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COMMUNICATIVE STRATEGY IN MODERN FORMS OF SCREEN
DEMONSTRATION OF A MUSICAL FILM-CONCERT

SHEMIAKINA, Olena!

ABSTRACT

The aim of this study was to compare and identify the features of the communicative strategy of
the film-concert as a form of screen presentation of academic musical art in European cultural
traditions, particularly in France (Paris) and Austria (Vienna). The research employed audio-visual
analysis, a structural-compositional method, and elements of microanalysis of the video sequence.
The material comprised screen versions of concert events — both solo and ensemble performances
— publicly available online. The study found that the film-concert has developed as an independent
form of media reproduction that integrates principles of documentary and artistic expression. Its
genre structure demonstrates the increasing aestheticisation of visual language, with filming,
editing, and spatial solutions functioning as interpretative factors. The character of video montage,
the selection of angles, frame duration, and the use of lighting accents act as tools for the artistic
organisation of performance space. The screen format influences the perception of music not only
as an auditory but also as a visual experience, expanding reception through focused framing,
enhanced access to performance details, and variability of perspectives. The analysis showed that
the concert film acquires a multi-angle, multi-layered structure in which the camera serves as a
mediator between performer and viewer. Consequently, the role of the viewer is transformed —
from a direct listener into a remote yet visually engaged participant. The practical significance of
the results lies in their applicability to contemporary music directing, media education, and the
screen presentation of academic art.
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MUZIKAL FILM-KONSERIN EKRAN GOSTERIMININ MODERN
BiICIMLERINDE ILETISIM STRATEJISI

O0Z

Bu ¢alismanin amaci, Avrupa kiiltiir geleneklerinde, 6zellikle Fransa (Paris) ve Avusturya’da
(Viyana) akademik miizik sanatinin ekran sunumu bigimi olarak film-konserin iletigim stratejisinin
ozelliklerini  karsilastirmak ve Dbelirlemektir. Arastirmada, ses-gorsel analiz, yapisal-
kompozisyonel bir yontem ve video sekansinin mikroanaliz unsurlar1 kullanilmistir. Materyal,
halka acik c¢evrimigi erisimde bulunan konser etkinliklerinin (hem solo hem de topluluk
performanslari) ekran versiyonlarindan olusmaktadir. Calisma, film-konserin belgesel ve sanatsal
ifade ilkelerini biitiinlestiren bagimsiz bir medya ¢ogaltma bigimi olarak gelistigini ortaya
koymustur. Tiir yapisi, film ¢ekimi, kurgu ve mekansal ¢oziimlerin yorumlayict faktorler olarak
islev gormesiyle, gorsel dilin artan estetiklesmesini gostermektedir. Video montajinin karakteri,
ac1 se¢imi, kare siiresi ve 151k vurgulari, performans alaninin sanatsal organizasyonu i¢in araglar
olarak islev goriir. Ekran formati, miizigin algilanmasini yalnizca isitsel degil, ayn1 zamanda gorsel
bir deneyim olarak da etkileyerek; odaklanmis ¢ergeveleme, performans ayrintilarina artirilmis
erisim ve perspektif cesitliligi yoluyla algiy1 genisletmektedir. Analiz, konser filminin, kameranin
sanat¢1 ve izleyici arasinda araci gorevi gordiigii ¢cok acili, cok katmanli bir yapr kazandigini
gostermistir. Sonug olarak, izleyicinin rolii doniisiime ugrar; dogrudan dinleyiciden, uzaktan da
olsa gorsel olarak etkilesimde bulunan bir katilimciya doniisiir. Sonuglarin pratik 6nemi, ¢cagdas
miizik yOnetimi, medya egitimi ve akademik sanatin ekran sunumuna uygulanabilirliginde
yatmaktadir.

Anahtar Kelimeler: Tiir yapisi, sanatsal diizenleme, izleyicinin rolii, miizikal etkilesim, ¢ok
katmanl yapi.

INTRODUCTION

In the second half of the 20th century, with the development of visual technologies, musical art
became increasingly integrated into the screen space. One of the key forms of this transformation
was the concert film — a genre that combined documentary recording of academic performance
with cinematic interpretation. In the era of digitalisation of cultural content, the concert film not
only retained its significance but also acquired new functions in mediating communication between
performer and viewer. The relevance of the present study is linked to the growing number of such
films in global practice, the spread of online concert streaming, and the need for theoretical
reflection on new forms of interaction arising between music, image, and listening experience.

The problem addressed lies in the insufficient study of the concert film as a holistic communicative
phenomenon, particularly in the academic segment of instrumental music. Although individual
works have examined the visualisation of performance, the influence of media on music perception,
or the psychological characteristics of audiences, a generalised approach to analysing the concert
film as a form of artistic communication — with its own structure, strategy, and artistic logic — has
yet to be developed. Accordingly, there is a need for a systematic study of the evolution of the
concert film, its screen specificity, technical organisation, and the formulation of a model of
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communicative interaction between performer, composer, listener, and the screen as a new
mediator.

The study draws on contemporary works addressing screen visualisation, musical perception,
concert experience, and the filming of musical events. Greckel (2021: 5) considered visualisation
in the performance of academic music as a challenge transforming traditional forms of
interpretation, analysing how visual effects and chamber direction altered perception by generating
paramusical meanings. Guibert (2023: 134) examined changes in music production and concert
filming under pandemic restrictions, emphasising the expanding role of streaming and the need to
reconfigure formats of concert “presence”. Born (2024: 127), adopting a cultural-anthropological
perspective, analysed the semiotic functions of music, stressing the importance of visual
representation as an element of the broader sign continuum in contemporary art.

Dasovich-Wilson et al. (2022: 1) conducted an empirical study on the impact of music videos on
musical perception, focusing on psychoaesthetic changes depending on the presence or absence of
a visual sequence. Xu and Xu (2023: 3007) examined the psycholinguistic dimension of musical
presentation in the student environment, comparing video clips, audio recordings, and concert
broadcasts. Sekar (2024) studied concerts with live orchestras accompanied by film screenings,
concentrating on the category of “liveness”, which he divided into technical, emotional, and
perceptual dimensions. His dissertation showed that the screen form of live performance alters
audience identification with the performer. Westrup (2021: 42) analysed the film Monterey Pop as
a milestone in the development of the concert film in rock culture, emphasising the artistic
autonomy of the film, its editing structure, and its role in shaping stylistic canons of the genre.
Curtin (2025: 49) examined the orchestra as a visual element in the context of stage direction,
highlighting how staging, lighting, and architectural space transform the perception of
performance. Merrill et al. (2023: 139) explored the aesthetic experience of audiences at live
concerts through self-reports and psychophysiological monitoring, finding that active engagement
correlated with elements of visual proximity to the performer — an observation directly relevant to
the concert film format.

Despite the diversity of themes addressed in these studies, no comprehensive analysis has yet been
offered of the concert film as an independent communicative phenomenon operating within a
specific audio-visual mode of interaction between performer and audience. Equally lacking are
methodological approaches to analysing directorial choices in concert films, especially in terms of
editing and spatial organisation of the frame as aesthetic and communicative devices.

The purpose of the study was to identify the features of the communicative strategy of the musical
film-concert as an aesthetically independent audiovisual phenomenon that generates new forms of
interpretation and perception of academic music within European cultural traditions, particularly
in France (Paris) and Austria (Vienna). To achieve this aim, the following tasks were set: (1) to
analyse the historical stages in the formation of the concert film as a form of screen presentation
of academic music and to trace its genre evolution; (2) to identify the key parameters of
communicative interaction in the concert film, particularly the spatial, visual, and perceptual
relations between performer, viewer, and image; (3) to describe the technical stages of creating a
concert film — event selection, filming, directorial concept, editing — as factors shaping its artistic
and communicative image; and (4) to formulate the concept of screen communication as a fourth
component in the classical “composer—performer—listener” model, which modifies the artistic
experience of contemporary audiences.
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MATERIALS AND METHODS

In examining the screen presentation of the concert film, a qualitative analytical approach was
applied, combining audio-visual, interpretative, and comparative methods. The method of audio-
visual analysis was used to study the technical aspects of concert film production — specifically
editing structure, choice of angles, visual rhythm, and the techniques employed to guide audience
attention. The interpretative method was employed to describe the transformation of
communicative roles between performer and audience and to conceptualise the screen as an
independent participant in musical communication. Comparative analysis made it possible to trace
the evolution of the concert film genre, contrast solo and ensemble performance models, and
identify typologies of communicative strategies across different formats of academic music
presentation.

The material for observation consisted of eemprised video recordings of concert programmes,
documentaries about performers, and original works in the concert film genre. The analysis focused
on three principal aspects: artistic form, communicative structure, and the technical modelling of
musical performance within screen space.

The study examined films dedicated to leading performers of academic music, in particular G.
Gould, S. Richter, G. Sokolov, and A. Schiff. Each video was analysed through the prism of formal
frame organisation, editing rhythm, spatial construction of the scene, and the interpretation of the
musical text in its screen format. Audio-visual analysis addressed visual patterns, the relationship
between musical and visual rhythm, systems of camera angles, and the use of lighting and
compositional techniques. In some cases, frame-by-frame microanalysis was applied to detect
editing repetitions and cyclic camera movements.

The source material consisted of video recordings publicly available on platforms such as
YouTube, IMDDb, and official concert archives. In films about G. Gould and S. Richter, the
strategies of director B. Monsaingeon were examined, highlighting his creation of a symphonic
screen structure through rhythmic editing and the symbolic organisation of space. A comparison
of recordings featuring G. Sokolov and A. Schiff enabled the identification of differences between
the isolation model and the interaction model of screen representation.

Considerable attention was devoted to the technical aspects of constructing a screen-based musical
event, within which several structural areas of analysis were identified: the solo performance
model, the ensemble form of interaction, the director’s vision, and the role of the viewer in shaping
the communicative environment. The analysis of film structure encompassed the compositional
organisation of screen action, the sequencing of camera angles, the logic of editing transitions, and
the techniques used to control the viewer’s attention.

The comparative method was applied to analyse stylistic differences between solo and ensemble
performances, which allowed the systematisation of screen communication strategies. The
comparative basis was provided by audio-visual concert recordings from different cultural contexts
(France and Austria), with particular emphasis on the director’s strategy. Materials were compared
according to three parameters: communicative strategy, video editing structure, and the
construction of the performer’s artistic image.

RESULTS

The evolution of the musical concert film as a form of screen presentation

The genre of the musical concert film emerged in the second half of the 20th century through a
gradual transition from the mere recording of concert events to their artistic screen interpretation.
Its origins are often traced to the film Concert Magi (1948), which laid the foundation for the visual
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rethinking of academic musical performance (Yehudi Menuhin: Beethoven..., 2022). From this
moment, the concert began to be perceived not only as a stage event but also as a potential cinematic
product capable of existing autonomously within both visual and auditory space.

Early concert films largely adhered to documentary and reportage formats (Shtets & Melnyk, 2024:
91). However, with the advancement of directorial techniques, editing, and sound engineering, a
shift occurred towards the artistic representation of the musical process. As a result, the concert
film gradually acquired aesthetic independence, distancing itself from its stage source. Its function
extended beyond representing a real event to developing a specific audio-visual language, within
which music gained new communicative properties through its interaction with imagery, frame
rhythm, and spatial perspectives.

The key difference between the concert film and the “live” performance lies in its capacity to
transcend the chronological and spatial limitations of stage performance. Unlike the one-time
“live” experience, the concert film offers opportunities for repeated viewing, pausing, and analysis.
By the late 20th and early 21st centuries, the genre underwent qualitative transformation with the
rise of digital technologies. High-quality cameras, digital editing, multi-channel sound, and later
streaming platforms fuelled growing interest in the genre among producers and performers
(Berkimbaeyv et al., 2013: 199; Zaitseva et al., 2023:49).

The concert film as a genre moved beyond the secondary fixation of an event and acquired the
status of an independent artistic form. Within modern digital culture, it functions as a
communicative medium that establishes new models of interaction between musician and listener.
The listener, in turn, is no longer confined to passive observation but can actively reflect on the
event through repeated access, navigation, and analysis. The visual component has ceased to be
merely auxiliary to sound, becoming an integral part of interpretation (Soshalskyi, 2023: 157,
Lavreniuk, 2021: 82). Through visual means, the director may shape the rhythm of perception,
emphasise structural moments of the composition, intensify emotional states, and highlight
performative gestures. The significance of the concert film in modern cultural space also lies in its
role in preserving and transmitting performing schools, interpretive traditions, and stage aesthetics
(Lehman, 2018: 24).

As a result, the evolution of the concert film — from a fixation genre to a complex communicative
form — has taken place under the combined influence of technological, aesthetic, and sociocultural
factors. The modern concert film constitutes a new model of academic music presentation, in which
the interaction between performer and viewer is mediated by a complex system of visual and
technical means.

The communicative nature of the screen concert: Space, audience, performer

One of the defining aspects of the concert film is its communicative structure, which integrates the
interaction of performer, stage space, screen as mediator, and viewer. Within this system, the
concept of “audience” undergoes a fundamental rethinking. In traditional concert practice, the
viewer is physically present in a specific architectural space with its particular acoustics and
atmosphere. In the screen version, however, these parameters take on a different character: the
audience is no longer physically confined, but transformed into a category of remote, multimodal,
and time-extended perception. The screen functions as a conductor, reorganising stage space
according to the logic of artistic design. This alters not only the mode of interaction but also the
interpretation of musical material (Czepiel et al., 2024: 122; Dovzhenko et al., 2021: 58).
Interpretation, in this context, takes on particular significance. As Nikolayevska (2020: 128)
observes, musical communication is not limited to transmitting textual material but also involves
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meaning-making that unfolds between performer and listener within a given artistic context. In the
concert film, this context is mediated by the director’s representation, which models
communicative conditions through screen space. Interpretation thus becomes multi-layered,
occurring simultaneously within the performance act and its mediated form.

The communicative nature of the concert film is determined not only by the structural
characteristics of the genre but also by the transformation of the roles of its communicative
participants. The screen operates as an active component of interaction, establishing new models
of proximity, presence, and interpretation, and transforming the viewer’s experience into a multi-
level process of participation in musical expression.

A film-concert is not a simple broadcast of a concert event but the outcome of a sequential process
that includes several key stages — from the selection of musical material to the creation of an
integrated audio-visual structure. Each stage performs not only a technical but also a
communicative function, contributing to the semiotic field of the film as an autonomous artistic
artefact (Figure 1).

Event name Videography Director’s vision Montage
(selection of (multi-camera) (performer’s (narrative unity)
materials)
Aesthetic . Conceptual Perception as
. Spatial-frame . .
potential d . structure Integrity
Marketing sense ynamics Emotional Artistic logic
direction

Figure 1. Stages of formation of a concert film as a communicative product.
Source: compiled by the author based on Sonning (2024: 112), Tschacher et al. (2023)

The technical construction of a concert film demonstrates a close relationship between the
production process and the communicative effectiveness of the work. Each stage — from the
selection of the event to the final editing — transforms the primary musical material into a self-
sufficient screen form that engages the viewer not merely as a documentary record, but as an
interpretative artistic text.

Video direction as a means of communication modelling: The concept of B. Monsaingeon
The study of the concert film as a distinct audiovisual genre necessitates the analysis of directorial
strategies, which not only shape the visual image but also determine the communicative
relationship between composer, performer, and audience. In this regard, the concept of video
direction of the French director B. Monsaingeon laid the foundations for the modern understanding
of the concert film as an independent form of artistic interpretation.

In his films, notably Richter: The Enigma (1998) and Glenn Gould: The Alchemist (1974),
Monsaingeon treated the concert film not as a mechanical record of an event but as a self-contained
communicative act in which the director acts as mediator across all levels of musical dialogue. His
approach assumed that the concert film possesses its own rhythmic and dynamic structure,
analogous to a musical work: montage, lighting composition, camera angles, and shot duration are
organised in accordance with musical phrasing.

In Richter: The Enigma, particular attention is given to the rhythm of montage, which not only
reflects the musical tempo but also highlights the interpretative depth of Sviatoslav Richter’s
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performance. In Glenn Gould: The Alchemist, close-ups of Gould’s hands during complex Bach
passages illustrate not only technical mastery but also the dramaturgy of the work, creating a visual
equivalent of musical intonation.

At the centre of Monsaingeon’s method is artistic montage. The timing of transitions, the length of
pauses, and the alternation of angles collectively generate a semiotically saturated screen space. In
Richter: The Enigma, montage serves not only to connect frames into a narrative but also to offer
profound reflection on the performer’s persona, revealing his inner world and artistic philosophy.
The key principle in Monsaingeon’s concept is the director as communicator. For him, the director
does not perform a passive documentary function but becomes an active participant in the
communicative process. The director “translates” music into visual language, shaping rhythm,
light, space, and the focus of audience attention. In The Art of Piano (1999), which assembles
fragments of performances by 20th-century pianists, this principle is realised through the careful
integration of historical recordings and contemporary direction, producing a unified visual-musical
fabric.

Monsaingeon’s concept thus positions the concert film as an autonomous form of artistic
communication in which the director assumes the dual role of organiser of the visual sequence and
interpreter of the musical work. The study of Monsaingeon’s directorial strategies is essential to
understanding the concert film as a communicative phenomenon situated at the intersection of
musical, visual, and interpretative dimensions.

Performance style as an element of screen communication: The example of G. Sokolov

The analysis of a concert film as a specific form of communicative interaction requires
consideration not only of directorial strategies but also of the stylistic features of the performer. In
the case of G. Sokolov, individual performance style becomes a decisive factor in shaping the
audio-visual whole. His stage behaviour, sound production, and characteristic emotional restraint
directly influence the director’s narrative construction of space and guide the selection of technical
means of filming.

Sokolov’s concert at the Théatre des Champs-Elysées (Paris), which served as the basis for a well-
known video recording, illustrates these characteristics. His refusal to engage in public
commentary, his intense concentration, and his complete immersion in the musical fabric shape
corresponding directorial choices. These include minimising external effects, avoiding dynamic
camera movement, and achieving maximum proximity to the performer through static or smoothly
transitioning angles (Figure 2).
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Figure 2. Shot from a concert at Radio Classique Great Concert.
Source: Radio Classique Great Concert (2025)

One of the key features of screen interpretation is the construction of the frame and its relationship
to the performer’s style (Lukash et al., 2025: 5; Kozachuk, 2025: 133). The camera is generally
fixed or shifts angle only gradually, thereby emphasising the artist’s inner concentration. The frame
is dominated by medium and close-up shots, accentuating the pianist’s hands, upper body, or face
at moments of emotional intensity. The editing logic follows the structure of the musical material:
changes of shot occur synchronously with phrasal construction, ensuring an organic integration of
visual and auditory layers.

In video recordings of G. Sokolov’s performances, localised lighting is often employed, directing
focus onto the piano and performer while leaving the background in shadow. Here, light functions
not merely as a technical device but as an interpretative tool that shapes the emotional intonation
of the frame. The arrangement of cameras within the hall also deserves attention. Typically, three
to five cameras are used: one for a general view from the rear of the hall, one for close-ups of the
hands, one for the performer’s profile, and one for an overhead view of the keyboard. This
configuration enables variation of angles without disrupting the intimacy of the performance,
allowing the director to model space while maintaining naturalness (Figure 3).
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In front of the orchestra

Upper tiers Upper tiers
On the left side — Pianist — On the right side
Beletage // \v\\ Beletage

Above the ground floor Upper tiers

Figure 3. Attempt to reconstruct the location of the cameras at G. Sokolov’s concert.
Source: compiled by the author based on Radio Classique Great Concert (2025).

In summary, the screen representation of G. Sokolov’s performance style is characterised by
principles of intonational focus, chamber-like concentration, and the rejection of overt visual
expressivity in favour of sonic depth. The film-concert featuring G. Sokolov exemplifies holistic
director-performer communication, in which every element — from lighting to editing rhythm — is
subordinated to the principle of profound musical presence.

Ensemble performance as a form of on-screen interaction: The example of A. Schiff

The study of ensemble performance in the format of a concert film requires attention to the specific
features of on-screen interaction between the participants in the musical process and the viewer.
The ensemble format entails multi-layered communication between the soloist, the orchestra, and
the camera. In this context, the experience of the Hungarian pianist and conductor Andrés Schiff
is particularly illustrative.

The visual style of concert films featuring Schiff is characterised by an aspiration to preserve the
integrity of the performance space. In recordings of W. A. Mozart’s concertos at the Mozarteum
(Salzburg), there is a marked tendency to create an effect of presence. This is achieved through
slow camera movements, gentle panoramas, and extended wide shots. Such directorial choices
foster the viewer’s integration into the concert’s event space without disrupting the natural
interplay between performers. Special attention is also given to the atmosphere of the hall: the
placement of the audience closes to the stage and the use of spatial lighting provide a balanced
visual depth that supports the cohesion of the performance (Figure 4).
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Figure 4. A shot from a concert at the Mozarteum.
Source: Andrds Schiff Mozart Piano Concerto No. 22 in E flat major (2023).

A central feature of the film’s structure is the construction of communicative interaction between
the orchestra and the soloist. In the performance of Mozart’s Concerto No. 22 in A major, this is
achieved through a strategic alternation of frontal and profile shots, balancing the overall ensemble
sound with the detail of individual contributions. Visual interaction is further reinforced by camera
placement, ensuring that orchestra members remain within the visual field even during the pianist’s
solo passages. Cameras positioned in the auditorium provide frontal coverage of the stage, while
side cameras create perspectives “from within” the ensemble (Figure 5).

In front of the orchestra

Behind the orchestra Behind the orchestra
Orchestra
On the left side | %  Soloist — conductor — On the right side
Balcony Balcony

Above the ground floor

Figure 5. Camera locations at A. Schiff’s concert.
Source: composed by the author based on Andras Schiff Mozart Piano Concerto No. 22 in E flat major (2023).

In the work of the cameras, the director’s control over editing rhythm plays a particularly important
role (Burayeva et al., 2020: 1445; Smailov et al., 2025a: 56). Editing is organised in accordance
with the musical dynamics: slow episodes are accompanied by extended shots, encouraging deeper
immersion, while fast passages are supported by more active angle changes. In Schiff’s case, this
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logic is reinforced by the conductor’s gestures: the camera frequently lingers on moments where
the pianist directs the ensemble through a nod, shoulder movement, or eye contact.

Lighting also plays a role in this communicative strategy. In Schiff’s films, lighting solutions
follow the principle of natural illumination rather than theatrical expressivity. Soft light, the
absence of sharp contrasts, and the lack of emphasis on individual performers contribute to
perceiving the performance as a unified whole (Smailov et al., 2025b: 132; Popova, 2022: 11).
Summarising the previous analysis of the solo concert film featuring G. Sokolov and the ensemble
model performed by A. Schiff, it is appropriate to highlight the key differences, which reflect two
distinct communicative strategies within the screen concert genre. Each format has its own logic
of constructing an aesthetic space, shaping the nature of audience perception, the tempo and rhythm
of editing, and the methods used to construct the performer’s image. To systematise these
comparative characteristics, Table 1 presents a comparison of the stylistic models of the solo
(Sokolov) and ensemble (Schiff) screen presentations according to three key parameters:
communicative strategy, video-editing structure, and artistic modelling of the performer’s image.

Parameter Solo performance (G. Sokolov) Ensemble performance (A. Schiff)

Visual isolation of the performer; stage as an intimate Visual integration with the orchestra; dynamic role
space; minimal interaction with the environment switching; contact model

Multi-camera editing; active change of angles;

Communication strategy

Video editing structure Slow dynamics; long shots; limited number of angles . .
g Y > long i g rhythmic correspondence to the musical structure
Formation of the artist’s The image of a withdrawn interpreter; concentration The image of a communicative musician-leader;
artistic image on inner experience emphasis on interaction and ensemble management

Table 1. Comparative characteristics of communicative strategies of solo and ensemble performance in a film-concert.
Source: compiled by the author based on Radio Classique Great Concert (2025), Andras Schiff Mozart Piano Concerto No. 22 in
E flat major (2023).

The comparative model demonstrates that the artistic image of the performer in a screen concert
film is shaped not only at the musical-interpretative level, but also through the visual structuring
of material. In the solo model (G. Sokolov), a strategy of self-immersion dominates, with an
emphasis on hermetically framed spatiality. By contrast, the ensemble model (A. Schiff) embodies
an open form of communication, where the camera mediates interaction between all participants.
In this context, it becomes necessary to reconsider the traditional triadic model of musical
communication. The classical approach distinguishes three main components: composer,
performer and listener. The screen form reshapes the musical space, endowing it with new
characteristics through multi-angle filming, editing, and visual composition (Sartbekova et al.,
2024: 47; Arkabaev et al., 2025: 166). Traditional auditory experience is replaced by audio-visual
reception, where perception integrates auditory, visual, and cognitive activity. Screen
representation also transforms the temporal structure of the musical event: rather than a one-time,
unique act, the concert becomes available for repeated viewing, enabling new opportunities for
individual interpretation and the formation of stable musical memory. Musical experience ceases
to be exclusively instantaneous and acquires qualities of repeatability, variability, and
personalisation.

Thus, the screen not only transmits, but actively modifies all elements of musical communication
— shaping the presentation of the composer’s idea, the expressive means of the performer, and the
conditions of audience perception. Within this new paradigm of interaction, the screen emerges as
an independent communicative link, capable of producing a qualitatively distinct level of musical
experience.
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DISCUSSION

One of the key aspects of the study was the identification of the transformation of the spatial
organisation of musical experience in the context of a concert film. It was established that the visual
parameters of stage construction — particularly the system of camera angles, editing transitions, and
lighting — significantly modify the perception of a musical work, endowing the event with a
multidimensional character. This conclusion is consistent with the findings of Cui et al. (2023: 89),
who emphasised that modern technologies create an effect of polyspatiality unavailable in the
traditional format. However, the present study clarifies that it is the synchronisation of visual
rhythm with musical tempo that constitutes the decisive factor in communicative effectiveness, a
point insufficiently highlighted in the aforementioned work.

The second aspect concerned the role of video editing as a means of interpreting a musical work.
The study revealed that editing functions as a form of directorial commentary, shaping the viewer’s
attention through the alternation of shots, tempo—rhythmic organisation, and symbolic composition
of the frame. Wei et al. (2020: 1735) considered the automation of video editing on the basis of
audio and image processing algorithms. In contrast to their focus on technical efficiency, however,
the findings of this study emphasise the artistic and interpretative function of editing, which opens
a new line of inquiry into the authorial presence within on-screen musical communication.

In analysing performance style as a communicative element, it was found that the screen form can
highlight individual features of articulation, facial expression, and posture that remain peripheral
in a traditional concert setting. This corresponds to the conclusions of Villela (2022), who
interpreted the screen as a means of sensory expansion of the musical experience, noting its
capacity to capture nuanced gestures and micro-interactions. The present study, however, specifies
that the work of the camera within a single performance constructs a holistic visual rhetoric,
functioning as an autonomous form of artistic expression. Such rhetoric becomes an integral
component of the on-screen interpretation of music, complementing and modifying its perception.
In the section devoted to the visual dramaturgy of solo and ensemble performance, it was
established that the nature of on-screen interaction directly influenced the types of audience
involvement, activating different channels of emotional and cognitive reception. In solo
performance, the effect of introspection predominated, whereby the viewer immersed themselves
in the inner world of the performer, observing micromovements, changes in facial expression, and
bodily concentration. By contrast, ensemble forms stimulated the perception of interpersonal
interaction, focusing on relational dynamics, mutual glances, and rhythmic exchange between
performers. This differentiation of involvement types echoes the conclusions of Silas et al. (2024
198), who investigated the use of music to manipulate visual perception in video advertising. Their
study demonstrated that musical accompaniment significantly alters the semantics of a scene. In
the present study, similar mechanisms were identified in an academic context — specifically, in
concert films — where the interdependence of music and visuals assumed not only manipulative but
also artistic significance. This finding expands methodological approaches by extending them to
examples of “high art”.

Another significant result was the identification of the role of audio-visual repetition as a new form
of musical memory. It was shown that repeated viewings of a concert film not only strengthened
the recognition of musical themes, but also enabled the formation of individualised interpretations
by the viewer, which could evolve with each new encounter. In the work of Djahwasi et al. (2024
34), the visualisation of sound was examined using spectrograms and Sonic Visualiser as tools for
analytical interpretation of classical works. However, the present study demonstrated that it was
the cinematic structure — editing, frame dynamics, and rhythm of shot changes — that acted as the
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key factor in consolidating the musical image in the viewer’s consciousness, proving more effective
than static technical visualisations. Thus, screen repetition emerged as a tool for transforming
passive viewing into active receptive practice.

The study further established that the visual format of the concert film transformed the cognitive
mode of perceiving musical material. In a live performance situation, the listener’s attention was
primarily directed towards the acoustic properties of the sound, noting nuances of intonation,
timbre, and dynamics, which formed the basis of traditional audiocentric perception. In contrast,
the concert film activated a multimodal mode of perception in which the visual image acquired
substantial semantic significance, producing a complex, syncretic experience. This partially aligns
with the conclusions of Broughton et al. (2021: 254), who identified the affective and cognitive
responses of listeners to classical solo works, particularly in relation to internal representations of
musical space. The present study, however, not only confirmed such reactions but also expanded
upon them by introducing the concept of screen perceptual synaesthesia: a phenomenon whereby
auditory impressions interact with visual modalities, creating enhanced cognitive encoding of the
musical image.

Special attention was given to the transformation of the viewer’s receptive role within the
conditions of screen presentation. It was observed that the film-concert fostered a new model of
observation, in which the viewer did not simply consume the artistic event but participated in its
interpretation through visual accents, directorial focus, and montage structure. This corresponds
with the findings of Dasovich-Wilson et al. (2024: 42), who noted the influence of video aesthetics
on listeners’ subsequent musical choices. At the same time, the results of this study demonstrated
that visual activation not only modified preferences but also deepened emotional immersion,
producing a more personalised model of musical interaction.

In the context of spatial models of musical communication, the specificity of virtual forms of
interaction that arise in the film-concert as a distinct screen format was examined. It was found that
even under conditions of remote viewing, where the viewer is physically separated from the
performer, the logic of editing and the construction of visual space create a convincing illusion of
presence. The screen functions not merely as a transmitter of images but as a tool for modelling
space, enabling the viewer to feel like a participant in the event (Teng and Chung, 2024: 13; Baratov
et al., 2025: 14). This observation resonates with the model proposed by Chen et al. (2023: 4), who
investigated listeners’ preferences for virtual concert venues and found that audio-visual
parameters can compensate for the absence of real spatial co-presence. However, the results of this
study clarified the mechanism of the pseudo-presence effect: it is achieved through the editing
rhythm, the alternation of general, medium and close-up shots, and the focus on performance
details, which together create a subjective sense of being inside the musical event.

Particular attention was also paid to the interaction of the viewer with the digital environment as a
bodily-affective process. It was found that the screen form of concert performance can provoke not
only aesthetic reception but also a sensation of physical resonance, whereby the viewer’s body is
unconsciously engaged with the visualised music through micromovements, muscle tension, or
changes in breathing. These findings partially correlate with the work of Turchet et al. (2020: 753),
who studied the effects of tactile wearable interfaces in enhancing musical experience,
demonstrating how technologies can simulate physical participation. However, unlike the
technological approach of those authors, the present results highlighted the potential of artistic
means — camera work, editing, and visual thythm — to achieve a comparable effect of bodily
interaction without additional devices. Thus, it was demonstrated that aesthetically structured
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screen interaction can possess an affective dimension, generating a distinctive type of musical
experience that functions not as visual accompaniment but as an independent bodily practice.

The study focused on the phenomenon of collective presence in virtual viewing. It was confirmed
that, even in the absence of a physical audience, a concert film is capable of generating an
experience of social involvement. This conclusion corresponds with the findings of Swarbrick and
Vuoskoski (2023: 7), who analysed emotional uplift and the sense of connection during joint or
online viewing of concert events. However, the results of this study extended those observations,
emphasising that the effect of collective presence arises not only through communication between
viewers but also through the specific visual structuring of the event. In particular, the joint
perception of a screen musical performance creates a conditional space in which resonant
synchronisation of emotions, visual impressions and auditory experiences occurs, thereby
intensifying the sense of unity and simultaneity of experience.

One of the key aspects of the findings concerned the cognitive modification of musical perception
in a concert film. An important source in this context was the work of Kwon et al. (2022: 05),
which investigated the neurophysiological reactions of viewers to background music in film. The
authors recorded the influence of musical accompaniment on the alpha rhythm of the brain,
signalling changes in attention and degrees of involvement. The results of the present study
expanded these observations, showing that in the concert film it is not only auditory concentration
that is activated but also multimodal synaesthesia of perception, where editing and frame rhythm
interact with music to form a cognitively holistic experience. Thus, in contrast to the sound-
dominant focus of Y.-S. Kwon et al.,, it was established that visual-musical synchronisation
becomes the decisive factor in shaping the cognitive structure of screen musical perception.

The spatial organisation and illusions of presence identified in this study found methodological
support in the article by Modestini and Weining (2024: 279). Their concept of “closer the eye,
farther the crowd” aligned with conclusions about the on-screen pseudo-presence created by the
camera through shifts in framing and point of view. However, the present results clarified that the
effect of the viewer’s spatial integration arises not only from the optics of “approximation” but
primarily from the montage-based construction of time and space. This demonstrates that pseudo-
presence is less a matter of technical proximity than of directorial rhetoric, which structures the
communicative environment of the concert film.

Another important aspect, the transformation of the model of audience participation, correlated
with the conclusions of Gehring (2022: 12), who examined the evolution of audience engagement
in the post-pandemic period. Gehring described the growing role of digital concerts in addressing
new audience needs, including expectations of flexibility and repeatability of access. Within the
framework of this study, these trends were specified through the concept of audio-visual memory:
repeated viewings of a concert film generated individualised interpretations and enhanced
emotional involvement. Thus, P. Gehring’s results were empirically confirmed but supplemented
by the clarification that active audience participation is realised not only through accessibility but
also through the semiotic construction of visual material.

A comparison of the findings of the present study with existing scholarship demonstrates that an
effective communicative strategy in a concert film is grounded in the integration of visual
technologies, deliberate editing, sensory interaction, emotional involvement and innovative
approaches to the visualisation of music. This study complements existing knowledge by offering
a comprehensive approach to the creation of concert films that maximally engage audiences.
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CONCLUSION

In the course of the research, it was established that the film-concert, as a form of screen
presentation of academic music, has undergone a complex historical and aesthetic evolution: from
the documentary fixation of a musical event to an autonomous artistic genre with its own structure
and means of expression. At different stages of development, this form acquired new functional
features — from informative representation to interpretative reconstruction of a musical work within
screen space. In the modern media context, the film-concert functions as an aesthetically complete
product that integrates audio-visual, communicative, and cultural dimensions.

The key parameters of communicative interaction that characterise the film-concert were identified.
The spatial dimension involves the reconstruction of the stage environment through camera
placement, angles, frame depth and lighting accents. The visual dimension is realised through
framing, editing rhythm, compositional construction and the director’s use of focal depth. The
perceptual dimension reflects the transformation of the viewer’s status — from a direct participant
in the event to an audio-visual recipient, whose experience is mediated and modelled by the camera.
As a result, the perception of musical material is transformed, acquiring new semiotic layers.

The successive stages of creating a concert film as a holistic communicative product were analysed.
It was demonstrated that the choice of event, directorial vision, filming strategy and editing logic
operate as interdependent factors that shape the artistic image not only of the concert itself, but also
of the musician. The decisive role in this process is played by the screen narrative, which integrates
the visual and musical structures into a unified aesthetic whole.

The concept of screen communication was formulated as the fourth component of the classical
model of musical interaction. It was demonstrated that the screen functions not merely as a channel
for transmitting content, but as an autonomous element that modifies the relationship between
composer, performer and listener. In this way, the screen creates a new model of musical
experience, expanding the possibilities of reception, analysis and personal interpretation.

The limitation of the study lies in its focus on selected examples of academic film-concerts, which
does not encompass the full spectrum of genre and technological variations of this form in the
broader audio-visual context. Promising directions for further research include the analysis of film-
concerts in relation to digital interactivity, the study of audience reception across different cultural
environments, and the extension of the methodology to other musical genres and forms of screen
presentation.
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GENISLETILMIS OZET

Miizik sanatinin ekran teknolojileri araciligiyla doniisiimii, 20. yilizy1ilin ikinci yarisinda akademik
performans sunumunun yapisini koklii bicimde yeniden sekillendirmistir. Konser filmi, salt
belgelemenin 6tesine gegen, kendi estetik ilkeleri, yapisal mantig1 ve yorumlama potansiyeli olan
bagimsiz bir sanatsal iletisim bi¢imi olarak ortaya ¢ikmistir. Artik yalnizca bir etkinligin gorsel
kayd1 olarak degil, miizikal anlamin sinemasal dil araciligiyla aracilanip yeniden diizenlendigi ve
yorumlandig1 yeni bir sanatsal nesne olarak islev gérmektedir.

Yayginlasan akis platformlari, dijital arsivler ve istege bagh kiiltiirel i¢erik erigimi ile karakterize
edilen ¢agdas dijital cagda, konser filmlerinin iletisimsel dinamiklerini anlamak, izleyicilerin
klasik miizikle aracilanmis ortamlarda nasil karsilastigini kavramak acisindan temel hale gelmistir.
Konser salonu artik alimlamanin tek mekani degildir; miizik deneyimi sinema, televizyon, diziistii
bilgisayar ve akilli telefon ekranlar1 gibi farkli 6l¢ek ve baglamlardaki ortamlara yayilmistir. Bu
nedenle ¢aligsma, konser filmini; icraci, besteci, dinleyici ve algi ile yorumu bigimlendiren etkin bir
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arac1 gii¢ olarak ekran arasinda yeni etkilesim modelleri iireten karmasik bir gorsel-isitsel olgu
olarak ele almaktadir.

Arastirma, hem miizikoloji hem de medya ¢aligsmalari literatiiriinde 6nemli bir boslugu doldurmay1
hedeflemektedir. Mevcut calismalar performansta gorsellestirme, dinleyici psikolojisi ya da
miizikal alimlamanin sosyolojisini incelemis olsa da konser filmini biitiinlesik bir iletisim sistemi
olarak nadiren degerlendirmistir. Bu ¢alisma, konser filmlerinin estetik agidan 6zerk {iriinler olarak
nasil isledigini ve besteci-icraci-dinleyici ti¢lii modelini degistirerek ekrana dordiincii ve etkin bir
bilesen rolii kazandirdigini inceleyerek bu boslugu doldurur. Calisma, 6zellikle Avrupa kiiltiirel
geleneklerine odaklanmakta, akademik miizigin ekrana dayali sunumunda iletisim stratejilerini
analiz etmek amactyla tarihsel agidan 6nemli iki merkez olan Fransa (Paris) ve Avusturya’daki
(Viyana) uygulamalar1 temsili baglamlar olarak ele almaktadir.

Yontemsel olarak caligma, birden fazla inceleme teknigini birlestiren nitel bir analitik yaklasim
kullanmaktadir. Gorsel-isitsel analiz, konser filmi iiretiminin teknik boyutlarini, kurgu yapisi,
kamera yerlesimi, gorsel ritim, kadraj sistemleri ve izleyici dikkatini yonlendirme stratejileri,
incelemektedir. Ozellikle miizikal ciimleleme ile sinemasal montaj arasindaki iliskiye vurgu
yapilmistir. Yorumlayict yontem, icraci ile izleyici arasindaki iletisim rollerinin doniistimiinii
aciklamak ve ekrani pasif bir kanal degil, miizikal iletisimin bagimsiz bir katilimcist olarak
kavramsallastirmak amaciyla kullanilmistir. Karsilastirmali analiz ise konser filmi tiiriiniin
evrimini izlemeye, solo ve topluluk performans modellerini karsilastirmaya ve akademik miizigin
farkli sunum bigimleri arasinda iletisim stratejisi tipolojilerini belirlemeye imkan vermistir.
Incelenen materyal, kamuya acik platformlar ve resmi arsivlerde bulunan konser programi
kayitlari, sanatg1 belgeselleri ve dzgiin konser filmi drneklerinden olusmaktadir. Ozellikle Glenn
Gould ve Sviatoslav Richter iizerine Bruno Monsaingeon tarafindan cekilen filmler ile Grigory
Sokolov ve Andréas Schiff kayitlar1 ayrintili bigcimde ele alinmistir. Her kayit; mekansal kurgu,
1siklandirma, kurgu mantig1 ve miizikal yapinin gorsel yorumlanmasi agisindan degerlendirilmistir.
Gorsel-isitsel analiz; gorsel oriintiiler, miizikal ve gorsel ritim arasindaki korelasyon, kamera ag1
sistemleri ile 151k ve kompozisyon tekniklerinin kullanimini kapsamistir. Baz1 durumlarda, tekrar
eden kurgu dongiilerini ve kamera hareketlerini saptamak ic¢in kare-kare mikro analiz
uygulanmistir. Bu mikro diizeyde inceleme, montajin ¢ogu zaman miizikal bi¢imi yansittigini
gostermistir: Kadanslar gorsel duraganlikla, gelisme boliimleri ise artan plan ¢esitliligi ve kamera
hareketiyle ortiismektedir. Karsilastirmali yontem, kiiltiirel baglamlar arasindaki solo ve topluluk
performanslari inceleyerek ekran iletisim stratejilerini sistemlestirmeyi ve 6zellikle yonetmenin
bakis agisinin icraci imgesinin olusumuna etkisini belirlemeyi miimkiin kilmistir.

Tarihsel analiz, konser filmi tiirlinlin belgesel kayittan sanatsal ekran yorumuna dogru kademeli
bir gecisle ortaya ¢iktigini gostermektedir. Tlk kayztlar arsivsel nitelikteydi ve yorumdan ¢ok olayin
korunmasini amacliyordu. Ancak 20. yilizyil ortalarindaki yapimlar performansi goérsel olarak
yeniden yapilandirmaya baslamistir. Siklikla anilan Concert Magic (1948), performans sunumunun
sinemasal kadraj ve sahneleme icermeye basladigi erken donilislim asamasini gostermektedir. Ses
kaydi, ¢oklu kamera ve kurgu teknolojilerindeki gelismeler daha sonra miizikal siirecin sanatsal
temsiline gecisi hizlandirmistir. Zamanla tiir estetik bagimsizlik kazanmis; yalnizca gercek olaylar
temsil etmek yerine miizigin imge, montaj ritmi ve mekansal perspektifle etkilesim kurdugu 6zgiil
bir gorsel-isitsel dil gelistirmistir.

Solo ve topluluk performanslarmin karsilastirilmasi, farkli iletisim stratejilerini ortaya
koymaktadir. Théatre des Champs-Elysées’deki Grigory Sokolov performanslari, gorsel
yogunlagma, simirli kamera hareketi ve oda miizigi benzeri bir yakinlikla karakterize edilen
“yalittm modeli”ni temsil eder. Isiklandirma piyanisti karanlik i¢inde izole ederek kiigiik bir
akustik ortamda dikkatli dinlemeye benzer bir alg1 olusturur. Statik ya da yavas degisen acilar ve
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i¢c tempoyla uyumlu kurgu, i¢e doniik bir yogunluk yaratir; izleyici sessiz bir gozlemci konumuna
yerlestirilir.

Buna karsilik Andras Schiff’in Mozarteum’daki topluluk performanslari, solist, orkestra, sef ve
kamera arasinda ¢ok katmanli iletisim igeren bir “etkilesim modeli” sunar. Genis planlar, yumusak
panoramalar ve yavas kamera hareketleri performans mekaninin biitiinliigiinii korur. Kamera
mizikal diyalogun bir katilimcisi gibi davranir; enstriimantal etkilesimleri ve topluluk
koordinasyonunu goriiniir kilar. Bdylece performans bireysel bir eylem degil, ortak bir miizikal
stire¢ olarak algilanir.

Glenn Gould ve Sviatoslav Richter iizerine ¢ekilen filmler de bu ayrimi destekler. Monsaingeon’un
yonetimi “senfonik™ bir ekran yapisi kurar: Kurgu, 151k ve mekansal sembolizm miizik metniyle
paralel yorumlayict anlam firetir. Gould’un ellerine yapilan yakin planlar analitik berraklig
vurgularken, Richter’in performanslar1 psikolojik derinlik ve mekansal anitsallik hissi olusturur.
Bu 6rnekler, sinemasal tercihlerin yalniz algty1 degil, yorumu da sekillendirdigini gostermektedir.
Calismanin temel kuramsal katkisi, ekran iletisiminin besteci-icraci-dinleyici modeline eklenen
dordiincii bilesen olarak kavramsallagtirilmasidir. Ekran yalnizca igerigi iletmez; onu yeniden
diizenler. Kamera se¢imi odaklanmis dinlemeyi belirler, kurgu miizikal hiyerarsi kurar, kadraj
belirli jestleri ve enstriimantal ¢izgileri 6ne ¢ikarir. BOylece bestecinin diislincesi aracilanir,
icracinin ifadesi yeniden gercevelenir ve dinleyicinin dikkati yonlendirilir. Ekran fiilen eserin ortak
yorumcusu haline gelir.

Calisma, konser filmlerinin iletisimsel, kiiltiirel ve sanatsal boyutlar: biitiinlestiren estetik agidan
tamamlanmus gorsel-isitsel iiriinlere doniistiigiinii gostermektedir. Ug temel iletisim parametresi
belirlenmistir: mekansal parametre sahne ortamini kamera yerlesimi ve alan derinligiyle yeniden
kurar; gorsel parametre montaj, kompozisyon ve 11k araciligryla miizikal yapiy1 ifade eder; algisal
parametre ise izleyicinin statiisiinii doniistiirerek onu fiziksel katilimcidan sinematik bakisla
yonlendirilen gorsel-isitsel katilimeiya doniistiirtir.

Pratik agidan bulgular cagdas yonetmenlik uygulamalari, miizik pedagojisi ve medya egitimi i¢in
onemlidir. Gorsel tercihlerin miizik algisin1 nasil etkiledigini anlamak, miizikal bitiinligu
korurken izleyici katilimini artiran konser filmleri iiretmeye imkan verir. Egitim baglaminda konser
filmleri analitik inceleme olanagi sunar: Yakin planlar teknik ayrintilart gosterir, kurgu bigimi
aciklar, tekrar izleme yorum c¢alismasini destekler. Kiiltiirel acidan ise tiir, performans
geleneklerinin korunmasi ve genis kitlelere ulastirilmasina katkida bulunur.

Calismanin sinrliligi, agirlikli olarak Avrupa akademik enstriimantal gelenegine odaklanmasidir;
vokal, operatik ve tiirler aras1 ekran sunumlar1 kapsam disinda kalmistir. Ayrica izleyici alimlamasi
ampirik ol¢limler yerine kuramsal ¢erceve lizerinden degerlendirilmistir.

Gelecek arastirmalar etkilesimli yayincilik, sanal gergeklik konserleri ve algoritmik kamera
sistemlerini inceleyebilir; farkl: kiiltiirlerde izleyici alimlamasini karsilagtirabilir ve yontemi diger
miizik tiirlerine genisletebilir.

Sonug olarak konser filmlerinde etkili iletisim stratejileri, gorsel teknolojilerin biitiinlesmesine,
bilingli kurguya, duyusal etkilesime ve miizik gorsellestirmesine yonelik yenilik¢i yaklagimlara
baglidir. Konser filmi, icra geleneklerini korurken onlar1 degigen kiiltiirel tiiketim bi¢imlerine
uyarlayan bagimsiz bir sanatsal ve iletisimsel form haline gelmistir. Ekranin miizikal iletisimin
etkin bir katilimcisi olarak ortaya ¢ikmasi, klasik miizigin cagdas gorsel-isitsel ortamda algilanma,
yorumlanma ve aktarilma bi¢imini yeniden tanimlamaktadir.
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