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Figure 3. Button layout of the controller, with processing
algorithms on top, and sound sources spiralling up from the
bottom.

The venue was the Ultima festival, which provided
a good framework and great publicity. Practical col-
laboration with the realty company Selexa and their
event production partner Mesén was needed in order
to secure the project space in the transit hall, which is
owned by the Norwegian rail system. The installation
brought added activity into the rail station, and addi-
tional business to the various retailers and businesses
located in the area.

The actual cash cost for the project was divided
between NOTAM and NRK, with in-kind contribu-
tions from Ultima and Selexa. Explicit marketing was
made through Ultima’s advertising programme and
in the programme book for the festival, and press
releases and other media initiatives were handled
by the NRK organisation. There were quite a high
number of press notices about the installation, which
was well placed in public consciousness even before it
opened.

5. DESIGN AND ARCHITECTURE -
ACOUSTICS AND TECHNICAL DETAILS

In the transit area, sixteen speakers with parabolic
reflectors were hung from the ceiling at a height that
made the focal area approximately ear-height for the
average listener. The reflectors were made from clear
plastic for reasons of security cameras, and on the
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Figure 4. Loudspeaker with parabolic reflector, foil on the
floor marking the centre spot.

floor below each speaker was a designed foil showing
the location of the sound source. The speakers were
arranged so as to form a ‘path’ — the parabolic path —
leading the audience to the listening room. This type of
loudspeaker was chosen because of its ability to limit
the sound field and reduce sound leakage into the open
general area. The speakers worked reasonably well
for normal sounds, but less well for sounds with large
low-frequency content.

The room was built inside a (at the time) vacant
retail space, and protruded into the circulation area
with entrance openings and an end wall that was used
for display of information about the project as well as
a projection area for a graphical sequence based on the
overall design of the installation.

This entrance led into a custom-made listening
space which was an acoustically controlled listening
room with twenty-four speakers, and a custom-built
controller in the centre of the room — the optimal
listening position for the diffusion. The speakers were
placed around the listener in as close to a sphere-like
shape as possible, in the following manner: eight
speakers around the listener at ear-level, because this
is the area where motion is most easily detected, four
at knee-height, four high on the wall, four in the floor
and four in the ceiling. The number of speakers was
not chosen for convenience, but based on previous
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Figure 5. The outside wall of the installation.

experiences on how many speakers were needed to
provide audible continuous motion in a space this size.

The listening room was carefully designed for acou-
stical balance and colouring; materials and dimensions
of absorbents were carefully chosen, and the dimen-
sions of the room were optimised for spectral balance.
Some of the absorbents were mounted on plywood in
order to have the room give a little bit extra in the high
end of the spectrum. The acoustic design was made
by acoustician Lars Strand at NRK. The entrance
to the room was constructed to limit sound leakage
both in and out, and the room was a superb space for
diffusion.

Asbjern Flg’s design of the space was developed
by architect Morten Kaels, who has previously built
acoustic installations and furniture, and exhibited
works at galleries and museums in Norway. Techni-
cally, the room was expected to need to withstand
quite a large amount of expected abuse from late-night
visitors, and the inside was therefore covered with
perforated metal panels. Behind the panels was cloth
that concealed the speakers, and allowed sound to get
through without much loss of frequency content.

6. RESULTS

The audience that passed the sound showers num-
bered in the thousands each of the ten days the instal-
lation was open; however, it is dubious use of statistics
to count them as true visitors to the installation. The
number of people that entered the listening room was
4,739, which is quite a large number for this sort of

installation. This points to public space as an interest-
ing arena for art, although artistic compromises might
have to be made in order to make an installation acces-
sible, practical and popular. For example, the visual
appearance of this installation needed to compete for
attention with nearby stores, hamburger bars, etc. The
sound levels of the speakers needed to compete with
the background noise of people, restaurant music and
announcements, the placement of the speakers needed
to take into account security cameras, and the external
architecture could not constitute a security risk in case
of fire, etc. To address all kinds of questions like this,
one needs to be patient and creative, protecting the
artistic idea, and learn to work with the circumstances.
Nearly always, there is a workaround.

The radio, TV and press coverage of the installation
was extensive, on both local and national arenas. The
installation was covered as both general news, and as a
cultural event for more in-depth consideration.

A guest book with many entries contained an over-
whelming number of positive messages about the
sounds, the unconventional idea of an abstract sound-
ing artwork like this in a public space, and to the
sounding material itself. Although there is always the
element of artistic compromise to be considered when
presenting art in a space not developed and defined for
the purpose, this installation retained idea and identity
well enough to provide the many visitors with a multi-
tude of experiences significant enough for visitors to
write them down in the guest book — experiences about
concrete memories of sounding environments heard in
the installation — and of the emotional ties revisited.



