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HOW 
TO 
READ 
THE 
BOOK

The following research document is a handbook. 
One that breaks down my point of view on 
immersive experiences and participation. Every 
chapter presents one layer of my work and they 
are all connected to each other. All the segments 
are formulated in a different writing style that 
reflects the way I approach and relate to the 
subjects. 

The essay on immersion and interaction will give 
an overview of the constant conflict between the 
two and how I think they can work in each others 
favour. 

Letters are used to address personal subjects 
such as the conceptual underlining. I write to 
places, colours and aesthetics as a way of letting 
the reader into my thoughts, ideas and recurring 
dilemmas that will never be solved. 

The working strategies come together as a 
dialogue. These strategies converse on the 
same level and reveal the relationship that 
exists between themselves. The reader gets to 
experience this as a standard theatre-goer and 
imagine a group of tools having a discussion. 

Sources are analysed and broken down into the 
parts of their work that are relevant and inspiring 
within my own. These lead to past experiments 
that are thoroughly described in the 2nd person. 
The reader can transport themselves into these 
worlds and get lost in the fantasy. Every detail 
is meticulously mentioned to illustrate the 
atmosphere as close to reality and immerse the 

reader in the experience. Then, each strategy 
is stated and how they were respectively 
approached within the project. 

A format of a recipe book is used to display 
the “how to” or set of rules that I believe are 
necessary to create an immersive experience. 
They are activating, direct and inciting to action, 
turning into the participatory part of the reading 
experience. 

Considering that all the chapters are connected 
to each other, there is no particular order that 
they should be read in. It’s important to start 
by the introduction to understand the overall 
structure of my work and end by the conclusion 
to see how it all comes together. Other than that, 
the reader can choose whichever chapter is more 
appealing to them and then proceed with the 
one they think would be a good continuation. 

Reading this research document should be an 
individual experience of its own. Find an empty 
space, preferably with a window to look through, 
sit down in a comfortable position, relax and let 
yourself be taken into a world of paradoxes and 
questions about immersion, participation and 
personal experiences. Welcome to this world of 
color.
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Do you remember being bored in class and 
looking out of the window nonstop for several 
minutes? You would mentally leave the room 
even if your body was still present. You would 
travel elsewhere while things are still happening 
around you. And then someone calls your name 
and you snap right back into the present. But 
you’re relaxed now. Distracted but internally 
smiling even if you weren’t paying attention 
because you left. You took a break for a few 
minutes and nobody took it with you. It was your 
moment. Your experience. 

Well, that’s where my fascination for immersive 
experiences comes from. This idea that a change 
in scenography can make you escape reality for 
just a moment triggered me to find ways and 
techniques to create these getaways. 

HOW? HOW? HOW? HOW? HOW? HOW?

That has been my underlining question all along. 
How to: tell a story through an experience, 
make my audience engage, create moments 
of interaction, introduce these experiences, 
translate personal stories globally, add a political 
layer, use physicality to immerse, play with 
material. 

How do I create immersive experiences?

During the past two years I embarked in a 
journey of research through practice. Through 
experimentation, inspiration and exploration I 
directed my focus and defined what immersive 
experiences are to me. I identified which layers 
are contained within these experiences and 
explored them each individually and collectively. 
I searched for my artistic style, the stories that 
I want to tell, the questions that I have and the 
answers I’ll never get. 

The following mind-map graphically illustrates 
the structure of my work and how all the aspects 
I explored connect with one another. 

Here, hierarchy is non-existent but there is 
depth. One subject leads to another. They are 
all on the same level and they all intertwined. 
The core of this research document is the 
concept of immersive experiences, but all the 
branches around it are what supports it. From 
personal to practical or practical to personal, 
each subject of this mind-map is addressed 
somewhere in the book. This research document 
illustrates a network of multiple possibilities and 
constant dualities encountered in the process of 
finding the ideal scenographic recipe to create 
immersion. 

INTRODUCTION
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IMMERSION + INTERACTION = 

IMMERACTION
Every text written about immersive experiences 
gives a different definition. Every artist asked 
about immersive experiences understands it 
in a different context. Every spectator that has 
witnessed an immersive experience describes it 
in a different way. There’s a certain ambiguity in 
what these experiences are and how they work 
that the art and theatre world don’t seem to grasp 
in totality. Nobody has decided on wether we are 
immersed in every day life or if immersion is only 
an artistic concept. Thats exactly why this subject 
is so fascinating. An experience so physical, so 
cognitive and so sensorial yet nobody can seem 
to define the boundaries of where it starts and 
where it ends. What are immersive experiences? 
What is immersion or what is being immersed?

According to different dictionaries being 
immersed has different definitions. 
Immerse [ ih-murs ]
verb (used with object), im·mersed, im·mers·ing.

1. State of being deeply engaged or involved. 
Devoting oneself fully to something. 

2. To plunge or put something or someone 
completely under the surface of a liquid. (Dip, 
sink, drown) 

3. Enclose or envelop completely, as if by 
swallowing. (Close in, enclose, shut in, 
surround completely). 

As the definitions state, immersion is when 
something is completely surrounded and 
invested in or by something else. An immersive 
experience on the other hand does include a bit 
of each definition but specifically from a spatial 
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and atmospheric point of view. It’s a situation in 
which a person, spectator, member, participant 
or entity (as you would like to call it) is completely 
surrounded, engaged, or involved in a spatial 
experience. Being immersed goes beyond 
standing and looking, it’s about feeling and 
experiencing. Sensory experiences that incite 
exploration and playfulness commonly through 
the use of sight, touch and sound. 

For me, the word immersivity really begins in 
the moment in which you enter a different 
atmosphere. This idea of being completely 
drowned in a new environment creates 
immersion. It could be comparable to entering a 
cave, a walk in freezer, or going scuba diving. Only 
that when we talk about immersive experiences 
they are usually spaces purposely designed by 
artists for the spectators to engage in. 

The notion of totality is very important because it’s 
what creates the complete separation between 
the artwork and everyday life that is behind the 
door. Is there such thing as “a little bit immersive”? 
Yes and no. Being partially immersed seems like 
more of a distraction rather than real immersion. 
Perhaps it’s a moment in which the spectator 
ignores the reality that surrounds them. It can be 
compared to an illusion. The paradox comes in 
because immersion is an illusion. Spectators are 
lured into these worlds and convinced that they 
are temporally out of their reality. In immersive 
work that is designed as such, this reality is 
either meticulously framed or completely 
blacked out. You feel like you are a part of this 

new world and nothing else is going on other 
than this experience. If there are suggestions of 
other activities that have nothing to do with the 
atmosphere you are in than you haven’t reached 
a state of complete immersion even if you are 
physically immersed. 

“The execution of an immersive art experience 
would, to me, include a total 360-degree 
immersion. A creative environment that can be 
walked into, physically experienced, explored. It 
can be maximal or minimal, but it includes a 
narrative or story element that creates a ‘total’ 
experience.” - Ali Rubinstein.

These experiences put the audience in 
debatable situations because they require 
time and adaptation and the spectator doesn’t 
usually know how long they may last. It’s like 
encountering a video in a museum, you usually 
have no idea how long it could take. It requires a 
particular effort to walk into a new world and let 
your body and mind be taken over by only new 
elements surrounding you. Adapting and letting 
yourself exist as part of the space is a crucial role 
in enjoying these experiences.

Immersive experiences can have different levels 
of immersion and engagement. They work as 
artistic installations, performative atmospheres 
or interactive spaces. It can be a combination 
of all but also some characteristics can be more 
dominant than others and still be an immersive 
experience. Wether it’s just entering an enclosed 
space and experiencing it or directly interacting 

with elements or people in the space, both of 
them and everything in between can be labeled 
as immersive.

The core idea of immersive art is that it moves 
beyond the fourth wall, it breaks the space 
between the audience and the performer 
making the viewers participants or making them 
part of the work itself. Immersivity can be present 
in different artistic disciplines in many different 
ways. Immersive theatre, for example, employs 
immersion with several different approaches. 
• The audience can interact with the cast and 

have some sort of control or influence on the 
way the performance develops and ends. 

• The audience can be seated on stage, or the 
performance can take place in the tribune 
around them. 

• The performance can take place in a space 
other than a theatre and the audience has 
to walk around and discover the space while 
the action develops over time. 

In sculptural work, landscapes of sculptures 
are built for crowds to walk around them and 
possibly interact with them. Richard Serra 
could be an example of sculptural work that 
becomes immersive even if it’s not made as 
such. Virtual reality completely immerses users 
in digitally built worlds through the use of 
headsets, screens and animated spaces that 
can respond to stimuli in the real world. Artists 
that work with light installations, such as James 
Turrell and Carlos Cruz Diez, create new worlds 
with change in colour and light density that 
can have a considerable effect on moods and 

emotions. Sound installations and soundscapes 
can completely transport audiences to different 
worlds even if they are not visually immersed, 
enhancing the importance of being aware of 
what we listen to. Immersive work can also be 
a combination of all of these disciplines and 
artistic realms. There is definitely no ideal recipe 
for creating an immersive experience but in the 
end most kind of art can be immersive even if it 
isn’t labeled as such. “To be labeled as immersive 
art the only requirement is that an audience no 
longer exists as a passive group of onlookers.” - 
Cori Anderson

Immersive experiences are being more and 
more designed through an interactive approach. 
Artists are demanding their spectators to 
participate and have a certain effect on the 
space and work. This has blurred the boundaries 
between two different artistic disciplines. It has 
become unclear in which context and through 
which strategies these two can come together to 
create a balanced experience. 

To begin the discussion we need a definition:
Interaction [ in-ter-ak-shuhn ]
noun

1. Reciprocal action, effect, or influence. 
2. The direct effect that one entity has on 

another.
3. Inter- means “between, together, among” 

act- means “to do”

The boundaries that determine wether 
something is interactive or not are very unclear. 
It highly depends on what kind of art you 
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consider interactive. Interactivity is based on the 
experience you have while doing something. 
If you look at a painting and reflect on it; do 
the changes it created within you make it 
interactive? Or is the painting interactive 
because it expresses something specific while a 
wall isn’t interactive because it’s there for merely 
structural purposes? Thats a question for you to 
answer because even if this may sound absurd 
to some people, looking and reflecting at/on art 
are both very valid actions. For the rest of this 
text we can look at interactivity as a physical 
action. Considering any modification, evolution 
movement and change through time of both 
the space and spectators interactive.

In the process of artists defining immersive art 
and experiences there has been one major rule 
that I consider hasn’t necessarily worked in 
everyones favour, including mine. Interactivity 
enhances immersion. At the beginning of my 
research on immersive experiences I thought I 
agreed, but after some trial and error I realised 
I don’t. Perhaps it’s not about agreeing or 
disagreeing but more about understanding how 
these two actions work for and against each 
other. There is a fine line between this because in 
immersive art the most important element is the 
space and in interactive art the most important 
element is the action. If you put these two 
together at the maximum power spectators can 
easily get distracted. They can be more focused 
on the space and kind of ignore the action, or be 
so completely engaged in interacting that they 
don’t even pay attention to the space or story. 

In his book Creating Worlds, Jason Warren 
expresses how difficult it is to draw a line where 
game theatre ends and immersive theatre 
begins. According to him the main difference 
is how the rules are approached. In immersive 
theatre the rules are usually hidden and 
intuitive to prevent them from getting in the 
way of the performance. In contrast, in game 
theatre the rules are the performance. They 
can be explicitly told to the audience or they 
discover them along the way. This doesn’t mean 
that immersive experiences can’t include the 
audience’s actions, it means the work shouldn’t 
be about the audience’s actions. For example, 
my Connecting Cultures experiment (see 
chapter: contextualising work through sources), 
became a purely interactive experience because 
without audience participation it was static and 
far from being immersive. The installations or 
performances should be able to at least partly 
exist without this direct interaction, and this 
interaction should be designed and thought 
through so that it adds to the work and to the 
story. In game theatre the mechanics of the 
games are often fascinating and are designed 
to be enjoyed by the audience. In immersive 
theatre, the worlds that are being built should 
be by far more interesting than the mechanics 
of them. 

In her article about the immersive art scene in 
Denver, Cori Anderson defines immersive art as 
“the creation of a world around the person in 
a way that makes them feel part of and inside 
of it.” This statement is very accurate to the way 

immersive experiences should be constructed 
but this isn’t always the case due to specific 
audience behaviour. If the spectator doesn’t allow 
themselves to enter an explorative or playful 
mood, they will presumably not feel like they are 
a part of the world that has been created. This is 
why one of the most important elements to think 
through is the entrance and introduction. The 
rules of engagement are set at the entrance and 
these globally determine how the audience can 
behave. If the rules are not clear, they will make 
their own rules, and for the artist that isn’t ideal 
unless it’s a choice. “Refusing to choose rules is 
also a choice but one that should be planned 
for.” In interactive performance the audience can 
feel freedom but it should be in a very controlled 
framework that they are not aware of.

Another perspective that Warren highlights in 
the binding between immersion and interactivity 
is the difference between influence and impact. 
Influence is the level of importance an interaction 
has on the development of the story/work and 
impact is how much the artist or designer has 
to work to deal with this interaction. An ideal 
immersive experience with interaction has high 
influence and low impact because the audience 
has the effect of carrying out a meaningful action 
and the artist or cast doesn’t have to worry too 
much about how this can turn out. The goal is for 
the audience to feel important but their actions 
to not cost the enjoyment or message of the 
work. 

Where I see the main issue in using interactivity 

within immersive experiences is that artists can 
very quickly approach interactivity as another 
physical element in the work, and as we have 
by now established, it shouldn’t be. Interactivity 
requires human action and an important analysis 
of audience behaviour. It’s not just something 
that happens or is in space, it’s something that 
has to be incited and guided for it to work in 
your favour. Immersive experiences can have 
different kinds of interactions. The audience 
can build up or destroy parts of the space: 
connect, rotate, move, hang, push, switch, turn 
on, turn off, bring up, bring down, open, close, 
erase, cut, tear, rip, break. They can actively add 
objects, draw, mould, write, etc. They can also 
communicate between each other through text, 
sounds, voice and different mediums. Despite 
all the options that can be extremely useful to 
create meaningful experiences, sometimes the 
only interaction an immersive experience needs 
is the act of exploration and discovery. 

Immersive experiences do exist to blur the 
gap between the creation and the people 
experiencing it. They very rarely have a “do not 
touch” policy like museums and there is often a 
power play between the elements in space and 
the presence of the spectator but only if it is 
significant to the story should a physical action 
of change or modification be included. In the 
chapter of Audience Immersion of Scenography 
Expanded David Shearing suggests that 
immersive experiences are blurring different 
types of physical, sensory, cognitive and 
reflective modes of engagement. This statement 
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that seems to be completely accurate awakens 
curiosity because it establishes a distinction 
between interactivity and engagement. With 
the 3 experiments I elaborate later in the book, 3 
forms of engagement are quite clear. One of them 
is merely immersive and suggests a reflective 
mode of engagement, the second is physical 
interaction and the last is sensory engagement. 
Spectators can actually interact without 
“interacting”. All the forms of engagement that 
he mentions are labeled as mindfulness: “The 
alignment of cognitive and sensory modalities 
in the here and now”. Including mindfulness 
as another form of interaction blurs the duality 
between active and passive spectatorship as 
soon as mental interaction becomes a form 
of participation. The audience’s senses are 
manipulated, their self awareness increases 
and they start to create an association between 
themselves, their bodies and all the elements in 
space. Wether its sound, light, or any physical 
construction in the space, the body creates a 
relationship to it and it affects every individual 
experience, making it both physical and mindful. 
Each experience is subjective and depends on 
everyones personal conditions and perceptions. 

Immersive experiences come in all shapes and 
sizes, stories and forms but the most crucial 
characteristic is giving the spectator a feeling of 
entering a new environment. The importance lies 
in creating an experience that wether individual 
or collective, active or passive, has an effect on 
the spectators relationship with the space. A 
triangulation of body, mind and space emerges 

that can’t be identified as directly interactive or 
participatory but it is what makes an experience 
distinctive. The protagonist of the encounter 
isn’t the action but its reward on the space or 
spectator. Experiences like these are some of 
the little moments in daily routine that allow 
us to dream, become somebody or something 
else and even understand how important our 
presence in a space can be. “The best immersive 
art gives you moments that never leave you” - 
Ambar Blais 

“Interactive art makes the realisation flash up that 

there is actually no “I.” No one is an island: you are 

produced by others just as much as you produce them. 

You are created by objects as much as you create 

them. Since interaction means changing each other, 

and only that which interacts with us is alive for us, we 

are changing everything around us as much as we are 

being changed by it” - Arjen Mulder
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The characters of the play

Entities
Time
Interactivity 
Dramaturgy 
Spectatorship 
Material
Performativity 

A team of working strategies are sitting 
together in a working space

*Time enters*

Time: Hey guys, I was told to tell you that you 
only have 15 minutes. 

*everyone looks at each other confused* 
*background murmurs* 

Dramaturgy: Well that’s sudden. 15 minutes 
for what? Are we going slow, fast? What’s 
happening?

Interactivity: yeah I’m going to need more than 
that if I want people to take me seriously 

Spectatorship: and what am I supposed to do in 
15 minutes? Just look? 

Performativity: Well, don’t count me in. I’m 
terrified of being on stage. Maybe material can 
do the performing for me. 

Material: I guess I can do that for you, but I still 
need more information from dramaturgy. He’s 
asking the questions that only he knows how to 
answer. He’s so lazy, always trying to get someone 
else to do his work. 

Dramaturgy: It’s not that I’m lazy, it’s just I 
consider I’m the most complicated member of 
the team. You know how hard  it is to do the work 
that I do? 

Entities: calm down guys, I feel panic in the air. 
You’re acting like you’ve never done this before. 
Let’s do a round and everyone explains their 
main role okay? In the end it’s a collaboration. 
We all work together to add to the experience. 

*everyone nods*

Entities: Time, you start. 

Time: Fine.. well I’m usually here to make people 
realise that the experience is short. Ephemeral. 
I create this awareness so they will enjoy every 
moment and absorb every second. They should 
understand that even if I’m never-ending, this 
specific lapse of time will never happen again. All 
the work the rest of the team does helps people 
escape reality, and I need to set the tone for this 
escaping. They will be elsewhere and should leave 
their everyday baggage at the door. They need 
me to be able to adapt and to understand the 
story, but they might loose complete perception 
of my real state. 

Dramaturgy: Yeah and it’s my job to tell time 
what to do. I can decide wether she goes slow or 
fast. I even decide what makes it go slow or fast. 
Movement, light, material? I usually guide the 
rest of the team and make them stick to the story. 
Sometimes Interactivity goes overboard and lets 
go of the narrative. Material has struggled a lot 
with me because it kept using objects that didn’t 
make sense. But I think she found her way now, 
or is at least in the process. 
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Material: Yes I am. I’m so impulsive that I usually 
want to use things I find fun. Now I understood 
that us materials have context and that people 
relate us to things straight away. It doesn’t mean 
I have to stop playing in my spare time. Basically 
I can’t use anything random to tell a story just 
because I like it. It has to mean something and 
add to it. I usually like fluidity so that the spectators 
can play around with me, but Interactivity does 
most of that part of the job. All I know for now is 
that I have to cary part of the story. Sometimes 
its heavy but I got used to it. 

Interactivity: I usually work hand in hand with 
material through the guidance of Dramaturgy 
and maybe Time. My main goal is to activate the 
audience so that they feel the experience rather 
than just look at it. I want their actions to be 
important and meaningful. Many times before, 
the actions that I encouraged were way too big 
and tended to distract people from immersion 
but I understand now. My actions should be small 
but powerful. Keeping people immersed but 
also engaging them in the space and story. This 
engagement is usually decided by Spectatorship 
and done through the manipulation of material. 
I hope it doesn’t bother her too much. 

Material: No, it doesn’t bother me. It’s just 
that a lot relies on me: I cary part of the story, 
I’m sometimes constantly transforming and 
audiences interact with me. Actually, I’m even 
the main performer most of the time. 

Performativity: Sorry about that, it’s just I 

personally dislike being the centre of attention 
in a space. That’s why I try to make you perform 
and evolve through time. When I’ve done it 
personally, I didn’t hate it but I still have a lot to 
explore. Also I need to learn to feel comfortable 
in the space and spotlight for this to happen. But 
material, you do that quite well. When you choose 
the correct one for the story, you’re really good 
at changing and developing. You say a lot about 
the narrative trying to be told. If Dramaturgy 
and Interactivity find the correct action for the 
audience to carry out I don’t have to perform 
anymore. Material performs and the spectators 
perform. That’s more than enough. I also can’t 
forget that in the end, Entities performs but in a 
more cognitive way. 

Entities: I wouldn’t say I perform. I think my role 
is to connect. In a physical, sensorial or cognitive 
way. I create the relationships between all of us 
and the spectators. It’s like the space doesn’t exist 
until the spectators arrive. And it’s important to 
understand that spectators aren’t just looking, 
they are relating. The material is material but as 
soon as spectators touch it, it generates meaning 
and agency. None of us work individually in the 
space. We’re effective because we’re all together 
and we’re all active.

Spectatorship: Exactly, I totally agree. I basically 
define the way the audience will be spectating. 
In this case, they’re usually immersed so it 
goes beyond only looking. Even though, if I 
can say so myself, I think spectators are always 
active. As Jacques Rancière would say: an active 

spectator isn’t only the one who participates 
in the performance but is also the one that is 
influenced by it, analyses it and “goes out to be 
active in the common world”. In the end, they’re 
always mindfully active but interactivity comes in 
and physically activates them from time to time. 

Interactivity: Yes, I give them rules or tasks so 
they can play and be physically activated but 
you need to remember what Joanna Haigood 
said in her article of In Terms of Performance. 
Audience participation can be experienced 
through spatial relationships, circulation, and 
assigned activities. This means that interaction, 
contrary to what most people would think, 
doesn’t completely rely on me. Spectatorship 
has to make decision before and these decisions 
are probably already activating, later on I come 
in and focus on the details of these actions. 

Spectatorship: It’s true most people think I have 
nothing to do with interactivity but I actually 
really do. My role is to decide how I want to 
position the audience so that they get the 
most out of the experience. Sitting, standing, 
walking, laying. The way they explore the space 
determines a big part of the way they relate to 
the space and story. They need to understand 
that existing in the space is both an individual 
and collective experience. Individual because 
of the personal and subjective side to it but 
collective because they become one with all 
the elements in space. They need to experience 
what Heidegger would call worldliness through 
the positioning I suggest and the encounters 

Interactivity prepares for them. 

Time: Now that you mention Heidegger, I have 
something to add. In Being and Time he stated 
that we make sense of the world together but 
we live an individual life and do this through 
everydayness. Knowing that we have an end, 
that we are finite, gives us the impulse to act 
uniquely. As Lisa Bielawa mentions in her article 
about ephemerality: Every experience is unique 
to the spectator in that very moment. This 
event cannot be replicated or sustained. That’s 
exactly why it’s so important for me to make 
the audience understand the ephemerality and 
duration of immersive experiences. This adds 
to their freedom and desire to explore. Then 
Interactivity and Spectatorship are helped by 
this desire that I create and we are all happy with 
the result of the experience. 

Entities: You see, it all comes together as one. 
We are all individuals creating something 
collective for another individual to experience 
space collectively. Confusing, but nobody says 
immersive experiences are simple so... Now we 
all know what to do. Let’s get to work! 
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The previously mentioned are the main 
strategies that I have used in the past 2 years to 
create immersive experiences. Some are there 
from the beginning, others joined along the way. 
What I emphasise the most on is the fact that 
they all work together. No strategy is complete 
without another. Even if you think there is no 
performativity, this is a choice; which means 
that performativity was thought through as a 
possible option before getting to the conclusion 
of not using it at all. Now that you understand 
how they all word together, the following is 
where they come from.

Some more complex than others; all the 
strategies have been studied through a source, 
inspiration or conflict that I have encountered 
during my process:

Time and Entities are shaped by Martin 
Heidegger’s phenomenological philosophies of 
DASEIN from Being and Time. He contemplates 
that in order to understand being, we first 
need to understand time. Time is what makes 
us experience human experience. Knowing 
that being finite rather than infinite is what 
gives humans the ability to act uniquely. This 
perception of everything being temporal is what 
makes humans develop the sense of care. Then 
this sense of care is the one that puts ourselves 
in relation to all of the objects we encounter and 

the way we are actually attached to them. We 
are constantly trying to theorise single entities 
but the reality is that we are all interrelated. One 
object doesn’t exist without the other, they don’t 
exist without us and we don’t exist without them. 
As mentioned before, this is what he labels as 
“wordliness”. He gives this example: A hammer 
doesn’t make sense without nails, wood, tables, 
chairs and people to sit on the chairs. When 
we hammer we don’t think about the hammer 
but our moment of being is caught up in the 
wordliness of our relationship with them all. This 
becomes relevant within immersive experiences 
because the same happens for the spectator. 
While being immersed in a scenographic 
experience, you don’t choose your relationship to 
objects one element at a time. You are immersed 
because you relate to all entities at once: sound, 
light, objects, performers, space, etc. All these 
components are on the same level even if you 
notice them or not, and they are  the ones 
responsible for your embodiment and sensory 
experience. 

Interactivity has been studied through Arjen 
Mulder, who questions what we consider 
interactive or not. He also emphasises on how 
spectators can not only learn by doing but also 
take up the position of an artist and become a 
co-creator. The viewer isn’t considered capable 
of producing art but if they interact that’s exactly 
what they’re doing. Here comes in the important 
role of the spectator that I try to emphasise in 
my work. They affect the story, the space and the 
scenography of it all. These dialogues connect to 

CONTEXT
the ephemerality and how no one will ever cary 
the exact same action at the exact same time 
ever again. The activation and the short duration 
both make immersive experiences 

 Questions on spectatorship were of course raised 
as soon as I started this masters. Something 
I had never thought about before suddenly 
became one of the most important aspects 
of the work I was making. After reading about 
several perspectives on spectatorship, Jacques 
Rancière’s questions on The Emancipated 
Spectator started to resonate and make sense. 
I came to my own conclusions and decided I 
agree with the idea that all types of spectatorship 
were active as long as you were influenced 
by the work and continue to reflect on what 
you just experienced. Spectatorship seems 
unquestionably active in immersive experiences 
because the audience usually travels in them. 
Even if they don’t physically move, they mentally 
do. There is a change in perception that has 
been activated no matter the quantity of actual 
interactivity. 

Material is one of the interests that emerged 
from my working process. I have this constant 
need for filling the space and creating physical 
work. This was done through the use of material 
and objects. I first experimented with things 
that were familiar to me like paper and light. 
Then I went on to working with transparent and 
reflective objects, and lastly material that can 
occupy more space like foam, balloons, plastic, 
furniture and fabric. This exploration led me to 

relate more to famous set designer Katrin Brack 
who uses festive objects as main material to 
make her sets. She makes material a performer 
by making it evolve on stage and never be in 
the same state. Her work and how it is relevant 
within mine is explained with more depth in the 
Sources section of the research document. 

Last but not least, dramaturgy and performativity 
are both conflicting subjects that came up 
as elements I was missing. Dramaturgy was 
problematic because I was creating work that 
didn’t have a solid storyline. My choices were 
made impulsively and not necessarily for specific 
reasons. I was lacking a narrative layer; not 
necessarily explicit but something that sustained 
the experiences I was creating. In terms of 
performativity, it started with the dilemma of me 
being present within my own work or not. I was 
never really present, my goal was to make work 
that could exist on its own. I was encouraged to 
somehow be a performer. After trying I realised 
that I didn’t want to perform but that the 
elements in my space could do it for me. Later, I 
came to the realisation that making my audience 
interact turns them into performers as well. 

What seem like separate layers within the 
experiences I am making, are actually a constant 
dialogue between them all. One feeds the 
other, and the other feeds the next. There are 
multiple combinations possible and they can 
all be discussed from different perspectives. It’s 
not about using them all but about considering 
them all. 
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“Notion of ephemerality suggests to me that something 

has value precisely because it lasts for only one day. 

Such art is precious because when it is over, it is gone. 

The anticipated goneness defines its value, and hence 

such art must be experienced to its fullest when it is 

actually happening.” - Lisa Bielawa 
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CONCEPTUAL
UNDERLINING

My concept 
My story

The origin of me 
The me of origin 

Many unsaid thoughts 
Many cherished memories 
Many untied knots 

Impulsive choices
Inexplicable obsessions 

Places
Objects
People

Love
Anger
Duality  

Color
Texture 
Transparency 

What am I trying to say?
Where am I trying to go? 

Unanswered questions 
Undefined directions 

This or that
That or this

What about this and that? 
That is it.
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Dear Colours, 

You’ve been here and you’ve been there. For as long as I can remember. 

Deep inside my thoughts. Deep inside my ideas. Deep inside my decisions. In 
everything I do, you pop up. In everything I see, you stand out. In everything I create, 
you materialise. I’ve tried endlessly to understand where my instinctive gravitation 
towards you comes from and I don’t seem to find a definite answer. 

Personality
Culture
Location
Rituals
Emotions
Representation

All aspects of my life that give justification to your presence. But every single day 
I wonder what is this constant need for justification? Isn’t pure desire and delight 
enough to justify a decision? You make It hard for me to explain because you carry 
meaning. Socially, politically, psychologically. And here I am, writing a letter to you, 
as if this were to help me understand why you’re always so present. 

Brightness is the first thing I can think of. That’s what you are to me. Physically 
and emotionally. You bring brightness, you bring fun, you bring change, you bring 
possibilities. You’re finite and infinite at the same time. Always the same but always 
different. 

You connect me to all the memories I cherish the most, and maybe that’s why I 
refuse to let go of you. 

Playing in the garden completely surrounded by the pink bougainvilleas wrapping 
up the white wall, the orange mangos floating in between all the green pointy 
leaves, the red carpet of flowers surrounding the Flamboyant tree and the purple 
cones hanging from the bouquet of yellow bananas. 

LETTER TO COLOURS
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Playing at the beach completely surrounded by the golden sand under my feet, the 
turquoise blue water two steps away, the green coconut trees swaying above my 
head, the hundreds of wild rainbow kites flying in the sky, the dozens of fluorescent 
windsurf sails gliding at a distance, and the mesmerising orange sunsets. 

Playing on the streets completely surrounded by the colourful little houses one 
lined up after the other, the fruit vendor pushing his fresh yellow pineapples and 
bright orange papayas down the road, the older kids’ parade of colourful JanSport 
backpacks leaving afternoon school and the endless bright blue skies. 
Always so vivid, always so present. You’ve been here and you’ve been there. For as 
long as I can remember. 

Perhaps through you I translate the happiness, joy or appreciation I am lucky to 
constantly feel and wish the people who experience my work would also feel. 
Maybe it’s the power of attraction that you have. I’m so captivated by you I wish my 
work would be somewhat captivating in the same way. Or it could be I even use you 
to create relationships and representations of things, places and situations. 

Paradoxically enough, my obsession with you has constructed a strange desire for 
your opposite. Complete darkness. I’ve found myself working with coloured light 
and turning you off isn’t enough. Where is black light? Why doesn’t it exist? I don’t 
need the absence of light to pretend I have no colour. I need a light as a source of 
no colour. Not using you enhances you when you are there.

You’ve almost become a ritual in my making process. A signature of my results. A 
red thread that connects most of the work I’ve made. If someone thinks of me they 
think of colour and if I think of beauty I think of you. You represent all the good 
things I ever had and all the good things that are to come. You are part of what 
makes my work my own. You are part of what makes my story mine. You keep 
home close to me. You keep me close to me. 

You’ve been here and you’ve been there. For as long as I can remember.

With love,
Morgan
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Dear Dominican Republic, 

How can someone love a place so dearly but 
not want to live there ever again? We have a 
love/hate relationship and we both know it. It’s 
hard to admit because all I portray is love and 
adoration but you also cause me so much anger 
and frustration. 

You’ve shaped me in way’s I couldn’t imagine. I 
only noticed once I left from you. Your struggle 
makes things easy. Your lack of structure makes 
things organised. Your chaos makes things silent. 

I know I want to make work about you. About 
me. About me in you. About you in me. 

I’m constantly torn between wanting to make 
people experience the best parts of you or the 
worse.

So many things I love about you. The culture, 
the food, the landscapes, the collectivity, the 
closeness, the fun, the sun, the warmth, the 
dance, the passion. Thinking of everyone before 
yourself, being awakened by fruit vendors, 
enjoying the best coffee These things bring me 
joy and constant motivation to make work about 
you. 

LETTER TO THE 
DOMINICAN REPUBLIC

So many things I hate about you. The 
corruption, the poverty, the lack of education, 
the carelessness, the danger, the racism, the 
pollution, the sexism, the close-mindedness. 
These things bring me rage and constant 
motivation to make work about you. 

I’m constantly torn between wanting make 
people experience relaxation or political 
reflection. 

You activate two opposites that nobody will ever 
understand. But in the end, who is this work for? 
For me. For you. For my family. For my friends. 
Because who else can relate? 

Never  have you seized  to place me in 
contradicting situations. I was born there but 
just because of who my father was “I’m not 
really Dominican”. I had access to higher quality 
education so even if I tried to help “I don’t know 
what its like”. I evolved with an openminded 
mindset but “I’m not religious so I would never 
understand that my ideals will never be the 
Dominican reality”. I supported my country in 
every way I could but “I hated it because I was in 
favour of respecting  illegal immigrants”. 

To think I was dreaming of leaving you every 
single day. Looking forward to that day I would 
be living in Europe. In a first world country of 
progression, development and acceptance 
and here I am, now refusing to let you go. Now 
refusing to forget about you.

You’re so specific in every way and that’s why 
I still can’t find the way to talk about you in a 
universal manner. It’s so hard to transmit what 

you make me feel. To express what you make me 
think. To portray how you make me live.  

I say I make immersive experiences to escape 
reality. But what is my reality? You were my reality. 
But you’re still part of my new reality. Using you 
as a source of inspiration is my way of keeping 
you close and making sure I stay true to myself, 
who I am, where I come from. You’re the main 
reason why I am the way that I am, the main 
reason why I behave the way I behave. Instead 
of totally escaping reality through making work 
about you, I go back to my old reality and try to 
make people here escape theirs. 

Every moment and every experience that I 
design allows me to go back home even for a 
millisecond. You keep me grounded, humble, 
appreciative. Everything I was missing and 
yearning for when I was there, I now have. And 
still I find myself missing even the things I 
complained about the most. 

When I find myself alone making personal work 
that’s not about you it doesn’t feel right. You’re 
always there in one way or another. Trying to 
make people understand how lucky they are 
to not be part of you, or trying to make people 
understand how unlucky they are to not be part 
of you. And after saying all I needed to say I still sit 
here wondering: how can someone love a place 
so dearly but not want to live there ever again? 

With love,
Morgan



3736

LETTER TO AESTHETICS
Dear Aesthetics, 

My eternal struggle. My eternal discussion. 
I remember the day I first wondered what it 
was that defined you as aesthetics. What makes 
something look good? Who decided what 
looking good even means? I tried exploring it 
in many ways, through many mediums and 
became aware of how subjective that can be.

Forms
Symbols
Icons
Material
Reflections
Transparency
Colour
Iridescence

They are all things that build you up to be my 
aesthetics. What these mean? Not totally sure. 
All I know is they are always there. I realised every 
artist has their own style and I questioned year 
after year what my personal style was. In clothes, 
in art, in architecture, in music and now in 
scenography. Apparently I had no idea what they 
were, but my style is basically all the elements I 
use consistently.

Touching
Moulding
Cutting
Feeling
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I love volume, material and texture. Anything that 
activates my hands automatically activates my 
brain. You have pulled me towards physicality. 
The thought of how I can manipulate material is 
manifested through the use of interactivity with 
this material. That’s one of the reasons why I’m 
constantly searching to put the spectator in a 
position where they can interact with physical 
elements in space. 

I love the transformation that the use of colour 
and material can offer. There are endless ways 
and endless possibilities to change space with 
them. They don’t only allow me to change 
space, but also to change the meaning or mood. 
Colours have psychologies attached to them and 
so do materials. Materials have context but they 
also have personal relationships or associations. 
I find the struggle in trying to break them out 
of these pre-defined contexts so I use them with 
the meaning they already hold. Or at least that I 
think they hold. 

The use of symbols and icons is also so embedded 
in the way that I create, design or present work. I 
think it comes from this constant need of clarity. 
I dislike being lost in translation or taking a long 
time to express something simple. Taking time 
to figure things out is maybe something I don’t 
appreciate enough and this is why I’m constantly 
using universal symbols as an aesthetic language; 
to avoid people from taking time to figure out 
what I’m trying to say. What I do know is that I 
use forms and symbols as a source of meaning 
and representation.

If the experience is temporal, part of its 
elements should also be. I have an obsession for 

transparency and reflections. I’m fascinated by 
the idea that one element is fixed somewhere 
and that through the use of light the spirit of 
this element can be projected across space and 
be present with different intangible qualities. 
All these physical traits such as colour, texture, 
shapes and material continue to be visible but 
not palpable. This generates an interest in the 
impermanence of things. Light and reflection. 
Movement and constant change. Never 
being able to have the same result twice. This 
ephemerality is connected to the escapism 
immersive experiences create for me.

The idea of permanence intimidates me. 
Perhaps it’s the fact that I get bored fast and am 
terrified of totality and commitment. I’ve always 
been captivated by constant change, constant 
evolution, constant blending. This is what my 
aesthetic language gives me: possibilities of 
change, evolution and blending within the same 
elements. Colours can be mixed. Material can be 
destroyed. Light can be transformed. Symbols 
can be redesigned. Forms can be reshaped. 
All these elements, as vague as they are, are 
vague for a reason, for their adaptability and 
susceptibility to change. 

These all come together and define my artistic 
style and the creative decisions I make. You 
come from my culture, my interests, my fears. 
You help me express my ideas and my thoughts. 
Sometimes too clear, sometimes not clear at all. 
My question is, will everyone ever understand? 
My eternal struggle. My eternal discussion.

With love,
Morgan 
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“What  is  theater, after  all, if  not  a machine 
for self-reflection?” - Yuval Sharon
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CONTEXTUALIZING 
WORK THROUGH 

SOURCES

An artist, designer or any type of maker gets 
a huge part of their knowledge from sources 
and inspiration. In this case I have chosen three 
sources that are very relevant within the kind of 
work I have been developing. A theatre collective, 
a set designer and a digital art company all feed 
my work from different entry points. From their 
philosophies to their techniques, many aspects 
resonate.

• Creating immersive and dramaturgical 
theatre

• Designing moments for meaningful 
interactions

• Manipulating material and using it as a 
performer

• Immersing spectators through new 
technologies

• Creating relationships between audiences 
and space 

They all tackle specific subjects with great detail 
and meticulousness. I have explored all of these 
subjects through my experimentation at a 
considerably smaller scale. Through trial and error 
I have learnt what to my sources is so evident. I 
generally describe the work of each artist or 
collective, my point of view and things I have 
to learn from them. Later on every experiment 
presented has aspects that each source works 
with. You will encounter studio work that is 
immersive, interactive and a subtle combination of 
both. The reflection on the experiments is divided 
into the strategies I have defined previously in the 
research document. This only illustrates a small 
part of my experimentation. There is still so much 
to continue learning, exploring, trying, failing and 
learning again. 
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Felix Barret is the director and founder of a London 
based theatre collective called Punchdrunk. 
They are known for working in a specific form of 
immersive theatre where the audience decides 
what they see, where they go and what they 
experience. They create vivid sensory experiences 
by mixing theatre, film, gaming and installation 
art with real life. Punchdrunk’s work has served 
as an important guideline within my work 
because they create the perfect combination 
of a strong story, an explorative experience 
with moments of interaction and a completely 
immersive experience.  Basically every aspect of 
performance I wish to one day totally grasp. They 
have mastered the balance between letting 
their audience walk around spaces freely and 
from time to time setting the tone for moments 
of interactivity. Reading about how they design 
these experiences, and the meticulous planning 
they require fascinates me and pushes me to 
question my decisions and to be more specific 
about my intentions within my own work. It also 
makes me wonder their own role within the 
theatre industry. They label as immersive theatre 
but is it more interactive than it is immersive? 

He plays with the relationship of each spectator 
to the space, and the rest of the audience. 
People come in groups but end up having an 
individual collective experience. They focus on 
the importance of the individual experience of 
immersing by masking the audience and giving 
them certain anonymity that allows everyone to 
interact without the fear of being judged. This 
duality between arriving as a group and existing P
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as a collective audience but behaving as an 
unrecognisable individual has a certain effect 
on audience behaviour that seems evident but 
requires a lot of prediction. While he explains this 
part of their work I can’t help but think about one 
of my past experiments where I hadn’t predicted 
what the most bold members of my audience 
could do and very destructive behaviour started 
to develop to a point I lost complete control of 
what was happening.

They also create moments of discovery and 
interaction between the audience and the 
unnoticed elements in the space. Barret explains 
the importance of the details. They have an 
entire department or team that focuses on the 
aesthetic details that make the experience more 
real. These details are usually for the more daring 
audiences, the ones that will pick up objects and 
take frames off the walls. This audacious audience 
is the one that ends up getting the most out of 
the experience because they unravel parts of 
the story with their bold actions. Nevertheless, 
these staged moments of interaction make me 
question wether they are really necessary or not. 
If the entire experience can still be immersive, 
why add this layer of audience participation?

The experiences they create focus on timing 
from different perspectives. Their performances 
usually take around 3 hours but in these 3 hours 
the perception of time changes. There are slow 
moments of narrative and action, and quick 
moments of individual interaction but also 
moments of collective interaction and intimacy. 

All of these temporal experiences are completely 
different for every spectator and its usually one 
small specific moment that sticks with them 
forever, but they create many possibilities and 
that’s what’s fascinating. I’m really triggered by 
the mechanics behind their work and how they 
treat the experiences as games, as narrative 
and as architecture. It’s important for me to 
determine the layers or perspectives from which 
I can view my work and how I can develop each 
of these layers to create one total experience. 
The precision with which they approach the 
creation of immersive theatre seems unreal to 
me because of my intuitive and impulsive way of 
working. I have a lot to learn from this but I should 
also keep space for  spontaneous encounters to 
feed my work. 

Punchdrunk works with theatre and Felix Barret 
highlights the importance of always keeping 
the narrative as the red thread through the 
experience so that the spectators always know 
what it’s about. It makes sense in their work 
because they use a cast, actors, and many spaces 
to tell a story. However, I think it’s something I 
need to address in a specific way because my 
work is usually in single spaces that can change 
through time or be completely static but the 
narrative isn’t always explicit, and it doesn’t 
necessarily have to be. I like leaving space for 
interpretation. As hard as makers try, every 
single member of the audience can’t relate with 
the work. 

This fusion of immersion and interaction 
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that punchdrunk uses brings me back to my 
“immeraction” essay. Are these staged moments 
of participation really necessary? If the audience 
is already completely lured into the story, do these 
actions distract them or add to their experience? 
They focus a big part of their productions on the 
anonymity of the spectators specifically for the 
interaction to be free. Concentrating more on 
what the audience could do rather than on what 
they could feel makes their work lean more to the 
side of game theatre instead of immersion. Their 
approach seems to be an interactive experience 
that takes place in immersive spatial design. 

After all, their work has a very specific context 
so it’s up to me to define and understand the 
context of my own work. When the context is 
clear I can extract their tools and strategies and 
adapt them to the work that I make and the way 
that I make it. Artists and theatre makers have 
similar toolboxes but the focus changes from 
what these tools are to the way these tools are 
applied in the creative process. Punchdrunks 
work represents the ultimate toolbox and skills I 
would like to grasp for my own work. I have a lot 
to learn from this focus on detail for every aspect 
that constitutes an immersive experience. The 
story, the space, the audience and the experience 
are all addressed with equal importance and 
it creates a complex but almost perfect whole. 
Precision on timing and small interactions can 
make something very simple very meaningful. 
Punchdrunk confirms my fascination on the 
importance of the how to of things. 
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Katrin Brack is a stage designer known for 
her use of single materials. She uses festive 
materials that we encounter in everyday life: 
confetti, snow, fog, tinsel, balloons, lights. There’s 
nothing unusual about these materials apart 
from the way she handles them. Her designs are 
described as fluid, responsive and ephemeral. 
She’s mastered the creation of evolving sets and 
materials that become part of the dramaturgy 
and develop throughout the performance.

Her sets take up a lot of space. The theatre stage 
is filled with material and it seems as if there 
are no boundaries. One of the main aesthetic 
choices I have been developing through my 
artistic practice is filling the space. I’m constantly 
looking to create physically dense spaces through 
the use of material. It’s interesting to think about 
how she manages to make her stages boundless. 
I tend to struggle with the relationship between 
the installations I make and the boundaries of 
the space they are in. It’s important for me to 
focus on actively integrating this boundaries so 
they become part of the installation. 

Brack brings the stage to life. Her set design’s are 
never static. The material is constantly in motion. 

She says she likes when the audience sees an 
empty stage at the beginning. Her sets become 
actors that slowly appear and then leave again at 
the end of the performances. She emphasises on 
the fact that the material she uses requires the 
interaction of all the actors and the imagination 
of the audience. I’m very interested by this 
dramaturgical aspect of material. How it can 
change and exist in different stages within one 
performance. In past experiment’s I’ve frequently 
tried to use material as a transforming entity 
through time. Mostly through an interactive 
approach, the audience manipulates the 
material. Spectators have had to cut and tie 
material, place objects in designated places, walk 
on materials or involuntarily get some very close 
to their bodies. This of course creates a different 
effect but I believe the physicality of material can 
make an experience more immersive. 

She refers to her work as minimalistic because 
she reduces to using only one type of object. 
Others think she’s the opposite and define her 
work as maximalist or purist. I would say it’s really 
both. She uses the minimum of one material but 
explodes it to its utmost expression.

Anja Nioduschewski describes Bracks work as 
“time sculptures”. She captures the ephemerality 
of performance. Her sets portray a constant 
transition by using movement in slow motion. 
“Perhaps the memory of a moment that stays 
suspended like an image.” These stages have 
an autonomous temporality and the actors 
enter and leave it but the change of the space 

KATRIN 
BRACK

never seizes to continue. She manages to create 
an anticlimax effect because the moment of 
maximum material explosion is never at the end. 
Like mentioned before the stage starts off being 
empty and also ends that way. 

Viewing these stages as installations really 
serves as inspiration. I’ve always worked through 
installation work. At the beginning of the masters 
they were static, but I have always looked towards 
creating movement. A space that is constantly 
changing is one of the main premises within my 
work; wether it’s automatised or through the 
interaction of the audience. The main struggles I 
have encountered within is usually the timing of 
movement and the effect it can create. I rarely let 
myself take the time to let things happen slowly. 
Katrin Brack shows how it can be way more 
powerful to have only one moment of maximum 
capacity and total movement. Slowness and 
subtleness is still movement and it’s just as 
effective. 

A relevant aspect of her work is that the stages 
she creates take meaning with the interactions 
of the actors and the relationships created in 
these moments. The way that actors exist within 
the material and the way the material exists 
within the actors becomes important. She has 
an ontological approach without really stating 
it. Within my own practice I’m often trying to 
stage these connections between audience 
and material. Possible even between me as a 
performer and material. Im surprised by the fact 
that it’s quite an undiscussed subject within her 

work even if it is so present. It’s so philosophical 
that it creates such difficulty for me to put these 
relations into words. 

Katrin Bracks work is very inspiring for my 
constant search of the “how to”. I’m fascinated 
by how she deals with material, and the use 
of only one. Her visuals are strong but very 
dramaturgical. That’s where I have a lot to learn 
from. Also in her way of decontextualising these 
festive objects that become representations 
or symbols of a world in the performance. I’m 
curious if spectators stop seeing the materials 
as tinsels and confetti when the performance 
evolves or if they keep their purposive meaning. 
It’s not about reproducing Katrin Brack visuals, 
but about understanding how she does things. 
I’m eager to see if her methods can be beneficial 
within my own artistic practice.
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TeamLab is an interdisciplinary art collective 
that focuses on creating immersive and 
interactive experiences. Their team is made up 
of artists, programmers, engineers, animators, 
mathematicians and architects. They all work 
together towards creating experiences that 
blend art, science, technology and the natural 
world. They explore the relationship between the 
self and the perception of the world through art. 
“In order to understand the world around them, 
people separate it into independent entities 
with perceived boundaries between them. 
TeamLab seeks to transcend these boundaries in 
our perception of the world, of the relationship 
between the self and the world, and of the 
continuity of time. Everything exists in a long, 
fragile yet miraculous, borderless continuity of 
life.” 

The work TeamLab makes is as immersive as it 
can get. Spectators are completely surrounded 
by new worlds that are in constant movement 
and sometimes offer moments of interaction. 

What I find particularly interesting is how these 
scenarios of interaction are introduced. The space 
is designed in such a way that the natural actions 
of the spectators will have a response. They are 
not told to interact, nor asked to do so. They do 
because their interactions are based on actions 
they would do anyways, for instance, walking. I 
believe that one of my ultimate goals within my 
work would be to create programmed interactive 
spaces that don’t require an introduction or 
supervision. That the space and material is 
responsive to the presence of the audience and 
that this dialogue incited them to interact. 

TeamLab has a series of concepts that define 
their work: digital art, ultrasubjective space, 
relationships among people, digitised nature, 
transcending boundaries, body immersive, time 
continuity, co-creation, body active perception. 
There are three in particular that are very 
pertinent to my work. 

The first one is of course body immersive. They 
approach it from a very digital perspective 
because this digitalisation of art allows the body 
to become more immersed. The behaviour and 
movement of people causes visual changes 
in the space and the boundary between self 
and artwork is blurred. While this blurring is 
happening the outside world no longer plays a 
role. I believe they grasp immersion at the core. 
People become one with the space they are in 
and let go of reality for a moment. Exploration 
is encouraged and almost necessary to discover 
the space and get the most out of the experience. 

TEAM
LAB
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There’s a dialogue between space and spectator 
and this can also create a dialogue between 
spectator and spectator. 

This leads to relationships among people. 
The viewers become part of the artwork itself 
because of the  spaces sensibility to the presence 
of others. When everyone forms one with 
the art work it changes the relationship from 
artwork <—> individual to artwork <—> group of 
individuals. You go from individually interacting 
with space to being aware of other audience 
members actions. These actions suddenly 
become important to you as an individual 
because they add to your experience. 

The last one is body active perception. This 
means that the spectators get a “physical 
perception of art in an active bodily state”. 
They absorb the artwork through looking and 
hearing but also through body movements. 
State of exploration and interaction with the 
space makes the perception of space change. 
It adds to the experience of time, emotions and 
reflection. Being physically active is another 
layer of narration of the spaces they create and 
these actions are responded to. The dialogue 
mentioned previously works as a translation and 
connection between the self and the narrative. 

All of TeamLabs work is the perfect balance 
between immersive experiences and small 
meaningful interactions. Looking at the work 
they make and what they achieve puts my work 
in perspective. I’m a very analog person but my 

intentions would be clearer if I started using 
technology on another level. They emphasise 
on collaboration and group work. I’m a firm 
believer that the best work is collaborative and 
interdisciplinary. It seems impossible to handle 
all the layers needed to create a “good” immersive 
experience alone. Each person has a specific 
set of skills and bringing all of them together 
is what makes a project rich. I’m really inspired 
by their focus on the individual experience of 
exploration and discovery. Their interactions 
aren’t always evident but require focus and time 
to understand that actions have reward. It’s 
the most fundamental way of inciting physical 
activity. They manage to make these complex 
worlds look simple even if they are far from that. 
Their techniques and strategies are huge but 
the mechanics of the work is invisible. It’s both 
visually and experientially powerful. 
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EXPERIMENTATION & 

REFLECTIONS
PRECARIOUS
VACATION
You’re in front of a double door. To your right 
a postcard is handed to you. It’s white. Thin.  
“Welcome to the Dominican Republic. Sit back, 
relax and enjoy your stay” is written in green. You 
are given earphones and you put them on. It’s 
silent. One door opens. You enter a black room. 
There’s an installation standing in front of you. 
There are two square wooden frames. One on 
the floor and one hanging on the ceiling. Inside 
the frame on the floor there’s a plastic sheet. 
It’s transparent but it looks yellow because of 
an intense light growing from the corners. It’s 
flat on the floor, all wrinkled up but it’s growing 
slowly. It’s blowing up. It moves and shakes and 
makes a soft rattling noise; like a plastic bag 
being tied up. In the middle there’s a bench with 
a pillow at one end. There’s nowhere else to go 
so you walk towards the bench, taking big steps 
to walk through the blown up plastic. You arrive 
at the bench and it’s implied you lay down and 
use the pillow under your head. On top is the 
other wooden frame. It’s filled with white and 
transparent balloons. It looks like a house ceiling, 
a square cone going up. Slowly sound starts 
playing in your ears. It’s the sea. You hear the 
sound of waves as if you were walking besides 
them. Kids running and laughing at a distance. 
Birds are singing over your head. The lights 
start to change, the balloons get yellow and 

then turn blue. The sound of the plastic moving 
underneath starts to sound almost like sand. 
You’re on vacation, laying on the beach under 
the sun somewhere in Dominican Republic. All 
of a sudden images start to appear one by one 
on some of the balloons. Some are clear, some 
are not. They appear and disappear. The roof 
starts moving very slowly. It’s coming down. 
It comes half way and then back up. It drops 
suddenly and then slowly comes really close to 
your face. The balloons bounce and rub against 
each other making a soft wind-like sound. You 
thought you were on a vacation but you take a 
closer look and see what’s on the images. A layer 
of floating trash on an oceanfront. A huge fire on 
a landfill. An entire flooded village. It goes on for 
a while. The roof is moving up and down. Close 
and far. Fast and slow. The images go from big 
to small, clear to blurry and vice versa. You don’t 
understand them all but some  images start to 
make sense. Police brutality, pollution, poverty, 
drugs, violence and many other sociopolitical 
problems present in the Dominican Republic 
are completely covering you and coming 
really close. All this while you have a beach-like 
experience. Your state of mind is relaxed with the 
waves and the birds but you’re confronted with 
the other reality of this country. You’re laying 
all your weight on the privilege of enjoying the 
best parts of a country. You’re surrounded by the 
precarious situations but still have the choice 
of closing your eyes, leaving or ignoring what’s 
happening around you. 
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Time: The plastic sheet blowing up beneath 
the spectator. The roof moving slowly or fast. 
The appearance and disappearance of images. 
The relaxation moment after you lay down. The 
frequency and rhythm of the ambient sounds. 
Time is present in many layers of the experience 
and not all of them are progressively perceptible 
to the spectator. For example, when the 
experience was over most audience members 
were surprised to realise how the plastic was 
completely surrounding them underneath. 
It was an interesting effect that they weren’t 
aware of  how it inflated and were confronted 
with the growth of the material. The timing of 
the up and down movement was improvised. 
I was controlling it and feeling when I thought 
it should be fast or not, but these kinds of 
improvisations should be done within a specific 
frame. Based on audience feedback it was 
more powerful when it moved slowly rather 
than abruptly. It has a stronger effect when you 
don’t realise that something is coming closer 
until it actually is closer. If I had to add another 
time based situation it would be the end of the 
performance. I think it was missing a moment 
designed for silence and reflection to go out of 
the experience and re-introduce yourself back to 
daily life.

Material: The material in the experience was 
used in a performative way. The plastic sheet 
underneath was growing, moving, making 
sound and spreading colour and light. The use 
of material added to the sensory part of the 
experience. The act of walking on this plastic 
sheet. The folds, the slipperiness, the moment 
of stepping on an inflated material and slowly 
finding the floor. The balloons were moving, 
rubbing against each-other, bouncing and 
serving as a canvas to materialise the images that 
were being projected. A crowd of balloons came 
really close to your face. Some pressed against 
your body and others dangled really smoothly. 
Very close but very lightly. The material was 
first chosen based on my aesthetic preferences 
of transparency, volume and colour changing 
qualities. After building the installation I realised 
the material could serve as an extra narration 
layer about the specific subject of plastic 
pollution within the experience. It was a nice 
discovery in the making process. One that would 
have required to be thought out more deeply for 
it to be more meaningful. 

In this experiment I wanted the spectator to take my role of a privileged person living in a third world 
country. Looking to recreate this duality of being surrounded by unpleasant situations while living a 
pleasant experience. Being close to 2 opposites but only existing in between both. 

Dramaturgy: There was a confusing duality 
in the dramaturgy of the experiment. The 
contrast between the vacation-like experience 
and the positioning of privilege wasn’t clear 
enough. Some people understood some of the 
images. Others just embarked an experience in 
the beach and enjoyed it without noticing the 
political side to it. This is due to the fact that 
not everybody can relate to the images nor 
understand the context of them. There were 
interesting reactions of surprise because of how 
the experience started and ended. It seemed to 
feel a bit cyclical but it wasn’t. When entering, 
the space was open and all the materials were 
tied to their boundaries (wall and floor). At the 
moment of ending the experience the audience 
was surprised by finding themselves in a more 
cramped situations completely surrounded by 
the physical elements of the installation, on top 
and beneath them. 

Performing: The material, sound, light and 
images were performing but I was also 
unconsciously part of the performers. I had 
the role to steer the upper frame up and down 
through the use of rope and a pulley. A big 
part of the control of the sensory experience 
of the spectator was on me. They couldn’t see 
me but they knew I was guiding the frame. It 
was interesting to see the tension of trust that 
emerged. Some spectators were scared that it 
would fall on them, others had complete trust 
in me. In this case I was more a puppeteer / 
technician rather than a performer. Some of the 
audience members say my presence was felt. It’s 
important for me to explore these situations as 
previously made decisions and enhance them if 
I want to be felt as a performer or be completely 
invisible. 
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Entities: All the elements in the performative 
installation are connected to one another and 
work together to tell the story. The atmospherical 
change of the light. The evolution of material. The 
movement of elements in space. The individual 
experience and layers of sound. The appearance 
and disappearance of images. The introduction 
and positioning of the spectator. There’s a 
relationship between all of the elements present. 
The body enters in an empty space and is told to 
lie down. Their physical state shifts from being 
stable on their feet to being stable on their 
back. The light and sounds create a specific 
atmosphere but there’s a disruption because 
of the contrasting visuals. Does the spectator 
choose what to feel in this case? Or are they torn 
between 2 opposite experiences? 

This experience taught me the importance of 
separating what the installation is about and 
what I want the spectator to experience. Most of 
my subjects are very personal and most people 
can’t relate. The importance of finding a way to 
translate these experiences and to make them 
universal emerges from experiments like these. 
At this moment thinking about how the material 
of choice carries the story becomes relevant in 
my making practice. I also understood that 
polishing the introduction to the installation can 
really change how spectators experience it. These 
were all remarks I discovered and continued 
experimenting further in my work. 
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You’re in the middle of a group. People to your 
left. People to your right. People behind you. In 
front of you a table, and you see me standing 
on it. I’m holding a little pile of envelopes and I 
begin by reciting an introduction speech. 

You and the rest of the group line up and get 
handed a small white envelope. You open it and 
inside you find a tag. “Hello, I am” and a colour. 
You’re yellow. You stick it on your forehead, walk 
across the space and arrive at the entrance of the 
blackbox. Hand sanitiser is to your left and after 
cleaning your hand you enter the space. Theres 
a big wooden frame. It’s placed vertically in the 
middle of that space. Inside there is a curtain 

“Welcome to the day you are born. Yes, I said 
that right. The day you are born. 

Right now you are nobody, you belong 
nowhere, and you are a part of nothing. 

Soon you will be somebody, belong 
somewhere and be a part of everything. 

To start this crazy event called life I will begin 
by raffling your identity. Each envelope will 
reveal which is your nationality, what country 
you belong to, what group you are a part of. 

You will proceed to stick your tag on your 
forehead, walk towards the black box and 
finally find the space you belong to you and 
the rest of society

And like a good citizen that you are please 
sanitise your hands at the entrance.”
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of yellow ribbon hanging. You realise part of 
the group is going towards your left. They’re in 
another part of the space. You perceive another 
frame but with blue ribbons. The yellows are in 
the yellow side and the blues are in the blue side. 
I’m standing in between the 2 frames. Quietly. 
Steadily. You start to hear something. Sounds 
like an interview. Maybe a conversation. 2 people 
talking. You can’t understand it and realise that it’s 
in Spanish. It’s my voice. You can hear me having 
a conversation with my mother. She’s telling me 
about her childhood memories, where she grew 
up and how she met my father. You still don’t 
understand so the sound becomes ambient. 
The yellow lights dim and suddenly a spot light 
comes on. It’s in front of the frame. It flashes and 
it signals to something on the floor. You come 
closer and see a cutter. You pick it up and look at 
everyone around you. Confused. Not sure what to 
do with it. The only choice you have is to cut. You 
approach the frame and hesitantly cut a ribbon. 
It falls on the floor. I pick it up. You pass on the 
cutter and a sequence starts. Everyone starts 
cutting, on both sides of the space. The floor 
starts filling up with blue and yellow ribbons. I 
go from side to side picking up ribbons. I tie it 
to one frame, and then to the other. I connect 
both frames with the scraps of ribbons from 
the floor. The rest of the audience starts to play. 
Things get hectic. Frames are pushed and swing 
from side to side. Ribbons are tied together like 
an open curtain. People cut the ribbons that I’m 
connecting. I get help connecting the frames. 
Knots are made. Ribbons are worn as accessories. 
People stopped respecting their designated 

countries and start moving from one side to the 
other. They’re talking. “Go back to your country” 
someone says. You realised that on the blue 
side there was another sound. And again you 
didn’t understand it. It was in French. Another 
dialogue. Between me and my father this time. 
Someone picks up the speaker and walks with 
it. The sounds mix up. The chaos grows. You 
see me. Still connecting one side to the other. 
Nonstop. Calmly but surely. You’re not quite sure 
what to do anymore. Everything seems to be out 
of hand. The lights change. The yellow light turns 
blue and the blue light turns yellow. Both frames 
transformed into green. The sound fades out. 
Everything stops. 

Time: I believe timing was a big issue in this 
experiment because it wasn’t defined. There was 
the introductory part that was straightforward 
and clear but when the participation started I had 
no timing planned. My behaviour was a response 
to the unexpected actions of my audience. When 
everyone was cutting and participating quite 
calmly time seemed to go by fast. In contrast, the 
second that the audience got bored and looked 
for other forms of interaction the atmosphere 
changed to complete chaos. Time froze. The 
performance felt never ending to me. For the 
audience it’s the opposite. The more explorative 
and playful they are, the faster time feels to pass 
by.

Material: The chosen material was ribbon. The 
use of yellow and blue as opposite primary 
colours is my way of representing the two 
completely different cultures that I come from. 
The story was about connection so it also gives 
me the possibility to blend the two and use a 
third colour that becomes the place I stand in. 
Ideally I would have liked to use coloured rope 
because of the roughness of the material. It also 
holds a stronger relation to connection, tying 
and bonding elements. On the contrary ribbons 
hold a very festive or celebratory context that 
didn’t work in my favour. 

Two countries, two cultures, two frames, two colours, one identity. This interactive experience tells 
my story of being a mixed race child. This duality brings up the question of identity and not being 
able to choose where you are from. Never belonging completely to one side but creating the bridge 
between both. Spectators are invited and assigned an identity that they cannot choose. I peacefully 
connect my two worlds with the remains of their destructive behaviour. Any sense of control I 
thought I had within the performance vanishes. Everyone becomes a participant. In the end the 
remains of identity are lost. Two separate worlds are empty but the importance lies in the chaos 
tying them together. 

Dramaturgy: Due to the loss of control the dramaturgy of this experiment was a quite messy. It 
started a bit tense, with defined identities, separation and instructions to interact that perhaps 
maybe not completely clear. Then it went to repetitive cutting, tying, cutting and tying. Later, the 
audience lost its patience and started to interact frantically creating a very chaotic atmosphere that 
I was not expecting at all. These didn’t seem to have a sequence or a logic behind it. It proves how 
important it is to frame desired interactions and making them meaningful.
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Performing: This was my first time being 
purposely present and visible within my work. 
It was terrifying for me to even think about it. 
At the beginning I felt watched and observed. 
My actions were repetitive so that feeling faded 
away. People understood what I was doing and 
then started doing their own thing.  Everyone 
became a performer. At some point it was two 
groups performing and everything was going 
smoothly. As soon as the chaos started everyone 
was performing individually. Some helped me, 
others obstructed me. I had no idea what the 
role of every single participant was anymore. The 
only role that seemed clear to me was my own.

Entities: The way the entities were relating to 
each other was constantly changing. I see that 
there were certain associations and they were 
quite separated: Light, sound and physical 
elements in the frames. Relationship between 
each “country” and their frame. Relationship 
between both “countries”. Connection between 
me as the performer and both frames. 
Connection between me as a performer and 
everyones individual actions. Creating so many 
relationships was one of the reasons why this 
experience felt so chaotic. It’s important to keep 
things simple in the future because the story can 
get lost in translation. 

This experiment was a combination of many 
first time approaches. First time including my 
physical presence and performativity. First time 
letting go of complete control and any sort of 
predictability I had. First time making a collective 

participatory experience. First time making work 
that is more of a performance than an installation. 
There are so many details I missed that I didn’t 
know would affect the experience. It was one of 
the most enriching experiments of my studies. 
It made it clear for me what my intentions were 
and what kind of work I was trying to make. With 
this experiment I fully grasped the act of learning 
through practice. 
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A LA LLEGADA DEL INVIERNO
You’re standing in front of a door. You’re given a 
card and you read what’s on it. 

The door opens and you walk into a dark room. 
You take your shoes off and wonder where to go. 
There’s a very dimmed white light and you can 
barely see what’s in the space. The light slowly 
gets slightly brighter.  You see a landscape of 
white fabric in the middle of the space. There are 
floating cones that all blend on the floor. Some 
are taller than you. Others are smaller than you. 
Folds and drapes cover the space. You get close 
to the installation and take your first steps inside. 

“Winter.
The coldest
The greyest
The saddest

Winter isn’t winter in some places. 
In some places winter is spring.   
Winter is light. 
Winter is warmth. 
Winter is summer.

Take off your shoes and take on this journey 
of exploration.

Feel the light. Feel the change. Feel the 
touch. 

Walk, sit, lay, hide, explore.”

Every step you take makes the fabric move. It 
slides on the floor, or moves with the wind you 
create. You feel every fold under the soles of 
your feet. Sound starts to appear. Its nature. You 
can hear occasional birds, wind, animals, waves. 
A voice starts to say something. It’s in Spanish. 
It’s a female voice talking really slowly and really 
softly. It’s almost rhythmic. Sounds like a poem. 
All of a sudden you come to the realisation 
that the colours on the fabric are changing. Its 
not white anymore but there’s an extremely 
light pink in front of you. You look around and 
it’s a rainbow. Red, blue, green, purple, orange. 
All very very dimmed. You continue to explore 
and the colours get more and more vivid. Its 
imperceptible but you know they’re brighter. 
You touch the fabric. Push it. Pull on it. You see 
an opening between two pieces, like a curtain. 
You decide to walk in, and you’re inside one of 
the cones. You sit in there and are immersed in 
the fluid material and the slow change of colour. 
You stand up and leave the cone. Looking down 
you realise that you’re surrounded by colours 
but your shadow is a different colour. You move, 
interact, and play with your own shadow. The 
light starts to fade to orange and slowly to red. 
There’s a sudden flash of blue. The sound stops 
and blue continues  to flash for a few seconds. 
You loose your orientation so you lay down on 
the fabric. There are two cones to your sides and 
you see the transitions of colour on them. The 
natures soundscape and poem starts again. The 
flashing disappears and fades into orange again. 
Then to red and then really slowly to green. Again 
imperceptibly transitions into the rainbow. With 

the same softness all colours start to appear. You 
stand up and the rainbow is as bright as it can be 
and starts to fade away. You find yourself in the 
middle of the space. It’s dark. There’s a slightly 
blue-white light. It’s silent. It’s over. The light 
slowly gets slightly brighter and it starts again. 
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A La Llegada del Invierno is a poem written by 
famous Dominican poet Salomé Ureña. She 
refers to winter as if it were a person. She talks 
about how winter tries to come to the island but 
stops at the sea. All the atmospheric details of 
natural environments are described and referred 
to as never ending. Winter never comes to freeze 
the waters or to kill the bloomed flowers. This 
poem is translated into a cyclical immersive 
experience about the briefness and almost non-
existence of winter. Through the use of colours 
and light, spectators are taken to the vibrance of 
spring and summer that Dominicans experience 
all year long. The colours transform the 
landscape into forests, fires and oceans. Gloomy 
blue winter atmosphere attempts to enter the 
story but quickly flashes by and disappears. The 
installation is meant to be nonstop. Spectators 
can come in and out as they want, reflecting the 
repetitive cycles of our yearly seasons. 

Time: The timing of this experience is mostly 
present on the change of light and colours. The 
transitions from one colour to the other are 
very slow and steady. Colour changing almost 
imperceptibly helps the spectator to be more 
immersed. It gives the eyes and body time to 
adapt to the brightness and saturation of the 
light. Slowness and taking ones time is part of the 
experience. The seasons come in smoothly and 
fade away in the same manner. The only quick 
and sudden moment is when the blue lights 
flash and the coldness of winter “tries to enter” 

the installation. The cyclical aspect also becomes 
important. Giving the spectator freedom to stay 
in the dark until the cycle starts again is part of 
the discovery of the story. 

Material: White fabric is the only physical material 
used in the installation. It really expresses this 
fluidity and movement I was looking for. I got a lot 
of freedom and satisfaction in making volumes 
out of flat falling fabric. My main impulse is 
usually to take up a lot of space. Transforming a 
physically dense but neutral space through the 
use of light really worked in my favour. It also 
gives the spectator choice of exploration and 
positioning. Colours are of course really present 
and play an important material role. They hold a 
specific meaning to me and become a language 
for translating the story. This meaning becomes 
abstract and is interpreted subjectively by every 
spectator. 

Dramaturgy: Sequence of change and timing 
really defined the dramaturgy. Soothing, 
slow and relaxing experience allows time for 
reflection. One moment of intense flashing 
might slightly discomfort the spectator but it 
quickly transitions back to slowness. If I could 
have added something to the dramaturgy it 
would have been motorising the fabric cones so 
that they start on the floor and slowly get pulled 
up. This would have created a more embodied 
experience. Through the change of scale, the 
relationship the spectator has with the volumes 

would be constantly shifting. There’s also a certain 
curiosity to the experience for the spectator who 
doesn’t know what the poem is about, because it 
is recited in Spanish. The soundscape would give 
away hints about the connection with nature 
but it doesn’t need to be explicit that it is about 
winter.

Performing: I am not meant to be physically 
present in this installation. The space is constantly 
performing and the audience is experiencing. At 
some point in the experiment I tried leaving a 
free option so that spectators can pull the ropes 
and manipulate the height of the cone shaped 
fabric. For technical reasons I didn’t develop 
it further. Having spectators pull the fabric up 
doesn’t necessarily add more to the story trying 
to be told. It would have been a choice made 
merely for interactive purposes.

Entities: All the elements in the space were 
in sync. The light, material and sound. Even if 
they were constantly changing because of the 
cyclical notion of the installation, they were 
always changing together. The only different 
entity is the spectator in the space. They are only 
in control of their body and actions in the space, 
and its their role to embody the experience. 
Their actions have a more powerful effect in the 
individual experience they are having rather 
than in the physical space.

This experiment allowed me to go back to my 

original interests of immersive experiences 
without including direct interactivity. I 
understood that work is more immersive when 
the physical actions are less demanding. Time 
was also something I explored more calmly. 
Giving the spectator time to adapt and creating 
smooth transitions are subjects I had mentioned 
many times before but only now actually 
experimented with. It was interesting to see how 
a neutral choice of material worked way more 
than the previous materials I had worked with. 
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The sources mentioned previously all have had 
clear influence in the work I have been developing. 
The work I make is completely different, but they 
tackle common strategies and techniques that I 
have a lot to learn from. 

Punchdrunk’s attention to the audience in 
immersive and participatory theatre is linked to 
the “Connecting Cultures” experiment. It was 
one of the most performative experiments I 
have done and it required introducing, guiding, 
giving rules and making the spectator an active 
participant. It is evident that the experiment 
required way more planning than I expected and 
I wasn’t aware of how vital it is to focus on details. 

Katrin Brack’s approach towards material is 
reasonably relevant within the 3 experiments I 
mentioned. Material is a core element concerning 
the physicality of the experiences I create. The 
material always carries part of the story or serves 
as a frame to do so. In the “Precarious Vacation” 
experiment material was carrying a detail of 
the story I hadn’t even realised. Other than 
that it worked well as a performer because it 
changed through time. In “Connecting Cultures” 
using ribbons was a wrong choice. They carry a 
meaning that is too strong and had absolutely 
nothing to do with the story I was trying to tell. 
Finally in “A La Llegada del Invierno” the use 
of fabric was more abstract but the form and 
interaction with the light really allowed me to 
play. I followed my intuition and left space for 

interpretation without being too symbolic about 
my choice of material. The main difference here 
is that I immerse the audience in material and 
she immerses actors.

TeamLab has a completely technological 
way of creating immersive experiences. They 
demonstrate how much technology can blur 
boundaries between different art forms and 
different spaces. In this case, the experiment that 
connects the most to TeamLabs work and ideals 
is “A La Llegada del Invierno”. It’s an ongoing 
installation that uses sound, material and light to 
immerse an audience but can also be interactive 
at small scale. The space is left there and there 
is no wrong or right way of experiencing it. 
Interactivity is left aside and instead I focus on 
immersion and embodiment to offer a sensory 
experience. 

The goal of comparing sources to my experiments 
is not to replicate but to understand how 
their way of working is reflected on mine. The 
ingredients that they use become tools in my 
making process. It’s about breaking down their 
choices and playing with the strategies that work 
for them. Some may be appealing to me, others 
may not. Through this experimenting, comparing 
and contrasting is that I developed my ideal 
recipe book to create immersive experiences. 
I didn’t come up with the techniques on my 
own. I made a collection of techniques used 
by different artists in different disciplines. I put 
them together and classified them. All to obtain 
the ultimate result: immersion. 
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INTUITIVE 
RECIPES
EVERYTHING YOU NEED TO THINK OF WHEN CREATING AN IMMERSIVE EXPERIENCE

Ironically enough, there’s no perfect list or 
handbook that illustrates the exact way to create 
immersive experiences. These experiences can 
barely even be defined, let alone be put into a 
manual that will magically make one appear. 

The following recipes serve as a parameter 
to follow freely while creating an immersive 
experience. Each step and criteria was developed 
through 2 years of research and practice. 
They each suggest multiple possibilities and 
combinations but never an exact solution. They 
are labelled Intuitive Recipes for a reason.

The handbook is divided into the three main 
parts that build up immersive experiences: the 
audience, the space and the experience. Each 
topic has subtopics that are explained in more 
detail with a selected amount of ingredients 
and tools. They go from general overviews and 
things to think about, to practical steps to take. 
There are several different ways to approach 
each subtopic and no way is better than the 
other. Sometimes you’ll need them all, other 
times only a few. Follow each step to your 
understanding. Discover what works best for 
you. Mould it to your creative process and stick 
to your story. 

Most importantly, follow your intuition. 
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THE AUDIENCE

THE SPACE

THE EXPERIENCE

1. Spectator position
2. What do you want from the audience?
3. Kinds of participation 
4. Freedom of choice and predicting audience behaviour 
5. Social situations 
6. Influence vs impact
7. Reward 

1. Dramaturgy
2. Performativity 
3. Sensory experience & the importance of sound
4. Transition moments
5. Timing
6. Entrance & rules
7. Exit 

1. Layers of narration
2. Zones, areas and voids
3. Density of the space
4. Boundaries 
5. Use of the space
6. X Y Z (height, length, width)
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E 1. Spectator position
2. What do you want from the audience?
3. Kinds of participation 
4. Freedom of choice and predicting audience behaviour 
5. Social situations 
6. Influence vs impact
7. Reward 

In a lot of art forms the spectators 
position is implied. Visit a museum, 
walk and stand in front of artwork. Go to 
a cinema, sit and watch a movie. When 
it comes to immersive experiences the 
positioning becomes quite unclear. The 
physical aspect of the experience can 
determine the positioning chosen for 
the audience, but it can also work vice-
versa. 

Decide to make your audience lay down 
on the floor and it becomes evident that 
you have to work with the height of the 
space. Choose for your audience to be 
standing and walking freely then your 
space will have to be designed in every 
possible axis. Be aware that only the 
daring audience will take bolder actions 
of laying down and placing themselves 
in uncommon positions if you don’t 
guide them to do so. 
Positioning isn’t only about how the 
spectators carry themselves in the 
space but also about where. It’s safe to 
say most immersive work lets you be 
completely inside it. Nevertheless, there 
are occasionally some works that place 
spectators in a way that they create a 
fourth wall but the immersion is still 

there. That’s a matter of decision but 
also of approach, because you don’t 
necessarily know if it was decided to 
be an immersive piece with standard 
audience positioning or it was just 
a performance or work that was 
immersive by chance. 

There are many ways to place, position 
and guide spectators. This positioning 
is also reflected as a layer of narration 
because the way they are placed can be 
or maybe even should be a reflection of 
the story trying to be told or a way to 
enhance the experience.

Ingredients: 
• Stand 
• Sit
• Lay down 
• Explore freely
• View in 1 direction 
• View in 360°

Tools: 
• Chairs (seating)
• Tribune 
• Floor
• Stage
• Designated areas
• Designated positions 
• Vision frames
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This question can be confusing but until you don’t know the 
answer any interaction you think you want can be meaningless. 
In this moment you have to think about what the audience can 
offer or give to you that adds to the work you’re making. Decide 
wether their presence is worth something else than just the act 
of showing up. Make the decision based on the story you’re trying 
to tell or the experience you’re trying to provide. Do you only need 
their presence? Or do you want them to interact with the space or 
with each other? 

Define the role you want the audience to take within the 
experience. Remember that spectators don’t arrive feeling in the 
mood to behave in the way you want them to do so. Encourage 
this behaviour and guide them throughout the performance. 
Think carefully and keep in mind that contradictions can break the 
dramaturgy. For example: if you want to incite destructive behaviour 
you can’t expect them to feel calm and relaxed. You need to make 
them feel agitated. Make sure the interactions you are expecting 
are go hand in hand with the feelings you are creating. In the end 
the role you want the audience to take within your work should 
become a layer of narration. 

Ingredients: 
• To Experience
• To Participate
• To Spectate
• To Embody

After defining what role the spectator has within the experience 
you have to zoom in and be more specific, especially if they will be 
interacting. There are many ways to make spectators participate 
in immersive experiences and it can be hard to choose. Hold on to 
the idea that too many forms of participation can very easily take 
away the focus of immersion. Find the balance between both and 
create an environment where the audience can remain immersed 
while they interact. 

Think about every single action you want your spectators to take on. 
Make these decisions consciously and associate them to the story. 
Let’s say you wan’t your spectators to erase. Think of what erasing 
means in the narrative you are telling but also in the physical action 
of it? Does the audience become agitated as they erase? Or how 
do they embody the action of erasing? The small details will make 
your decisions stronger, justifiable and will most probably ensure 
that they add to the experience. Be meticulous, dedicate time to 
these details. 

An action doesn’t necessarily need to be big for it to be meaningful. 
Experiences can be enhanced by small gestures such as touch, 
listening closely, and intimate closeness of objects or people. Most 
of spectators are used to the typical theatre layout where you sit 
on a chair, watch a show and are basically excluded. This means 
it doesn’t take much to make them feel important or integrated 
within the work. Keep it simple, but keep it relevant. 

Tools: 
• Adding / Subtracting 
• Pulling up / Pushing down 
• Building / Destroying 
• Drawing / Erasing 
• Communicating / Silencing 
• Volume up / Volume down 
• Tying / Loosening 
• Opening / Closing 

Ingredients: 
• Interacting with physical objects 

in space
• Elements responding to 

spectators
• Freedom to explore 
• Freedom of positioning 
• Answering questions 
• Listening 
• Making narrative changing 

choices 
• Making space changing choices 
• Physically interacting with the 

rest of the audience
• Verbally interacting with the rest 

of the audience
• Physically interacting with cast 

members
• Verbally interacting with cast 

members
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Giving your spectators freedom of choice is 
a possibility. It seems simple, but it’s actually 
more complicated. This is due to the fact 
that, as mentioned before, all actions have 
to be incited. If you have many possibilities 
of interaction, you thereby have many ways 
of encouraging to think of. Stating that the 
audience has free will is too vague. In the end 
the audience shouldn’t have freedom, they 
have the illusion of freedom. If they have 
real freedom it means you have no control. 
That’s not necessarily a good thing because 
you will always be surprised by unexpected 
behaviour that can twist, diminish or ruin 
your performance/experience. 

When you decide to have freedom, be 
specific and decide if it’s freedom to wander, 
to talk, to touch, etc. As Jason Warren states 
in his book: Every element of freedom 
requires more and more planning. The 
freedom should be framed in space and 
time, don’t give the spectators the possibility 
to go further than what you can handle. “The 
only way of managing interaction is making 
sure the audience never gets so bored they 
start acting disruptively proactive without 
you having planned it.” 

To have freedom of choice you need to 
predict audience behaviour. Make a list 
of all the possible actions your spectators 
could decide to make. From the very small 
meaningless ones to the very big bold ones 
that can put your immersive experience at 
risk. Pick out your worst case scenarios and 
come up with ways to frame the possibilities 
to a certain extent. Look at your most 
meaningless possible actions and either 
make sure they don’t happen or make them 
more meaningful. Guide the spectators 
towards the actions you wan’t/need them to 
take. 

Ingredients: 
• Freedom of wandering 
• Freedom of moving elements
• Freedom of communicating
• Freedom of responding 
• Freedom of listening 
• Freedom of touching 
• Freedom of building 
• Freedom of destroying

An important subject that can often be ignored is the process 
of translating any social structures or situations present in the 
story that you want to tell, into the participation or role that 
the spectators can take.

Breakdown your story into the social levels and themes that are 
present in it. Is there conflict, sorority, destruction, partnership, 
etc? Translate all of them into moments of interaction within 
your experience and pick out the most relevant ones. Keep 
a link between the interactions in the narrative and the 
interactions in the experience and it will make everything 
more meaningful. Make your audience a carrier of the story. 
They can become performers to understand the story through 
their own behaviour.  These social situations are unique to 
every story trying to be told so they automatically become a 
layer of narration. 

Ingredients: 
• Characters role 
• Social structures / Hierarchy
• Group dynamic within the story 
• Individual vs Collective
• Collaboration vs Division
• Conflict vs Agreement 
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Jason Warren touches an important duality between 
influence and impact. This affects both the feeling of the 
audience and the evolution of the experience. Influence 
is the level of importance an interaction has on the 
development of the story/work and impact is how much the 
artist or designer has to work to deal with this interaction. 
It becomes a sliding scale of small interactions to big ones 
that change the story. Within immersive experiences it 
is ideal to have higher influence than impact because if 
gives your audience the feeling of a meaningful action 
when it doesn’t really put the performance or experience 
at any risk. The main goal is to make the audience feel 
important but their actions shouldn’t cost the enjoyment 
or message of the work. 

It’s also important to keep in mind that having one 
impacting interaction after the other can be overwhelming 
for the audience. Understanding that audience behaviour 
has a reaction takes some time, and if this dialogue of 
action-reward happens too quickly your spectators can 
loose the grip of the story. 

Keep up with the timing and frequency of the interactions. 
Make sure they add to the story but also make sure that 
you can handle them. Don’t over-do interactions without 
a logical justification. Do these interactions add so much 
to the experience that its worth the stress of dealing with 
unpredictable behaviour?  

Ingredients: 
• Big actions 
• Small changes 
• Small actions
• Big changes 

In the end, most audiences understand that their 
interaction is needed through reward. Even if you use rules 
to guide through interactions, you have to make it clear 
that something is “earned” or “achieved” after a spectator 
interacts. If this isn’t visible then what is this interaction 
there for? Allow consequences to be felt. It becomes a very 
crucial part of the tension. Everybody loves the feeling of 
reward. Once a spectator goes through with an action 
and they understand that it’s meaningful, this will serve as 
impulse for them to make another one. 

This initial feeling of reward doesn’t consistently have to 
be felt by every single person. Usually spectators look at 
other members of the audience and mirror behaviour 
when they are too scared to act first. Seeing other people 
be rewarded for their actions is also a way to be impulsed 
to interact, especially for the least daring part of the 
audience. 

Think about what reward means in the context of your 
story. If your story includes authority and command then 
reward is’t necessarily the correct way to make people 
interact. 

Ingredients: 
• Change in the space
• Revealing parts of the narrative 
• Dialogue between actions
• Social hierarchy 
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2. Zones, areas and voids
3. Density of the space
4. Boundaries 
5. Use of the space
6. X Y Z (height, length, width)

The story  you are trying to tell can be 
expressed in various ways and through 
different media. To create immersive 
experiences many of these techniques are 
usually combined. They can all be used 
differently and at different moments. You 
can refer to them as layers of narration.

It’s good to keep in mind that narration 
can start from the very first moment that a 
spectator connects, sees or is aware of the 
existence of the immersive experience. The 
work can be contextualised through the 
invitation or through the advertisement, as 
well as at the beginning of the performance 
/ experience. It’s the makers decision to 
understand when they want to start telling 
the story. The tools and techniques you 
use to narrate the story will depend on the 
feeling you’re trying to create within the 
audience. Jason Warren suggests to keep it 
elegant, and by that he means not use too 
many layers so that the story doesn’t get lost 
in translation. On the other hand, if the main 
goal is to overwhelm the audience maybe 
using many layers is what works for the 
experience. 

These layers of narration allow the audience 
to discover or understand the meaning 
behind the work. It’s often not about being 
so explicit they completely read out a 
narrative in their head but about interpreting 
the story in different ways and from different 
perspectives. Some people are more sensitive 
to specific kind of media or techniques 
than others. Part of your audience may 
understand the story through sound, but 
others might grasp it through the visuals or 
the moments of interaction. 

Ingredients: 
• Written text
• Audio narration 
• Music or soundscape 
• Circulation
• Visuals 
• Set design/decor 
• Costumes 
• Performers 
• Invitation or tickets 
• Set of rules 
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Immersive experiences can be created in all 
scales, from a very small room to an entire 
building. Subdivide the space you will be 
using in zones. It makes it easier to approach 
and you start to understand and create 
relationships between spaces. Especially 
when each space will have something 
different going on. 

Sometimes the zones and areas are 
automatically defined by the architectural 
characteristics of the space. Use these 
characteristics in your favour. If your space 
has no designated areas you can also create 
them yourself. Not making choices about the 
zones that you need allows the audience to 
make them for you. For example, when there 
is a high density of objects and elements in 
the centre, the surrounding space becomes 
a zone of spectating where the less daring 
audience will stay. Make sure this is a choice. 
If you want a space for passive spectating, 
create it. If you don’t want empty zones than 
make sure the space is filled with elements 
that oblige the audience to unconsciously 
stay in constant movement. 

When you have an empty space, this space 
becomes a stage. The audience is usually 
there with the idea of spectating so as they 
enter they are automatically drawn to stand 

around the walls. This creates what Warren 
calls a void in the centre of the space. When 
these voids are formed it’s extremely difficult 
to make them disappear so it’s better to 
avoid them from the beginning. One sole 
spectator won’t want to stand alone in the 
middle because then he becomes the centre 
of attention. The most common technique 
to avoid these voids is space density. Placing 
objects all over the space makes people 
interact around the objects instead of around 
the space. 

This being said, look at how many zones are 
already existent in the space you are using. 
Decide how many you need and either 
create sub-zones if you need more, or reduce 
the amount of spaces if you have too many. 

Ingredients: 
• Different rooms
• Columns
• Arches
• Walls
• Beams
• Doors
• Material 
• Floor designations

Immersion can happen in an empty space with a 
special use of light or in a space completely filled 
with material and everything in between. Density 
is basically the amount of physical objects in the 
space. The level of density you have can be crucial in 
the embodiment of the audience. As humans we are 
associative beings and are continuously creating a 
relationship between ourselves and the things around 
us. The amount, size and character of these things can 
quickly determine our moods. Away from its medical 
definition, feeling claustrophobic for example comes 
from the relationship of our body and mind in an 
intensely enclosed space. This is a feeling you can 
create depending on the density of the space.  

The density also determines a big part of how the 
spectators will exist, and circulate in this space. It’s 
worth mentioning that audiences tend to be less static 
if the space is more dense. This is due to the fact that 
they have things to see, from different perspectives. It 
also creates a kind of social pressure of maybe being 
in the way of somebody. If the space is completely 
empty you have no direction, and nothing driving you 
to move from one place to the other so you are more 
prone to stand still. 

When thinking of density we fundamentally think 
of the physicality of it. Usually with the relationship 
between the body and the objects around it. Density 
can also be created with elements on top or under, 
in all axis’ of the space. It can also be visual density 

but intangible, for example, with the use of light or 
projection. 

Think about density in different layers:
• Look at it as placement. The physical objects 

define points where people cannot be and the 
empty spaces where they can. Place elements or 
use light to create boundaries in the zones you 
don’t want them to go. 

• Look at it as guidance. Use auditory and physical 
density to make your audience move from one 
place to another. Make them follow light, sound 
or movement. 

• Look at it as experience. Use a lot of everything and 
make it overwhelming. Use a lot of one element 
and make it sensorial or embodied. Use only one 
element and play with non-tangible density. 

Ingredients: 
• Physical density 
• Auditive density
• Sensorial density 
• Intangible density 

Tools: 
• Objects
• Props 
• Material
• Light
• Sound 
• Projection 
• Structure
• People
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Audiences tend to be drawn by the boundaries of the 
space because these establish a comfort zone that is 
usually out of central view and away from the action. This 
means you should create boundaries and use them to your 
advantage. If the physical boundaries are familiar objects 
they tend to attract spectators more than unfamiliar ones. 
There are three different ways to create or use boundaries:

• Use objects to create a focal point: this can either 
totally repel or totally attract the audience. 

• Use light in an efficient way to kill the existent 
boundaries, like walls. If the space around the walls 
is completely black and there is only one single light, 
the audience will most probably stand in that merging 
part where the light fades and forget about the walls. 
Play with the use of light so that spectators place 
themselves comfortably and then completely change 
the light dynamic and they are less likely to move. 

• Use activity and movement as boundaries. If elements 
in the space, or performers are moving, the audience 
will most probably try to get out of their way so they 
don’t feel looked at. 

Already existing boundaries are usually the elements that 
make immersion harder. The audience knows what these 
elements are, that they are always there and that there is 
life beyond them. Try to integrate them or to make them 
disappear. Combine these possible approaches to guide 
your spectators to the ideal placement you need. Make 
these boundaries integral to the narrative you are trying 
to tell, especially in the use of light which is one quickly to 
be forgotten. 

Ingredients: 
• Physical boundaries
• Light boundaries 
• Action boundaries

Tools: 
• Curtains
• Walls 
• Furniture 
• Backlight
• Spotlights
• Performance
• Moving objects 
• Very loud sounds
• Very quiet sounds

This subject is a more general scenographic matter rather 
than being specific to immersive experiences. The space 
you are working in has many characteristics that define it. 
You can approach this space in 2 ways. Either you integrate 
it or you neglect it. 

• Integrate the space and use all or many of the details to 
your favour. Take advantage of the charm and enhance 
the spaces’ features. Use the original fixtures, textures 
and architectural elements. Use your story as a red 
thread that can be taken around these characteristics 
and tie them together. 

• Neglect it and completely cover these details up. 
Design it in such a way you can assume your audience 
will use “suspension of disbelief”. Make it completely 
dark. Build your own box or bubble that has no 
reference to the outside world or the history of the 
space. 

There isn’t a right or wrong way to approach a space. 
It’s a matter of what you’re trying to make the spectator 
experience and the details you want them to focus on. If 
you’re in an interesting location the most logical thing to 
do is to be site-specific and grasp the essence of the space. 

This can’t always be done, but it’s worth the try to make it as 
location specific as possible. If you completely ignore these 
features and don’t even cover them up you underutilise 
the space and they can become a distraction or create 
questions and unclarity on wether they are integrated or 
not. 

Ingredients: 
• Floor textures
• Floor changes 
• Light fixtures
• Windows
• Doors 
• Beams and columns
• Arches 
• Structures 
• Walls and wall textures 
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As described at the beginning of the research document, being 
immersed is being completely surrounded by something. The word 
“completely” is crucial. Space isn’t only the floor you can stand on, but 
its also the walls that surround you, the windows and doors that lead 
you to other spaces and the roof that covers you. 

To enrich your experience, take advantage of as much of the space 
that you can. Make the most of the space. Fill it with elements and 
make it dense, or leave it empty but intensify the feelings it gives away. 

For example, if the space you are working in has a very tall roof you can 
do one of two things: 
Hang things, completely fill it up and create an unreachable world on 
top of the audience. 
Keep it empty but enhance the feeling of emptiness above the 
audience with the use of light sound or density where you place the 
spectators. 

Look at space as if there was no gravity. Imagine the spectators can 
and will go anywhere. Every corner and every angle of the space that 
is available to the audience should be designed and thought through. 
The more detailed you are about this, the less suspension of disbelief 
it requires and the more immersive the experience is. 

Ingredients: 
• Height / Length / Width 
• Floors / Walls / Roof 
• Hanging / placing / fixing 
• Positioning spectators
• Perspective and viewpoints TH
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1. Dramaturgy
2. Performativity 
3. Sensory experience & the importance of sound
4. Transition moments
5. Timing
6. Entrance & rules
7. Exit 
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Before starting to create an immersive 
experience you probably already have an 
idea of what you want to do. It’s important 
to decide what the experience will be about 
before going into the design details because 
the story will guide you to aesthetic choices. 

What story do you want to tell? What do you 
want the spectator to experience? These are 
separate questions that work together. You 
can tell a story while making the spectator 
feel something different. For example, Your 
story could be a tragedy but maybe you 
want your audience to feel happy about this 
tragedy. Perspective is very important. 

The individual experience of every spectator 
in an immersive installation or performance 
is usually spontaneous and not completely 
predictable. Nevertheless, everything that 
happens throughout the experience needs 
attention. You have to define your story and 
define your intentions. You’ll come across 
points like: the emotions your audience can 
feel, the actions you want them to take, and 
the positions you want to put them in. These 
points are addressed more deeply later on in 
the “Audience” part of the handbook. 

Once you define your story and intentions, 
write a premise. A premise is a proposition 

that shapes the basis of the work. It becomes 
a guiding statement that you can always go 
back to when you’re lost in the process. It 
grounds your initial ideas and reminds you 
of what decisions you made and why. Write 
several premises, even unachievable ones. 
Evaluate your options, mix some together 
and create an ultimate one.  This premise 
doesn’t need to be set but it serves as a red 
thread through the work and your making 
process. 

Ingredients: 
• Emotions spectators can feel
 Joy
 Sadness 
 Anger 
 Guilt 
• Interactions spectators can have 
• Games spectators can play 
• Conversation
• Reflection 
• Sensations  

Tools: 
• Poems
• Books 
• Music
• Films 
• Theatre plays
• News reports 
• Articles
• Personal experiences 

Immersive experiences can be completely 
static but they can also be performative. The 
interesting thing is that there are different 
layers to this performativity and different 
parts of the experience can be performative. 
While writing your premise and ideas you 
usually already have an idea if you want 
performativity to be included. 

Don’t think of the word performance as if 
you are required to have actors. The space 
can be completely static, but you can design 
in a way that places the audience as the 
performers with the use of interactivity. 
Sometimes the simple use of a mirror can set 
the tone for audience performativity because 
they become aware of themselves, or see 
themselves within the work and decide to 
play around with this. 

The elements in the space can also perform. 
Objects can move, change and shift through 
time. Lights, smoke and sound can make 
an explorative experience performative. 
Material can be modified through time. Even 
gestures like using plants that die through 
the passing of days add a performative layer 
that isn’t necessarily evident to the spectators 
in the moment.

As mentioned before, the importance of 

performativity is that this live aspect of 
it adds to the narrative trying to be told. 
It’s valid to not want or need planned 
perfromativity. Many immersive experiences 
aren’t performative at all, or at least thought 
as performative. 

Ingredients: 
• Actors and cast
• Audience 
• Material 
• Objects and props
• Set 
• Lights
• Smoke
• Sound 
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One of the main aspects of immersive experiences is 
that it goes beyond looking, and focuses on the act 
of experiencing something through your senses. An 
experience becomes more immersive with the more 
senses you can trigger. 

Start by using sight and sound as main part of the 
experience. This is usually enough to immerse an 
audience. Explore with other senses, especially touch 
which is the third easiest to approach. The perception 
of an experience can completely change and become 
way more embodied if as a spectator you are allowed 
to discover space through touching. Smell can also be 
very triggering because as relational beings, we tend 
to connect smells to memories and it makes every 
experience very individual. Taste is also an option, but 
it’s a very particular sense that requires some sort 
of intimacy and trust that has to be built with the 
audience. 

Even though visuals are very important, I have 
discovered sound or the absence of sound to be the 
most immersive sense. Managing sound correctly can 
really set a tone for an experience and it can tell a lot 
without saying anything specific or literal. There are 
also many layers to sound. Think about added sound 
but also think about the role of existing sound within 
the experience. Motors running, objects making sound, 
the presence of an audience, steps, fixtures, lights, 
music, and many other situations generate sound. See 
how these all interact with each other and which ones 
are more present than others. Use sound as a strategy 
to guide your audience or to increase curiosities. How 
can you use things that you can’t see to your favour?

Ingredients: 
• Sight 
 Projection 
 Images
 Sets and decor
 Painting 
 Objects 
 Light 
 Material 
• Sound
 Music 
 Soundscape 
 Fixtures and motors 
 Conversation and dialogue 
 Presence of audience 
 Touch of object or material
• Touch
 Material 
 Texture 
 Skin 
 Temperature 
• Smell 
 Aromas 
 Food 
 Smoke 
 Spices 
 Material 
• Taste
 Food
 Material 
 Plants 

One of the key elements to being immersed are the 
moments of transition. Transitions are the moments of 
change from one space, mindset, theme, atmosphere 
to another. They can be from the real world to the 
experience, from one part of the experience to another 
and from the experience back to the real world. The 
smoother these transitions are, the less the spectator 
has to consciously adapt to these worlds. Designing or 
planning these transitions give the experience fluidity 
and experiencing many different things becomes less 
tiring. 

Transitions can also be in moments of interaction. How 
you make spectators go from passive to active and 
back to passive can be a transition. This also connects 
to the entrance and the rules of the experience that 
you are creating. The way you introduce your audience 
to actions and to new parts of the experience can be 
explicit, but it can also be subtle and intuitive. 

Think about transitions in such a way that you give the 
spectators the feeling that they took the decision to 
move or interact but it was actually incited very subtly. 
This could be done with the use of sound and light. For 
example, if a space becomes really dark and there is a 
light at a distance, the audience will automatically be 
attracted to this light and probably move towards it. 

You could also decide that every part of the experience 
is completely fragmented and obviously separated, 
which means the transitions have to be as abrupt as 
possible. Try to find the solution that best suits the 
kind of experience you are creating. 

Ingredients: 
• Light 
• Sound 
• Rules 
• Intermediate spaces 
• Moments of dark
• Moments of silence 
• Opening or closing doors 
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Time, one of the most important elements 
of art and performance. An immersive 
experience can be static and have no specific 
time required to experience it, so you can 
walk in and out as you please. However, there 
are immersive experiences that do take a 
specific amount of time because they are 
performative. 

There’s durational time and a perception of 
time. Think about both: how long you want 
the experience to last but also how you want 
your audience to perceive time. Do you want 
them do think it goes slow, really fast, that 
time is shifting? 

Create a connection between time and the 
performativity or changes of the space. Don’t 
only think of interactions and performativity 
as moments but also think about how long 
they take and their relationship with time. 
Consider rhythm, pace and frequency. Maybe 
an action can be really fast, but another 
one can take a long time and be extended 
throughout the entire experience. Take 
into account what effect is created by each 
action, the time it takes and the perception 
of time that it gives away. 

Ingredients: 
• Static
• Cyclical 
• Slow
• Fast 
• Variating 
• Repetition 
• Rhythm 

The entrance is the moment where you 
set the tone for your experience. It’s where 
you have to make sure to transform your 
audience’s mood and introduce them to 
this new world. If your experience includes 
interactivity you probably have a set of 
rules that determine how the audience can 
behave. These rules of engagement are 
usually stated at the entrance. The rules 
must be easy to understand because if they 
are not your audience will set their own 
rules and boundaries. 

There are several ways to approach the rule 
set:
Explicitly: Telling people exactly what they 
need to do and how to do it. 
Subtly: Using signals, placing objects and 
trying to get people to interact with them. 
Gradually: Continuously guiding them step 
by step through the experience. 

Jason Warren highly recommends to make 
these actions instinctive so that they are 
fluid and not forced. “Instructions will be 
obeyed but will not change the audiences 
instincts.”

In the entrance you must also introduce 
the story. Always provide an introductory 
moment to the world or performance. It 
can be a performative moment, a pre-space 
or an encounter with different elements. It 
doesn’t mean they need to know exactly 
what it’s all about, but give them a sneak 
peek of possibilities that will raise curiosity 
to continue the experience.  By the end of 
your opening the audience should have a 
clearer idea of what world they entered and 
the rules to explore it. 

Ingredients: 
• Announcement
• Poster 
• Brochure or handout 
• Set of rules 
• Audio guidance 
• Narration 
• Mental exercises
• Physical exercises 
• Light signals 
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It’s crucial to remember that the exit is the last 
thing your audience sees of the work. Make it 
meaningful. Think about what you want your 
audience to leave with. They of course get to 
this point throughout the entire experience, 
but you can add a last final detail to enhance 
certain feelings, thoughts or sensations. 

The exit is also a transition so think about 
how you want them to leave your world and 
re-enter the real world:
• In an abrupt manner or giving your 

audience the feeling of “waking up from 
a dream” you can just suddenly kill the 
fantasy by turning work lights on.

• Through a smooth shifting of locations, 
atmospheres and mindsets.

• Fading everything off and open a door 
that suggests its time to move on to 
another space, and it’s the exit.

• Not saying anything and leaving 
your audience unguided until they 
understand the experience is over. 

• Creating an “exit room” where you place 
the audience for a few minutes to reflect 
and absorb what they just experienced. 

Make choices that best suit the feeling you 
are trying to let them leave the experience 
with. 

Ingredients: 
• Lights on/off
• Doors open
• Guided narration 
• Sound off 
• Search for the exit
• Self realisation 
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CONCLUSION
Choisir c’est renoncer, or in english: “to choose is 
to renounce”. A world with so many options yet 
we are forced to choose. 

What if you want to go in every direction? Try 
many things? Experience many realities? 

My research is about escaping reality. It’s 
about the uncountable amount of paradoxes I 
encounter and about pretending that I’m looking 
for an answer when actually, it’s the multiplicity 
of possibilities that keeps me going. I thought 
I wanted to find answers, but all along it was 
about finding ways to deal with the questions. 

Scenography is an escape. It happens to be the 
discipline through which we transform, create 
or enhance reality, but it’s more than that. It’s 
a journey. It’s my journey of exploring how to 
construct things, how to experience things, how 
to introduce things. It’s my journey of questioning 
my essence and the subjects that are important 
to me. Understanding that creating these worlds 
is a mechanism for bringing home a little bit 
closer. My journey of discovering my unconscious 
search for identity and my never ending need for 
connecting. 

Space and time. The 2 things we can never 
escape are the 2 things we’re always running 

after. Immersion transforms space and time 
as much as it transforms you. How to do this 
was the bigger question. Material, interactivity, 
performativity and other strategies; all have 
the potential to intensify immersion as much 
as they can become restrictions. Studying this 
phenomenon allowed me to explore, to play, to 
mix, to match and to understand that meaningful 
results come from bringing separate elements 
together.

Why choose to watch from a distance if we can 
experience things ourselves?

Why choose black or white when we have an 
entire rainbow? 

In the mean time I won’t choose. I’ll keep 
indulging in all my options. Learning from all the 
possibilities and promise to myself that as soon 
as I find an answer, I’ll stop what I’m doing and 
try something new. 

I hope you stay curious, indecisive and refuse to 
make absolute choices because everything that 
we could ever possibly encounter is ephemeral. 
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