considered 
EW� MRGSRGPYWMZI� FIGEYWI� SJ� MRWYƟGMIRX� RYQFIV�
of replies. Complete number of 8 setups was 
documented, and all gathered material from 
testing procedure is included in the appendix. 
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The material gathered from four days of testing procedure, has been documented 
MR� ZEVMSYW� JSVQW�� *MVWXP]�� JVSQ� JSPHIV�� TVIWIRXIH� MR� GLETXIV� EFSZI�� XLEX� IEGL�
visitor received individually. It consisted of a cover, layer of carbon paper for 
drawing, and additional sheet with questionnaire presenting orientation plan 
of the space. To each folder has been assigned number and time, when person 
[IVI�VITPMIH�XS�MX��IREFPMRK�XVEGOMRK�VITPMIW�JVSQ�HMɊIVIRX�HE]W�ERH�XS�HMɊIVIRX�
WIXYTW�� %W� XIWXMRK� TVSGIHYVI� LEW� FIIR� HIZSMH� SJ� ER]� MRɌYIRGI� JVSQ� JEGXSVW�
such as age, gender, politics, or profession, these aspects are overlooked both 
in analysis and discussion. Secondly, the installation space has been registered 
with videocamera recording time-lapse during the testing procedure aiming to 
analyse spatial exploration by participants, as well as their engagement with 
TVIWIRXIH�WIX�YTW��0EWXP]��XLVSYKL�GSRZIVWEXMSRW�ERH�I\GLERKI�SJ�XLSYKLXW�WQEPP�
inputs were registered from the phenomenological point of view, that had its 
place during the full period of the test design. 

Due to encountered challenges with distribution of the visitors across each 
designed set up, the number of replies to each hasn’t been even and aiming for 
XLI�QSWX�EGGYVEXI�EREP]WMW�TVSGIWW���ɋZI�WIX�YTW�LEW�FIIR�WIPIGXIH�XS�FI�WYFNIGXW�
of the analysis. Set ups that have not received enough replies are intentionally 
PIJX�SYX�JVSQ�XLI�EREP]WMW�TVSGIWW��7IPIGXIH�WIX�YTW�EVI�RYFQIV����������������
�WII�GLETXIV�EFSZI�

The technique used is grounded theory data analysis, where processing collected 
data is allowing construction of  hypothesis and theories, emrbacing inductive 
VIEWSRMRK�� MR�GSRXVEV]�XS�XLI�GSRZIRXMSREP�ETTVSEGL�SJ�TVIHIɋRIH�XLISVIXMGEP�
JVEQI[SVOW��9VUYLEVX�IX�EP���������
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%XQSWTLIVI� HIWGVMFIH� EW� Q]WXIVMSYW��
WTEXMEP�� ERH� TIEGIJYP� LEW� FIIR�
NY\XETSWIH�[MXL� XIVQW� VIPEXMRK� XS� XLI�
UYEPMX]� SJ� XLI�QSQIRX�� WYGL� EW� GEPQ��
RSWXEPKMG��HIIT��KPSSQ]��XVERWGIRHIRX��
JYPP�� HVIEQMRK�� Q]WXMG�� IXLIVIEP��
WIGVIXMZI�� QIHMXEXMZI�� EXQSWTLIVMG��
IWSXIVMG�� GEPQMRK�� HIRWI�� WSSXLMRK��
3FWIVZIVW�SYXPMRIH�GLEVEGXIVMWXMGW�WYGL�
EW� TIEGI�I\GMXIQIRX�� GSRJSYRHMRK��
���
		������� �	������
	���� �	��
WXVSRK�� 8LIWI� XIVQW�� XS� WSQI� I\XERX��
EVI� WMQMPEV� XS� HIWGVMTXMZI� XIVQW� SJ�
XLI� EXQSWTLIVI� SJ� XLI� IRZMVSRQIRX�
TVIWIRXIH� MR� ť%XQSWTLIVI� 1IXVMGWŦ�
�:SKIPW��������T����

(MWGYWWIH� WIXYT� LEW� FIIR� GSRGPYHIH�
EW� XLI�QSWX� MRƞYIRGIH�F]� XLI�ZMI[IVW�
EGVSWW� XLI� EREP]^IH� WGIREVMSW�� [LIVI�
ER� I\TIVMIRGIH� LEW� FIIR� IZEPYEXIH� MR�
�����	�EW�TSWMXMZI�
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XIQTIVEXYVIW��[LIVI�VIƞIGXMSRW�SJ�XLI�TVSNIGXIH�PMKLX�
JVSQ� 0)(� WXVMTI� Ɲ\XYVIW� ETTIEVIH� ZMZMHP]� SR� XLI�
GSRGVIXI�ƞSSV�WYVJEGI��EW�[IPP�EW�XLI�QIPXIH�[EXIV�JVSQ�
XLI�MGI�GYFI��7LEVT�ERH�PMRIEV�GLEVEGXIVMWXMGW�XLEX�[IVI�
GVIEXIH�F]�XLI�PMKLXMRK�WIXYT�EVI�TEMVIH�MR�XLI�ZMI[IVWŦ�
VIWTSRWIW�[MXL�XIVQW�HIWGVMFMRK� PMKLX�EW� JSGYWIH�ERH�
HMVIGX�

'SRGPYHIH� VIWTSRWIW� VIPEXIH� XS� XLI� EXQSWTLIVI� SJ�
XLI�IRZMVSRQIRX�MR�XLI�MRWXEPPEXMSR�[IVI�REVVS[IH�XS�
Q]WXIVMSYW��TIEGIJYP��ERH�GETXMZEXMRK�
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'LEVEGXIVMWXMGW� SJ� PMKLX� XSKIXLIV� [MXL�
HIWGVMTXMSRW� SJ� XLI� EXQSWTLIVI� GER�
�
��� �
��� �	�������� ��������� ��� ����
ZMI[IVWŦ� XIVQW� VIPEXIH� XS� XLI�UYEPMXMIW�
SJ� XLI� I\TIVMIRGIH� QSQIRX�� WYGL�
EW� MRXVMKYMRK�� FVIEXLPIWW�� ZMFVERX��
TS[IVJYP�� MRXIRWI�� HMWGSRRIGXIH��
GLEPPIRKMRK�� I\TSWIH�� GYVMSYW�� ERH�
UYIWXMSREFPI�JVSQ�SRI�ERKPI��ERH�XIVQW�
XLEX� VIƞIGX�QSVI�� VIPE\IH��[SRHIVMRK��
GEPQ�� RSWXEPKMG�� WXMPP�� HIITIRIH�� ERH�
GYVMSYW�UYEPMXMIW��

1SVI� XLER� LEPJ� SJ� XLI� TEVXMGMTERXW�
VITPMIH� XLEX� XLMW�I\TIVMIRGI� MRƞYIRGIH�
XS� WSQI� I\XIRX�� XLIMV� QSSH�� ERH�
WXEXMWXMGW�SR�XLI�PIJX�WMHI�WLS[�E�TSWMXMZI�
MQTEGX�SJ�XLI�GLERKI�
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47Afterimage N º85
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2023MASTER THESISAFTERIMAGES OF ART

This compilation of the gathered 
material aims to outline the similarities 
and common ways of drawing from 
the visual perception of the afterimages 
caused by light during the testing 
procedure.

Outlined works are marked due 
to their character of drawings that 
represent translating the visual 
sensation observed during the task into 
- solid form, and more full empirical 
technique. 

The graphic on the left page presents an 
exemplary set of drawings, and the full 
analysis is attached in the appendix. 
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48Mapping out similarities within drawing techinque.
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49Afterimage N º101

181

2023MASTER THESISAFTERIMAGES OF ART

This compilation of the gathered 
material aims to outline the similarities 
and common ways of drawing from 
the visual perception of the afterimages 
caused by light during the testing 
procedure.

Outlined works are marked due to their 
character of drawings that represent 
translating the visual sensation 
observed during the task into - inner 
contour, outer contour, and silhouette 
technique.

The graphic on the left page presents an 
exemplary set of drawings, and the full 
analysis is attached in the appendix. 
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50Analysis of focus area - Chapter 6

safe
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Presented above images present replies 
from the horizontal plane, where 
viewers were stating their observation 
point with a dot, and 
the area in the room that focuses their 
attention the most with cross/loop/line. 

Marked with the violet watermark 
on top outlines the ‘focus areas’ with 
the intention of looking for common 
threads. 

The image on the right puts into 
TIVWTIGXMZI�ƝRHMRKW�JVSQ�XLI�HVE[MRKW�
above - presenting a graphic with 
all the positions of the viewers 
throughout the exploration of Chapter 
6, applied in one plane with a pink 
shape representing the distribution 
of the light in the given setup. Shows 
the proximity to the beam of light and 
spatial elements, such as the ice cube in 
the central area of the venue.

The page on the right analogically 
presents the same analysis for 
Chapter 7.
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51Analysis of focus area - Chapter 7
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8LMW� WLSVX� TEVEKVETL� MW� HIHMGEXIH� XS� VIɌIGXMSRW� ERH� SFWIVZEXMSRW� VIPEXIH� XS�
the complexity of the test design and its execution. The installation in its full 
capacity outgrew the imagined design and expectation. Main reason for that is 
the element of participation both of people involved in the production as well 
as visitors, and their observations or feedback. The response to presented work 
has been an additional layer to the project, as not being a subject to analysis or 
can’t be measured, few aspects and challenges are outlined here.

Aspects

*VSQ�XLI�SVKERM^EXMSREP�TSMRX�SJ�ZMI[�YRHIVWXERHMRK�XLEX�XLMW�XIWXMRK�TVSGIHYVI�
had partially event character and required series of choices not directly linked 
to the core of testing procedure, but they emerged from the nature of the design 
which is the art installation held in the exhibition/performatice space.

*MVWXP]��LS[�XS�QEOI�XLI�GYVZI�SJ�XLI�I\TIVMIRGI�WQSSXL��[LEX�MW�XLI�GSQTPIXI�
number of aspects and components that sum up to provide pleasant experience 
VIPEXIH� XS� MRWXEPPEXMSR� EVX�� ERH� XLSVSYKL� XIWXMRK�TVSGIHYVI� EX� XLI� WEQI� XMQI#�
,S[�XVERWTEVIRX�GER�]SY�FI�[MXL�VIWIEVGL�HIXEMPW�RSX�XS�WTSMP�XLI�VIWTSRWIW#

Designing an experience from the very begin posed questions such as:
� Ť�[LEX�MW�XLIVI�JSV�[LS�GSQIW#
� Ť�MW�XLMW�E�PMKLX�PEFSVEXSV]�SV�ER�EVX�MRWXEPPEXMSR#
 — how do you communicate complex topic without 
� � SZIV[LIPQMRK�XLI�EYHMIRGI#
� Ť�LS[�XS�HIWMKR�[E]ɋRHMRK�JSV�ZMWMXSVW�MR�EHHMXMSR�XS�TVSTIV�MRWXEPPEXMSR#
� Ť�[LEX�MW�XLI�WXEVXMRK�TSMRX�SJ�XLI�I\TIVMIRGI#
� Ť�[LS�MW�HIPMZIVMRK�MRJSVQEXMSR�XS�XLI�EYHMIRGI#�
� � TIVWSREPP]�SV�HSIW�MX�LERK#
� Ť�[LS�GSPPIGXW�XLI�VITP]�JSPHIVW#
� Ť�LS[�QYGL�XS�]SY�XIPP�XS�XLI�EYHMIRGI�FIJSVI#

%W�[IPP�EW�WYTTSVX�HIWMKR�WYGL�EW�Ɍ]IVW��MQEKIW�JSV�WSGMEP�QIHME�GSQQYRMGEXMSR�
and direct contact with audience, before the experience, after on the way out. 
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How much do you communicate to build the engagement and spark the curiosity 
JSV�TIVWSR�XS�TEVXMGMTEXI�ERH�I\TPSVI�XLI�HIWMKR#

*EGX� XLEX� ZMWMXSVW�[IVI� IRKEKMRK� MR� XLI� XIWXMRK�TVSGIHYVI� XLVSYKL� VITP]MRK� XS�
open questions and drawing as well, automatically caused curiosity - where 
XLIWI� HVE[MRKW�[MPP� KS#�[LEX�[MPP� LETTIR� XS� XLIQ#�[SYPH� XLI]� FI� EZEMPEFPI�
PEXIV#

In response to these questions, the supportive elements of the design such as 
website (that was communicating simple information as on a traditional poster, 
[MXL�PMRO�XS�XLI�PSGEXMSR��STIRMRK�LSYVW��WGLIHYPI�Ť�XYVRIH�MRXS�XLI�[IFWMXI�
of ‘post-installation’ allowing to share all the drawings called ‘afterimages’ for 
whom might be interested, and at the installation foyer were small cards with 
website address.

Challenges and limitations

Main challenge was the fact, that there was no control in distrubiting participants 
across the set ups throughout the days.  This triggered strongly alterations of 
the schedule, where in the beginning aiming to change set ups had to be adapted 
XS�EGLMIZI�QMRMQYQ���WIX�YTW�XLEX�[MPP�LEZI�VITPMIW��2SX�FIMRK�EFPI�XS�GSRXVSP�
[LIR�TISTPI�EVI� GSQMRK� XS� WII� XLI� MRWXEPPEXMSR�GEYWIH� MRWYɍGMIRX�RYQFIV�SJ�
replies to three setups, that were in consequence excluded from the analysis and 
IZEPYEXMSR��-X�EPWS�GVIEXIH�MQFEPERGI�FIX[IIR�XLI���WIX�YTW�XLEX�[IVI�EREP]WIH��
[LIVI�MR�ɋREP�SYXGSQI�XLVII�LEH�ETTVS\MQEXIP]������VITPMIW�ERH�X[S�WIXYT�YTW�
SZIV����VITPMIW�

7IGSRHP]��XLI�IɍGMIRG]�MR�GLERKMRK�XLI�WIXYTW�ERH�VSYXMRI�SJ�IREFPMRK�WQSSXL�
transitions. Another aspect is mainly stating that  designing an experience 
with lighting design, relying on this element almost entirely requires lots of 
adjustments. Where in this installation the process of achieving the intended 
PMKLX�IɊIGXW��[EW�WMQMPEV�EW�MX�MW�MR�PMKLXMRK�JSV�XLIEXIV�
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0EXXIV� GLEPPIRKIW� ETTIEVIH� HYVMRK� XLI� STIR� LSYVW� SJ� XLI� MRWXEPPEXMSR�� [LIR�
FMKKIV� KVSYTW� SJ� ZMWMXSVW� [IVI� IEKIV� XS� IRXIV� �� RSX� HIɋRMK� XLI� I\EGX� HIWMVIH�
number of participants that could or should be in the same time exploring the 
MRWXEPPEXMSR�EɊIGX�XS�WQEPP�I\XIRX�XLI�XIWXMRK�TVSGIHYVI��*SV�I\EQTPI�ZMWMFPI�MR�
XLI�XMQIPETWI�WTEXMEP�I\TPSVEXMSR�SJ�KMZIR�WIXYT�MW�ZIV]�HMɊIVIRX�MJ�TEVXMGMTERX�
IRXIVW�EPSRI�SV�[MXL�����SXLIV�ZMWMXSVW��MR�GSQTEVMWSR�XS�KVSYT�SJ������TISTPI�
[LS�[SYPH�IRXIV�EX�XLI�WEQI�XMQI��EW�XLI]�MRɌYIRGI�IEGL�SXLIV�WXVSRKP]��8LIWI�
aspects were overlooked at the stage of designing the testing procedure, and 
required simply openness in embracing the encountered situations as they were 
presenting themselves.

Self-perceptual devices such as phones were playing important role, as for some 
participators this was capturing the images with a camera/phone camera came 
REXYVEPP]�ɋVWX��%RSXLIV�MRXIVIWXMRK�EWTIGX�[EW�[LIR�JI[�SFWIVZIVW�I\TPSVIH�XLI�
installation space with their own movement, dance and improvisation while 
recording these actions. This is when the installation setup turned momentarily 
into stage design for short period of time.
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In order to achieve the objectives, the testing procedure has been developed 
through a series of tasks and questions. These elements were crafted to not 
only facilitate observations but also encourage diverse and imaginative forms of 
expression. The overarching objective is to chart the pathways of perception and 
comprehension within the presented lighting scenarios. This process is aimed at 
achieving an understanding of viewers’ visions, thereby providing insights into 
how visual experiences are perceived and absorbed.

Metaphorically named ‘afterimages’ that relate to what the viewer experienced 
ERH�YRHIVWXSSH�ţ�QIERMRK�GSYPH�VIPEXI�XS�ERH�HMWXMRKYMWL�WSQI�XLSYKLXW�SR��EVI�
a playful way of exploring the possibility of measuring the qualities of created 
atmospheres with installation art, with and through light.

All the achieved setups’ designs consisted of di!erent light distribution, position of the 
#xture, and levels of light in terms of vertical and horizontal planes, yet none of the 
set ups presented the light pointing up. %rough setups 1-8, the lighting was exploring 
top lighting displaying light on the $oor surface (from di!erent angles) and pointing 
horizontally parallel to the ground. %ere were signi#cant di!erences in character of 
the light aiming to present diverse scenarios following lighting characteristics used in 
the questionnaire. 

From two set ups, in which had the highest amount of replies, I #nd several directions 
that could be further explored. %is is related to 1. perception of the atmosphere, 2. 
ways of measuring perception 3. %e ambiguity of expression due to social or cultural 
di!erences of the audience. In common, they reveal the many limitations that exist 
when trying to describe qualities that are related to light and architecture, as the – 
perhaps vague – notion of the atmosphere is so entangled with emotions, situatedness, 
and perceptual stimuli. Further, the participant group was not targeted to one speci#c 
demography, i.e., there were no focus on having a similar age group or speci#c interests. 
Such factors could also have an impact on the large variety of answers. 

It is, therefore, di'cult to conclude uniformly by narrowing down to using simple 
words on atmospheric qualities for such complex scenario. Instead, supplementing 
methods should be considered that allow for both linguistic answers, as well as analysis 
based on other input forms.
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%is pilot research can point to the fact, that perceiving atmospheres and elaborating 
in detail on cognitive and body sensations is challenging, especially taken into 
consideration that our perspectives and ways of seeing are quite di!erent based on 
many factors (cultural, social, etc.). On the contrary, the participants were detailed and 
descriptive when answering the open question regarding atmospheres. %is witness 
that they were aware of the many nuances of how to describe atmospheres. It also gives 
power to the previous stated, that atmospheres are strongly subjective.

As stated above, de#ning, and describing atmospheres is a di'cult task. %is thesis’ 
starting point grapples with the fact that studying the e!ects of light from the context 
of art is also di'cult due to its environment. Studying art in-situ is less controlled than 
studying a speci#c occurrence or phenomenon in a controlled laboratory environment. 
In an open environment, with little given directions, such as in the installation, many 
parameters are present. As it intends to act as an actual scenario for viewing art, 
similar to a gallery or museum, many uncontrollable parameters are present, e.g., if 
the participant comes alone or is in company, whether other stimuli is present (like 
a phone) or whether the installation is viewed at all. %is also contributes to the 
complexity of the measurement.  Nevertheless, it is not to undertake that studying 
such environments, yet, is still important. Perhaps such a scenario cannot be compared 
to the ones of higher control (like a lab), but o!ers something di!erent that, similarly, 
should be measured di!erently. Perhaps methods and tools beyond pure linguistics 
should be considered, such as targeting other senses or movement forms. Here, instead 
of looking at visual memory, a larger bodily memory can be considered.

Between the various setups, di!erent patterns of movement can be found. In some 
scenarios, the participants move closer to the installation, whereas in others a larger 
area of the room is walked on. %is can be due to many factors, such as the spread of 
the installation or the focus point. Nevertheless, some scenarios were also explored for 
a longer duration, such as 7. And 8. %is can witness a larger sense of engagement, but 
there can be found no correlation between the area of movement and time spent in the 
installation.

How words that are trying to describe and transmit the qualities of given perceived 
moment in the surroundings can be challenging due to meanings of the words, 
approach of the viewers to its meanings and complex aspects related to the situatedness 
of the audienens. %is shows how unexplored is this subject, or in di!erent words - how 
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limited can feel describing the quality of the perceived atmospheres by human with 
words as it interwinds spheres of emotions and feelings combined with visual stimuli 
and re$ections that all together aim to conclude with one are few words such a complete 
experience. %is pilot research through its measles designed in the testing procedure can 
point to the fact, that perceiving atmospheres and elaborating on received sensations 
is challenging, as well as o"en is being supported by relating to previously lived, seen 
and explored experiences, images — using memory of already existing sensations and 
feelings, correlating them and in consequence describing it from the perspective of 
the past experiences. In parallel, what is visible is also the aspect of imagination that 
plays pivotal role, where observers embarque on the journey of possible, imaginary 
landscapes or scenarios that could be similar to what they experienced in order to 
elaborate on the perceptual experience that just occurred.

Important point is to look at spatial exploration of space by the participators. Between 
the presented setups within the installation visitors have been exploring space 
di!erently. Looking at the video registration from time-lapse camera placed in the 
testing venue it was possible to grasp the movement exploration of the space

Moreover, assembling drawings that viewers created during the testing procedure 
folder as been analyzed through the lens of Strzeminski’s distinction of types of 
vision — contour, silhouette, solid form, chiaroscuro andfull  empirical vision. Where 
selected for analysis 5 set ups allowed to assembling and juxtapose received drawings 
to phenomenologically by simple observation of the outcomes with each other, gave an 
interesting threads. Most of the drawings could be categorized by two groups, drawings 
that represent translating the visual sensation observed during the task into (1) inner 
contour, outer contour, silhouette technique/graphic representation, and drawings 
that represent somewhat (2) solid form, full empirical technique. As these aspects are 
require broader knowledge and background from the physiological and psychological 
point of view, here are only grasping on possibility visible tendencies that emerge from 
as a lateral outcome to the testing procedure, yet have intriguing nature. 

Interesting observation from the phenomenological point of view is the similarity in 
drawing visual sensation shaped in the presented lighting scenarios, as a common 
outcome in drawings that is visible above all is - the tendency to draw shape that 
responds to the shape of the #xture. In case of the Chapter 8, vertical stripes of LED are 
more likely visible in the drawings - with inclusion of the relation between the elements 
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(#xtures) positioned in space. It is possible to observe multiple lines being drawn next 
to each other with rhythmic gaps interlacing in central area of the spreadsheet as well 
as their position versus the central element - the ice cube. %is tendency shows as as 
well in other Chapters’ drawn responses to the task. As if visitors were to capture the 
outer contour of the light beam and shape of the source of light.
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This thesis, driven by a research approach that draws inspiration from theoretical 
frameworks and guided by the insightful observations of Wladyslaw Strzeminski, 
has ventured into the realm where human vision, perception, and lighting design 
converge to create memorable visual experiences. At its core, this work stands as 
a testament to the profound connection between seeing and culture, education, 
and civilization, laying the foundation for a shared journey towards expanding 
LYQER�TIVGITXMSR�FI]SRH�XLI�GSRɋRIW�SJ�JSVQ�

The investigation into visual awareness, human vision, and perception, 
interwoven with the medium of light and artistic expression, has illuminated a 
path towards designing experiences that transcend the ordinary. This endeavor 
has led to the conceptualization of the method of research through the exhibition, 
culminating in the creation of an installation that serves as both an artwork 
and a testing ground for exploring how light can shape atmospheres and create 
IZSGEXMZI�I\TIVMIRGIW��3YXPMRIH�WLEVIH�MRXIVIWX�MR�HIZIPSTMRK�MQEKIW�ERH�ZMWYEP�
experiences that are allowing human perception to grow beyond form, led to 
the exploration of ‘light and space’ art from past decades to the present, and has 
served as an inexhaustible well of inspiration, highlighting the transformative 
capacity of light to reshape spatial perceptions. This emphasis on manipulating 
light has directed the focus towards creating engaging environments that 
captivate viewers through sensory experiences, enriching the interplay between 
art and perception.

The dual objectives of this research, united by a transdisciplinary mindset, have 
TEZIH�XLI�[E]�JSV�RI[�MRWMKLXW��8LI�ɋVWX�SFNIGXMZI�LEW�VIWYPXIH�MR�XLI�WYGGIWWJYP�
integration of a testing procedure into the installation, leading participants on a 
journey of exploration that probes the intricacies of how viewers evaluate light, 
VIEHEFMPMX]�SJ�EXQSWTLIVIW��XLIMV�VIɌIGXMSRW�SR�I\TIVMIRGIH�ZMWYEP�I\TIVMIRGIW��
exploration of vision and what remains in their eyes pointing to the phenomenon 
SJ�EJXIVMQEKIW��0EWXP]�� MJ�XLI�TVIWIRXIH�ITLIQIVEP� MRWXEPPEXMSR�SR�EXQSWTLIVIW�
ERH�XLIMV�EJXIVMQEKIW��[MXL�ERH�XLVSYKL�PMKLX��LEH�ER�MRɌYIRGI�SR�XLIMV�QSSH�

The second objective has unveiled the essential components for crafting 
evocative visual experiences through light, emphasizing the pivotal role of 
viewer engagement and the fusion of diverse elements central to installation art. 
Through the testing procedure, viewers engaged with the installation in a manner 
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that would not have been possible without the carefully designed framework. 
This tool not only facilitated exploration but also provided a sense of control, 
allowing participants to delve into the nuances of vision and perception. It gave 
as well some sense of control as designed parameters in which participants were 
experiencing researched topic and the installation itself guiding their experience. 
This lens was pointing to thoroughly explore how the observation process 
and communication of perceived visual experiences in a more expressive form 
through drawings and thought-provoking questions. 

The designed test and installation are seen as pilot research and have actually 
explored only one way of designing such an experience and successfully achieved 
creating evocative visual experiences for the viewers. 

This process has highlighted the challenging nature of describing light 
characteristics and the qualities of experienced atmospheres, as well as the 
subjectivity and richness of the term “memorable.” How experiences are 
considered “memorable” and if they can be measured. 

%W� WTIGMɋG� XS� XLMW� [SVO� MW� XS� EGLMIZI� IZSGEXMZI� ZMWYEP� I\TIVMIRGIW� XLVSYKL�
lighting and spatial design, it is worth looking into new methods of evaluating 
light and art experiences - it showed a high level of engagement among visitors 
with the method through which they were exploring the installation in a 
HMɊIVIRX�[E]�XLER�[MXLSYX�XLI�XSSP�XLEX�[EW�KMZIR�XS�XLIQ��-X�E[EOIRW�GYVMSWMX]�
XS[EVHW�I\TPSVMRK�ZMWMSR�ERH�ZMWYEP�I\TIVMIRGIW��FVMRKMRK�MRWMKLXJYP�VIɌIGXMSRW�
and ending by expressing excitement from their experience of exploring the 
installation following designed guidelines.

In conclusion, the insights gained from this pilot research hold promise for 
exploring the development of new tools and methods of exploring viewers’ 
perception that will allow expanding knowledge on designing evocative 
experiences with and through light.

This work lays the groundwork for further exploration, as these topics are also 
vital for current ways of experiencing art in museums and exhibition spaces that 
are striving for immersive and captivating visual experiences nowadays.
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