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ABSTRACT 

Given that there is no similar research currently available in Serbia on the topic of music in 

public space, the main aim of this research was to explore the phenomenon, observe and 

analyze trends regarding the topic (both in Belgrade and abroad), to identify potentials and 

give concrete suggestions for further local development.  

The question of what public space is has often been debated and defined. Furthermore, it was 

proved that, from the earliest civilization to the present day, in almost every culture, music 

has played an important role in accompanying social activities, gatherings, religious practices 

and rituals and it has been present in every aspect of labor, daily life and public spaces. 

Nowadays, music is everywhere – it can be heard in every single public and semi-public 

space. 

The research focused on the ways in which music in public space today can be heard, used, 

regulated and managed and has illustrated a number of interesting examples. 

Public space, what is more, music in public space can play a vital role in the social life of a 

community, by influencing people and their emotional and social behavior to a certain extent. 

As it is shown in many examples previously mentioned, music in public space can cause and 

encourage communication (both between people and music and people among themselves), 

social interaction, social mixing and inclusion in formal and informal ways, whether we 

discuss music installations, various (street) performances or concerts and festivals.  

Well managed music in public space is probable to contribute positively to the city’s image 

and urban places, giving them meaning and making them extraordinary, more vital and 

memorable. It contributes to the richness and diversity of its cultural life and the musical 

offer and, therefore, music in public space can be a part of a city’s regeneration and 

community development strategies.  

When it comes to music in public space in Belgrade, there are many unused potentials (in 

terms of physical space, creativity, quality etc.) and there are neither policy instruments nor 

strategic plans concerning this issue. 

Although in some cases it is not perfectly clear which entity is in charge of managing the 

music in Belgrade, there are some evident initiatives and projects on the city and municipality 
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level. Music in Belgrade’s public space is mostly associated with various cultural 

manifestations and ceremonies related to the city and its celebrations, as an inevitable part of 

their programs and parades and it is mostly seen in the form of concerts and festivals. There 

are no sound / music installations, projects using modern technologies, moreover, the level of 

street music performances is generally very low (there are no auditions held or permits given 

in order to regulate it in a better way) and the significance of other artistic performances in 

shopping-malls or streets have not been (fully) recognized yet.  

As it is going through the period of transition, Belgrade has to (re)define its identity. 

Therefore, creativity, culture and especially art in public space (and music as part of it) 

should be recognized and supported as significant contributors to the high quality 

environment, image and economy of the city. In accordance with that, the Assembly of the 

City of Belgrade and the Secretariat for Culture should treat these issues strategically, 

creating the Art in Public Space Policy and appointing the Art in Public Space Committee 

which would provide a system and deal with all the matters concerning art / music in public 

space.  

This study has proposed numerous concrete suggestions to the Assembly of the City of 

Belgrade and other stakeholders regarding music in public space in Belgrade, assuming that 

with carefully planned various music projects, initiatives, installations and performances in 

public spaces, a positive effect on the city and community is almost assured. 
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RÉSUMÉ 

Vu qu`en Serbie n`existe pas la recherche concernant la musique dans l`espace public, 

l`objectif principal de cette recherche est l`exploration de ce phénomène, l`observation et 

l`analyse des tendances générales concernant ce sujet (aussi bien à Belgrade qu`à l`étranger), 

l`identification des possibilités et l`offre des propositions concrètes pour le développement 

futur dans la communauté locale. La recherche est basée sur l`hypothèse que l`art dans 

l`espace public (et la musique comme une de ses formes) a une influence sur la communauté 

locale et un rôle important dans le développement de l`environnement urbain en contribuant 

ainsi à l`image globale d`une ville (ce qui est lié au tourisme culturel). De même, en ce qui 

concerne la musique dans l`espace public, il y a beaucoup de potentiels inutilisés à Belgrade 

(l`espace inutilisé physiquement, la créativité, la qualité, etc), en premier lieu à cause du 

manque de la politique culturelle ou des projets stratégiques concernant ce sujet. 

Le concept de l`espace public concernant son sens propre et son importance pour une société 

change inévitablement avec le temps. La définition habituelle comprend l`espace dans la ville 

disponible également à tous les habitants (à tout moment et sans égard à leur nationalité, 

religion, race ou une autre appartenance), sans indemnité en argent. Ce type d`espaces se 

trouve habituellement en plein air (les rues, les places, les parcs...). Cependant, il faut savoir 

qu`il y a bien des espaces fermés privés qui sont appelés publics par erreur parce que ils sont 

utilisés souvent par le public de même manière comme c`est le cas avec l`espace public (les 

centres commerciaux, les supermarchés, les magasins, le transport en commun et les arrêts, 

les hôpitaux, les salles d`attentes, les cafés et les restaurants) et qui sont identifiés comme des 

espaces quasi publics ou demi publics en raison des limites concernant l`approche (selon les 

critères temporels et financiers). De même, les espaces publics ne sont pas neutres; ils 

présentent des endroits de socialisation et de contacts directs entre les gens, des réunions ou 

bien une occasion que les gens travaillent ensemble – justement ce sont les gens qui 

définissent les places, beaucoup plus que les places définissent les gens.  

En vue de rechercher la musique dans l`espace public, l`accent est mis sur les espaces publics 

dans le sens de la définition traditionnelle, sur ceux qui ne sont pas conçus et faits pour la 

présentation de musique mais aussi sur ceux à demi publics pour créer une large image des 

expériences sensitives quotidiennes des gens afin de présenter le plus grand diapason de 

pratiques réussies dans ce domaine. 
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Le terme l`Art dans l`espace public est utilisé pour décrire tous les types d`expressions 

artistiques qui sont présentes ou qui se déroulent hors de l`espace habituel (des galéries, des 

musées, des salles de concerts, des théâtres...) dans l`espace public ou demi public, y compris 

les bâtiments ouverts pour le public. Parmi les objectifs principaux de l`art dans l`espace 

public est la stimulation et la participation des publics, l`augmentation de connaissance et la 

provocation des réactions, l`encouragement des publics à l`intéraction avec l`activité 

artistique, quoi qu`elle en soit, mais aussi avec d`autres spectateurs / participants. Voire, l`art 

dans l`espace public est de plus en plus observé comme un facteur important de la 

régénération culturelle et comme une partie de la politique de la renaissance urbaine, surtout 

s`il s`agit de la réalisation des utilités sociales. 

A partir des plus vieilles civilisations jusqu`à nos jours, dans presque toutes les cultures la 

musique jouait un rôle important durant les activités sociales, les réunions, les rites religieux 

et elle était présente dans tous les aspects du travail, de la vie quotidienne et de l`espace 

public. Aujourd`hui, la musique se trouve tout autour de nous. Les musiciens ambulants 

(buskers) sont omniprésents, la musique est une partie de l`entourage total lorsqu`il s`agit de 

toutes les réunions dans l`espace public, les processions religieuses publiques, les 

manifestations sportives, alors la musique peut être écoutée dans tout espace public ou demi 

public (dans les magasins, les centres commerciaux, les bars et les restaurants, les cinémas et 

les théâtres, même dans le poste de travail, les hôpitaux, dans les moyens de transport, à 

l`aéroport, dans l`ascenseurs,...) 

Les institutions locales et municipales ainsi que les autres formes de gouvernement discutent 

si la musique dans l`espace public doit être considérée comme une forme de pollution – le 

bruit. De l`autre coté, il y a des communautés supportant cette manière de présentation de 

musique et leurs musiciens ambulants (buskers). La recherche montre les façons d`écouter de 

la musique dans l`espace public, de l`utiliser, de la régler et la manière de gérer la musique 

par de différents exemples. Les joueurs personnels de musique (personal music players) sont 

décrits comme les appareils créant des bulles mobiles de son et influent sur la communication 

entre les gens. La musique dans la rue (busking) est omniprésent aussi dans la plupart des 

capitales dans le monde entier, la licence est nécessaire, les auditions sont obligatoires et la 

performance se déroule dans les endroits strictement définis et dans le temps défini en 

avance. La cause en est de contribuer à la qualité et de rendre la ville plus vive et plus 

attractive (par l`apport positif à la culture et à l`ambiance) mais aussi de gagner de l`argent 
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par la délivrance des licences. De même, les directions du métro ont compris que les gens 

passaient beaucoup de temps sur les quais et de nombreux projets et d`auditions sont réalisés 

pour que le séjour dans cet espace soit plus agréable (Toronto, New York, Paris, Londres...). 

La musique d`ambiance (background music) et le Muzak sont devenus populaires dans les 

grands magasins et aux postes de travail lorsque les études ont montré que leur interprétation 

améliorait la productivité et augmentait des habitudes de consommation. En plus, les 

nouvelles technologies donnent de nouvelles possibilités pour la démocratisation du choix 

des sons dans un espace public – Jukola, MP3 juke-box interactif. De différents sculptures 

sonores et des installations de musique rendent l`espace public plus attractif et insistent sur le 

dialogue – l`accent est mis sur la communication entre les œuvres artistiques, l`espace et les 

publics (par exemple hydraulophone installation et le jet d`eau d`amusement, l`installation 

sonore où l`infrastructure, le centre du bâtiment, transforme en un instrument gigantesque de 

musique destiné aux publics pour « jouer », l`installation interactive permettant aux gens de 

créer une musique d`ambiance sur les places de villes avec leurs gestes...) Les concerts et les 

festivals sont probablement les manifestations de musique les plus connues et les plus visitées 

dans l`espace public et elles sont très importantes grâce à leurs influences culturelles, 

sociales, touristiques et économiques sur la société et sur la ville même où elles ont lieu. Pour 

certains concerts et festivals dans l`espace public les billets ne sont pas nécessaires tandis que 

la plupart de ces manifestations doivent être payées. Cela nous emmène à un phénomène 

intéressant « l`espace non exactement public ». Cette expression un peu bizarre peut être 

compréhensible parce que`on parle sur la compréhension traditionnelle de l`espace public qui 

est prêté pour ces besoins, alors il devient privé en quelque sorte. Les performance dans la rue 

et les centres commerciaux deviennent de plus en plus à la mode (par exemple de différentes 

performances de flash mob, les pianos dans la rue dans les villes différentes dans le monde 

entier posés afin que les habitants jouent et qu`ils deviennent de cette manière « les 

propriétaires » de leur musique.)    

L`emploi de la musique dans l`espace public n`est pas totalement gratuit comme tout le 

monde le pense au premier moment, tout d`abord parce que les règles concernant la 

protection des droits d`auteur exigent que tout emploi d`une œuvre de musique  dans l`espace 

public soit autorisé par l`auteur de la musique ainsi qu`une compensation adéquate lui soit 

assurée. Les lois garantissent à l`auteur le profit réalisé par l`interprétation de sa musique.  
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Les espaces publics et la musique dans l`espace public peuvent jouer un rôle important dans 

la vie sociale de communauté. On a prouvé que la musique dans l`espace public influe à un 

certain point sur les gens et sur leurs réactions émotives et sociales. Comme les exemples 

cités le montrent, la musique dans l`espace public peut provoquer et encourager la 

communication, l`interaction sociale, l`inclusion interculturelle et sociale d`une manière 

officielle et inofficielle, par les installations de musique, les performances différentes dans la 

rue et les festivals. De même, les projets concernant l`animation en utilisant la musique dans 

l`espace public essaient d`exciter un plus grand intérêt pour la musique, de créer des 

nécessites culturelles et de mettre en relief l`expression par la musique. Ils essaient de 

transmettre les valeurs musicales de qualité et de les rendre plus populaires, d`encourager le 

contact et la communication entre les gens et la musique et les gens entre eux, d`activer le 

potentiel artistique des gens ainsi que de développer la connaissance sociale et l`identité 

personnelle de tous les individus.  

La musique bien dirigée dans les espaces publics contribuera probablement dans un sens 

positif, à l`image d`une ville et aux milieux urbains en leur donnant l`importance et en les 

rendant plus particuliers, plus vitaux et plus populaires. De même, cela contribue à la richesse 

et à la diversité de la vie culturelle et de l`offre de musique. La musique dans l`espace public 

peut être une partie de régénération d`une ville ou une partie de stratégie du développement 

d`une communauté locale, ce qui est montré par les projets de développement qui se dirigent 

de plus en plus vers la culture et l`art comme les outils du développement économique et 

urbain. Par conséquent, les milieux urbains et les villes ranimés deviennent les centres 

culturels et les nouvelles attractions touristiques, ce qui amène aux effets économiques 

significatifs (de nouveaux poste de travail, de nouveaux habitants, de nouveaux visiteurs). 

L`offre culturelle dans les espaces publics est destinée aussi bien à la population locale 

qu`aux touristes étrangers. La musique dans l`espace public, les concerts et les festivals 

(ensemble avec d`autres formes d`installations de musique intéressantes) est généralement 

considérée comme une meilleure attraction de musique pour les touristes. Le tourisme de 

musique est très important à cause de ses dimensions économiques (comme toutes les autres 

formes de tourisme) concernant la consommation des touristes et l`engagement de nouveaux 

salariés locaux.  

Lorsqu`il s`agit de la musique dans l`espace public à Belgrade, bien que personne ne sache 

exactement qui dirige et qui s`en occupe, on peut voir des initiatives et des projets aussi bien 
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au niveau communal qu`au niveau municipal. La musique dans l`espace public à Belgrade est 

avant tout liée aux différentes manifestations et cérémonies culturelles concernant la ville et 

les fêtes de ville, comme une partie inévitable de leurs programmes et parades et elle est 

généralement présentée dans la forme de concerts et de festivals. Il n`y a pas d`installations 

musicales / sonores ni de projets utilisés par les technologies modernes. Le niveau des 

performances dans la rue est très bas (il n`y a pas d`auditions ni de système de permissions 

qui le règlerait mieux), et l`importance des autres formes d`expressions artistiques – dans les 

centres commerciaux et dans la rue – n`est pas encore totalement reconnue.  

Étant en transitions, Belgrade doit redéfinir son identité et par suite la créativité, la culture et 

surtout l`art dans l`espace public (ainsi que la musique comme sa partie) doivent être 

reconnus et supportés comme quelque chose qui contribue considérablement à la qualité de 

l`environnement, à l`image et à l`économie de la ville. Conformément à cela, l`Assemblée 

municipale de Belgrade et le Secrétariat de culture devraient s`occuper de ces questions d`une 

manière stratégique et former la politique de l`art dans l`espace public ainsi que le 

Département de l`art dans l`espace public qui assurerait un système et tiendrait compte de 

toutes les questions dans le domaine de l`art, y compris la musique dans l`espace public. Le 

but de la politique de l`art dans l`espace public et du Département serait la création d`un 

système par lequel la ville de Belgrade utilisera l`art public (la musique aussi) d`une façon 

stratégique, le positionnement et la gestion sur les lieux adéquats, l`assurance des 

investissements et des surveillances, l`évaluation des programmes choisis, la stimulation et la 

participation dans les manifestations locales, le développement de la connaissance, du 

sentiment de fierté et de l`attirance d`une communauté.  

Certaines modifications concernant la règlementation positive seraient bienvenues. La loi 

d`ordre public doit être modifiée afin de permettre les performances de musique à certaines 

conditions et il faudrait adopter des règlements sur l`immunité fiscale pour les entreprises 

finançant des activités culturelles. Par les mécanismes différents, le secteur privé doit être 

encouragé de supporter ces types de projets. De même, il serait souhaitable que la ville de 

Belgrade adopte la politique bien connue « Le pourcentage pour l`art ». 

Les programmes et les activités concernant la musique dans l`espace public de Belgrade 

doivent être plus divers. Un grand nombre d`espaces publics doivent être trouvés et compris 

comme un lieu potentiel pour les performances et les installations de musique. Dans ce 

contexte, en parlant avec la population locale et les professionnels spéciaux (musiciens, 



11 

 

urbanistes, architectes paysagistes...) il faut prendre les décisions concernant la catégorie 

même de l`intervention de musique pour chaque espace public individuellement suivant ses 

caractéristiques. Le Département de l`art dans l`espace public devrait organiser des concours 

publics pour les installations constantes ou temporaires (préférablement interactives) et pour 

les autres projets. En outre, Belgrade n`a pas de métro mais il y a bien des passages 

souterrains qui pourraient être utilisés comme les lieux pour les musiciens ambulants 

sélectionnés (buskers) et les autres performances de musique ou bien pour la musique de la 

bande, les CD etc. Les parcs de Belgrade sont en général silencieux et passif, alors il y a 

beaucoup de potentiels inutilisés et cela doit changer. En plus, s`il y a des espaces fermés 

inutilisés dans la propriété de l`Assemblée municipale, il faut les utiliser pour les différentes 

performances de musique et les projets (ainsi que pour d`autres formes de l`art public) et pour 

la promotion des jeunes musiciens et des groupes musicaux inconnus. Voire, le Département 

de l`art dans l`espace public devrait supporter la participation des jeunes gens créatifs dans la 

création de l`ambiance culturelle de la ville. Enfin, les dirigeants dans l`Assemblée 

municipale de Belgrade et dans le Département de l`art dans l`espace public devraient 

réfléchir à l`image de la ville et aux différentes stratégies de marketing. 

Comme nous pouvons voir, il y a beaucoup de chose à faire, mais il faut savoir qu`avec une 

planification précise et stratégique des différents projets de musique, des initiatives et des 

performances dans les lieux publics, l`influence positive sur la ville et la communauté est 

presque garantie.    
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1. INTRODUCTION 

1.1. ‘Noise’ vs. ‘Music’.  

Understanding music and its role and importance in the society 

 

 

There is nothing more difficult than talking about music. 

Saint-Saëns 

 

What is music and how could one explain this phenomenon? Is it a sacred, profound art or, 

quite the opposite – just an entertainment and leisure, as many identify it? It has been the 

subject of countless debates of numerous philosophers, social scientists and musicians 

throughout the history.  

Etymologically, the word music derives from the Greek word μουσική (mousike) which was 

used for any of the arts or sciences governed by the Muses
1
. However, up until today, there is 

no universal definition of music.  

The easiest way to find a definition is to reach for a dictionary. The Merriam-Webster 

dictionary defines music as “the science or art of ordering tones or sounds in succession, in 

combination, and in temporal relationships to produce a composition having unity and 

continuity; vocal, instrumental, or mechanical sounds having rhythm, melody, or harmony; it 

is an agreeable sound”. However, do not people generally perceive music as something more 

extraordinary? Moreover, what is agreeable sound and how do we define it? There are so 

many examples in history of music which show that even highly artistic, so-called classical 

music, can be unpleasant and disagreeable whenever it comes to musical innovation – a new 

sound, form of music etc. which is not typical for a certain epoch (for example, in many 

compositions, the music of Bach, Beethoven, Wagner, Mahler, Stravinski, Bartok, Prokofiev, 

Shostakovich etc. was often considered unpleasant during their lifetimes but undoubtedly is 

not today). 

Strict, simple and clear definitions and dictionaries are not always sufficient and satisfactory 

so exploring and looking through the past is highly recommended in order to find out more 

about the subject and phenomenon. Music always was and still is an inseparable part of one’s 

everyday life, public and space, furthermore – public space.  

                                                 
1
 Muses were nine sister goddesses who embodied the arts according to ancient Greek mythology. 
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Naturally, vocal music is much older than instrumental. The Neanderthal man used to play a 

flute made of reed and on a string which was part of his weapon – bow and arrow. Music was 

a part of sacrificial rites and religious rituals, of different processes and religious festivals in 

ancient times (e.g. Dionysia in Ancient Greece, a celebration of god Dionysus which 

involved dancing, singing dithyrambs and performing tragedies). Throughout history and to 

some extent, music was even a craft (musicians / composers were absolutely submitted to 

monarchs and rulers), it was a part of empires and courts (secular world), as well as a part of 

churches and practicing of religion. In time, it grew into an autonomous profession and 

fragile art (intended for specific audience and places particularly built for it) on one hand, 

and a merchandise on the other. Due to technical and industrial progress and mondialization, 

music has become omnipresent, unavoidable, in a way universal, and it can be easily bought.  

Nowadays, music is everywhere – not only in every home and concert halls, but also in the 

street (as a result of so-called buskers
2
, street performers and different loud-speakers), it 

became a part of an ambient (which, in a way, has roots in Satie’s Furniture music
3
) and it 

can be heard in markets and shopping malls, bars and restaurants, cinemas and theaters, even 

at work places and in hospitals, in private and public transportation, at airports, in elevators 

(Muzak
4
), on radio and television, in cyber space and, logically, at music festivals, concerts, 

spectacles etc. Having all that in mind, we can only ask ourselves if we enjoy being 

surrounded by sounds and music or have they become the unpleasant noise of modern age? 

Speaking about history of music, sound and noise, however far in the past we go, they were at 

all times present as a significant part of life and evolution and were always associated with 

each other. Many myths and cosmogonies
5
 connect origin of life and creation of the universe 

with sound and noise – even the modern science names it the Big Bang (Atali, 2007). There is 

no single (universal) concept defining what sound, noise or music might be, however, there 

are many different approaches to this issue.  

                                                 
2
 Busking is the practice of performing in public places for tips and gratuities. 

3
 Furniture music, or in French musique d’ameublement (sometimes more literally translated as furnishing 

music), is background music originally played by live performers. The term was coined by composer Erik Satie 

in 1917. 
4
 Muzak Holdings LLC is a company founded in 1934 in USA dealing not only with distribution but also with 

producing its own music – usually it refers to the instrumental arrangements of popular music designed for 

playing in shopping malls, grocery stores, department stores, telephone systems (while the caller is on hold), 

airports, on television shows, elevators etc. The word Muzak began to be used as a synonym for this type of so-

called elevator music. 
5
 Cosmogony, or cosmogeny, is any theory concerning the coming into existence or origin of the universe. 

http://en.wikipedia.org/wiki/Performance
http://en.wikipedia.org/wiki/Public_places
http://en.wikipedia.org/wiki/Tips
http://en.wikipedia.org/wiki/Gratuities
http://en.wikipedia.org/wiki/French_(language)
http://en.wikipedia.org/wiki/Background_music
http://en.wikipedia.org/wiki/Erik_Satie
http://en.wikipedia.org/wiki/Instrumental
http://en.wikipedia.org/wiki/Popular_music
http://en.wikipedia.org/wiki/Music
http://en.wikipedia.org/wiki/Shopping_mall
http://en.wikipedia.org/wiki/Grocery_store
http://en.wikipedia.org/wiki/Department_store
http://en.wikipedia.org/wiki/Telephone
http://en.wikipedia.org/wiki/Music_on_hold
http://en.wikipedia.org/wiki/Airports
http://en.wikipedia.org/wiki/Television_shows
http://en.wikipedia.org/wiki/Elevator
http://en.wikipedia.org/wiki/Elevator_music
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We could all agree that medium of noise and music is the same – the sound. In that sense, 

music can be described as organized sound in time, as
 
French-born composer Edgard Varèse 

redefined it, “side-stepping the conventional distinction between ‘music’ and ‘noise’” (Cox & 

Daniel, 2004). 

John Cage, the influential and controversial American composer, thought that any sound 

could be perceived as music and he considered virtually every kind of sound potentially 

musical, denying the existence of noise. True practical example of this theory is one of his 

most famous and provocative pieces, "4'33" (4 minutes and 33 seconds of silence, divided 

into three movements), which consists of all sounds created in a certain place and time. As he 

said once: ”I think it is true that sounds are, of their nature, harmonious and I would extend 

that to noise. There is no noise, only sound. I haven't heard any sounds that I consider 

something I don't want to hear again, with the exception of sounds that frighten us or make us 

aware of pain. I don't like meaningful sound. If sound is meaningless, I'm all for it.”  

(Kozinn, 1992). 

Conversely, the most common theories say that both music and noise are made of sound yet 

they oppose each other – pleasant music is often contrasted with unpleasant noise. Jean 

Jacques Nattiez, French music semiologist, wrote that “music is whatever people choose to 

recognize as such and noise is whatever is recognized as disturbing, unpleasant, or both. The 

border between music and noise is always culturally defined – which implies that, even 

within a single society, this border does not always pass through the same place; in short, 

there is rarely a consensus” (Nattiez, 1990). 

French economist and scholar Jacques Attali, probably best known as the author of the book 

Noise: The Political Economy of Music, has developed very interesting theories concerning 

music, noise and civilization. According to him, the dawn of noise also saw the origins of 

chaos, and its opposite, the music. On one hand, noise is violence and it was always (in all 

cultures) understood as filth, as pollution, as an aggression, as an origin of chaos, as 

something which disturbs. On the other hand, music is channelization and organization of 

noise in order to obtain logic. Therefore, the main function and purpose of music should be 

and  

is shaping of noises, giving them a sense and showing that violence can be controlled – that 

the social order is possible (Atali, 2007).  

http://en.wikipedia.org/wiki/Composer
http://en.wikipedia.org/wiki/Edgard_Var%C3%A8se
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Debating further about sounds, music, social order and civilization, in the very first paragraph 

of the book, Attali states that “for twenty-five centuries, Western knowledge has tried to look 

upon the world. It has failed to understand that the world is not for the beholding. It is for 

hearing. It is not legible, but audible”, therefore, “we must learn to judge a society more by 

its sounds (noise), by its art, and by its festivals, than by its statistics” (Atali, 2007).  

Music and society (both people and the state) were always associated with each other. Music 

is or should be one of the most significant elements of every country’s culture and it can be 

said that “the art of music above all other arts is the expression of the soul of a nation” 

(Thompson, 2001), as English composer Ralph Vaughan Williams once said. Various 

philosophers have discussed this matter. For Carl Marx, music is a “mirror of reality”, 

Friedrich Nietzsche defines it as a “word of truth”, as a “Dionysian mirror of the world”, 

whereas, Jacques Attali identifies music as a mirror (the way of perceiving the world), 

pointing out that its organization resembles the current organization of the society, that music 

runs parallel to human society, is structured like it, and changes when it does (Atali, 2007).  

Authorities often have a tendency to analyze and control music in order to have greater power 

over the people. At the same time, noise and music can be instruments of power and a 

starting point of a rebellion. Once upon a time Plato wrote that “musical innovation is full of 

danger for the state, for when modes of music change, the laws of the state always change 

with them” (Thompson, 2001).  

It is proven that music has an enormous influence on people yet it is not entirely explained 

how. Plato wrote that “music gives soul to the universe, wings to the mind, flight to the 

imagination, and charm and gaiety to life and to everything”.
6
 On the other hand, German 

composer Paul Hindemith phrased that “music is a meaningless noise, unless it touches a 

receiving mind” (Shapiro, 1981), making a distinction between music and noise and giving 

an additional explanation of their opposition. Even Sigmund Freud said that he was insensible 

to music since he could not understand how it causes an effect (Atali, 2007).  

As an art and pleasant sound, music can be amusing, pleasurable, and enjoyable. It can 

satisfy our needs and senses and even elevate us to another inner or outer dimension. Because 

of its healing power, music as a part of music therapy is more and more popular in medicine 

for restoring, maintaining and improving emotional, physical, physiological, and spiritual 

                                                 
6
 Famous Quotes and Quotations at BrainyQuote. http://www.brainyquote.com (accessed on Sep 28, 2009) 

http://www.brainyquote.com/
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health and well-being. On the other hand, too loud, incomprehensible and very innovative 

music is usually considered as a noise.  

Unpleasant sound or noise might do harm and it can truly be a weapon. When sound 

frequency goes beyond the recommended perimeter (approximately 80 decibels) sense of 

hearing can be damaged or even lost. Moreover, noise can reduce intellectual capacity; it 

might cause rapid breathing and pulse, high blood pressure, indigestion and in the end even 

neurosis, losing the ability to talk and even death (Atali, 2007). 

In that sense and having in mind everything already mentioned above, be it a noise or a 

music, a pleasant or unpleasant sound, having a clear and collective definition or not, it is 

very important to strategically and carefully plan all the activities regarding music (especially 

music in public space). 
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1.2. Aim of the thesis 

Since there is no similar research currently available in Serbia on the topic of music in public 

space, the main intention of this research is to explore this phenomenon and to observe and 

analyze tendencies regarding the topic, both in Belgrade and abroad. Moreover, comparative 

examination of good examples in the world and current situation in Belgrade concerning 

music in public space would give room for concrete suggestions for further development.  

Specific aims of the research are: 

-    To show that the music was always a part of public places; 

-  To analyze trends regarding music in public space abroad, 

-  To identify pros and cons for music in public space, 

- To examine instruments of cultural policy in Belgrade, especially issues regarding public 

space and music as well as performing arts and artists – legislative framework and 

strategic planning (if there is one), 

-  To observe the current situation regarding music in public space in Belgrade,  

- To identify potentials and give concrete suggestions, both as problem solving proposals 

and ideas for further local development regarding music in public space in Belgrade. 

Hypotheses 

This research is based on the hypotheses that: 

- Art in public space (and music as part of it) has a certain influence on the local 

community, it is important for urban redevelopment and it contributes to the overall 

identity and appeal of the city (which is further linked with cultural tourism), 

- There are many unused potentials regarding music in public space (in terms of physical 

space, creativity, quality etc.) in the city of Belgrade since there are no policy instruments 

or strategic planning concerning this issue. 
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1.3. Methods 

Approaching the research topic and with the intention of learning and discovering more about 

art (music) in public space and different international experiences and examples (both 

looking through history and present times), appropriate and significant bibliography, various 

essays, publications, scholarly writings and internet resources were used. 

When it comes to cultural policy and the wide range of cultural activities, this research 

required the usage of different interdisciplinary methods and approaches from the point of 

cultural and arts management, cultural policy, sociology etc.  

In order to achieve the first aim of the research – to analyze tendencies regarding music in 

public space, numerous internet recourses and available books were used.  

Data analysis was followed by the identification of the problems and potentials and by the 

final diagnosis of the situation.  

Case study was applied in order to observe the current situation regarding music in public 

space in Belgrade and in order to analyze and evaluate the quality, the quantity and the appeal 

of programs. 

There are several stages of the case study which were followed: 

1. Qualitative analysis, survey and empirical data collection but also desk analysis, 

using already existing statistical and other data; 

2. Analysis of data; 

3. Identification of problems and potentials and 

4. Final diagnosis of the situation. 

The survey included a top-level representative from the Assembly of the City of Belgrade / 

Secretariat for Culture, one representative from the Municipality of Stari Grad (the central 

Belgrade’s municipality, where the majority of the city’s cultural events is held) and the 

selected group of respondents to the questionnaire. 

In-depth interviews were applied for the representatives from the Assembly of the City of 

Belgrade and the Municipality of Stari Grad.  
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A survey on music in public space (Appendix A) was conducted and its results thoroughly 

analyzed (Appendix B). Theoretical population of interest in this survey was a specific group 

of young educated individuals, highly prone to cultural activities, IT literate Serbian 

residents. Purposive nonprobability sampling frame has been applied with modal instance and 

expert sampling of specific group of people forming an informal social network. 

Furthermore, the survey has been published on a social network (Facebook), and was 

advertised to the mentioned group. Users had approximately 100 hours to complete the 

survey, while the vast majority of responds came in the first 24 hours. It was possible to 

return to the questionnaire later, to amend answers or add more details.  

Survey instrument was a questionnaire with 13 formulated and designed questions (Appendix 

A). Out of 13 questions, 3 were unstructured (open questions): “If you can remember a good 

example from abroad, describe it briefly” (Q4); “If you can remember a good example from 

Belgrade, describe it briefly” (Q5) and “When it comes to music in Belgrade’s public space, 

if you could, what would you change?” (Q7). Other, structured (closed questiones) were 

either of dichotomous nominal type (Q1, Q2, Q3, Q6, gender, employment status), 

polytomous nominal type (occupation), ordinal Likert scale type (Q8 A-E) or ratio scale type 

(age of respondent). The question type and order were strictly planned aimed to finding out 

more about the knowledge, attitude and behavior of respondents regarding the subject of 

music in public space.  

Final diagnosis of the situation was constructed on the basis of: 

1. Qualitative method and participant observation; 

2. Quantitative method; 

3. Accessible documents; 

4. Individual interviews and 

5. Documents regarding legislation. 

Quantitative analysis was based on descriptive and inferential statistical methods along with 

tables and different types of graphs. For variables measured with nominal scales counts and 

percentages were used. Numeric variables were described by means and standard deviation 

along with their 95% confidence intervals. Differences between categorical variables were 

analyzed by means of Chi-Square test and between numerical ones by Students’ t-test and 
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Fischers’ analysis of variance. Reliability of estimates were estimated with Cronbah’s Alpfa 

coefficient and their inner structure with factor analysis. 

The results of this research might be a good starting point for a strategic development in the 

field of music in public space in the city of Belgrade in the future since it was designed partly 

as a proposal on how music in public space in Belgrade could be managed in a better way. 

Music (art) in public space could contribute to the process of social and cultural changes in 

Belgrade (and in Serbia), which are more than necessary. Therefore, the main idea of this 

research was a contribution to such a process. 
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2. SPIRAL ABCs (key terms and context) 

2.1. Public space 

Public space is for living, doing business, kissing and playing.  

Its value can’t be measured with economics or mathematics; it must be felt with the soul. 

Enrique Peñalosa
7
 

The term public is always directly opposed to private. They are contradictory yet 

complementary, and their definitions are closely related to each other. “Depending on the 

way the private realm is defined (mind, body, property, home), the public sphere finds a 

related but opposite meaning. If mind is the private realm, the outside world is the public. If 

the body is the private realm, the other bodies constitute the public. If private property is the 

private realm, what lies outside private possession and control is the public. (...) The private 

realm can be one or a number of these layers and as such the public realm can be formed of a 

number of such layers” (Madanipour, 2003). 

Usually, describing something as public means referring to something common and 

collective, something which relates to a community, nation, city or state. It is something that 

belongs to everyone living in one society – to the people. 

People generally define space in two ways, depending on their point of view. Some of them 

see it as an unfilled, empty area whereas the others identify it as an omnipresent, vast – 

unlimited expanse in which everything is placed. Supposing that this dualism is equivalent to 

the famous and everlasting question, one can decide whether to perceive space as a half-

empty or a half-full glass. Understandably, if there is a possibility to opt, nobody is satisfied 

with half-emptiness. In that sense, we could agree that space is “a boundless, three-

dimensional extent in which objects and vents occur and have relative position and 

direction”
8
.   

                                                 
7
 Enrique Peñalosa is an economist and administrator. As a Mayor of Bogotá, Colombia (1998 - 2000), he was 

responsible for numerous radical improvements to the city and its citizens – he promoted a city model giving 

priority to children and public spaces and restricting private car use, building hundreds of kilometers of 

sidewalks, bicycle paths, pedestrian streets, greenways, and parks; 

Project for Public Spaces (PPS). Enrique Penalosa. 

http://www.pps.org/info/placemakingtools/placemakers/epenalosa (accessed on Sep 28, 2009). 
8
 Brittanica Online Ecyclopedia. Space (Physics). http://www.britannica.com/EBchecked/topic/557313/space 

(accessed on Sep 28, 2009). 

http://www.pps.org/info/placemakingtools/placemakers/epenalosa
http://www.britannica.com/EBchecked/topic/557313/space
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French sociologist and philosopher Henri Lefebvre dedicated a great deal of his writings to 

comprehending and explaining the importance of (the production of) space. There are two 

kinds of space – the mental space of our intellects and the real space which we all live in, as 

said by Lefebvre. Furthermore, according to him, space is the result of active processes of 

spatialisation, “(social) space is a (social) product” (Lefebvre, 1991), a complex social 

construction and therefore every society produces its own unique space. 

Separately defined terms public and space do not necessarily give all the answers for truly 

understanding public space. Therefore, what makes a space public? When, where and how 

space becomes public? Our perception of public space can be wide and varied and there are 

different approaches to this topic. 

As stated by Ali Madanipour, professor in Urban Design at the University of Newcastle, 

public space is often provided and managed by the state and is used by the society as a whole. 

He is offering and, at the same time, criticizing the generalized definition that “(using the 

criteria of access, agency and interest) a space can be considered public if it is controlled by 

the public authorities, concerns the people as a whole, is open or available to them, and is 

used or shared by all members of a community”. According to him, the generalized definition 

of this kind becomes an ideal type, not automatically describing the public space everywhere 

for the reason that “public authorities may or may not legitimately represent or serve a 

community; availability of space may be based on a diverse and complex set of rules and 

conditions; all members of a community may or may not be willing or able to use a particular 

space for functional, symbolic, or any other reasons” (Madanipour, 2003). 

The concept of what public space is and means to the society inevitably changes over time. 

Traditionally, public space is defined as a place accessible to everyone at all times, a place 

where everyone has the right to enter and to make use of it. Definitions of public space 

usually focus upon low barriers to entry, with an accent on no requirements of users and 

definitely no exclusion on the grounds of age, race, gender, ethnicity or socio-economic 

status. There are indoor public spaces, however, public places are generally assumed to be 

outdoors, such as town squares, streets, pavements, parks, gardens, street markets, public 

libraries and other similar buildings etc.  

People continuously find it difficult to make a clear distinction, due to the blurred boundaries 

between public and private space. Moreover, “to members of the public, it is not the 
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ownership of places or their appearance that makes them ‘public’, but their shared use for a 

diverse range of activities by a range of different people – if considered in this way, almost 

any place regardless of its ownership or appearance offers potential as public space” 

(Worpole & Knox).  

There are numerous private spaces which are commonly mistaken for / identified as public, 

since they are widely and regularly used by the public in the same or similar manner. Those 

non-government-owned everyday spaces may be shopping malls, supermarkets, stores, public 

transport and stations, hospitals, waiting rooms, cafés, restaurants, movie theaters etc. and 

they are called quasi public or semi-public spaces due to entry restrictions, both in terms of 

time and money. For example, people can go through stores freely, without obligation to buy 

anything, but it is not the same in cafés and restaurants as well as cinemas, museums and 

public transport where tickets are required (not only for using means of transportation but for 

being in station platforms and waiting rooms as well). Most of semi-public spaces are closed 

at night and rules stricter than those outside may be applied. Interiors of shopping malls are 

more and more designed to resemble cities and their streets; therefore, they are generally 

proclaimed as public space and may be open when shops are closed.   

Having in mind the so-called quasi public spaces, it may seem that the number of spaces 

which fall into the category of public is increasing. Nevertheless, there are quite opposite 

theories stating that public sector is more and more willing to open itself up to the 

involvement of private business. As a result, hybrid spaces are being created, in which 

corporate (private) and public concerns are greatly tangled (e.g. in hospitals and museums 

one can find branches of high street coffee shops operating in their foyers, museums 

frequently charge entry to parts of their exhibitions, creating two parallel types of  

space – areas which are free for all, and others with restricted entry; Lownsbrough & 

Beunderman, 2007). 

Additionally, since we live in the 21
st
 century – the world of exponential technological 

development, it would be impossible not to mention virtual public space. As a form of 

simulated reality, virtual space also has its own public and private spaces; however, both 

public and space are infinite. Although internet space offers diverse interactions, its 

publicness is not absolute due to its restrictiveness. The first and immediate separation arises 

between the haves and have-nots of internet usage, which leads to further separations on the 

basis of internet speed. Generally, internet and virtual space contain main characteristics of 
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public, however, they mirror social divisions in the real world in view of the fact that people 

use it in a quite territorial way, preferring as much privacy as they can accomplish. Both in 

virtual and real public spaces, there is a lack of trust and confidence, and fears about the 

security of public spaces are main concerns. Even social networking technologies such as 

Facebook can almost guarantee that you will not have to interact with anyone you do not 

know (or who does not know someone you know). Still, MySpace, Facebook and other 

networks are increasingly building collective, social actions. Therefore, “the parallels 

between virtual space and real, physical public space are apparent – social stratification, self-

selection and exclusion are very real dangers. However, learning lessons about collective 

management by users of a shared space and transferring them between online and offline 

contexts creates the potential for these virtual spaces to become hubs for integration” 

(Lownsbrough & Beunderman, 2007). 

Public spaces are not neutral; they are sites of unpredictable encounter and, consequently, 

they play a vital role in the social life of communities. They represent sites of sociability and 

face-to-face interaction, social mixing and social inclusion, providing an opportunity of 

exchange, coming together and, furthermore, doing things together. The physical space itself 

becomes irrelevant, what happens in the space is more important as “public space is better 

understood less as a predetermined physical space, and more as an experience created by an 

interaction between people and place” (Mean & Tims, 2005). 

Although definitions tend to be ideal, the reality shows that not everybody is equal in public 

spaces. There are written and unwritten established normative expectations of what is 

considered to be appropriate behavior and public spaces usually manage to exclude certain 

groups which do not behave properly (street drinkers, beggars, homeless people and 

sometimes even young people in groups). That is why public spaces are sometimes locked 

(indoor areas), and increasingly often designed to be less attractive to them. On the other 

hand, disabled people are another social group which is quite often excluded from those 

spaces, unless they provide appropriate access. 

Not every public space is necessarily and automatically successful and a good-quality public 

space. The best public spaces are considered to be: 

- “multi-use, with different activities embedded or allowed throughout the day (such as 

shopping, commuting, play, the office lunch-hour, a café); 
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- accessible and easy to move through to anyone who desires access, as networked spaces 

rather than stand-alone without barriers to any groups either physically or symbolically 

(special attention in this regard, being paid to groups such as the elderly, children, women 

and ethnic minorities); 

- legible in lay-out and design, with clear and recognizable routes, defined edges and 

clarity about the boundaries between public and private; 

- locally relevant, designed with local character and the community in mind through 

participation; 

- adaptable to people’s diverse and changing needs and desires, with no overly prescriptive 

design but conversely leaving room for self-organization and encouraging a degree of 

appropriation; 

- open-ended, without exclusive domination of singular and incontestable cultural 

messages; 

- safe and welcoming, give the idea of comfort and a degree of control, with for example 

good lighting and sightlines, and paying attention to different groups’ needs with regard 

to safety” (Lownsbrough & Beunderman, 2007). 

To put all in three words, according to American architect, urban designer and public space 

designer Stephen Carr, public places should be responsive, democratic and meaningful. 

Responsive spaces are those that are “designed and managed to serve the needs of their 

users”, primarily comfort, relaxation, active and passive engagement with others, promoting 

individual well-being and community. Democratic spaces “protect the rights of user groups. 

They are accessible to all groups and provide freedom of action but also for temporary claim 

and ownership”, since public space is owned by all and can be changed by public action. 

Meaningful spaces are those that “allow people to make strong connections between the 

place, their personal lives, and the larger world”, and only “spaces that satisfy people’s needs, 

protect their rights, and offer them meaning will be attractive and are therefore quite likely to 

be economically successful” (Carr, 1992). 

The success of a particular public space does not exclusively depend on the architect, urban 

designer or town planner; it is also counting on people accepting, using and managing the 

space because people make places, more than places make people. 
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In that sense, we can conclude that “the importance of pedestrian public spaces cannot be 

measured, but most other important things in life cannot be measured either: friendship, 

beauty, love and loyalty are examples. Parks and other pedestrian places are essential to a 

city’s happiness.”
9
 

For the purpose of this research on music in public space, an emphasis will be placed on the 

traditionally defined public spaces which are not originally designed and meant for music. 

Semi-public spaces will be touched upon too in order to get into the widest notion of people’s 

everyday experiences and spatial practices, in other words, with the intention of reaching the 

widest range of (successful) practices. 

                                                 
9
 Project for Public Spaces (PPS). Enrique Penalosa. 

http://www.pps.org/info/placemakingtools/placemakers/epenalosa (accessed on Sep 28, 2009). 

http://www.pps.org/info/placemakingtools/placemakers/epenalosa
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2.2. Art in public space 

The only pure joy is public joy. 

Jean Jacques Rousseau 

Public art, as a term, is in a way analogous to public space (already defined in previous 

chapter) and, for that reason, different approaches to defining it have been identified.  

As written by Hilde Hein, “art is taken to be the product of an individual and autonomous act 

of expression, and its appreciation is, likewise, a private act of contemplation; by contrast, as 

a public phenomenon, art must entail the artist’s self-negotiation and deference to a collective 

community”. In that sense, no art is private, but neither does art become public simply by its 

exposure and accessibility to public access. According to this author, public art is a public 

representation, set up in public places, due to public interest, at public expense, installed by 

public agencies, owned by the public and meant for public (Hein, 1996). In view of the fact 

that infrequently a work of art satisfies all of these criteria and that this definition does not 

encompass all characteristics of the public art phenomenon and ways of its appearance today, 

it seems that this kind of definition is not satisfactory.  

Public art is more and more being replaced by the term art in public space. Having in mind 

the wide range of its manifestations, it is more suitable to describe art in public space as 

artistic works, creations and performances meant for or located in public and semi-public 

spaces, including publicly accessible buildings, which are accessible and used by the public. 

The term art in public space is used to express all types of artistic expression that are present 

and situated outside conventional art spaces (galleries, museums, concert halls, theaters etc.).  

Examples of art in public places are extremely varied, different and wide-ranging from 

traditional sculptures, monuments, memorials, murals, mosaics, landscaping, to site-specific 

works, uniquely designed street furniture, pavements and architectural details, sound / music, 

light and other installations and performances, temporary exhibitions, events and art 

performances, community art projects, other interdisciplinary collaboration works etc. Public 

art works can be temporary or permanent (integrated with architecture and landscape). 

When it comes to endorsement of art in public space, there are government supported, 

sponsored or simply approved projects on one side and, works in a way opposed to the 



28 

 

government – the so-called street art. Art in public space is regularly initiated, produced or 

supervised by the public (local) authorities and is a part of a local public policy. On the other 

hand, street art (also known as guerilla art), refers to individual or group works, 

interventions, creations or installations of unauthorized public art, created anonymously and 

left on walls or in public places. Street art generally refers to graffiti artwork, stencil 

graffiti
10

, street poster art
11

, sticker art
12

, street installations
13

 etc. and it can also include 

theater and film projections projected on walls of buildings. Street art is often called post-

graffiti in order to make a distinction from the traditional graffiti, perceived as vandalism. 

The significance of public art / art in public space has always been recognized by art history 

and historians. Probably the most apparent examples are statues, monuments, memorials, 

architectural details and, in that sense, even architecture itself. We could argue that traditional 

public art represented by objects in public space was in a way passive, decorative and 

ornamental, however, its role started to change during the second half of the 20
th

 century. It 

was time for changing the notion of terms artist, art works and public (audience). The 

audience is no longer a passive spectator and observer of an artist or art objects simply 

located in museums – communication became essential.  

Since the late 1960s, works of contemporary art and craft have increasingly been situated in 

public places, city squares and government buildings, corporate plazas, parks, schools 

hospitals, railway stations etc, going from traditional institutions and professional sphere to 

public arena. Works of art, projects and performances in public space became more 

communicative and engaging. The audience was / is no longer figured as a passive spectator 

but as a participant, often actively implicated in the constitution of the work. Until 1960s, 

public art was criticized for not including correlation to its site and for having a merely 

decorative meaning. However, art in public space soon developed into so-called site-specific 

art, made for a certain place and conditions, determined by the topography of the site.  

                                                 
10

 Stencil graffiti is one of many types of graffiti in which paper, cardboard, or other media is used to create an 

image or text model that is easily reproducible. The desired design is cut out of the selected medium and then 

the image is transferred to a surface through the use of spray paint or roll-on paint. 
11

 Street poster art is a kind of graffiti and posters are usually hand-made or printed graphics on thin paper. 
12

 Sticker art (also known as sticker bombing, slap tagging, and sticker tagging) is a form of street art in which 

an image or message is publicly displayed using stickers. These stickers may promote a political agenda, 

comment on a policy or issue, or comprise an avant-garde art campaign. 
13

 Street installations are 3-D objects which artists set up in the street (without a permission) to interfere with the 

urban environment. 

http://en.wikipedia.org/wiki/Spray_paint
http://en.wikipedia.org/wiki/Street_art
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Not all of the existing categories of art in public space are considered to be participatory or to 

require involvement of the public. Nevertheless, art in public space progressively was and 

still is (becoming) art intended for communication and interaction. Affective by its nature, it 

should raise the responsiveness of the public to themselves and the community (the society 

they live in) and it should be surprising and thought-provoking (leading to a higher level of 

awareness). The most important aim of art in public space is to stimulate audience 

participation, encouraging members of public to interact with the work itself, with each other 

and with the environment.  

Furthermore, “a sub family of public art specifically committed to participation in the public 

sphere is the so called new genre public art. Recent experiments within the frame of the new 

genre public art have been used to activate citizens’ engagement with the environment, 

and/or with the public sphere (i.e. enhancing the level of participation, sense of belonging, 

sensitizing to social issues, such as multiculturalism) whilst helping to improve and sometime 

iconize public spaces. Therefore, the reduction of social exclusion and isolation is among the 

outcomes of art practices committed to social intervention, rather than merely aesthetic  

aims” (Tornaghi). 

A propos the involvement of the public, audience can also participate in the very making of 

an artwork or during a performance. Sometimes the outcome of the work is not as important 

as the process itself, involvement, the questions or dialogue it can raise, and in this sense the 

term relational art is generally applied. Moreover, “if the public involved is the local 

community participating in the art concept or making, it can be described as community 

specific (Miles 1997; Kester 2004)” (Tornaghi). 

This all leads us to the assumption that art in public space is essential for the achievement of 

social goals, and more importantly, that relational and participatory art in public space can 

better promote multiculturalism and interculturalism, as well as citizens’ engagement in 

social issues. What is more, art in public space is increasingly perceived as an important 

factor of culture-led regeneration and a part of urban renaissance policies, especially in 

achieving social benefits. There are different regeneration models and it may be useful to 

highlight that “a lot of urban intervention projects under the umbrella of “regeneration” are 

actually only redevelopment initiatives, with a strong focus on the physical infrastructures, 

new residences and facilities for commerce. A proper regeneration programme should, 

however, integrate specific social actions within these physical features, such as educational 
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training, employment support or community building initiatives. Given this definition of 

regeneration, our assumption, here, is that culture-led regeneration should use culture as a 

tool in all its strategic actions and, as a consequence, use culture – and public art – as a 

vehicle to integrate the social and the physical dimensions of regeneration, namely 

contributing to place-making, education, job creation, cultural participation and civic 

engagement” (Tornaghi). 

Numerous studies have been written on this subject, both to confirm or to falsify this 

widespread belief. Opponents usually stress the merely rhetorical use of this hypothesis and 

the lack of specificity of the public(s) for whom art in public space is intended. Furthermore, 

when it comes to works of (contemporary) art in public spaces, they are encountered by 

diverse public which has, to a large extent, no contact with art in galleries or concert halls. 

That raises different questions such as to what extent the level of education is required if an 

observer is to understand the work? In that sense, is there any difference between 

contemporary art traditionally exposed in museums and galleries and contemporary art 

simply located in public space? Public art cannot promise public understanding; in order to be 

truly understandable, communicative and effective, art placed in public space necessitates 

animation and mediation as well. Although there are some negative associations concerning 

art in public space (i.e. bad effects which one work of art in public space can cause 

sometimes, or criticism regarding the art in public space itself), it is crucial to know that 

“where public art really fails is not where there is negative publicity but rather where there is 

indifference.”
14

 

City authorities increasingly draw attention on the talent and creativity of the residents, with 

the intention for their cities to flourish. Benefits of such creativity can be seen in governance, 

civic, economic, social, artistic and cultural innovations. Moreover, it is practically a global 

standard for the large scale construction projects to allocate 1% of their budget to fund and 

install public art. It is called Percent for art and the details of such programs vary from area-

to-area and they are usually regulated by the city administration. Percent for art programs are 

present in many cities and countries in Europe, United States of America and Australia. It is 

useful to read and see the arguments on how the Arts Council (national development agency 

for the arts in England, distributing public money from Government and the National Lottery) 
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commissioned “Percent for Art: a review (Arts Council, 1991)” as a handbook to convince 

local authorities to adopt the policy, “setting out a case for commissioning public art which 

has become standard: 

- To make a place more interesting and attractive; 

- To make contemporary arts and crafts more accessible to the public; 

- To highlight the identity of different parts of a building or community; 

- To increase a city’s/county’s/or company’s investment in the arts; 

- To improve the conditions for economic regeneration by creating a richer visual 

environment; 

- To create employment for artists, craftspeople, fabricators, suppliers and manufacturers of 

materials, and transporters; 

- To encourage closer links between artists and craftspeople and the professions that shape 

our environment: architecture, landscaping, engineering and design” (Miles, 1997). 

Art in public space is frequently connected with politics and there are two points of view. On 

one side, there are governments and local administrations which often use art in public space 

as a medium for propaganda, especially within totalitarian regimes. Censorship-free artists 

and public stand on the other side, promoting their ideas which can create society one way or 

another, and sometimes even be very powerful and dangerous for the regime. 

Despite numerous and frequent theories arousing doubt, suspicious and distrust, benefits of 

art in public space can be proven, although they are often indirect, or implicit, which makes 

them sometimes very difficult to measure. It might be recognized as naïve, unrealistic - an 

idealistic comprehension of the world (for the reason that it would be much easier to create a 

perfect environment), nonetheless, there is a widely-spread assumption that art in public 

space may shape public spaces and society itself.  

This research is constructed as a consequence of and in accordance with plentiful commonly 

accepted postulates stating that effective and successful art works, projects and performances 

in public space may improve the quality of life and visual identity of the environment, 

making it more attractive, enrich the lives of residents and visitors, create a sense of fun, 

engage a community, encourage community involvement, or confront the status quo, foster 

community participation and civic pride animating the public sphere, promote 

interdisciplinary integration through cooperation between artists, architects, urban designers 
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and city authorities, furthermore, it can create unique and involving public space, put a site on 

the map (both nationally and internationally), stimulating tourism, new jobs creation and 

investment etc.  

With the aim to conclude, art in public space is to make (contemporary) art more accessible 

and available to the public (among others, particularly to people who usually do not have any 

contact with artworks), to improve and change environment through the arts, engage a 

community encouraging its involvement, to raise public awareness, provoke, serve a function 

and send a message, in a sense, to make the ordinary extraordinary.  

Art in public space is increasingly being recognized as a vital element in the creation of 

successful public spaces in our cities and, as said by the artist Charles Quick, “it is essential 

that artists are supported and encouraged to have a creative input into the regeneration of our 

cities.  If you look at other successful cities across the world you recognize the ones that are 

proactively encouraging artist activity.  They are the cities that people want to visit and 

remember visiting”
15

.  

                                                 
15

 Public Art Online Resources. Viewpoints. http://www.publicartonline.org.uk/resources/viewpoints/ (accessed 

on Sep 28, 2009). 

http://www.publicartonline.org.uk/resources/viewpoints/


33 

 

2.3. Music in public space – a brief past overview 

Music produces a kind of pleasure which human nature cannot do without. 

Confucius 

We could say that music is as old as a human language. It is and has always been an 

inseparable part of civilization, everyday life and public space. 

Evolution science can look back in the past for almost 3 million years. However, the 

anthropological and archeological findings suggest that human music first arose when 

language, art and other modern behaviors developed in the Middle or the Upper Paleolithic 

period (approximately, from 300,000 to 10,000 years ago). Understandably, the earliest forms 

of music were vocal, based merely on human voice, without using musical instruments and 

that is why it is much harder to explore origins of music and its role, since that depends on 

material evidence.
16

  

Although very little is known about how this earliest music actually sounded, archeologists 

have found clues for the circumstances and meaning of this music-making. Archeological 

findings suggest that the humans made music from the earliest times when music, dance and 

ritual in places accessible to all in one community were indivisible in many prehistoric 

cultures. Excavations have brought to light many sound-producing artifacts (mostly primitive 

percussions and flute-like bone instruments) and rock paintings, describing primitive 

instruments and the role of music. The great civilizations of China, Egypt, India and 

Mesopotamia also elaborated the function that music had in prehistoric times. Furthermore, 

many conclusions have been made as a result of studying the oldest known tribes living today 

(e.g. Patagonia Indian tribe in Argentina).  

We could say that social gatherings and rituals were widespread opportunities for people to 

get together, do something collectively, in so-called public places of their times. Even though 

music today is primarily heard as an entertainment art form, from the earliest civilization to 

the present day, in almost every culture, music has played an important role in accompanying 

social activities, gatherings and, most of all, religious practices and rituals.  
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Nevertheless, music was not only ritual in its nature, “everything points to the fact that from 

the earliest times it has been present in every aspect of labor and daily life. It constitutes the 

collective memory and organizes society”, as Jacques Attali wrote, pointing out the words of 

Radcliffe-Brown, who tried to describe one primitive tribe still living in the Andaman 

Islands: “everyone composes songs, and children begin to practice themselves in the art of 

composition when they are still young. A man composes his song as he cuts a canoe or a bow 

or as he paddles a canoe, singing it over and over softly to himself, until he is satisfied with it. 

He then waits on opportunity to sing it in public… he sings his song, and if it is successful he 

repeats it several times, and thereafter it becomes a part of his repertory… If the song is not 

successful…the composer abandons it and does not repeat it” (Attali, 1985). 

In prehistoric times, a musician had a specific position in the community having in mind that 

“shaman, doctor, musician is an integral part of sacrifice process; the identity magic-music-

sacrifice-rite expresses the musician’s position in the majority of civilizations: simultaneously 

excluded (relegated to a place near the bottom of the social hierarchy) and superhuman (the 

genius, the adored and deified star); simultaneously a separator and an integrator”  

(Attali, 1985). 

Archeological findings in the Tigris-Euphrates valley provide information about music of 

civilizations from 3,000 BC to Hellenistic times. In Mesopotamian societies, music was 

central to religious rites, sacrifices and festivals. Temples were centers for public gatherings 

and cultural life and temple musicians were members of social élites.  

One of the earliest known works of literary writings, the epic poem Epic of Gilgamesh from 

Ancient Mesopotamia testifies about music and its role in the community, mentioning lament 

poems, instruments, songs and dances as part of everyday life of Sumerians, their festivities 

and rituals. 

As regards to Amerindians, sixteenth-century Spanish records provide a glimpse of the music 

in the Aztec, Maya and Inca empires which consisted of ensemble performance, song and 

dance. It was played in ritual, courtly and peasant settings.  

African performing arts were and still are intimately related to life, society and culture. Music 

is inseparable from other performing arts such as dance, drama and pantomime. For the 

reason that it is an integral part of life, many African languages do not have a separate word 

http://en.wikipedia.org/wiki/Ancient_literature
http://en.wikipedia.org/wiki/Ancient_Mesopotamia
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for music. African music has been an essential part of life transitions and civic occasions, 

work and religious rituals, often involving all members of a community singing, playing, 

acting and dancing in public space. 

Statues and hieroglyphs of ancient Egypt illustrate a musical culture from the third 

millennium BC until Roman times: the musicians, song texts and the social and religious 

contexts in which music was played (in temples, palaces, workshops, farms, battlefields etc.). 

Professional musicians existed in different social levels and rather lower on the social scale 

were musicians who performed as entertainers for public parties and festivals, frequently 

accompanied by dancers.  

The influence of music in public space was acknowledged even in ancient times. The first 

recorded street performance in western history was the result of a legislation passed in 451 

BC, known as The Laws of the Twelve Tables. This law prohibited singing or composing of 

Libelli Famosi which means that singing about, or making parodies of the government or its 

officials in public places was a crime, with the penalty being death.
17

 

In ancient Rome and Greece music was part of both public and private life: marriage and 

funeral rites, festivals, ceremonies, battles, public music competitions and sport events. It is 

interesting to know that even Roman emperor Nero in 64 AC began singing and playing in 

public in Neapolis (encouraged by the Senate), in order to improve his popularity. He also 

sang at the big festival called Quinquennial Neronia in 65 AC and even participated in the 

Olympic Games of 67 AC in order to improve relations with Greece and demonstrate Roman 

dominance. As a competitor, Nero raced a ten-horse chariot but he also performed as an actor 

and a singer.   

Public competitions, games and festivities were very popular in Ancient Greece as well and 

music was part of them. When it comes to music, probably the most significant event was the 

Dionysia, a large religious festival in ancient Athens in honor of Dionysus, the god of wine. 

Modern western dramatic arts and operas are based on tragedies and comedies performed 

there.  Performances were held in vast public amphitheatres that could accommodate more 

than 20,000 people. Originally, the Dionysia was a rural festival celebrating the cultivation of 

vines. The central event was the public pomp, the procession, followed by dancing and 
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singing, together with choruses which performed dithyrambs – hymns in honor of god 

Dionysus. 

After the fall of the Roman Empire in AD 476, the music of antiquity was transmitted by 

European jokulators. Those travelling players had a central role in spreading music in public 

space in the Middle Ages. They were also called jongleurs, derived from the Latin word 

jokulare which means to entertain. Apart from being musicians, vocalists and 

instrumentalists, jongleurs were mimes, acrobats, buffoons etc. and they were to entertain the 

people in public. Jongleurs had no fixed employment and moved from place to place, 

remaining outside of society. Church criticized them a lot, accusing them of paganism and 

magical practices. Their life-style made them highly unrespectable figures. On the other 

hand, people from all social classes enjoyed their performances. Jongleurs were sometimes 

even used for political propaganda; for example, a great military leader and warrior Richard 

the Lionheart understood the meaning and the significance of public spaces and such 

performances so he sometimes paid them to compose and sing songs in his honor during their 

shows at festivities (Attali, 1985). What is more, before the printing press was invented, 

books were extremely rare and expensive so history and present-day events were 

communicated by jongleurs. Traveling musicians continued to be popular among people over 

time and this continuity in a way can be seen in today’s buskers or street musicians. 

However, they were not always welcome and historical evidences show that even in the 16
th

 

century there were initiatives to license street musicians. In 1530, King Henry VIII of 

England ordered that beggars who could not work, fortune-tellers and musicians must be 

licensed. If they did not obey this order, they could be whipped for two consecutive days.
18

  

An additional usage of music in public space worth of mentioning is related to Philip Neri, a 

16
th

 century Italian priest, noted for founding a society of secular priests called the 

Congregation of the Oratory. He organized outdoor music spectacles in Rome, based on 

gospels, in order to bring religion closer to young uneducated people (Atali, 2007). 

Musicians have always enjoyed a significant role as providers of social entertainment. In the 

17
th

 century this aspect of music-making gained greater importance, especially within the 

middle-classes in European towns. The increasing popularity of public concerts encouraged 

musical amateurism and foundation of the so-called pleasure gardens, open to the public for 
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recreation. They were differentiated from other public gardens by containing entertainments 

(e.g. concert halls or bandstands, rides, zoos etc). There were over 200 outdoor pleasure and 

tea gardens in London from the 16th to the early 19th centuries, primarily frequented by 

working class people who lived in the city. Open from the late spring until the early autumn 

each year, they were an important site for music-making. All social classes met and mixed in 

the gardens; there were promenades, stalls, sideshows and restaurants. They provided music 

regularly, often as the central evening entertainment. Some of them had special concert halls 

and open-air bandstands. Moreover, “many eminent London composers, including Arne, 

Samuel Arnold (the Westminster Abbey organist) and Hook, held appointments as musical 

directors at the pleasure gardens; Handel himself and J. S. Bach appeared there as well. At 

that time of the year, out of the opera and concert seasons, the London orchestra musicians 

could find work there. The concerts included symphonies and concertos, songs, glees, 

choruses and sometimes short operas. Changing social circumstances led to the gradual 

closing down of the gardens, mostly in the early 19
th

 century” (Sadie, 2000). 

From the Renaissance to the early 1900s, busking was common throughout Europe and it 

had different names: minstrelsy in English-speaking lands, terms troubadours, trouveres and 

jongleurs were used in France and minnesingers in old German language.  

There are numerous valuable articles, laws, examples of initiatives and proposals which give 

us an opportunity to learn more and understand circumstances regarding music in public 

space in history. One of them was a law that was passed in Paris in 1834 which required 

street singers to wear badges, as a way to keep tabs on them and limit their number. E. Fétis, 

director of the Revue Musicale, wrote about the situation regarding street musicians at the 

beginning of the 19
th

 century. According to him, police found it hard to tolerate street 

musicians so musicians were increasingly barred on the pretense that thefts had been 

committed. People became aware of the role and influence which music might have in public 

places, and its quality turned out to be of a greater importance. On that note, Fétis marked: 

“The government could greatly improve the street music of Paris and exert a powerful 

influence on the direction of the moral pleasures ambulant musicians procure for the people. 

This is its duty. For a very modest recompense, it would have in its pay a considerable 

number of musicians equipped with always well-tuned instruments, who would only play 

good music. The singers would sing for the people exclusively patriotic hymns and songs 

whose lyrics, sternly chaste, celebrate the noble virtues and generous actions for which the 
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http://en.wikipedia.org/wiki/Concert_hall
http://en.wikipedia.org/wiki/Bandstand
http://en.wikipedia.org/wiki/Amusement_ride
http://en.wikipedia.org/wiki/Zoo


38 

 

people have a natural feeling. Instead of singing about being drunk on wine and the pleasures 

of the brute passions, the people would hear praise for the love of labor, sobriety, economy, 

charity and above all the love of humanity” (Attali, 1985).  

By the mid-1870s the majority of street musicians in Moscow, London and Paris were from 

the towns in the Ciociaria, Italy, which began to export this trade to the large European and 

US cities increasingly from the late 1860s, often (ob)using child performers as beggars. By 

the 1880s it had become more difficult for children to continue performing on the streets 

since several laws and acts had been applied in different cities. In New York the Padrone act 

was applied in 1874 and resulted in the conviction of one padrone for importing children for 

the purposes of begging. Consequently, the 1876 New York state legislation prohibited the 

use of children under the age of sixteen for public entertainment. In Britain, similar acts were 

applied in late-1880s including the Vagrant Acts and the Act for the Prevention of Cruelty to 

Children which provided explicit legal measures to prohibit the use of children in trade. 

Although the number of Italian street musicians was decreasing, it was estimated that there 

were still about 2,500 of them in Great Britain in 1892 (Zucchi, 1992).  

As the 1887 British law stated, street performers were people for the police force to watch.
19

 

In a sense, this has not changed to this day and street performance is still perceived as 

something that needs to be resolutely controlled. 

Throughout the history, music accompanied and harmonized public space. Having in mind 

just a few random historical examples mentioned above, we could say that the 20
th

 century in 

a way embraced all already established experiences introducing, however, many more new 

practices, due to social and technological development. Street performers and buskers are 

omnipresent, music is a part of all social gatherings in public spaces, block parties
20

, public 

religious processions, sport events, it became a part of an ambient and it can be heard in 

every single public and semi-public space (in markets, stores and shopping malls, bars and 

restaurants, cinemas and theaters, even at a work place and in hospitals, in private and public 

transportation, at airports, in elevators etc. The first radio concert was broadcasted in 1920 

which created utopia that this kind of spectacle is free of charge for all people. In that sense, 
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we could somehow perceive radio and television as a sort of new, modern public space. 

Internet, as another new age public space, went even further, since it enables users listening, 

enjoying, sharing music with others, and even creating music together online. Sound and 

music installations in public spaces are increasingly becoming popular and city authorities in 

large cities carefully plan all activities regarding public space, which includes music and 

music performances.  
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3. MUSIC IN PUBLIC SPACE NOWADAYS 

My idea is that there is music in the air, music all around us;  

the world is full of it, and you simply take as much as you require. 

Edward Elgar 

The aim of this chapter is to show the ways in which music can be heard, used, regulated and 

managed in public places today, therefore, to illustrate a number of interesting examples. 

3.1. Personal music players and mobile bubbles of sound 

Whenever we find ourselves in the street or any other public space, we get surrounded by 

innumerable and varied sounds and music sources. Lots of them come from personal music 

players which changed our lives from the moment when the first commercially available 

Sony Walkman (model TPS-L2) went on sale in Japan in 1979. They have become a truly 

international tool used in the whole world. This growing trend, however, remained largely 

invisible in urban and cultural studies. Personally, I think that it is not only interesting, but 

also valuable, to see how personal music players affect everyday life, public spaces, 

moreover, interpersonal relations. 

Personal music players might create a sense of murmur in public space. They produce quasi 

personal space (locking the rest of the world out) and provide an invisible shell within which 

the boundaries of both cognitive and physical space become reformulated. As one user 

described: “I think it creates a sense of kind of aura. Sort of like. Even though it’s directly in 

your ears you feel like it’s all around your head. (…) Only you can hear it. I’m really aware 

of personal space. My own space. (…) I find it quite weird watching things that you normally 

associate certain sounds with. (…) You’ve got your own soundtrack.” (Bull, 2000). 

Probably the most significant influence that personal music players have on one’s experience 

of public space is that they isolate people and they focus less attention on public spaces and 

other people. Personal stereos can provide a sort of escape and add a certain level of privacy. 

Vincent Mosco, a professor at the sociology department at Queen’s University in Kingston 

and Canada research Chair in Communication and society, addresses the issue of new 

technologies and their impact on social life and culture in his book The Digital Sublime: 

Myth, Power and Cyberspace. Focusing on people who use music players he states that “it 
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tends to detract your attention certainly from other people and from the kind of experience of 

space that we once had when all of our senses were focusing on the environment that we 

were moving through”, stressing out that public space includes people, and you cannot 

communicate with people while you are listening to music. According to him, public space, 

or the urban environment, has become a kind of background scenery to the music we listen to 

rather than the primary focus of our experience. What is more, it is difficult to greet, to 

approach or to get attention of people who are wearing earphones. Mosco further describes 

such a situation: “the experience of encountering someone you know involves a whole set of 

actions, like taking your headphones off, turning off the iPod, and that sometimes enters the 

decision you make about how you acknowledge the other person,” he said  “you may just 

give them a quick ‘Hi’ and then move on because you’re enjoying the song you’re listening 

to” (Kennedy, 2007).
21

 Many people would probably confirm this theory which should 

induce us to ask ourselves how is it possible that music players affect social interactions so 

much. Furthermore, is it acceptable?  

  

Picture 1 Illustration by Dave Lee 
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Michael Bull, a professor at the Media and film department at the University of Sussex, is 

also saying that headphones in public spaces affect person-to-person communication. The 

headphones in a way represent a do not disturb sign making it harder for others to initiate 

contact with the user. Moreover, Bull has a theory that these devices create so-called mobile 

bubbles of sound around people, fulfilling the public space. Due to his research and writings 

on mobile communication technologies and their influence on urban culture, he is often 

referred to as Dr. iPod and, according to him, “listening to music lets you look at someone 

but don’t look at them when they look back  the earplugs tell them you’re otherwise 

engaged. It’s a great urban strategy for controlling interaction.”
22

 

A more positive influence of personal music players is that they allow people to avoid or 

block certain aspects of urban environment and its messiness (vehicles, sirens, conversations 

etc.), giving them a possibility to participate in verbal communications of their choosing. 

Additionally, there is a theory stating that “we might say that familiar music might make the 

experience of a seemingly unfriendly neighborhood or unwelcoming urban space friendlier; 

an acoustic familiarity may help to create a degree of urban comfort.”
23

 

Regardless of these positive influences, these devices of privatism on the move make it more 

difficult for urban sociologist planners to build qualitative urban public spaces. One of them, 

Jane Jacobs, pointed out that “building community is done in the incidental encounters that 

we experience in a city, in public space; it is often the random encounters with other citizens 

that lead to thickening ties between people and contribute to building networks in cities. (…) 

Some of this happens randomly, informally, casually, some of it more formally, but if there’s 

something that mediates that experience, i.e. earphones plugged into your ears and music 

streaming through, it’s more difficult to do that.”
24

 It is increasingly becoming a real 

challenge for people involved with community and public space. 

In view of the fact that so many people use music players in public spaces (willingly blocking 

out the world around them and controlling the interaction with others), we need to ask 

ourselves what are we going away from? How do we perceive and experience public space 

and community? What can we do in order to make public space more attractive or (at least) 

pleasurable?  
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3.2. Busking – street & subway music 

The term busking was first noted in English language in the 19
th

 century. The word busk 

comes from the old Spanish word buskar, which means to seek or to wander. It was used for 

traveling musicians of the middle ages referring to literally seeking of fame and fortune. Any 

type of art that pedestrians find entertaining (both tourists and local residents) may be a focus 

of a busking performance. A busker can be a one-man band, comedian, juggler, clown, actor, 

dancer, acrobatic, magician, balloon twister, fortune teller, sidewalk artist (sketching, 

painting, etc), puppeteer, storyteller, poet, mime, living statue etc, however, the most 

common and popular buskers are musicians. 

A place where buskers perform is called a pitch and it can be a key to success. The most 

popular locations are public places with high visibility, high pedestrian traffic and low 

background noise, such as parks, tourist spots, pedestrian entertainment districts, subways 

and bus stops, town squares, shopping malls etc. The most usual types of busking are circle 

shows (which gather people around a performance and generally have a clear beginning and 

the end) and walk by acts (with no specific beginning and the end, where audience for the 

most part does not stop to watch). People usually pass by, or stop momentarily, nonetheless, 

sometimes an intended walk by act may spontaneously turn into a circle show. 

General purpose of busking is to entertain passers-by and, at the same time, collect tips for 

presenting a pleasurable performance. Nevertheless, there are many reasons for buskers to 

perform on the streets, other than making money. Some of them might be to share their 

talents with others, to gain self confidence, to overcome stage fright, to test their skills or new 

material on a live audience, to rehearse in a lively atmosphere, to meet audiences and new 

people and get a feedback on what they are doing. When it comes to audience, in some ways, 

busking is more efficient as a mode of presenting the performing arts when compared to 

traditional concert hall settings. 

Unexpectedly as it may seem, many musicians began their careers busking on streets, 

progressing to successful careers in the entertainment industry, including Edith Piaf, Bon 

Jovi, Rod Stewart, David Gilmour, Sid Barrett, Eric Clapton, Leonard Cohen, Louis 

Armstrong etc. James Morrison, a very popular young musician in recent times, described his 

busking performances: “I used to take all my mates with me, and some days there’d be a 

massive crowd that’d stop and watch. It’s how I got experience of playing in front of people 
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without getting nervous. And I could make good money – 70 quid an hour sometimes.”
25

 For 

some famous people, the fascination of busking was still alluring even after becoming well-

known (Paul McCartney, John Lennon, Sting, Joshua Bell etc.). 

People typically have prejudices perceiving buskers as unemployed and homeless people. 

The most common misconceptions are that buskers are by a rule nothing more than beggars, 

that their music is nothing but a free-of-charge noise, and that, in a sense, they are ruining the 

image of a city. Unfortunately, this may be true if we speak about communities which do not 

plan street performances and manage them in a better way. On the other hand, situation in 

many metropolises around the world is quite different, for the reason that local authorities 

have strict rules and policies regarding street performances, encouraging ones of a better 

quality and restricting the others. As a consequence, many more people are appreciating the 

significance of a good-quality street performance and communities are starting to understand 

that busking can be a part of that.  

The basic international human rights were first established on a global scale by the United 

Nations in the Universal Declaration of Human Rights in 1948 and, like any other human 

being, every individual musician is protected by a number of human rights. All human rights 

are significant for musicians, however, two of these rights are of special importance for them: 

the freedom of expression (freedom to play music in public as well as in private, freedom to 

give concerts, freedom to release CDs etc.) and the right to participate in cultural life (the 

right to freely participate in the cultural life of the community). Together, these two rights 

offer a special protection of musicians against censorship and persecution.  

The European Court of Human Rights has interpreted artistic freedom of expression in a 

broad way. In a judgment from 1988 the Court observed that “those who create, perform, 

distribute or exhibit works of art contribute to the exchange of ideas and opinions which is 

essential for a democratic society. Hence, the obligation on the State is not to encroach 

unduly on their freedom of expression.”
26
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Moreover, in the majority of countries in the world, the protection of artistic free speech and 

expression extends to busking, and street performers generally use these rights as main 

arguments. Public spaces (public parks, streets, sidewalks, town squares etc.) are usually seen 

as perfect places for free speech behavior. In the United States, free speech is considered to 

be an essential and absolute civil right of every individual and that is why the most of laws 

and regulations that have defined the rights of buskers have been found to be unconstitutional 

when challenged, and busking cannot be prohibited in an area where other forms of free 

speech are not prohibited.  However, busking can be regulated and usually is.  

In the majority of cities world-wide, licenses for buskers in public spaces are required. 

Additionally, anyone who is applying for a busking license often needs to pass the audition 

which is obligatory. If electronically amplified sound is being used, many places require a 

special permit and have limits on the volume of amplified sound. Last but not least, buskers 

should not slow down pedestrian traffic flow, block entrances or exits, do things that 

endanger or disturb the public, including noise, especially after certain hours in the night. 

For example, Chicago Street Performance Ordinance was passed in 1983, even though it had 

numerous opponents. In my opinion it is useful to see how this Chapter regulated music in 

public space and defined some terms  perform includes acting, singing, playing musical 

instruments, dancing etc., performer is an individual who owns a permit issued pursuant to 

the provision and public areas include sidewalks, parks, playgrounds, above-ground and 

underground transit platforms and all other public ways located in the city of Chicago. 

According to this regulation, no person may perform in public area without having obtained a 

permit, any person who performs in a public area without a permit shall be fined, a permit 

shall be valid from the date on which it is issued through December 31
st
 of the year in which 

it is issued, it is non-transferable and a performer has to carry it while performing. 

Performances may take places in public areas (except those excluded by the City Council) 

and on private property (if the performer has obtained written permission of the owner of 

such property); performances may take place in strict times (8 am – 10 pm on Mondays 

through Thursdays, 8 am – 11 pm on Fridays, 9 am – 11 pm on Saturdays, 10 am – 10 pm on 

Sundays) and a performer may not use electric or electronic amplification unless with a 

special permit. Furthermore, a performer may not block the passage of the public through a 

public area, no performer or group of performers might perform at a distance of less than 100 

feet from another performer or group of performers that already is performing and the 
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Department of Revenue might suspend a permit if any information is found to be false or a 

performer violates any of the provisions.
27

  

In Paris music in public spaces is completely prohibited according to the existing arrêté 

préfectoral (89-10266 of 3 April 1989) relating to the prohibition of “noisy demonstrations in 

public spaces”, which states: “the use of musical instruments is forbidden in public 

walkways, private spaces accessible to the public and public spaces. Permission can be 

granted in special cases particularly for commercial demonstrations, fêtes, and public 

spectacles.” Street music, or any other performance in a public space, is regulated by a 

confusing series of arrêtés préfectoraux.
28

 Arrêté No. 81-10425 of 4
th

 July 1981 in article 3 

says “that in order to conform with the sanitary regulations in public areas and pedestrian 

zones, excepting certain places and certain times determined by arrêté with special 

authorization, musical activities and attractions of any nature are forbidden” (it is clear, 

playing music in a public place is forbidden); nevertheless, arrêté No. 82-10634 of 9 

September 1982 in article 1 authorizes “musical activities and attractions from 10:00am to 

20:00pm in public spaces and areas designated for pedestrians as follows: Parvis du Centre 

Georges Pompidou, Place des Verrières du Forum des Halles, Dalle supérieure du Forum des 

Halles, Place St Germain des Près”; furthermore arrêté No. 84-10422 of 26 April 1984, 

specifically for the Centre Georges Pompidou, forbids “noisy performances and notably those 

that use percussion instruments and also amplified equipment” and, finally, arrêté No. 89-

10266 of 3 April 1989 confirms the prohibition in public spaces of singing of any kind and 

the use of musical instruments (however, this arrêté does not annul the ones  particularly the 

arrêté No. 82-10634 authorizing music).
29

 

Licensing Act for public entertainments and alcohol came into force in England and Wales in 

2005 and some forms of public entertainments now need licenses that may not have needed 

licensing before. The Licensing Act set out a list of activities, called “regulated 

entertainment”, that required a license. According to that and regarding to music in public 

space, “licences are needed if any regulated entertainment is performed in front of an 

audience or spectators. Regulated entertainment includes: performances and rehearsals of 
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plays (including improvisations), live and recorded music (unless it is incidental), dance 

performances and any entertainment similar to live music, recorded music or dance”, 

however, “a licence is not needed for terrestrial, satellite and cable radio or television.”
30

 

Although the general idea is positive and this Act claims to regulate live music on the 

grounds of public safety, prevention of crime, disorder, public nuisance and the protection of 

children from harm, it has many critics who stress out that under the Act the mere provision 

of live music, even by one unamplified musician, may be a criminal offence for which the 

maximum penalty is a £20,000 fine and six months in prison, whereas, anyone can provide 

broadcasts anywhere on radio or giant screens, without an authorization.
31

 

Municipalities, councils and authorities all over the world debate and discuss whether music 

in public space (especially busking) is or is not to be considered a form of noise pollution. In 

Chicago, the city council has recently banned all performances on four-block Michigan 

Avenue known as the Magnificent Mile, prompted by complaints from businesses and 

residents. The new regulations also lower acceptable decibel levels everywhere else in the 

city and require entertainers exceeding 55 decibels (the level of loud talking) to bring to an 

end performances by 8 pm on weeknights. Tim Nutt, who records street music across the 

USA and posts it on his website, said that “cars without mufflers are much more of a 

nuisance. We should never consider street music to be a form of noise pollution”. In Clive 

Park in Northbridge Bold in Australia, red signs in the park's area warn that singing or 

playing a musical instrument without permission from the Willoughby Council is prohibited. 

Local residents have been surprised to see the signs and reactions were mostly negative: “It is 

kind of unfair that you're not allowed to sing or play an instrument in the park”, as ten-year-

old girl said, who used to practice the guitar in the park.  

On the other hand, there are communities and councils who in fact encourage outdoor music 

and street performances. Two major reasons and goals are to bring in cash with permit fees, 

to make the city more lively and attractive and to make a positive contribution to the culture 

and ambience. For that reason, Baltimore's City Council has recently held a hearing on a 

proposal to license street performers and the Los Angeles City Council has passed an 
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ordinance creating a free speech and expression zone that protects street performers in Venice 

Beach, even though, there are noise restrictions.
32

  

The Port of San Francisco has an interesting program (in effect since April 1
st
 2008) and 

welcomes street musicians and street performers to Fisherman’s Wharf. This program 

encourages all performers to participate in the program, furthermore, musicians and 

performers are not required to audition or obtain a license to perform. The program works by 

managing a License and Monthly Schedule Selection process with participants who agree to 

comply with the guidelines and rules, although, licensed performers can schedule their 

performances at designated locations and perform for longer time periods. There are four  

3-hour time slots each day at each location and, based upon a seven day week, one-third of 

the time slots remains unscheduled and available for unlicensed performers on a first-come 

first-served basis. Unscheduled performances are limited to one and a half (1½) hours if 

another unscheduled performer is waiting to use the location. Designated performance 

locations are categorized by volume of sound allowed, size of performing group and 

audience, and sidewalk access for pedestrians.
33

 

It is not only street music which is licensed. Underground musicians and subway 

performances in large cities are more and more planned and auditioned as well. Subways’ 

managements have realized that people spend much time in underground transit platforms 

and are implementing more art programs and projects with the intention of making the space 

more enjoyable.  

Toronto Transit Commission (TTC) conducted a survey of passengers about the subway 

musicians in 1980 which showed that 74% of TTC passengers were in favor of having the 

musicians present within the system. In August 1980, the Commission approved the Subway 

Musicians Programme on a yearly basis and about 50 performers participated in the first 

audition. This number has increased over the years, with the average being about 160 

musicians who all have to fulfill requirements on the basis of music talent, entertainment 

value and stage presence.
34
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In New York subway, the Metropolitan Transportation Authority network has launched a 

massive rehabilitation program in the 1980s with the intention to increase the attractiveness 

of transit facilities for customers. MTA Arts for Transit visual and performing arts program 

encompasses Music under New York, a transit Poster Program, and the Lightbox Project, a 

series of photography exhibits. At present, more than 100 individuals and ensembles 

participate in the Music Under New York (MUNY) program, providing over 150 weekly 

performances at approximately 25 locations throughout the transit system, including classical 

music, jazz ensembles, blues bands, Flamenco, Gypsy music, opera, pop etc, performed 365 

days a year. Every year, the annual auditions are held in Grand Central Terminal to review 

and add new performers who reflect the culture and diversity of the people of New York 

City. A jury of professionals in the music industry, cultural institutions, MTA station 

operations, musicians and others, judge each of the five-minute performances based on the 

criteria of quality, variety, and appropriateness for the mass transit environment. Those 

musicians who pass the audition receive personalized MUNY banners to display during the 

performance. Throughout the year MUNY presents even more special events in the transit 

system with such themes as Blues Festival, Divas Underground, Summer Solstice, Jazz 

Festival, etc. All information concerning this program can be found on the MTA’s web site, 

containing details on musicians and their biographies, performing locations, auditions, special 

events etc.
35

 

Paris metro is another excellent example of a real city under the city, with its 380 stations and 

up to the 4.8 million passengers every day. Since its foundation, musicians see it as a place to 

perform. The Régie Autonome des Transports Parisiens (RATP) initiated the first policy of 

animation of its networks in 1977, with a program regarding music: Metro Molto Allegro, 

followed by cooperation with an association of street and metro musicians in 1989, which 

authorized a hundred musicians each year to give a public performance in the metro. Faced to 

the surge of musicians, the RATP introduced a more consequent structure in 1997  l’Espace 

Metro Accords (EMA) in order to “respond to two objectives: offer to the passengers 

occasional cultural activities on its network, while carrying out a social action in favour of 

musicians that are in search of professional opportunities and a place to perform. The 

innovation of EMA lies in the organisation of castings prior to the accreditation of the 

musicians. EMA selects semi-professional musicians for the most and even professionals, 
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who seek above all a place to perform to test their repertoire.”
36

 Auditions are held twice a 

year, about 1000 artists audition in front of a jury made up of RATP personnel, the selection 

is made on the criteria of musical quality, presentation and the artist’s motivation and about 

350 accreditations are granted every year, ensuring diversity of performances. After being 

selected, artist receives a badge and an authorization to perform in the metro and RER 

networks (except on platform, inside trains, and in the RER station Châtelet-les-Halles). The 

first album of the musicians performing in the metro called Connections was released in 2003 

(it should be noted that the benefits from this project were transferred to two charity 

associations). RATP made a research and came up to some interesting statistics: among 

artists there are 47% women and 53% men, there are nearly 65% soloists against 22% of 

groups, or 13% of duos and trios. Furthermore, all types of music are represented and 

musicians come from all around the world, which confirms musical and cultural diversity and 

is another very interesting issue for a discussion. 

 

Chart 1 RATP official statistics: chart showing origin of musicians playing in RATP 
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Pie Chart 1 RATP official statistics: types of music played in RATP 

Until 2001, busking in any part of London Underground was illegal. The London 

Underground changed its rules and allowed buskers to play in the network, but only if they 

have official approvals. A London Underground spokesman said that they needed to change 

their policy for the reason that their users wanted to listen to good-quality busking while 

using the Tube. Despite demonstrations and the London Public Entertainers Collective 

campaigning for the right for buskers to perform wherever they want on the London 

Underground network, after a trial period, organizers said that there had been an 82% 

decrease in busking-related police call-outs (in the sense of blocking safety zones or abusing 

the staff), therefore, the scheme to license buskers has been extended, after being seen as a 

success. Nowadays, performers who do not have permissions are likely to be moved and face 

fines or even prison sentences. Julian Lloyd Weber, the much-admired cellist and brother of 

composer Andrew, became the first official busker on the London Underground, promoting 

this program. 

Nevertheless, one particular experiment showed that nowadays even quality is not all that is 

needed. One of the finest classical violinist, Joshua Bell, played some of the most famous 

classical pieces on one of the most valuable violins ever (Stradivarius valued at more than 3 

million dollars), disguised as an incognito street busker at the Metro station L'Enfant Plaza in 

Washington D.C. (2007), at the peak of the morning rush hour.
37

 The results were 

unexpectedly disturbing  among 1,097 people who passed by, only one recognized him and 

a couple more were drawn to his music, whereas only 27 gave money, most of them on the 

run. For his nearly 45 minute performance of six classical pieces, Bell collected $32.17 (not 

counting $20 from a passerby who recognized him). “Actually,” as Bell said, “that's not so 
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bad, considering  that's 40 bucks an hour; I could make an okay living doing this, and I 

wouldn't have to pay an agent.”
38

 

His performance was arranged by The Washington Post as an experiment described as a test 

of whether, in an incongruous context, ordinary people would recognize such a talent and it 

was all videotaped by a hidden camera. Bell explained later this unusual experience for him: 

“At the beginning, I was just concentrating on playing the music, I wasn't really watching 

what was happening around me…It was a strange feeling, that people were actually, 

ah…ignoring me…At a music hall, I'll get upset if someone coughs or if someone's cell 

phone goes off, but here, my expectations quickly diminished. I started to appreciate any 

acknowledgment, even a slight glance up. I was oddly grateful when someone threw in a 

dollar instead of change…When you play for ticket-holders you are already validated. I have 

no sense that I need to be accepted. I'm already accepted. Here, there was this thought: What 

if they don't like me? What if they resent my presence...”.
39

 Not only had the people not 

noticed him playing, but there was no reaction, no appreciation between two pieces either.  

The experiment confirmed differences between traditional concert halls and busking, having 

in mind the fact that people in the street are just passing by and their attention is much more 

difficult to capture. In that sense, animation and communication with public are essential 

since every moment of someone’s attention becomes precious. Interviewed people explained 

that they were all busy to listen to the violinist, having other things on their mind. However, 

could that be a satisfying answer?  

This brings us to the question about our priorities in life. The most important question that 

this test constructed and insists on is: “If we can't take the time out of our lives to stay a 

moment and listen to one of the best musicians on Earth play some of the best music ever 

written; if the surge of modern life so overpowers us that we are deaf and blind to something 

like that - then what else are we missing?”.
40

 

The only person who recognized Joshua Bell and became aware of the significance of him 

playing for free in a public space, was a woman who had listened to him three weeks earlier 
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at the concert. “It was the most astonishing thing I've ever seen in Washington,” Furukawa 

said, “Joshua Bell was standing there playing at rush hour and people were not stopping, and 

not even looking, and some were flipping quarters at him! Quarters! I wouldn't do that to 

anybody. I was thinking, Omygosh, what kind of a city do I live in that this could happen?”
41

 

This leads us to another interesting matter concerning busking. License for public 

performances is essential for managing and organizing public spaces, although not the only 

important issue relating to busker musicians. The question of price and income concerning 

busking performances is an interesting social phenomenon. It is not enough merely to have a 

license and a good pitch. We could say that terms as quality, license, audience and income 

create a kind of a closed circle and they are all closely connected and related to each other. 

As anything else, music can be seen as a product and, moreover, nothing is absolutely / 

finally free of charge. Live artistic performance is an artistic service of a performer in return 

for a fee paid by the audience. Consumers are paying for a unique experience and, generally, 

this kind of exchange of experiences between performers and audience occurs in 

circumstances in which prices and time schedules are both fixed and known in advance. In 

traditional concert settings, audience and performers are physically separated and “people 

buy tickets in advance of experience based on expectations of how a performance will meet 

their aesthetic, social, and situational preferences”; on the other hand, busking is a face-to-

face performance usually based on a charity where people are not obliged to pay, it is a 

“street performance in which both aesthetic preferences and altruism in response to 

supplication play important roles determining willingness to pay” (Kushner, 2000). When it 

comes to busking, people do not need to acquire knowledge in advance about a future 

performance experience and pay beforehand, a busker does not charge a set price, the 

decision is made momentarily and voluntarily if the consumed experience is satisfying and 

amounts vary from one member of the audience to another and that is why performers need to 

give their best and focus more on the audience. Besides the quality of a pitch, there are two 

major conditions which greatly influence how much money a busker will receive – the 

quality of a performance and interaction with the audience. The problem with busking is that 

people do not come to listen to particular performances, they just walk by so they need to be 

interested in the show in order to spend some time and money, buskers need to grab their 

attention using performance tricks of some sort and interact with the audience, talk to them, 

make them happy. “In sum, the phenomenon of payment in the case of street performance is 
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quite complex. There may certainly be more to not paying the busker than just being a 

“cheapskate” or a music-hater, and a generous contribution does not necessarily indicate the 

presence of a big fan; attitudes toward charity and the amount of music, charity, and other 

goods and services already consumed play significant roles in the decision regarding how 

much to put in the hat” (Kushner, 2000). However, if the performance is of a good quality, 

busking can be profitable due to the fact that people generally like to reward if they are 

pleased (there are even examples of buskers earning several hundred dollars a day).  

Societies are not based on anarchy; on the contrary, throughout the history of mankind people 

tend to regulate almost every aspect of a social life (especially concerning public space) in 

order to improve it. There is no reason why circumstances regarding busking performances 

should be treated differently and why they should not be strategically managed. It is proven 

that people in general like good-quality music performances in public areas. In lieu of that, 

busker licensing can be seen as a win-win situation. It contributes to the society by adding 

and offering more enjoyable, attractive and diversified performances, furthermore, raises the 

city budget. Good-quality performances achieve better income for performers themselves and 

please the audience. Some sociological theories even state that crime rates tend to go down in 

areas where buskers regularly perform. 

We could say that busking might be a job as any other, in view of the fact that the effort pays 

off. As Julian Lloyd Weber said while promoting licensing in London Underground, as a 

final point, we could agree that “there should be some quality control. The last thing that you 

want if you have got a headache or a hangover is someone who cannot play.”
42
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3.3. Muzak and in-store music 

The history of Muzak is actually the history of a corporation called, as one might presume, 

Muzak. Muzak was founded by an American Major General George Squier, who developed 

the use of military messaging technology for the transmission and distribution of background 

music in the 1920s. He was intrigued by the made-up word Kodak being used as a trademark 

and created the name Muzak by combining the word music with the name of Kodak. Squier 

patented Muzak after he had observed that workers were more productive when music was 

played in the background at workplaces. Many aspects of the music were analyzed, including 

instrumentation, orchestration, tempo, mood etc. 

The system was soon adopted by many building owners and installed in many shops and 

offices to cover the noise of everyday life and provide a stimulating sound. Muzak became 

quite noticeable when installed in elevators and then gained its reputation as elevator music, 

not long after elevators were installed in skyscrapers. For the reason that stores and building 

owners found that many people became nervous while being lifted, they used music in order 

to relax and calm them  “building proprietors and the rapidly growing lift industry dedicated 

part of their public relation campaign to allying elevator jockey fears. Riders felt a little more 

assured when uniformed attendants were on hand to greet and guide them through their 

uncertain vertical passage; but following the first appearance of Otis’ electric elevator in 

1889, the flesh-and-blood attendant was eventually superseded by soft, comforting, angelic 

music luring and lulling the squeamish on board; by injecting ether and eliminating dross, 

elevator music became a style whose notes and harmonies sounded as if they were whipped 

up with air” (Lanza, 2004). 

The first Muzak was played on a phonograph and transmitted through electrical cable, by the 

mid-1950s. It was prerecorded on audio tape and sent to stores that wanted it; in the 1980s 

Muzak began satellite service, broadcasting music to subscribers. Around the same time, 

Muzak began switching from merely background music to foreground music as the 

businesses sought to attract customers more actively into buying something from them. The 

trend begun in the 1980s and continues until today. 

The term Muzak soon became associated not only with the transmission system, but with the 

music being played itself. Nowadays, although Muzak is a name brand, we could discuss 

whether it is just a brand, a (“bland”) music genre (of rerecorded versions of classical, pop, 
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country, and rock songs, minus the vocals) or a way of (passive) listening, as the president of 

Muzak Corporation explained in the 1970s: “we are not trying to get intellectual or emotional 

involvement anymore than you do with air-conditioning or the color of an office”.
43

 

The popularity of Muzak rapidly increased throughout the 1940s in retail stores and 

workplaces when studies showed that playing it would improve productivity and influence 

(enlarge) shopping habits of people. Those researches influenced musical selection, which 

generally consisted of soft and bland instrumental arrangements of popular songs. A criticism 

began in the 1950s when Muzak was accused of brainwashing and it was even challenged in 

court, however, it still remained popular.  

Over time, the Muzak style developed, with selections depending on the certain place where 

the music was being played and the purpose that particular music was trying to accomplish. 

Once simply background music, Muzak became audio architecture – sound system design 

and original songs aiming to create a unique atmosphere of a certain place (hotel lobbies, 

retail stores, restaurants etc.). As it is written on the official Muzak web page, it is “much like 

a movie soundtrack expert who pairs the right song with the right scene, or an artist choosing 

the perfect sky blue from their palette, Muzak Music Architects work to create an image with 

sound; Music Architects immerse themselves in your business's culture and interpret its 

personality to create a holistic auditory experience that combines music, voice, and sound 

system design to push your brand experience to its highest potential”.
44

 

Today, Muzak has conquered the world in a way – it offers more than 80 original music 

programs beamed down via satellite (promo- and commercial-free), with more than 350,000 

clients (general Motors, Texaco, Procter and Gamble, Bank of America etc.), around 100 

million people a day experience Muzak in retail stores, restaurants, shopping malls, elevators, 

waiting rooms, airports, different organizations, while on hold (in telephone systems), even in 

the White House, Pentagon and, what is more, in outer space.  

Muzak insists on saying that music has a positive impact in retail stores (public and semi-

public spaces) and business environment in the form of stress reduction, brand perception 
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 John Cage’s Muzak-Plus: The Fu(rni)ture of Music, 

http://caliber.ucpress.net/doi/abs/10.1525/rep.2008.102.1.94 (accessed Sep 28, 2009). 
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 Business Music Services – Muzak. http://music.Muzak.com (accessed on Sep 28, 2009). 
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brand loyalty, sales and employee productivity
45

, which is based on different researches. It is 

believed that effectively programmed Muzak can stimulate certain psychological and 

physiological responses which increase work interest, efficiency and productivity, reduce 

tension and fatigue and, moreover, attract consumers and encourage them to stay longer in 

stores and buy more items.  

Naturally, there are as many supporters as there are opponents of Muzak. Many people 

simply detest Muzak and perceive it as torture, as American awarded comedian Lily Tomlin 

said: “I worry that the person who thought up Muzak may be thinking up something else”
46

. 

Opponents usually blame Muzak (and corporations using its music) for bland music of a low 

quality, subliminal messages, for establishing spending habits and their control, in other 

words, for manipulating consumers into buying things they do not need.  

Music’s social role and its power of producing an effect on people, “to influence mood and 

create scenes, routines and occasions is widely recognized and this is reflected in a strand of 

social theory from Plato to Adorno that portrays music as an influence on character, social 

structure and action” (DeNora, 2000). For the purpose of this particular research, it was 

interesting to explore this phenomenon further and to see how and for what purposes music 

(being Muzak or not) is used in the retail sector and what impact it may have (concerning so-

called people management and social control) in those (semi-)public spaces which people 

enter and use on a daily basis. 

There are countless examples of in-store music, its purpose and affect and control over music 

policy. Numerous studies have been conducted in order to observe and conclude more 

regarding this issue. To be brief, there are different types of music being used and, at the 

same time, there are different categories of buyers. For instance, older people generally do 

not like background music as much as younger generations, as one lady said: “I don’t like it 

when it’s jumping because I’ve got a hearing aid, so it’s pretty awful… Besides, I’ve got 

other things on my mind. I’m not thinking about music. I’m thinking where I am going to get 

this skirt I’m looking for. I call that pollution… I don’t like any music in shops or in lifts or 

anywhere” (DeNora, 2000). Furthermore, it is proven that older women are more likely to 
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purchase clothes as a result of specific needs and according to the house budget and other 

needs, whereas young women buy things due to the fact that they are just trendy, a “must 

have” of a generation or particular season, things which might in a way help them realize the 

image of themselves they desire. We could agree that “these are the kinds of shoppers most 

likely to make ‘impulse purchases’, unplanned, on-the-spot spending. Market researchers 

describe many of these impulse buys as ‘experiential purchases’, that is, purchases 

accompanied by emotional reactions such as sudden desire to purchase, feeling of 

helplessness, feeling good, purchasing in response to moods” and, for this reason, “retailers 

are concerned to structure the aesthetic environment and, through this, the emotional conduct 

of consumers.” In accordance with that, “music is perhaps the medium par excellence for 

igniting such passions and for structuring in-store subjectivity” (DeNora, 2000). 

Therefore, what kind of music may be heard in those (semi-)public spaces we all visit every 

day? In some shops music is barely audible; however, analyses show that music can create an 

environment specifying a store identity and, in that sense, target consumers. For example, in 

some shops, music is used to “encapsulate the corporate identity of young, modern female 

and let the customers know that they are in tune with what’s going on in the music industry” 

(DeNora, 2000). There are examples of large national and international chain stores in which 

only the music chosen in the head office (wherever it might be), can be heard, and it is often 

supplied by Muzak corporation (on auto-reverse, yet periodically changed), without a 

possibility for employees to play music of their own choice (which becomes a source of 

frustration and boredom for the staff). Other stores encourage collaboration with record 

shops from which CDs are borrowed or purchased and, finally, there are shops in which staff 

decides on what will be played. In many countries, it is becoming growingly popular to hire a 

DJ in a store occasionally, in order to be different and, as a result of that, attract shoppers 

inside and stimulate them to buy. Consequently, it is common to see people singing, toe-

tapping and even dancing while touring the store. 

According to Tia DeNora (a professor of Sociology of Music and Director of Research, in the 

Department of Sociology / Philosophy at the University of Exeter, England) who elaborated 

on this topic thoroughly in her book Music in Everyday Life, in some stores relaxing music at 

lower volume levels is standard in the mornings and, typically, a day begins with a slow 

tempo in the mornings and speeds up throughout the day. Similarly, it begins to slow again 

near the end of the day. Up-tempo music is used at lunchtime and always on Saturdays (the 
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busiest day of the week when people often buy outfits for their evening social occasions). 

Furthermore, some of the stores use music to mark seasonal changes and events  the best 

examples are Valentine’s Day and Christmas. However, due to the fact that this kind of 

music (especially Christmas songs) becomes unbearable for shoppers at times, more and 

more managers use other types of music in order to contrast.    

Moreover, “recent studies have suggested that music may be particularly effective under 

conditions of uncertainty, when customers have less knowledge about a product, and are 

unsure how to discriminate between different options or where the actual choice between 

different products is not greatly important” (DeNora, 2000). For example, one study showed 

that, in a wine outlet, customers exposed to classical music bought more expensive items 

than customers listening to popular music. Another experiment included one German and one 

French wine, of the same quality and at the same time. The results were quite interesting  

when background music was of a French origin, sales of French wine rose considerably over 

German, and when German music was played, the opposite occurred. 

As we can see, music in public space of a retail sector can influence people and their 

behavior; nevertheless, “no music will reliably move all listeners. But for particular listeners 

and perhaps types of listeners, certain musical figures, devices, genres, forms or works may 

serve as triggers or latches that draw music’s recipients into the process of entrainment and 

hence into particular modes of agency” (DeNora, 2000). 
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3.4. Modern technologies and music in public space  Jukola system 

Music played in public settings and the consumer related behavior are becoming increasingly 

interesting for social researchers. It is proven that music plays a significant role in everyday 

lives of people, influencing experiences, individual reaction and social interaction. “Company 

lunch rooms, pubs, parks, and green space are designed to provide a venue for the public to 

interact socially on a more informal basis. Music in these spaces establishes the mood and 

social constraints of an informal environment (DeNora, 2000), and helps people to mold a 

socially appropriate dramaturgical “front” to fit the space (Goffman, 1959). Some of these 

spaces position music as a focal point, while others use it as a backdrop to other activities” 

(Crossen & Budzik, 2006). Since we live in the world of exponential rise of technology, there 

is an ever-growing number of different efforts and examples of trying to use and control 

music in public space in a new, unusual way. The focus is more and more on the social 

interaction and the process of a music choice.    

New emerging technologies for music and computers nowadays offer innovative 

opportunities for a more democratic music choice for people within a particular public space. 

One of the examples in this area is the system called Music FX (McCarthy and Anagnost, 

1998) in which active badge sensors are used in order to identify who is present in a gym (a 

space of public gathering and social interaction). After using and combining profiles of their 

musical preferences already given to the employees, it establishes a suitable music choice and 

playlist.  

Another system, HPDJ, (Cliff, 2000) uses sensors to find out more about physical and 

physiological reactions of a crowd to the music and uses this feedback to automatically select 

and mix the music in nightclubs.  

There are even more examples of research systems which make use of peer-to-peer potentials 

of mobile MP3 devices to allow access to the music stored on all individual MP3 players 

within a particular public space (e.g. Bassoli et al., 2005). Another interesting example 

system called Flytrap makes personal music preferences visible in public spaces, trying to 

provide a basis for a social interaction since “Flytrap is an active environment that knows its 

users’ musical tastes and can automatically construct a soundtrack that tries to please 

everyone in the room (Crossen et al, 2002). The system works by paying attention to the 

music that people listen to on their own computers. Users of the system have radio frequency 
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ID badges that let the system know when they are nearby. Using the preference information it 

has gathered from watching its users, and knowledge of how genres of music interrelate, how 

artists have influenced each other, and what kinds of transitions between songs people tend to 

make, the virtual DJ finds a compromise and chooses a song. The system tries to satisfy the 

tastes of people in the room, but it also makes a play list that fits its own notion of what 

should come next. Once it has chosen a song, music is automatically broadcast and played” 

(Crossen & Budzik, 2006). 

As we can see from these examples, technology is mostly used to automate the choice 

according to people’s music preferences. On the other hand, it would be more useful to 

present and explore a system which gives possibilities for engagement in the choice process 

of all people present in a particular public or semi-public space (regardless of having ID 

badges or not). On of the examples is an interactive MP3 jukebox called Jukola which allows 

active and collective participation in the music choice in a public place  “in contrast to 

many of the emerging generation of MP3 jukeboxes (i.e. eCast NetStar), which offer much 

the same functionality as traditional jukeboxes, Jukola allows people, using a combination of 

public displays and wireless handheld technologies, to nominate songs and vote for them to 

get played in the public setting. Music choice through nomination and voting in this way is 

designed to allow greater engagement with the music and the social values this produces. As 

well as presenting opportunities for users of the public space to engage in different ways with 

the music choice, the system aims to offer new behavioral opportunities for the owners of the 

public space to manage their music” (O’Hara, Lipson, Unger, Jeffries, Jansen, &  

Macer, 2006). 

Jukola system consists of several different components which are all used for different levels 

of control over the music choice. The owner of the space creates an initial MP3 database in 

the main unit. It is connected to the internet and is able to retrieve information about songs 

(artist and album names, “people who like this song also like these artists” etc.). The main 

unit is connected with other components over a wireless network. One of them is 15-inch 

touch screen display situated in the public part of the certain public space. The display and its 

interface allow people to browse through the music collection and nominate songs to be 

played simply by pressing on them (nominated songs remain highlighted so that other people 

can see what others have chosen). The difference between traditional Jukebox and Jukola is 

in the fact that the nominated song is not guaranteed to be played  it is subject of voting by 
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other people in the public space. The main unit is also connected with numerous handheld 

units placed throughout the public space and used by people to vote which of the nominated 

songs should be played next. While the current song is playing, anyone in that particular 

public space can vote for the next song. Each handheld allows one vote per voting round 

(duration of the song being played) and the percentage of votes for each song are presented in 

real time so that people can monitor the ongoing voting progress. The final component of the 

Jukola system is the web-page which provides a playlist of the songs played on any particular 

day so that people can reveal playlists they want, allowing them to reminisce about the music 

played on a particular occasion and event of special importance to them (since it is well-

known that people use musical references to talk about certain situations and events). 

Furthermore, this system allows a broader community to contribute to the main database by 

uploading music which includes even local bands and artists who can also upload their own 

music to the device using the internet (having in mind and respecting copyright laws). 

 

Picture 2 Touch screen public display for nominating songs, the interface for the public display and the  

 

handheld client used to vote for next song 

It could be said that semi-public spaces (such as restaurants, bars etc.) are the most 

convenient places for installing systems like Jukola, in order to understand potentials and 

experiences which it offers in a public space. A one-week trial study was conducted in a local 

bar in Bristol (Kenton O’Hara, Matthew Lipson, Axel Unger, Huw Jeffries, Marcel Jansen, 

Peter Macer), with observations regarding people’s interactions with the system (one 

handheld per table and touch screen display), followed by in depth interviews and interesting 

results. The choice of albums and the construction of the database were created by some of 

the bar staff, with a great deal of interest, pride and passion, however, the control over the 

music was not completely in their hands, but rather was distributed across both staff and 

clientele, who generally enjoyed being involved in the music selection. Since one handheld 

was shared among people sitting around one table, a particular vote was a result of discussion 

between them. Nominating music on the public display was done spontaneously in small 
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groups as well as by individuals. People were interested in other people’s votes and musical 

tastes and they used public display also in order to see what other people had nominated.  

Around the public display and handhelds, people discussed which songs to nominate and why 

(showing their individual preferences) and commented on the highlighted nominations of 

others, usually connecting music with particular personal experiences. As some users said: 

“it’s kind of a fun game to see what everyone else is voting for… It’s just interesting to see 

what everyone in here likes (…) in the same way as wearing band tee-shirts or labels or 

something, what your table says is saying something about who you vote for on the jukebox 

which generally people like don’t they – to advertise that about themselves…and then there 

would be all jokes – you’d nip over to someone else’s table to vote for the Britney songs – 

you wouldn’t want that on your own” (O’Hara, Lipson, Unger, Jeffries, Jansen, & Macer, 

2006). The process of choosing songs was perceived as a friendly competition with winning 

and losing, therefore, people used tactics and strategies in voting. It is interesting to mention 

that the bar staff used the public display with an aim to inform people about music. They 

nominated less mainstream songs, styles and artists that they thought people might enjoy. 

One of the key frustrations for the staff was that some songs would get repeated throughout 

the day, due to the fact that people typically voted for the well-known music. 

 

Picture 3 People using the public display while discussing what to nominate 
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The most significant conclusion is that the whole concept of choosing music together with 

other unrelated people in the bar created a sense of belonging to the bar’s community and 

feeling as being part of the shared experience  “it creates a nice kind of group feel to the 

place; it brings the whole bar together; you are all playing the same game; the group thing 

outweighs the definite choice thing you get with a normal Jukebox” (O’Hara, Lipson, Unger, 

Jeffries, Jansen, & Macer, 2006). 

As a final point, Jukola system is an interesting example of a modern technology used for 

democratizing music choice in public spaces. It reduced music control of the staff on one 

hand and provided new possibilities for social interaction between customers in a public 

setting (through negotiation, discussions, learning and playful competition), which is 

commendable. In other words  “what was important here was not so much the control of the 

musical outcome itself. Rather it was the act of participation itself. In particular it is what 

they were able to achieve socially through this participation in the decision making that was 

of significance. What the system did by distributing choice across multiple people was 

encourage debate, conversation and negotiation around music. (...) The discussion of music 

choice became a vehicle through which all sorts of social values, identities and power 

relations were able to be expressed and perceived and played with; these social topics 

underlying the discussions around the music choice per se were of value and significance to 

the people within such social settings” (O’Hara, Lipson, Unger, Jeffries, Jansen, &  

Macer, 2006). 
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3.5. Sound sculptures and sound (music) installations 

Installation art is generally site-specific and three-dimensional form of art, created in order to 

influence the perception of a certain space. Art installations are often constructed in public 

spaces and usually are interactive, involving the audience.  

Sound sculpture is a form of art in which sculpture (or any other kind of art object) produces 

a sound, whereas sound installation is a category of installation art (which includes the sound 

and time elements), insisting on a dialogue with the surrounding space. The accent is on the 

communication between the work of art, the space within which it is installed and the public. 

Sound installations use sound sources (like speakers), acoustic music instruments’ materials, 

or even interactive technology (computers, sensors, mechanical and kinetic devices etc.). 

Interest and activity in the area of sound installation has increased dramatically over the past 

few decades and “this very broad use of the term has made it difficult to propose one single, 

clear definition for the concept of sound installation. As part of the broader category of 

installation art the term may be more exactly understood. This category of works has been 

defined as an art form ‘which rejects concentration on one object in favor of a consideration 

of the relationships between a number of elements or of the interaction between things and 

their contexts’. In sound installation, we find this particular quality of relationships to be 

expressed between the audio, visual and/or architectural elements of the work and secondly 

between the sound and the space for which the work is conceived as well as between the 

sound, the space and the observer” – in other words, “the fusion of art and life is an essential 

aspect of the installations” (Minard, 1996). 

There are numerous examples of sound sculptures and sound installations in the world (both 

temporary and permanent), making public spaces more attractive and enriching them.  

Resonance 

Resonance is an on-going project of a sound sculpture / installation and investigation into 

acoustics, wind and architecture, designed by Luke Jerram
47

. One output from the research 

will be a specially designed architectural space that will resonate and sing with the wind. The 
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artwork will tour the UK travelling from one windswept rural location to another before 

finding a permanent home. 

 

Picture 4 Resonance “singing with the wind” 

Federation Bells 

Federation Bells is a computer-controlled permanent outdoor installation in Melbourne, 

comprising 39 upturned bells. They were designed by Anton Hasell and Neil McLachlan in 

collaboration with Swaney Draper Architects for celebrations of the centenary of Australia's 

federation in 2001.  

The installation is a computer controlled public musical instrument, playing three times daily 

(between 8.00 am and 5.00 pm) sequences composed for the bells by 7 Australian composers, 

allowing people to wander amongst the bells. These bells can usually be heard within about 

100 meters in the relatively quiet riverside park. The sequencing of the bells uses standard 

musical software and probably the most interesting thing is the fact that Federation 

Bells.com.au allows the public from anywhere in the world to compose music for the bells 

and send them as MIDI files over the internet for the performance. 

 

Picture 5 Federation Bells 
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The FUNtain 

The FUNtain is the world’s largest outdoor publically accessible hydraulophone installation and 

a fun-to-play fountain. Since 2006, this self-cleaning attraction and interactive musical 

instrument is located in front of the Ontario Science Centre and is meant for use in public 

space. Each key is a water jet and when you block one of the jets it produces its own sound, 

so the keyboard cleans itself, and also allows a much wider range of musical expression.
48

 

    

Pictures 6 People playing the FUNtain 

Playing the building 

Playing the Building is David Byrne’s
49

 sound installation in which the infrastructure, the 

core of the building is transformed into a gigantic musical instrument open to the public to 

play with. The installation consists of a revamped antique pedal organ and different devices 

attached to the building structure  to the metal beams and pillars, the heating and water 

pipes etc. Those devices are used to make the building produce sound (wind, vibration and 

striking). They are not instruments and they do not produce sounds themselves, they cause 

the building elements to vibrate, resonate and oscillate so that the building itself becomes a 

                                                 
48

 Some performances can be heard at  

YouTube. Hydraulophone (H2Organ), Pachelbel’s Canon. http://www.youtube.com/watch?v=tgU0OZkGhGI 
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huge musical instrument. Naturally, this kind of an installation was attractive to many people 

and different, interesting performances and compositions based on sampled recordings from 

the installation can be seen and heard on the internet.
50

 As Byrne said: “You can’t play Bach 

on it”, however that was not the initial idea  people are encouraged to wander through the 

space, experimenting and enjoying the ambience of the building and the sounds created. 

             
 

Picture 7 People playing the building 

The installation was already presented in Färgfabriken in Stockholm (2005), Battery 

Maritime Building in New York (2008) and famous Roundhouse building in London (2009).  

 
 

Picture 8 Explanatory key for the installation 
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Reach, Robot 

Reach, Robot is an interactive music installation created for the Robot 250 Festival 2008 (a 

17-day celebration of robot art and technology  art exhibitions, workshops, lectures, parties, 

film, and theater, all with a robot theme aiming to challenge the public perception of what a 

robot is) in Pittsburgh. Composer and choreographer Grisha Coleman created an interactive 

sound installation which allows people to create ambient music in the plaza through their 

motions. This installation consists of the different and numerous sensors, blue cables in the 

space and the platforms on which people stand to reach for the cables. As pedestrians walk 

the plaza, a web of cables crossed above their heads reacts to their movements. Walking, 

pausing, stepping, and reaching all trigger various sounds in the installation.
51

 

 

Picture 9 The Reach, Robot installation at PPG Plaza by Grisha Coleman 

 

Do-Be-DJ 

Do-Be-DJ is a work of a group of artists and also a part of a larger project called Musical 

Fields Forever. The members have diverse artistic backgrounds (music, industrial design, 

interaction design etc.) and the project’s aim is to explore new forms of expression in 

interactive media by creating different art installations, which they call musical fields. 
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 A very short video of the installation and Grisha Coleman speaking about it;  

YouTube. PPG Plaza. http://www.youtube.com/watch?v=TknK8KKBhxk (accessed Sep 28, 2009). 
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Do-Be-DJ stands for Doing and Being in the present by listening and creating music as a DJ. 

It is a part of Anders-Petter Andersson Interactive Music Composition research project, built 

for an open-air playground in a public park in Malmö, Sweden (2000), in order to examine 

the possibilities and show the example of composing an interactive music for such an open 

environment. Do-Be-DJ is an audio-interactive sound interface, where you communicate by 

moving the body, expressing yourself together with others. The Do-Be-DJ hardware consists 

of 26 pressure sensitive sensor tiles laid out on the ground in a pattern and connected to a 

computer and two stereo speakers. On the other hand, the Do-Be-DJ software program 

consists of a set of rules for repetition and variation of sounds and loops in three genres: funk, 

jazz and techno. The rules are designed so that system controls the variation of the sounds 

based on how the user interact. The variation of the feedback is based on genre dependent 

rules within each of the three musical genres. 

  

Picture 10 Children in an open-playground interacting and creating music at the same time 

As it is explained, “when the user interacts with movements synchronized to the beat it 

responds with harmonically, melodically and rhythmically variations of the beat. When the 

user interacts with overlapping movements pressing two or more tiles at the same time it 

responds with variation of sound, timbre and amplitude. When the user recognizes and listens 

to another user by making a pause between each interaction Do-Be-DJ responds with 

melodically variation stressing the pause and making it possible to separate between the 

users. These interactive variation techniques make it possible for several people with 

different intentions and abilities to interact at the same time, both creating a musically 

satisfying individual experience and a musically satisfying whole.”
52
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71 

 

Absolut Machines 

Absolut Machines
53

 comprise two artificially creative and highly interactive music-making 

machines: Absolut Quartet (located in New York) and Absolut Choir (located in Stockholm). 

They were made in collaboration with Absolut Vodka with the aim of exploring artificial 

creativity (and creativity in general) and what it would be like if machines were real creative 

creatures. These music-making installations combine art and modern technology and the 

main difference between them and the traditional sound installations is in the fact that the 

interaction with public is made over the internet  online users from all over the world can 

interact with the machines at absolutmachines.com (although machines can be visited in 

person as well, in a traditional public space). People can design their own unique and short 

musical themes which machines immediately perform and further elaborate, and their 

performances are live-streamed to a global audience. 

Absolut Quartet is an automated multi-instrumental orchestral machine and an interactive 

music installation created by Dan Paluska and Jeff Lieberman as the equivalent of a classic 

human quartet. Basically, it consists of three robotic musicians / instruments (marimba played 

by rubber balls shot by its 50 robotic cannons, a series of wineglasses turned to various 

pitches all spinning at the same time – the idea of the finger on the wine glass and array of 

robotic percussive instruments) and an online user who becomes the fourth musician. A 

highly sophisticated technology is used within the machine as its brain. An experience of an 

interaction can be seen throughout the composition (since robotic musicians play differently 

depending on how you inspire them with your melodies), through the four web cameras 

broadcasting in real time to one’s screen and, what is more, it is presented for public visits.  

First, a person has to provide a melody theme, which is heard over a speaker near the 

machine. Then, the machine interprets the melody and creates its own version and begins 

playing it. It also matches the user-generated melody with a composition from its algorithmic 

music library. As the machine plays, one can interact and inspire the machine to play in 

different ways. The result is a complex robotically generated song, co-produced by a person 

and a machine  and performed live by the Quartet. The web visitor also receives a link to a 
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 A short video explaining Absolut Machines – YouTube. Absolut Machines Intro. 

http://www.youtube.com/watch?v=2x10UXTRl1M (accessed on Sep 28, 2009). 

http://www.youtube.com/watch?v=2x10UXTRl1M
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webcam video of their piece being played and since all compositions are broadcasted online, 

there are many available examples.
54

  

  

Picture 11 Absolut Quartet in New York 

Absolut Choir was inspired by the traditional human choirs and was constructed by Teenage 

Engineering. It is a robotic choir, an architectural and sound interactive installation consisting 

of 22 different (colorful and wooden) singing characters of various shapes, sizes and styles. 

Each character has a unique synthetically produced voice, reflecting how a person interacts 

with it and inspires it. A person can type words and sentences online, inspiring the members 

of the choir to sing and, depending on what is written, the sentiments and types of the chosen 

words, the choir reacts in different ways and sings differently. The interaction can be 

experienced live through the four web cameras broadcasting in the real time to one’s screen. 

 

Picture 12 One of the “choir members” 
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 YouTube. Abosolut Machines – Absolut Quartet. http://www.youtube.com/watch?v=1e9AJVtuCKc (accessed 

on Sep 28, 2009); YouTube. Absolut Machines Intro. http://www.youtube.com/watch?v=2x10UXTRl1M 

(accessed on Sep 28, 2009); YouTube. Absolut Quartet. http://www.youtube.com/watch?v=6-i1XaPrvZ4 

(accessed on Sep 28, 2009); YouTube. My Absolut Quartet Songs. 

http://www.youtube.com/watch?v=q8lnAVftsQs (accessed on Sep 28, 2009); YouTube. Absolut Machine LES. 

http://www.youtube.com/watch?v=TQYe-DEO_uU (accessed on Sep 28, 2009). 

http://www.youtube.com/watch?v=1e9AJVtuCKc
http://www.maxhodges.com/uploaded_images/IMG_2550-782339.jpg
http://www.youtube.com/watch?v=1e9AJVtuCKc
http://www.youtube.com/watch?v=2x10UXTRl1M
http://www.youtube.com/watch?v=6-i1XaPrvZ4
http://www.youtube.com/watch?v=q8lnAVftsQs
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Picture 13 The Absolut Choir while performing 

Among the choir members, there are men, women, tenors and sopranos, each with a unique 

and synthetically produced voice and each character contains a small, embedded Linux 

device  a DA converter and a speaker  making it possible to distribute sounds. 

As the Choir begins singing, one can send words to the machine. As the machine receives the 

words and it creates a melody, tempo, dynamics, timbre and lyrics inspired by the input.
55

  

Being critics or not, we could perceive Absolut Machines as certain examples of sound 

installations of the 21
st
 century. First of all, they are using the most advanced technologies. 

Secondly, these installations insist on interaction with the audience and, last but not the least, 

public space is not seen in usual and traditional way. We are all witnessing that internet space 

is increasingly becoming a real public space we all share every day. It provides countless 

opportunities for cultural interventions and social interactions and it should be used that way, 

in all its capacities. 
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 Some examples: YouTube. Absolut Choir. http://www.youtube.com/watch?v=OvsRailnqSs (accessed on Sep 

28, 2009), YouTube. My Absolut Session. http://www.youtube.com/watch?v=LMGGyvy5f5Y (accessed on Sep 

28, 2009). 

http://www.youtube.com/watch?v=OvsRailnqSs
http://www.youtube.com/watch?v=LMGGyvy5f5Y
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Sky Orchestra 

The Sky Orchestra is Luke Jerram’s ongoing experimental and provocative music artwork 

that investigates how one can perceive an artistic music experience in sleep space and 

questions the boundaries of public artwork, private / public space and the ownership of the 

sky, testing the limits of a public space through music. It is a performance and sound 

installation (within the air and within the mind), aiming to bring together and reach a broader 

audience. 

Sky Orchestra is music specifically made for sleeping people and distributed out of the sky. 

This air / sound installation consists of seven hot-air balloons, each with speakers attached. 

They take off at dawn to fly across a city (right above the houses) and each balloon plays a 

different (however, specially composed) music, creating a massive audio landscape.
56

 

 

Melody roads  

Melody roads are installation-transformation projects which have already transformed several 

highways (in California, Japan and Korea) into untypical music instruments. The theory is 

simple – a car driven over a series of grooves cut into a roadway creates a sound. By varying 

the spacing between the cut grooves, the pitch of the sound varies as well. Particular melody 

is ideally heard when a car is driven in a certain speed.
57

 

Although there were numerous opponents stating that it seems to be an extravagant use of 

public funds for no real purpose, on the other hand, what started out as a local sensation soon 

gained regional and finally, worldwide attention as the thousands of visitors came to see, try 

and have fun. 

As another unusual example of music used in public space nowadays it can be attractive both 

for the local community and tourists. 
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 Video recording of the Sky Orchestra, Sydney; YouTube. Sky Orchestra (Sydney) – Luke Jerram. 

http://www.youtube.com/watch?v=ZYBOpIpIBv8 (accessed on Sep 28, 2009). 
57

 Lancaster’s musical road began as a commercial project sponsored by American Honda Motor Co., Inc. 

Honda Cars. Civic Commercial: “Grooves”. http://automobiles.honda.com/civic-si-sedan/videos.aspx (accessed 

on Sep 28, 2009). 
“Singing roads” in Japan; YouTube. Singing Roads – Take a Musical Trip in Japan. 

http://www.youtube.com/watch?v=yTsoP3WWgU4 (accessed on Sep 28, 2009). 

http://www.youtube.com/watch?v=ZYBOpIpIBv8
http://automobiles.honda.com/
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3.6. Concerts and festivals 

Music in public space nowadays, above all, can be heard at concerts and festivals. They are 

probably the best known and most visited music events in public spaces and, for that reason, 

few explanations and examples are needed.  

An impressive rise of (open air) public concerts and music festivals for the most part can be 

seen throughout the 20
th

 and in the beginning of the 21
th

 century. Without any doubt, the 

exact number of such events in the world is uncountable. They vary in types and their 

diversity is immense (depending on the sort of music and the audience numbers and 

participation). Nowadays, it can be said that events like these have become a cultural 

standard and almost every town organizes its own public spectacles from time to time.  

Concerts and festivals are not only interesting to the local community; moreover, they are 

generally seen as the biggest music touristic attractions as well. Their benefits are  

numerous  they are very important due to their cultural, social, touristic and, therefore, 

economic impacts on the society and the city itself. The economic dimension of music 

tourism (such as any other type of tourism) is significant and it can be seen both in tourists’ 

expenditures and job creation. 

Although concerts and festivals are often organized in public spaces which are generally 

accessible to all, sometimes (when events are organized) they become restricted areas and 

many of them cannot be shared and enjoyed by all members of a community. Whereas there 

are concerts and festivals in public places free of charge, on the other hand, there are more of 

those that require tickets. This brings us to an interesting phenomenon of not truly public 

publicness. This (a bit awkward) phrase might be appropriate, as we refer to the (traditionally 

perceived) public spaces which are rented and consequently are becoming private in a way.  

Some of the biggest problems of outdoor concerts and festivals in public spaces are 

predictable noise and waste and, what is more, possible vandalism. As this trend of open-air 

concerts grows in the world, there are more and more critics of this issue. For example, in 

Newfoundland, Canada, a St. John's city councilor has called for a ban on rock concerts in 

one of the city's largest parks, Bowring Park since the Park Foundation did not want the 

vandalism and noise that is associated with large rock concerts which, naturally, disappointed 
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music promoters and organizers who had believed that the park was a great venue with a 

natural amphitheatre.
58

 

The complexity and importance of such events in public spaces can be seen on the example 

of (according to different media reports) the biggest free open air music event / festival in 

Europe  the Donauinselfest (Danube Island Festival) in Vienna, Austria. This 25 year old 

annual festival nowadays reaches 3 million visitors and the range of music genres is 

extremely broad (from popular to classical). 

As it can be seen on the official web site
59

, the Donauinselfest is held on 21 islands (which 

are normally sponsored by numerous companies, radio stations and newspapers), there are 

about 15 stages in a 5 kilometers area. About 2,000 artists participate, over 300 music, theater 

and cabaret groups are involved and there is more than 600 hours of programming over three 

days. The festival records other astounding numbers too  250 huts and stalls, 215 office and 

storage containers, 35 caravans and 130 tents, 5 information and meeting points, 275 mobile 

toilet restroom facilities, 15 cups pledge collectors etc. There are more than 150 employees in 

the organizational core, over 200 employees before and after the event to install and 

dismantle the infrastructure and more than 1,000 volunteers to help with the smooth running.  

If we speak about the use of a public space and the unwanted side effects of such events 

regarding waste, there are rules which are to be followed and the waste management plan is 

needed. In that sense, the Danube Island Festival is a good example since each food kiosk 

Gastronomiestand is obliged to redeem all used cups, which is essential for the environment. 

There are various statistics and analyses which prove that the economic importance of the 

Danube Island Festival is immense. According to some analysts
60

, the Viennese economy 

income brought by the largest open air festival in Europe is almost 40 million Euros. Some 

studies on the Danube Island Festival 2005, conducted by the Opinion Research 

TRICONSULT on behalf of the SPÖ Vienna, show that there are more than 48,000 additional 

hotel overnight stays during the time of the festival. Naturally, restaurants and cafes enjoy 

enormous income as well.  

                                                 
58

 Freemuse. Crackdown on music in public space. http://www.freemuse.org/sw12232.asp (accessed on Sep 28, 

2009). 
59

 Donauinselfest. http://2009.donauinselfest.at (accessed on Sep 28, 2009). 
60

 Boerse Express. Donauinselfest unverzichtbarer Wirtschaftsfaktor für Wien. 

http:// www.boerse-express.com/pages/581184/overridexsl=be/all_left (accessed on Sep 28, 2009). 

http://en.wikipedia.org/wiki/Donauinsel
http://www.freemuse.org/sw12232.asp
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As we can see, in terms of tourism, such public events are precious. According to the above 

survey, two thirds of all foreign visitors traveled to Vienna mainly because of the Danube 

Island Festival. The festival was initiated in 1984 and organized until 2008 by Austrian 

politician Harry Kopietz who said: “the Vienna Danube Island Festival is not only the largest 

and most peaceful open-air festival in Europe; it has also become a vital economic factor for 

Vienna”.
61

  

Having that in mind, we could conclude that public spaces and music in public spaces are not 

only interesting for the local community; these events are attractions that magnetize people 

from all over the world, improving local economy. In that sense, local public spaces become 

global and music is the main stimulus.  

 

 

Picture 14 The Vienna Danube Island Festival 
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 Ibid. 
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3.7. Street and shopping-mall interesting music projects and performances 

Streets and shopping malls are increasingly being perceived and used as public spaces 

suitable for different artistic projects and performances. Performances and projects in public 

spaces are often site-specific and generally involve time, space, artists and passing-by 

audience, insisting on social interaction and public engagement. They are usually attractions 

(both for local population and tourists), used just as an entertainment or to achieve further 

social and economic goals. 

Shopping-malls increasingly turn out to be indoor cities (city-like places with streets, shops, 

squares, fountains, bars, restaurants, entertainment centers, cinemas etc.) and are often used 

for public performances and projects (busking, theater, dance, music, concerts, festivals, 

circus-related performances, juggling, gymnastics etc.).
62
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 During his 1904 American tour in New York City, Richard Strauss himself conducted concerts at the famous 

Wanamaker's, one of the first department stores in the USA; 

Another interesting example is Dubai with its Dubai Summer Surprises and Dubai Shopping Festival (two-

month program) filled with different events and attractions, established in order to entertain people and position 

Dubai as a premier tourist and shopping destination. Statistics are more than clear showing an impressive 

continued increase in the number of visitors and expenditures. Dubai Shopping Festival. Dubai Summer 

Surprises 2008. http://www.mydsf.com/dss2008/ (accessed on Sep 28, 2009). 

 

Picture 17 Japanese choir and soloists performing an adaptation of Beethoven's Ninth Symphony at Tokyo's 

Mitsukoshi department store, in the middle of the year-end shopping mall rush 

 

Picture 16 Carnival Dixieland 

at Dubai Festival City in Dubai 

Picture 15 Dubai Festival City and The Festival 

Centre stage in the mall  

 

http://en.wikipedia.org/wiki/Theater
http://en.wikipedia.org/wiki/Dance
http://en.wikipedia.org/wiki/Music
http://en.wikipedia.org/wiki/Circus_(performing_art)
http://en.wikipedia.org/wiki/Juggling
http://en.wikipedia.org/wiki/Gymnastics
http://www.mydsf.com/dss2008/
http://www.mitsukoshi.co.jp/index.html
http://www.mitsukoshi.co.jp/index.html
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At the same time, it is interesting to see how streets can have their own and new ways of 

appearances as well  on the internet, using modern technologies and creativity. Today, it 

even becomes important how one neighborhood is presented in the Street view of Google 

Maps, and music performance in public space can be (is) a part of this increasingly popular 

tool.
63

  

 

Picture 18 Music parade for Google Maps Street view photo session 

There are various projects and performances regarding music in public space which are worth 

mentioning, however  as expected, only several more are chosen and described in this 

research.  

Play me, I’m yours 

Play me, I’m yours is an internationally renowned project which has been touring since 2008. 

It is an artwork by artist Luke Jerram (an artist already mentioned on the subject of the sound 

installation Resonance) and the project has already been realized in Birmingham (2008), Sao 

Paulo (2008), Sydney (2009), Bury St Edmunds (2009), London (2009) and Bristol (2009). 

In order to describe the project, we could say that street pianos (112 pianos so far) appear in 

public spaces of all kinds in cities across the world (in parks, squares, bus shelters and train 

                                                 
63 Given that Google Maps and their 360° street views on the internet became very helpful and are regularly 

used, artists Robin Hewlett and Ben Kinsley invited the Google Inc. Street View team and residents of 

Pittsburgh’s Northside (2008) to collaborate on a series of pictures along Sampsonia Way, in order to create 

online kind of virtual reality of the neighborhood. People from the area expressed how they would like to 

present that particular neighborhood and all participated, staging different scenes ranging from a music parade 

and a marathon, to a garage band practice, a seventeenth century sword fight etc.    

YouTube. The Making of Street With a View. http://www.youtube.com/watch?v=sIDGyRO6w2o (accessed on 

Sep 28, 2009). 

http://www.lukejerram.com/
http://www.robinhewlett.com/
http://www.bkinsley.com/
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stations, outside galleries, markets and on bridges and ferries etc.) and they are installed for 

any member of the public to use, play, enjoy and claim ownership of them. The pianos are 

mostly personalized, colored and decorated. For example, in London, each instrument was 

painted to suit its location  the piano near the Royal Exchange Buildings had money printed 

on it. With clearly visible words Play me, I’m yours, they are to provoke, invite people to 

engage, activate and take ownership of their public environment. They can be used for 

practicing, social interaction, personal and promotion of different events etc. Anyone can 

play them and how long they remain in the space is up to each community. After the project 

is finished they are usually donated to local schools and community groups. 

The reactions are different, inspiring and many comments and recorded performances can be 

seen, both on the official web page (www.streetpianos.com) and other sites.
64

 They are 

excellent indicators of how people generally enjoy and like this kind of cultural initiatives 

and how similar projects can stimulate creative public interactions, as some people who 

played the pianos (or participated in performances in any other way) testified:  

- “This is fantastic! I walked through Queen Square yesterday lunchtime ... ended up sitting 

by the piano just to watch and listen; the atmosphere was wonderful. All sorts of people 

wandered up to play  and played really well. An elderly lady being wheeled in a 

wheelchair was tapping her feet and clearly loved listening to the rock and roll being 

played - she was smiling so much, just great to see. As always, music unites and brings 

happiness. Thank you for bringing this to Bristol.” 

- “The piano was simply wonderful! Two days ago, I performed for the very first time in 

public, and it was brilliant, and it really did bring the community together and many 

people started talking. Today, I came back and played again…I did a duet with a lovely 

man…and later on I did a duet with another girl who sang. All went lovely and well, and 

certainly, many children enjoyed the piano! Thank you!!!”
65
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 Little boy playing Chopin in London. YouTube. Chopin in e minor. 

http://www.youtube.com/watch?v=2N262Qjyfvc (accessed on Sep 28, 2009); 

Julian Velard with random stranger rapping YouTube. JV Street Piano 3. 

http://www.youtube.com/watch?v=1nwkdq3G0Bc (accessed on Sep 28, 2009); 

Members of London Symphony Orchestra playing at Liverpool Street Station. YouTube. Toss the Feathers. 

http://www.youtube.com/watch?v=Nv0a7TPsWLM (accessed on Sep 28, 2009); 

Mass interpretations of different popular songs in Carnaby Street (one girl playing the piano, while others 

singing - the lyrics were shared at the spot). YouTube. Hey Jude on Carnaby St. 

http://www.youtube.com/watch?v=U_jFyLvgwLA (accessed on Sep 28, 2009); YouTube. I’m a Believer @ 

Carnaby Street, London.UK. http://www.youtube.com/watch?v=JhrLzSTZZs8 (accessed on Sep 28, 2009); 

YouTube. Help Me! @ Carnaby Street – London. http://www.youtube.com/watch?v=VtLfQBEwdKA (accessed 

on Sep 28, 2009) 

Marathon film of playing 24 pianos in 8hours YouTube. Katzenjammer Play the Streetpianos. 

http://www.youtube.com/watch?v=lL_nPl1AY8E (accessed on Sep 28, 2009). 
65

 Play Me I’m Yours: Street Pianos. http://www.streetpianos.com (accessed on Sep 28, 2009) 

http://www.streetpianos.com/
http://www.youtube.com/watch?v=1nwkdq3G0Bc
http://www.youtube.com/watch?v=Nv0a7TPsWLM
http://www.youtube.com/watch?v=Nv0a7TPsWLM
http://www.youtube.com/watch?v=U_jFyLvgwLA
http://www.youtube.com/watch?v=U_jFyLvgwLA
http://www.youtube.com/watch?v=JhrLzSTZZs8
http://www.youtube.com/watch?v=VtLfQBEwdKA
http://www.youtube.com/watch?v=lL_nPl1AY8E
http://www.streetpianos.com/
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Picture 19 People playing the street pianos all around the world 
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Life’s for sharing 

Life’s for sharing is a T-mobile advertising campaign aiming to show that their products and 

services are always on hand to enable sharing of life experiences. However, it is much more 

than that. This campaign already produced two impressive commercials based on flash mob
66

 

artistic works, music and dance, engaging the local community and promoting social 

interaction in public space, using media to promote it and attract people. 

Dance (created by Saatchi & Saatchi London) was produced using hidden TV cameras within 

the Liverpool Street station, which captured the spontaneous reactions of commuters in the 

public space as they watched the dance troupe perform suddenly and acted in response and 

joined the dance. About 350 dancers performed routines on the classic and popular music 

tracks for about 3 minutes and with the last notes the magic disappeared instantly, leaving 

people confused and under the impression.
67

 

  

Picture 20 Sing along at Trafalgar Square 

Sing along (April 2009) was created as a result of a T mobile campaign just calling people to 

participate in another flash-mob event in Trafalgar Square, after the successful Dance project. 

It turned out to be a huge karaoke performance with more than 13,000 people and a surprise 

appearance from the pop star Pink. More than 2,000 microphones were handed out, giant 

                                                 
66

 Flash mob is a performance of a large group of people who gather suddenly (or in a short period of time) in a 

public place, perform an unusual action for a brief time, and then quickly disappear. The term is usually applied 

only to gatherings organized via telecommunications, social media, or emails.  
67

 T mobile Dance video. YouTube. The T-Mobile Dance.  

http://www.youtube.com/watch?v=VQ3d3KigPQM&feature=channel (accessed on Sep 28, 2009); 

a teaser. YouTube. The T-Mobile Dance – A Teaser. 

http://www.youtube.com/watch?v=Lw215gE6r2k&feature=channel (accessed on Sep 28, 2009); 

and the public’s reaction. YouTube. The Public’s Reaction on the T-Mobile Dance. 

http://www.youtube.com/watch?v=9Jv6rHJiNhQ&feature=channel (accessed on Sep 28, 2009). 

javascript:gallery_21323601.scrollPic(1);
javascript:gallery_21323601.scrollPic(1);
http://en.wikipedia.org/wiki/Public_place
http://en.wikipedia.org/wiki/Telecommunications
http://en.wikipedia.org/wiki/Social_media
http://en.wikipedia.org/wiki/Viral_email
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screens projected the lyrics to the tracks so passers-by could join in and over 24 cameras 

captured the reactions of the public while they performed together.
68

 

Playing for change – Peace through music 

“Playing for Change
69

 is a multimedia movement created to inspire, connect, and bring peace 

to the world through music. The idea for this project arose from a common belief that music 

has the power to break down boundaries and overcome distances between people. No matter 

whether people come from different geographic, political, economic, spiritual or ideological 

backgrounds, music has the universal power to transcend and unite us as one human race. 

And with this truth firmly fixed in our minds, we set out to share it with the world.”
70

 

The project was initially inspired by street musicians and its name evokes both the coins 

thrown to street musicians as well as the transformation which their music encourages. The 

project crew travelled all around the world for several years (streets, subways, native Indian 

reservations, African villages, Europe, Himalayan Mountains, India, Nepal, Palestine, 

USA…), with recording equipment and cameras. Over 100 musicians from five continents 

participated in the project and many of them have not even met in person until recent times 

(spring 2009), when they started touring together. Over the course of the project, the crew 

decided it was not enough just to record and share the music with the world  they wanted to 

achieve more and give something in return to the musicians and their communities. As a 

result, they created the Playing for Change Foundation (a separate nonprofit corporation) and 

Timeless Media (a for-profit entity that funds and extends the work of Playing for Change). 

Therefore, musicians started touring and performing benefit concerts (that build music and art 
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 Sing along video. YouTube. T-Mobile Sing-along Trafalgar Square. 

http://www.youtube.com/watch?v=orukqxeWmM0 (accessed on Sep 28, 2009); 

A teaser. YouTube. T-Mobile’s Next Event – Trafalgar Square. 

http://www.youtube.com/watch?v=DNriRd0uGJ0&eurl=http%3A%2F%2Fwww.t-

mobile.co.uk%2Fsing%2F&feature=player_embedded (accessed on Sep 28, 2009); 
and the public’s reaction. YouTube. T-Mobile Sing-along – Public Reaction. 

http://www.youtube.com/watch?v=x_nBLlSjxOM (accessed on Sep 28, 2009). 
69

 Playing for Change. Peace Through Music. http://www.playingforchange.com (accessed on Sep 28, 2009). 
70

 Some of the impressive project’s songs and videos:  

Playing for Change. Peace Through Music.  

http://www.playingforchange.com/episodes/2/Stand_by_Me (accessed on Sep 28, 2009); 

Playing for Change. Peace Through Music.  

http://www.playingforchange.com/episodes/3/One_Love; (accessed on Sep 28, 2009);  

Playing for Change. Peace Through Music. 

http://www.playingforchange.com/episodes/8/War_No_More_Trouble (accessed on Sep 28, 2009);  

Playing for Change. Peace Through Music. 

http://www.playingforchange.com/episodes/13/Peace_Through_Music_Film_Trailer (accessed on Sep 28, 

2009). 

 

http://www.playingforchange.com/
http://www.playingforchange.com/episodes/3/One_Love
http://www.playingforchange.com/episodes/8/War_No_More_Trouble
http://www.playingforchange.com/episodes/13/Peace_Through_Music_Film_Trailer
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schools in communities that are in need) and other shows around the world. Today, they are 

increasingly becoming recognized and everyone can participate by joining the movement.  

 

Picture 21 Roger Ridley (a busker from Santa Monica, California) while playing for change 

 

 

Picture 22 Musicians from various countries, playing for change 

We could conclude that Playing for Change is an interesting and valuable project aiming to 

raise people’s awareness, bond people and promote human connection through music in 

public space (seen both in traditional and modern – internet way) all over the world, using 

modern technologies and PR and marketing strategies, in order to send one message to the 

widest possible audience  that it is never too late to make the world a better place. 
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3.8. Selected quotes from the survey (Appendix A  Question 4: If you can remember a 

good example from abroad, describe it briefly.) 

 “In Germany, on the streets of the cities one may often encounter small orchestras, string 

quartets, etc. It's amazing how it can contribute to a more relaxed atmosphere in the 

pedestrian zone.” 

 “…in the French city of Vannes in Bretogne loudspeakers are set up throughout the old 

city which play Renaissance instrumental music. Relaxed, comfortable, beautiful!”  

 “I've witnessed a number of lion dances in Beijing and Shanghai, mostly at new building 

openings. The music is as important as the dance itself as the drums and noise chase away 

bad spirits while the dance itself brings good luck. The dance is highly interactive as 

everyone wants a piece of luck.” 

 “In Zadar, the organs are played by the wind and the sea.”  

 “Symphony of light and music in Hong Kong, every night at 8PM. Spectacular!”  

 “Valencia, street musicians contribute to an atmosphere of beauty... Elevators in Japan 

always play relaxing music, and stress relief is much needed in Japan… Moscow Metro 

also always has great music...”  

 “Musical instruments in the open, sometimes in a children's playground, sometimes 

standing freely on the street or a square, i.e. 9 metal plates on which one can bounce, 

producing different tones.” 

 “London... the best subway music. Serious musicians who play different pieces - from the 

classics through the world music, jazz and rock.” 

 “Metro in Paris, where one can hear only the top musicians, who previously auditioned 

for the performances in the public space. Quality music is accessible to all classes of 

citizens, not just those who can afford the opera or classical music concerts.” 

 “Project in Karlsruhe, Music to Go, where students performed various pieces at different 

locations in the city. Passers-by were able to walk from one place to another and enjoy 

the music.” 

 “In Seoul, dozen musicians with different types of wind instruments playing jazz, while a 

hundred or so gathered to listen. Some also started dancing, which contributed to a great 

atmosphere!” 
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4. THINGS TO HAVE IN MIND – MUSIC IN PUBLIC SPACE AND… 

4.1. Music in public space and copyright issues 

A free culture, like a free market, is filled with property;  

it is filled with rules of property and contract that get enforced by the state.
71

 

Lawrence Lessig 

The use of music in public space is not entirely free as it might seem at first. Even though 

certain places are public, music is not. For the reason that music belongs to its author as the 

product of his talent, intellect and work, permissions are needed in order not to steal and 

break the law.  

Creativity, as freedom of thought and freedom of expression, is a fundamental human right 

and it contributes to improving the quality of life, to the development of the society and, for 

that reason, it is protected by a number of international and European covenants, conventions, 

charters and declarations.
72

 Creators have moral and economic rights which have to be 

protected by a regulatory system. National copyright laws differ from country to country and 

the international standardization is necessary, especially having in mind globalization and 

technological advancement (i.e. internet). 

“Generally speaking, copyright protects every production in the literary, scientific and artistic 

domain, whatever the mode or form of expression, if the form in which they are expressed is 

an original creation of the author. Equally important, this protection is independent of the 

quality or of the value attached to the work and even of the purpose for which it is intended” 

(Mucica, 2003). 

Throughout the years, a need for collective management organizations increased. Their 

mission is to collect and distribute royalties to the right owners. Generally, they take care of 

rights such as the rights of public performance, broadcasting, reproduction of works etc.  
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The law states that any use of music at a public space must involve the previous permission 

by the author as well some form of appropriate compensation. The author has a legal right to 

participate in the profits that the music yields. 

Music in public space can be used in various ways, therefore, bring direct profits. If the music 

is performed at concerts, performances, festivals or at discothèques and night clubs, it 

represents the key entertainment / service provided, and without it there would be no profit. 

In some cases, as in hospitality establishments, music is only a supporting element, but it is as 

important as the interior design or the quality of food. In shops, waiting rooms, parking lots, 

boutiques, means of transport, bus and train stations, airports and similar spaces, music is not 

a direct part of the service / work provided, but the so-called ambient music which improves 

the overall atmosphere and the service / work provided as well. 

The very importance that music has in the job of the user determines the amount of the 

compensation that the user is due to provide to the author. 

Music is not free even at free entrance concerts. In this case, the legal obligations towards the 

author remain the same, even if the concert organizers waived their proceeds. The author’s 

works were used, and they need to be compensated. 

The same rules apply to any musical performance or shows in public space, which can, apart 

from music, involve other contents, or to any public gatherings which involve the use of 

music. 

Organizers may sometimes be relieved of the author’s fee obligation in case of humanitarian 

concerts, but the authors must be consulted first. The decision on whether or not to allow the 

use of the music is up to the author. 

To conclude, every deliberate violation of copyright, followed by distribution of illegally 

reproduced work for commercial gain is considered as piracy and it creates economic and 

social effects, therefore, public awareness of these issues has to be raised. 
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4.2. Music in public space and the public 

People don’t want to be marketed to; they want to be communicated with. 

Flint McGLaughlin
73

 

Public spaces and, furthermore, music in public spaces can play a vital role in the social life 

of a community. “The social value of public space is wide ranging and lies in the contribution 

it makes to ‘people’s attachment to their locality and opportunities for mixing with others, 

and in people’s memory of places’ (Dines and Cattell et al., 2006). Places can provide 

opportunities for social interaction, social mixing and social inclusion, they can facilitate the 

development of community ties” (Worpole & Knox), what is more art, (and music as part of 

it) can contribute.  

We could argue that a place is not public merely because of its ownership status, but because 

of the experiences that people are able to attain within it. In the sphere of music in public 

space, people can be mere spectators, as in traditional concert-halls whereas, on the other 

hand, there are certain situations when places and artists encourage people to participate, 

creating the co-production of a public space. In that sense, a particular public space is created 

by people’s active participation and everyday use in co-production with architects and urban 

planners. 

As it is shown in many examples previously mentioned, music in public space can cause and 

encourage communication, social interaction, social mixing and intercultural and social 

inclusion in formal and informal ways, whether we speak about music installations, street 

performances or festivals. In today’s world of growing indifference and alienation, music is 

the bridge that can connect human beings as sociable species who require and depend on 

contact with each other. Moreover, public spaces provide a perfect platform for social 

interaction as this is where citizens encounter one another, in an atmosphere much different 

than in traditional cultural institutions (such as concert halls, museums, galleries etc.) and the 

widest range of audience is accessible.  
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In that sense, well planned and designed music in public space could provide opportunities to 

create a collective identity and to create bonds, rise citizens above social differences, by 

providing the ideal setting for daily interaction. However, “the physical closeness does not 

have to imply dense contact. As the American author Jane Jacob puts it: ‘Cities are full of 

people with whom, from your viewpoint, or mine, or any other individual’s, a certain degree 

of contact is useful or enjoyable; but you do not want them in your hair.’ A desire for a 

degree of distance and privacy is natural. The challenge, she suggested, is to find ways in 

which this anonymity can be complemented by social mechanisms that allow people to get on 

in daily life, and sometimes take responsibility for each other” (Lownsbrough & 

Beunderman, 2007). 

Another interesting point of view on the subject of music in public space and its power and 

influence on people was also explored by Jacques Attali. According to Attalli, “it seems that 

music is used and produced (…) in an attempt to make people forget the general violence; in 

another, it is employed to make people believe in the harmony of the world, that there is order 

in exchange and legitimacy in commercial power; and finally, there is one in which it servers 

to silence, by mass-producing a deafening, syncretic kind of music, and censoring all other 

human noises. (…) In all three cases, music is a tool of power; of ritual power when it is a 

question of making people forget the fear of violence; of representative power when it is a 

question of making them believe in order and harmony; and of bureaucratic power when it is 

a question of silencing those who oppose it” (Attali, 1985). This is not a new theory and the 

power of music, especially music in public space, has always been recognized, furthermore, 

often controlled and (ob)used in order to influence or manipulate people. 

Music in public space is often the focal point of animation and mediation projects and 

therefore bridges people and art (music). Like any other, this kind of animation can be 

intended for all citizens (total animation), different age groups (children, youth or older 

people), different social groups (unemployed, people with special needs etc.) or different 

ethnic groups, however, it is usually aimed those who generally do not do not attend concerts 

nor have any contact with music whatsoever.  

Animation projects using music in public space seek to establish a greater interest in music, 

create cultural needs and even promote self expression through music. They attempt to 

present music values and make them more popular, encourage contact and communication 



90 

 

both between people and music and people among themselves, activate artistic human 

potentials, and develop social awareness and personal identity of every individual. In that 

sense, we could use an English synonym for the term socio-cultural animation  the socio-

cultural community development, which implies social progress and the citizens’ 

development (Šešić & Stojković, 2007). Having that in mind, music in public space might 

have a considerable influence on creating cultural needs and shaping musical tastes.  

Hypothetically speaking to a certain extent, music in public space might have an influence 

even on public health. As music therapy was (re)invented as a modern science in the mid 20
th

 

century, today we witness a new trend  music therapists cross the boundaries between 

therapy and community music making. “Music therapists are now on the way to using music 

to bridge the gap between individuals and communities, to creating a space for common 

musicking and sharing of artistic and human values” (Pavlicevic, 2004). In addition, 

community music therapy (as defined by Ansdell, Pavlicevic, Procter & Venrey; Ansdell, 

2002) is “an approach to working musically with people in context of their society and 

natural environment, where social and cultural factors of their health, illness, relationships, 

and music are taken into consideration”. What is more, the main idea of community music 

therapy has been “the re-creation of community by providing social opportunities for musical 

participation (Ansdell, 2002)”.
74

 It is interesting to see that, “lately, a growing body of 

literature has suggested that a turn is on its way – from music therapy in community to 

Community Music Therapy, that is, from adjustments of (more or less) conventional practices 

located in community settings to new and context-based community practices” (Pavlicevic, 

2004). 

As a final point, ideally observed or not, it is proven that music in public space can influence 

people and their emotional and social behavior to a certain extent. It is the responsibility of 

the authorities that deal with culture and city planning to recognize its potentials (or not). In 

that sense, figuratively speaking, could we heal the community and make the city a better 

(more musical) place? 

                                                 
74

 Voices – A World Forum for Music Therapy. Edgell: Community Music Therapy – Voices: Moderated 

Discussions. http://www.voices.no/discussions/discm103_01.html (accessed on Sep 28, 2009). 

http://www.voices.no/discussions/discm103_01.html


91 

 

4.3. Music in public space and the city                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                        

This City is what it is because our citizens are what they are. 

Plato 

Art, as well as art in public space, “encourage a particular form of critical imagination and 

innovation, which need to be embedded more deeply into city’s culture if it wants to become 

a ‘learning city’ that develops on from past mistakes. Secondly, the arts are concerned with 

quality, attractiveness, performance and beauty and the design of our environment and how it 

is animated. Thirdly the arts and creative industries play a role both as economic engines of 

growth as well as in terms of their social impacts. As a consequence the arts and culture in 

this narrower sense affect as well as draw on the work of other fields from economic 

development to health and planning.”
75

 For that reason, in many large cities in the world 

culture is seen as the driving force behind the community and city development. 

Well managed music in public space is probable to contribute positively to the city’s image 

and urban places, giving them meaning and making them extraordinary, more vital and 

memorable. Furthermore, it contributes to the richness and diversity of its cultural life and the 

musical offer. Although concert halls and different venues provide numerous and various 

music performances, events and concerts, they are often focused on a certain, closed-circle 

audience and they are less visible. On the other hand, shared public spaces provide many 

unusual and untraditional opportunities to experience a wide variety of music and allow for 

social interaction between the audience of all walks of life. In other words, by analyzing the 

presence of art and music in public space we can detect if the city and its administration 

promote creativity, a more democratic approach to music (art), innovation and the 

improvement of the quality of life, or not.   

Music in public space can be a part of a city’s regeneration and the community development 

strategies as “urban and economic development planners in communities of all sizes have 

increasingly turned to arts and culture as development tools. Performing and visual arts 

centers, festivals, public art, artist live / work buildings, artists’ centers and community 

cultural centers have been planned, invested in and built as ways to revitalize emptying 

downtowns, attract tourists, preserve historic buildings and cultural traditions while 
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celebrating new ones, stabilize communities and solve community problems” (Markusen, 

2006). Revitalized urban areas and cities therefore become cultural centers and new touristic 

attractions, which in turn leads to significant economic benefits (new businesses, new 

residents and new visitors).  

To elaborate further on the economic benefits that art in public space brings, since the mid 

1990s, the idea of a so-called creative city has become increasingly present in the world. 

This, rather new phenomenon, points out that the talent of a people and their creativity is one 

of the main assets of a city, and these talents need to be promoted through various cultural 

activities, projects and strategies. Furthermore, public spaces, as places which people use and 

share in everyday life, where they communicate and socialize with other community 

members, are seen as places of a great significance. Together with art (and music as part of 

it), they make cities lively and animated. The main intention of these efforts is to transform 

the public environment into a culturally meaningful space where people come together and 

share. Therefore, we could say that the music in public space could contribute in making the 

city a more creative place, since the core concept of creative city implies that “the human 

capital is the core, not the infrastructure or the architecture of the place. This is a dynamic 

concept, focusing on creativity, community development and culture as main indicators for 

having a vibrant, lively and comfortable city, sustainable and flourishing for future 

generations. The important aspect is also the act of sharing – of local cultural history and 

memory, of cultural and artistic resources and achievements, of public spaces. Sharing 

culture develops a sense of a place that is unique and meaningful for all of us living and 

working in the city, and makes us say “I love my city!”. It also makes it attractive for visitors 

and tourists” (Varbanova, 2007). 

Policy makers, tourist agents and cultural managers around the world generally perceive 

cultural tourism as a significant potential source of tourism growth. There is a common 

opinion that cultural tourism is good tourism that attracts high-spending visitors and does 

little damage to the city or local culture while contributing a great deal to the economy and 

support of culture. Cultural offer of public spaces is meant both for (international) tourists 

and local population. Simply having a unique or a specific cultural potential is not enough by 

itself. Only if we activate this potential and make it attractive both for tourists and the local 

population, we can have genuine cultural tourism. If we preserve local potential for further 
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and new generations of tourists and local population, we achieve sustainable cultural 

development (Đukić Dojčinović, 2005).   

The rise of cultural tourism in the 20
th

 century all over the world has led to the rise of various 

genres of tourism. Music tourism can be categorized under the sphere of pleasure tourism as 

it involves travel of people who watch, listen and participate in music performances. Music in 

public space, in particular concerts and festivals (along with other forms of interesting music 

installations), is generally considered the greatest music attraction for tourists. Music tourism 

is very important since it has an economic dimension (such as any other type of tourism), in 

terms of both the expenditure of the tourists as well as the employment of the local 

workforce. Travel Industry Association of America (TIAA) conducted a research which 

shows that those who attend musical performances, art exhibitions and other cultural events 

as part of a trip, on average spend as much as 30-50% more than other tourists  

(Gibson, 2005).   

What is more, music in public space has a role in the creation of (and is part of) the image of 

a city. The significance of music for a visitor lies in the fact that, similar to images, music 

helps us memorizes certain moments and is part of the overall experience that we associate 

with a particular place. “Such as postcard view or family snapshot, it encapsulates a relation 

to the city…the snapshot suggests an incidental moment within the city, one instant in its 

diversity; the distanced view represents the city as a single idea, as if it might always be that 

way” (Miles, 1997). Understandably, the more diversified programs and projects are, the 

better planned and managed the music in public space is – which all leads to a better imagery 

and experience.  

As a final point, a city is not just a set of buildings; it is also a collection of experiences, 

images, sounds, moods, and so much more, and is immensely difficult to define. It is a living 

organism and people, music and other types of art in public space breathe life into it, make it 

unique, sociable and f/worthcoming.  
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5. IS BELGRADE MUSICAL? 

5.1. Music of Belgrade’s public space 

Beograde, Beograde, svi vole tvoje raspevane ulice;  

Beograde, Beograde, sa nama i u nama živiš ti!
76

 

As we try to explore the culture, cultural policy and especially music in Serbia nowadays, we 

cannot overlook the circumstances which influenced our lives during the 1990s and have led 

to the moral and cultural degradation of the nation (the atrocious wars, hyperinflation, day-to-

day struggle for survival, the rise of crime and the torrent of kitsch). During this period, not 

only did Serbia lack any kind of cultural strategy, but culture and music (especially in public 

spaces) were often used (or abused) as well. Whereas the government used it in order to 

amplify the nationalist sentiment and manipulate the people, on the other hand, the political 

opposition and non-governmental organizations used it with the intention of raising the 

awareness of citizens. Both sides were aware of the power and influence that art and music in 

public space have and probably the best examples of it were the concerts organized at the 

Republic Square in the centre of Belgrade during the NATO bombing in 1999 as well as the 

concerts and street performances during the political demonstrations in the 1990s.  

Nowadays, the region has stabilized and is moving towards its integration into the European 

Union and, since the democratic changes of October 2000, Serbia and Belgrade are in the 

period of transition. It has been, beyond any doubt, a long and difficult process, however, the 

transition period is also an excellent moment to draw attention to the issues of the cultural 

and city development. Culture and art, especially in public spaces, can be used as a great tool 

for the transformation of the image of the city as well as the community development.  

Based on the Law on Local Self-Government (2002), state bodies are the key decision-

makers in the domain of culture and they are the key supporters of the cultural production. 

Although there are no official documents determining the city’s cultural policy, the Assembly 

of the City of Belgrade and the Secretariat for Culture within, are in charge of the cultural 

matters of the city and play the main role in culture management at the city level.  
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We can say that the city of Belgrade generally has a dynamic cultural life; however, this 

paper specifically deals with the issue of music in public space. 

The official documents state that the Secretariat for Culture is, among other competences, 

responsible for: art (theatre, music, films and the fine, applied and visual arts), cultural 

education, amateur culture and arts, provision of suitable working conditions for cultural 

institutions and independent artists, cultural events, supervision of cultural institutions 

founded by the City, international collaboration, implementation of programs of significance 

to the City etc. and, therefore, it is logical that it should be in charge of all issues regarding 

music in public space.  

Nevertheless, during the interview, officials of the Assembly of the City of Belgrade said 

that, when it comes to music in public space, there are no specific policies or regulations; the 

city’s municipalities are to manage this sphere. According to their statement, when it comes 

to music in public space, the role of the Assembly of the City of Belgrade and the Secretariat 

of Culture is administrative rather than a strategic one. They organize tenders and public 

competitions so as to fund and support cultural events and projects, however, it is not on them 

to plan, create and prepare music events and, therefore, regulate and manage music in public 

spaces of the city. Local cultural institutions (both public and private), concert agencies and 

other organizers (as any other cultural institutions) are supposed to create and submit 

program proposals and financial plans to the Secretariat of Culture, if they are in need of 

support. In case of special programs in the area of culture, the Belgrade City Assembly 

appoints expert committees to the Secretariat for Culture, on project-by-project basis. 

At the same time, statements opposite to the above said, were heard in various interviews and 

conversations with the city municipalities’ representatives. According to them, the Assembly 

of the City of Belgrade and the Secretariat for Culture are responsible and should be in charge 

of the art and music in public space. Although it is not perfectly clear who is to control and 

manages the music in public space in Belgrade, there are some evident initiatives and projects 

on the municipality level. Three of the seventeen municipalities in Belgrade organize annual 

outdoor free festivals during the summer months, usually combining music, theatre and dance 

(Jesen na Čukarici
77

  Čukarica, Novobeogradsko leto
78

 – New Belgrade and Bojčinsko 
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kulturno leto
79

  Surčin). Although, these festivals are of a rather modest content and quality, 

in accordance with the budget and other resources, they are important for the local 

communities, particularly because they help ease the sense of decentralization (due to the fact 

that the largest part of cultural events in Belgrade are held in the very center of the city). A 

true and interesting example of municipality initiative concerning music in public space can 

be seen on the internet presentation of the municipality of Savski venac
80

 inviting the 

community to suggest which classical or ambient music they would like to hear in the well-

known underground pedestrian passage to the green market Zeleni venac.    

When it comes to local organizations dealing with music in public space in Belgrade, like 

anywhere else, there are non-governmental, and both privately and publicly owned cultural 

institutions and organizations. Due to the fact that private organizations are more likely to 

make profit, they often use (attractive) public space for the organization of concerts and 

festivals, however, these events almost exclusively involve entrance fees, which instantly 

transforms a certain public space into a quasi-private one, not accessible to all people. For 

that reason, this paper will present only the events and projects which are free for all.  

Belgrade boasts an entire network of cultural institutions and socially-owned companies of 

importance to the city (under the jurisdiction of the Secretariat for Culture), and their 

operations, program implementation and facility maintenance are financed (in their entirety 

or mostly) by the City budget, nevertheless, only a few of them are significant for our 

research: Jugokoncert, the Music Youth of Belgrade, Belgrade Fortress and Belef Centre. 

Jugokoncert
81

 is the biggest and the oldest Belgrade concert agency and institution 

specialized in the performing arts management (founded by the Assembly of the City of 

Belgrade in 1946). It carries an important role in the creation of the musical life in Belgrade 

and Serbia. However, the organization rarely produces events which are free for all audiences 

and in public spaces. As a rule, they are part of local or national celebrations (e.g. the big 

Carmina Burana project / concert organized in May 2008 on Kalemegdan, celebrating the 

Victory Day / Day of Europe). 
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The Belgrade Fortress
82

 stands right above the confluence of Sava and Danube rivers, at the 

Kalemegdan Park – the most popular promenade for Belgrade citizens and tourists. Belgrade 

Fortress, the public enterprise for performing art, cultural and business activities, was 

founded by the Assembly of the City of Belgrade 2002 in order to deal with the operations of 

common concern for the City of Belgrade in the domain of arts, literary work and art 

performances, work of galleries and museums, entertainment, and the publishing industry. 

During summers, the Belgrade Fortress organizes concerts and annual Kalemegdan 

Twighlights in cooperation with the Music Youth of Belgrade (the founder and the promoter). 

These popular (mostly classical) music concerts are held on Kalemegdan on weekends. 

BELEF Center
83

 is certainly the most significant institution dealing with music (and art in 

general) in public space in Belgrade nowadays. It was established in 2004 by the City 

Assembly, Secretariat for Culture. As one of the city’s cultural institution, it is involved in 

production of BELEF (Belgrade Summer Festival), organization of cultural manifestations 

and ceremonies related to the city of Belgrade, different ad hoc projects and international co-

operation and program exchange. BELEF Festival is an international festival that combines 

three large artistic fields: stage performing arts (theater and artistic play), visual art (video art, 

installations, performances, and prints), and music, provoking, interacting with the 

environment and presenting innovative artistic programs at the Belgrade fortress, streets, 

squares, parks, Ada Ciganlija, New Belgrade blocks, river banks of Sava and Danube, 

theaters and other city venues. The central theme of BELEF 2009 was The City, aiming to go 

out in public spaces. The (free) opening concert was held at the Republic Square and, 

although there were numerous different art projects in public spaces (especially concerning 

visual arts), music was represented at various concerts, however, the majority of them was 

not free of charge.  

Music in Belgrade’s public space is mostly associated with various cultural manifestations 

and ceremonies related to the city, as an inevitable part of their programs and parades: 

- Radost Evrope / the Joy of Europe
84

 is an international yearly gathering of children of 

Europe and a good opportunity for children to socialize and at the same time display their 

artistic creativity (music, music-performing and visual). The events are held in the streets 

                                                 
82

 Beogradska Tvrđava – Belgrade Fortress – Početna. 

http://www.beogradskatvrdjava.co.rs/start/index.php?lang=sr (accessed on Sep 28, 2009). 
83

 Belef Centar. http://www.belef.org (accessed on Sep 28, 2009). 
84

 Joy of Europe – European Children’s Gathering. http://www.joyofeurope.org.yu (accessed on Sep 28, 2009). 

http://www.beogradskatvrdjava.co.rs/start/index.php?option=com_contact&Itemid=3
http://www.beogradskatvrdjava.co.rs/start/index.php?option=com_contact&Itemid=3
http://www.beograd.org.yu/


98 

 

of Belgrade, Ada Ciganlija, at the Children’s Cultural Centre of Belgrade and other city 

venues;  

- Dani Beograda / Days of Belgrade
85

 is the city's biggest festivity and celebration. It is 

organized by the BELEF Center, supporting cultural and sport events in public spaces. 

One of the most successful undertakings by the organizers were the so-called music trams 

in 2007, when passengers had the opportunity to hear various music performances in the 

trams driving through the center of the city; 

- Svetski Dan Muzike / World Music Day
86

 (21
st
 of June) has been celebrating music for 

already 27 years in all corners of the world. In Belgrade, it is celebrated by numerous 

entrance-free concerts. Concerts organized by the French Cultural Center are always 

among the most popular ones. As the guest of this year, FCC brought the pianist Pascal 

Neveu
87

, who specializes in playing outdoors, in public spaces (streets, parks and nature). 

This jazz pianist, composer and improviser from France performed in front of the FCC in 

Knez Mihailova Street;  

- Proslava Nove Godine / City’s New Year celebration has been organized in open spaces 

(on the city squares) since the 90’s. From 2004 on, Belgrade’s New Year celebration 

grew in size with the crowds reaching 70,000 nowadays. It is organized through the direct 

participation of the City Council and its Board which was specifically founded for this 

occasion. The number of performers, as well as the number of stages, varies from year to 

year and regional and local popular musicians perform. 

- Ulica Otvorenog Srca / Open Heart Street is the place where, traditionally, many 

Belgrade citizens spend the first day of the New Year. Attractive music and theater 

program is provided, along with different entertainment performances (clowns, acrobats, 

etc.). This humanitarian manifestation is jointly organized by the RTV B92, Studio 212 

Theatre and Tourist Association in Svetogorska Street. 
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There are many initiatives of non-governmental organizations that support music in 

Belgrade’s public space. The biggest such is the Belgrade Beer Fest organized by the 

Belgrade Cultural Network Music & More (BCN), established in 2003. This free-entrance 

and open-space festival is, without any doubt, the most visited festival in Belgrade. Two most 

important goals of this year’s campaign were citizens’ education and fund raising for new 

recycling containers for Belgrade schools (funds raised from the purchase of empty cans  

purchased by Recan, as well as funds raised from SMS messages, were used for the purchase 

of recycling containers for Belgrade schools). 

When it comes to street musicians in Belgrade, the situation is rather disturbing. There are 

several musicians and ensembles which can be seen in the Knez Mihailova Street 

occasionally, however, most of them are more likely to be perceived as beggars rather than 

musicians. The level of music performances is mostly very low; there are no auditions held or 

permits given in order to regulate street music in a better way. In that sense, the community 

finds street musicians in Belgrade often disturbing rather than contributing to a healthier 

atmosphere. The Assembly of the City of Belgrade still has not recognized the potentials of 

well-managed street music (whereas the non-governmental organization Centre for Culture 

Animation and administration of the City of Novi Sad have already produced attractive 

International Festival of Street Musicians
88

, the only manifestation of this kind in Serbia).  

Furthermore, due to the Law on the public peace and order, anyone who disturbs the peace of 

others, performing music and other content, using musical instruments, radio and television 

receivers and other audio devices and mechanical sources of noise or sound signals (motors, 

etc.), shall be fined, however, street musicians in Belgrade are generally being tolerated by 

the authorities.  

                                                 
88

 The International Festival of Street Musicians is a traditional annual event which gathers the well-known 

street art performers from around the world. The most important and diverse artists from all over the world 

participate in the festival. During the Festival, people have the opportunity to see various cultures, to enjoy 

different music genres, to see unusual instruments and to attend a series of street shows, dances and acrobatic 

performances. Over the years, the festival has been gradually attracting the attention of local, but also of the 

international, broader audience. It is well covered by media, and thanks to foreign guests, it is famous even 

beyond the borders of our country. Of course, an important role in the festival is given to local musicians as 

well, famous local groups, but also bands that are just launching their careers – Centar za Kulturnu Animaciju 

Novi Sad. http://www.cekans.org.rs (accessed on Sep 28, 2009). 

The festival announcement – YouTube. Počinje Festival Uličnih Svirača. 

http://www.youtube.com/watch?v=_VvaQnjpLI0 (accessed on Sep 28, 2009). 
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On the other hand, there are traditionally good examples of street music in Belgrade, popular 

among the people. Those are the performances of the military wind band at Kalemegdan
89

 

(which are becoming increasingly popular) and the performances of the Serbian brass or 

traditional urban music in Skadarlija Street
90

. 

There is a number of great examples of music in public spaces in Belgrade; however, they are 

mostly seen in the form of concerts and festivals. Music which can be heard in Belgrade’s 

public spaces is usually a true noise, coming from various cafes and restaurants. There are no 

examples of sound / music installations, projects using modern technologies (with an aim to 

increase the interaction between people), moreover, the potential of street music and other 

artistic performances in shopping-malls or streets (using music in order to provoke and invite 

people to participate) has not been (fully) explored yet. Projects and initiatives need to be 

more diversified. 

As we could see, the majority of projects concerning music in public space are held at 2-3 

main Belgrade city spots (Knez Mihailova Street, Kalemegdan, Skadarlija) and that cannot be 

satisfying. Understandably, not all the public places are suitable for music (the majority is 

not) nevertheless, certainly more could be done in this sphere with more than 16 plazas, 32 

squares, 40 public drinking fountains, 65 public parks and more 5,500 other streets in the 

inner area of the City of Belgrade which are currently silent.  

 

5.2. Is there a policy? Is there a strategy? 

We must cultivate our garden. 

Voltaire 

Unfortunately, at the present time, there is neither official policy nor the strategy regarding 

art / music in public space in the City of Belgrade.  

 

                                                 
89

 They revive the promenade concert tradition established by The Serbian Prince Band (Кња жевско -

сер бска  ба нда ) ,  founded in 1831, and its conductor Joseph Slezinger,  the first Europe-educated musician 

in Serbia. This practice was very popular during 19
th

 and 20
th

 centuries; however, it was forgotten in the 1980s. 
90

 Skadarlija is the main bohemian quarter of Belgrade, styled as the Belgrade Montmartre; it is a remarkable 

tourist attraction which includes well-known restaurants, hotels, art galleries, antique and souvenir shops etc. 

http://en.wikipedia.org/wiki/Bohemian
http://en.wikipedia.org/wiki/Montmartre
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5.3. Selected quotes from the survey (Appendix A – Question 5: If you can remember a 

good example from Belgrade, describe it briefly.) 

 “Interesting things can be heard on public transportation sometimes!” 

 “The military band performance on Kalemegdan – the music was perfect and the 

atmosphere lured both the young and the old to dance.” 

 “Hmm, I really like it when those Latin-Americans play in the Knez Mihailova Street.” 

 “The past few times when I passed through the underpass on Zeleni venac, violin concerts 

were broadcasted – it’s beautiful! Much more beautiful than before!”  

 “2-3 years ago, around New Year’s Eve, there was a series of concerts around the city, 

with several stages along the city centre (Knez Mihailova Street). Each of the concerts 

played different program, different music genre. “ 

 “I really can’t remember.” 

 “The opening of the “Lily” store on Banjica yesterday, accompanied with a ‘live band’. 

That was an excellent marketing move, pleasant both for visitors and passers-by, as the 

band was placed outside, by the entrance. For the duration of the event, the whole area 

became more vibrant, even my baby was jumping in her stroller, wanting to come in and 

for example get a pack of diapers. It doesn’t necessarily have to be in the city center, 

music always refines both people and space. I strongly support this type of events!” 

 “In the beginning of spring, every Saturday, the Belgrade Wind Band plays in front of the 

Culture Center of Belgrade. Passers-by gather, children get the opportunity to see the 

instruments up close. It’s a great example of the animation of Belgrade audience and 

passers-by and at the same time it’s a great example of the promotion of classical music - 

the slightly altered arrangements of the classical pieces attract huge crowds. “ 

 “Apart from music coming from cafes, I can’t think of any other examples” 

 “It’s always nice to hear professional musicians on the street; I remember listening to a 

few excellent saxophone players – that can really make your day!” 

 “I don’t know... it’s hard for me to remember a good event, accompanied by music, that 

wasn’t a part of a manifestation or a festival.” 
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5.4. Recommendations 

Change life! Change Society!  

These ideas lose completely their meaning without producing an appropriate space.
91

 

Henri Lefebvre 

Since numerous projects and initiatives (their potentials and possible influences) concerning 

music in public space have been explored and discussed in this paper, followed by the 

conclusion that there are a lot of unused potentials in Belgrade, in this section, various 

suggestions to local authorities will be offered, aiming to improve the overall situation in the 

city of Belgrade. 

As it its going through a period of transition, Belgrade has to (re)define its identity and the 

mere facade renovation is not sufficient anymore.  

First of all, creativity, culture and especially art in public space (and music as part of it) need 

to be recognized and supported as significant contributors to the high quality environment, 

image and the economy of the city – the contributors to the social and economic regeneration. 

They might play an important role in reviving tourism in Belgrade, creating new jobs for 

citizens, increasing sales in local businesses (like shops and restaurants) and making the area 

more attractive. Furthermore, there is a need for a more active promotion and investment in a 

far wider range of friendly and comfortable shared public (and semi-public) spaces. These 

places could bring people together, generate shared experiences and lead to a greater sense of 

belonging.  

In accordance with that, the Assembly of the City of Belgrade and the Secretariat for Culture 

need to treat these issues strategically, to create the Art in Public Space Policy and appoint 

the Art in Public Space Committee which would deal with all the matters concerning art, and 

what is more, music in public space. An excellent example of such planning is the City of 

                                                 
91

 Lefebvre criticized Soviet urban planners, on the basis that they failed to produce a socialist space, having just 

reproduced the modernist model of urban design (interventions on physical space, which were insufficient to 

grasp social space) and applied it onto that context. 

Lefebvre, Henri. Biography. researcher http://researcher.nsc.gov.tw/public/9402789/Data/81319575771.doc 

(accessed on Sep 28, 2009). 
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Paris (Mairie de Paris
92

) with the Département de l’Art dans la Ville, which manages the art 

in public space in this city. 

The purpose of the Art in Public Space Policy and the Art in Public Space Committee would 

be to provide a system, through which the City of Belgrade would use public art (and music) 

strategically, positioning and managing it in appropriate public locations, providing 

investment, monitoring and evaluating chosen programs, encouraging community events and 

participation, raising the public awareness and developing a sense of pride and attractiveness 

to the community. 

The Art in Public Space Committee would have to analyze the situation regarding art (music) 

in public space in Belgrade (identifying the problems and potentials) and, moreover, create 

policy paper and a detailed strategic plan. In this phase, public debates are essential.  

Throughout intsectoral cooperation (with urban planners, tourist organizations, education 

sector, art institutions and organizations etc.) new locations need to be found and 

(re)organized. All characteristics of a certain location need to be examined in order to choose 

the most suitable form of art. When it comes to music in public space, different places 

demand different music (different genre, volume, number of performers or time limitation 

etc.) and professionals need to make concrete plans and projects. The Art in Public Space 

Committee need to organize tenders and free competitions concerning projects, 

performances, installations and other initiatives in public spaces, inspiring and encouraging 

artists, cultural organizations and the community itself to participate.  

There are two ways to organize art / music in public space and it is on the City authorities to 

decide whether to develop cultural and artistic quarters / districts (where cultural activities are 

clustered together) or to encourage a decentralized mosaic of cultural activities throughout 

the city. Either way, it is a great potential for the advancement of the cultural or community 

regeneration (in particular for the revitalization of the run-down neighborhoods) and urban 

landscaping, therefore, it should be promoted. 

Some changes in legislations and regulations are required as well. Having in mind music in 

public space, new regulations regarding street music and musicians (The Law on Public 
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 Accueil paris.fr – Paris.fr. http://www.paris.fr/portail/accueil/Portal.lut?page_id=1 (accessed on Sep 28, 

2009). 
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Order and Peace) need to be modified in order to allow music performances in certain cases. 

In that scenario, the Art in Public Space Committee would be in charge of auditions and 

permissions for musicians (in this manner, the noise nowadays would be replaced with 

programs of a much better quality and street music would be well regulated and managed). 

When it comes to financing the art and music projects in public places, recourses should be 

diversified. First of all, tax exemption legislation for those companies who fund cultural 

activities is needed and it would be an excellent opportunity both for cultural organizations 

and sponsors themselves (since the public space is more than suitable for promotion). 

Through different mechanisms, the City should encourage the private sector to contribute as 

well. It would be useful for the City of Belgrade to adopt the well-known Percent for Art 

policy where 1% of the budget of all major construction expenditures and above-ground 

projects would be dedicated to public art. 

When it comes to programs and actions concerning music in public space in Belgrade, 

diversification is needed. There is a great need for more everyday initiatives and projects, 

which are not part of the bigger cultural manifestations and ceremonies related to the city and 

its celebrations. A greater number of appropriate public spaces should be found and perceived 

as a potential setting for music performances or installations. In a dialogue with the 

community, a number of professionals (musicians, urban planners, landscape architects etc.) 

should be invited to decide on the kind of music intervention for every particular chosen 

public space for music, according to its characteristics. Furthermore, the Art in Public Space 

Committee should organize tenders and public competitions for permanent or temporary 

music (preferably interactive) installations. There is no subway in Belgrade; however, there 

are a lot of underground pedestrian passages and other public transportation settings, which 

could be used for selected buskers, other music performances or simply broadcasting the 

music (from a tape or a CD). Belgrade parks are generally passive and silent; therefore, there 

is a lot of unused potential which is a great opportunity for both music performances and 

installations.
93

 Additionally, if there are some vacant and available  indoor spaces owned by 

the Assembly of the City of Belgrade, they could be used for different (public art) music 

performances and projects and, what is more, for the promotion of young musicians and 

unknown bands. This type of settings would be a great place for community gatherings and 
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 An interesting and inspiring example from St. Petersburg, Russia  regular concerts in Summer Garden. 

YouTube. Chiyhik Vibraphone Russia. http://www.youtube.com/watch?v=eKqCuvRlLf0 (accessed on Sep 28, 

2009). 
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interaction and, for that reason, potential sponsors could find the promotion at these places 

beneficial as well. Some historical monuments and (both indoor and outdoor) places could be 

enriched with live performances of a particular era, depending on the setting. Also, music 

should be included in the (already initiated) project of Markets – squares, which will 

incorporate markets with the environment, and their contents will be enriched with fountains, 

monuments, and outdoor scene and art installations. 

The Art in Public Space Committee should support the involvement of young creative people 

(artists, musicians, cultural managers, architects etc.) in the development of art / music in 

public space. Since young musicians generally criticize the lack of opportunities for public 

performances, this way of strategically planned and promoted good-quality initiatives would 

be a great chance for young musicians to perform and deal with the audience, to gain self 

confidence, and to overcome stage fright. On the other hand, students of architecture, cultural 

policy and management in culture, could help and contribute to the planning and the 

management of projects concerning music in public space (both in form of the needed / 

useful internships, and by participating in concourses with different projects). 

Public-private cooperation and co-production should be promoted and many interesting 

projects could be organized in shopping malls and other indoor semi-public space, especially 

during the fall and winter months, when streets and other outdoor public spaces are less 

attractive and welcoming, due to weather conditions. We should all be aware of the fact that 

cultural needs of citizens do not hibernate. 

Last but not least, the Assembly of the City of Belgrade and the Art in Public Space 

Committee should actively improve the image of the city and various marketing strategies, 

for the reason that, “the second part of the 20
th

 century brought us this new type of action: 

setting up town marketing teams, aiming to renew an idea about the town, its impression on 

the inhabitants, but also to improve the image of the town in the country and in Europe, for 

economic prosperity reasons” (Dragićević Šešić, 2007).  

As we can see, the opportunities for improvement are enormous, and with carefully planned 

various music projects, initiatives, installations and performances in public spaces, a positive 

effect on the city and community is nearly guaranteed. 
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5.5. Selected quotes from the survey (Appendix A  Question 7: When it comes to music in 

Belgrade’s public space, if you could, what would you change?) 

 “More Muzak!” 

 “More modern, interactive performances.” 

 “Music in Zeleni venac pedestrian underpass is a very interesting project, which should 

be further developed...”  

 “This is an individual thing, but let's say, less folk and less noise from the floats during 

the summer.” 

 “Restrict noise levels that come from cafés, but encourage young, creative people to play 

their original music.”  

 “More than half of music played should be simply banned.”  

 “I think music in public space in Belgrade is usually a part of holiday celebrations, grand 

openings or promotions. Of course, we must not forget the recent attempt to introduce 

music in public space by broadcasting it in the underpass. I think that Belgrade lacks the 

street musicians culture, and I think it is even discouraged.”  

 “I would abolish the music in the café terraces. Sound parks should be set for children, as 

well as other sound installations. Perhaps an interactive fountain.”  

  “I would adapt events to the area where they are held, and would use the opportunity to 

educate passers-by with various genres (including classical music, of course).” 

 “It should not be happening only in Knez Mihailova.” 

 “In my opinion, music in Belgrade’s public spaces is so uninteresting that I do not even 

notice it.” 

 “I would enable students of music academy to have more public performances. Music 

workshops should be organized every first weekend of the month.”  

 “There should be some kind of an expert committee that approves / bans form and content 

of music in public space.” 

 “In large shopping malls a unique choice of music should be broadcasted, instead of 

mixing the (very loud) songs.” 

 

 “It would be great to place loudspeakers at least through Knez Mihailova and play some 

background music. That would be anti-stress definitely!” 

 

 “Good examples from the New York and Paris subways should be introduced and, even 

more, street musicians should be encouraged. Using sound, they would bring beauty to 

the streets of Belgrade!” 
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6. CONCLUSIONS 

If we do not change our direction, we are likely to end up where we are headed. 

Old Chinese proverb 

The research has shown that the concept of what public space is and what it means to the 

society, furthermore, how it is being used, (without any doubt) changes over time. 

Apparently, once clearly opposed, public and private spaces nowadays provide countless 

opportunities for cultural and artistic interventions, due to the increasingly blurred boundaries 

between them.  

In lieu of that, the essence is not to ask and debate what public space is, but what makes a 

(public) space public and how does it influence the public?  

As being a place of coming together, public space embodies individual experiences in a 

public field – both seen as coming together with other people and as the synthesis of self, 

space and time. If enriched with music, public space instantly becomes shared acoustical site. 

In that sense, tracing and analyzing the movements and the ways of appearances of sound and 

music through private and public environments leads to a better understanding of the 

phenomenon called music in public space and its contribution to the place-making and 

meaning-making. Public spaces and, moreover, art in public space are not neutral. 

Based on the qualitative and quantitative research, interviews and online survey, the study 

has proven that the most important benefit of public spaces and music in public spaces is their 

possibility to play a vital role in the social life of a community. One of the main aims of the 

study was to demonstrate how music in public space can influence people and their emotional 

and social behavior to a certain extent and, as it had been shown in many examples, it may 

cause and encourage communication, social interaction, social mixing and intercultural and 

social inclusion (in formal and informal ways), whether it is a music installation, various 

(street) performances or a festival. This being an interesting phenomenon, it is fascinating to 

further investigate on the subject.  

Various examples pointed out different motives for carefully and strategically designed music 

in public space. On that note, this research might have even been a practical guide, as it 

provides certain explanations, recommendations and conclusions.  
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Undoubtedly, the importance and presence of arts and culture in a society cannot / should not 

be called into question. When it comes to art in public space which is accessible to all, the 

arguments are probably even stronger. Having that in mind, it would be useful to explore 

further the issue of perceiving the world of the 21th century – how one sees the community 

we all share and live in when humans – highly social beings, need to be encouraged to 

communicate? In accordance with that, has music simply become a tool and musicians 

mediators? 

This research has proven that well managed music in public space is probable to contribute 

positively to the city’s image and urban places as well, giving them meaning and making 

them extraordinary, more vital and memorable. It contributes to the richness and diversity of 

its cultural life and the musical offer.  

Music in public space can be a part of a city’s regeneration and community development 

strategies. Speaking about that, there are numerous opponents, critics and skeptics saying that 

the world would have been a much better (or even perfect) place if everything previously 

mentioned was true. However, there are various evidence showing good examples in the 

world of a culture led development and regeneration. Projects and initiatives do not have to 

be too ambitious and complex – every contribution, even the smallest one, is desirable.  

As it is going through the period of transition, Belgrade has to (re)define its identity and, 

therefore, creativity, culture and especially art in public space (and music as part of it) need to 

be recognized and supported as significant contributors to the high quality environment, 

image and economy of the city. Therefore, it might be an excellent moment to test, explore 

and experience how it would be like for the sound to (partly) influence and shape life of the 

local community. 
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7.  APPENDIX A 

Questionnaire 

 

1. In your opinion, music in public space is:  

 

a) an unpleasant noise, 

 

b) music that I like to hear (if it is of a good-quality and if I have some free time)?  

(not related to Belgrade or any other specific example, but in general)  

 

2. Do you think that music in public space can make the cultural life of the city richer and 

more versatile, and the city itself more attractive (both to locals and visitors)?  

 

a) Yes     b) No  

 

3. Do you think that music in public spaces can affect the mood of present citizens and their 

mutual communication?  

a) Yes     b) No 

 

4. If you can remember a good example from abroad, describe it briefly.  

 

5. If you can remember a good example from Belgrade, describe it briefly.  

 

6. Do you think that music in Belgrade’s public space is of a good-quality, interesting and 

diversified enough? 

a) Yes     b) No  

 

7. When it comes to music in Belgrade’s public space, if you could, what would you change?  

 

8. If you could choose, which of the following examples would you like to see/hear (more 

often) in Belgrade (each offered example is graded on a scale from 1 to 5, where 1 means I 

would not like to see/hear at all, and 5 I would really love to see/hear this):  

 

a) street musicians (but only selected ones, those who pass the audition and get official 

permission), in the pre-selected streets and parks, and only on a specific schedule,  

 

1 2 3 4 5  

 

b) the possibility of choosing music in bars, restaurants and similar spaces in the form of 

voting for the next song (either using your iPod or any other similar device that supports 

wireless communication, or using the display placed in the area), 

 

1 2 3 4 5  

 

c) permanent or temporary sound/music installations - instruments, sculptures, or similar 

objects that produce sound and, what is more, sometimes even allow citizens to play (some 

examples from abroad are sculptures which produce sounds of different heights using the 
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wind; bells in the park which “play” a certain melody, and all citizens on the official website 

can “compose” a melody and send it as a midi file to be played by the bells, a fountain which 

can be played - the pressure on certain holes in the pipes regulates the water level which 

creates tones of different heights; pianos placed in various places in the city so citizens could 

play, etc.) 

1 2 3 4 5  

 

d) music performances (both in the streets and in shopping malls) that call for and cause the 

reaction and social inclusion of passers-by, 

 

1 2 3 4 5  

 

e) concerts and festivals. 

 

1 2 3 4 5  

 

 

Your data:  

 

9. Gender:  

 

10. Year of Birth: 

 

11. Education:  

 

12. Occupation: 

 

13. Are you employed? 
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8.  APPENDIX B 

 

Survey results 

 

Out of 101 filled questionnaires that have been received during 100 hours in the final 

analysis, only 73 questionnaires have been analyzed. The reasons for exclusion were: not 

belonging to the acceptable population due to age and educational level or missing data on 

key questions. 

 

 

Socio-demographic characteristics of respondents 

 

In the survey sample there were almost 2/3 of women, only 1/5 students, the respondents are 

mostly employed (56.2%) (table 1 and graphs 1-3). Their mean age was 27 years, standard 

deviation of 3.6 years and age range between 20 and 39 years.  

 

 

Table 1 Frequency distribution for variables sex, education  

and employment status in the respondents’ sample 

 

Variable Category Frequency Percent 

Sex 
Female 48 65.8 

Male 25 34.2 

Education 

University student 14 19.2 

B.A. 33 45.2 

MA/MSc 26 35.6 

Employment 
Employed 41 56.2 

Unemployed 32 43.8 

Total  73 100.00 
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Graph 1 Pie chart of sex distribution (in percentages) 

 

 

 
Graph 2 Pie chart of education distribution (in percentages) 
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Graph 3 Pie chart of employment status distribution (in percentages) 

 

 

 

 

There was no statistically significant difference between females and males in either 

education or employment status (Pearson Chi-Square test with values 2.434; p=0.296 and 

0.000 with p=0.984 respectively), neither in their mean age (t-test=0.621 with p=0.540), table 

2 and graph 4.  

 

 

Table 2 Descriptive statistics for variable age by sex 

 

 

Sex N Mean 

Std. 

Deviation 

Age Female 48 27.00 3.638 

Male 25 27.56 3.698 
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Graph 4 Population pyramid of age distribution according to sex of respondents 

 

 

Significantly younger respondents are unemployed as it is expected (t-test=5.027 with 

p=0.000), table 3 and graph 5. 

 

 

Table 3 Descriptive statistics for variable age by employment status 

 

 

Sex N Mean 

Std. 

Deviation 

Age Employed 41 28.83 3.449 

Unemployed 32 25.09 2.716 
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Graph 5 Population pyramid of age distribution according to employment status of respondents 

 

 

 

 

Knowledge, behavior and attitude of respondents concerning music in public space 

 

Generally, most of the respondents think that music in public space is attractive (92%), that it 

makes life in the city more exciting (96%) and that it promotes better communication 

between citizens (95%), table 4 and graphs 6-8. 
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Table 4 Frequency distribution for questions Q1, Q2 and Q3 in the respondents’ sample 

 

Variable Category Frequency Percent 

Q1 Noise 6 8.2 

Attractive 67 91.8 

Q2 Yes 71 97.3 

No 2 2.7 

Q3 Yes 70 95.9 

No 3 4.1 

Total  73 100.00 

 

 

 

Graph 6 Pie chart of Q1 distribution (in percentages) 
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Graph 7 Pie chart of Q2 distribution (in percentages) 

 

 

 

 

Graph 8 Pie chart of Q3 distribution (in percentages) 
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These answers were independent of sex, education and employment status, but the questions 

Q1 and Q2 were dependent on age of respondents (table 5). Mean age of those that 

considered a music in public space as noise are significantly older (32 vs. 27 years of age), as 

well as those that have negative opinion on attractiveness of music in public space (33 vs. 27 

years of age). 

 

 

Table 5 Values of statistical tests and their significance in analyzing differences 

 

Variable Questions Value of statistical test 

(Chi-Square or t-test) 

Significance 

p 

Sex Q1 .002 .961 

Q2 .227 .634 

Q3 3.348 .067 

Education Q1 4.015 .134 

Q2 2.493 .288 

Q3 4.891 .087 

Employment status Q1 1.960 .162 

Q2 .032 .859 

Q3 .662 .416 

Age Q1 3.653 .000 

Q2 2.141 .036 

Q3 .092 .927 

 

 

Various examples coming from abroad (Q4) or from home town (Q5) have been given by 

more than 50% respondents, graphs 9 and 10, independent of their sex (p=0.835 and 0.750 

respectively), education (p=0.268 and 0.583 respectively) or employment status (p=0.270 and 

0.964 respectively).  
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Graph 9 Bar diagram of Q4 distribution in percentages 

 

 

Graph 10 Bar diagram of Q5 distribution in percentages 
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Generally, respondents praised high-quality music performances in the streets, music 

installations, but also subway performances (New York, London, Paris). As far as Belgrade is 

concerned, there are not many positive examples of music in public space; one exception is 

frequently mentioned pedestrian underpass at Zeleni venac. 

 

Near 4/5 of respondents think that music in Belgrade’s public space is not interesting or of 

acceptable quality, graph 11.  

 

Graph 11 Pie chart of Q6 distribution (in percentages) 

 

 

 Independently of their opinion on quality of music in Belgrade’s public space 

respondents gave a numerous suggestions how to improve the situation (70%), graph 12. 

Willingness to answer these questions did not depend on their sex (p=0.160 and 0.173 

respectively), education (p=0.369 and 0.822 respectively), employment status (p=0.638 and 

0.741 respectively) or age (p=0.911 and 0.793 respectively).  
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Graph 12 Bar diagram of Q7 distribution in percentages 

 

 

Since Belgrade lacks major transportation hubs where such performances would be adequate 

(and audible), respondents suggested musical performances which are more diverse, of a 

higher quality and are more frequent. 

 

Respondents’ opinion on given examples of designed public space music events (Q8A – 

street musician, Q8B – MyMusic, Q8C – music installation, Q8D – musical performance and 

Q8E – concerts and festivals) were estimated along Likert type scale were categories ranged 

from not at all to most definitely, table 6 and graphs 13-17.  
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Table 6 Frequency distribution (and percentages) of respondents’ opinion  

on given examples of designed public space music events 

 

Questions Likert type 

categories 

Frequency Percent 

Q8A Not at all 1 1.4 

Would not like 10 13.7 

Indifferent 12 16.4 

Would like 13 17.8 

Most definitely 37 50.7 

Q8B Not at all 10 13.9 

Would not like 19 26.4 

Indifferent 15 20.8 

Would like 13 18.1 

Most definitely 15 20.8 

Q8C Not at all 3 4.2 

Would not like 4 5.6 

Indifferent 15 21.1 

Would like 10 14.1 

Most definitely 39 54.9 

Q8D Not at all 2 2.9 

Would not like 7 10.1 

Indifferent 7 10.1 

Would like 26 37.7 

Most definitely 27 39.1 

Q8E Not at all 0 0.0 

Would not like 2 2.7 

Indifferent 1 1.4 

Would like 11 15.1 

Most definitely 59 80.8 
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Graph 13 Bar diagram of respondents’ opinion on given example  

Q8A of designed public space music event 

 

Graph 14 Bar diagram of respondents’ opinion on given example  

Q8B of designed public space music event 
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Graph 15 Bar diagram of respondents’ opinion on given example  

Q8C of designed public space music event 

 

Graph 16 Bar diagram of respondents’ opinion on given example  

Q8D of designed public space music event 
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Graph 17 Bar diagram of respondents’ opinion on given example  

Q8E of designed public space music event 

 

Mean values and standard deviations as measures of variability for respondents opinion are 

given in table 7 and their 95% confidence intervals in graph 18. The greatest average value 

has been given for Q8E and the smallest for Q8B.  

 

Table 7 Descriptive statistics for respondents opinion on given examples  

of designed public space music initiatives 

 

 N Minimum Maximum Mean Std. Deviation 

Q8A 73 1 5 4.03 1.166 

Q8B 72 1 5 3.06 1.362 

Q8C 71 1 5 4.10 1.173 

Q8D 69 1 5 4.00 1.085 

Q8E 73 2 5 4.74 .624 
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Graph 18 95% CI for respondents opinion on given examples  

of designed public space music initiatives 

 

 

 

 

Reliability of these estimates is moderate, i.e. Cronbach’s Alpha is 0.618. Their answers 

formed two components according to factor analysis, table 8. Extraction method was 

Principal Component Analysis, rotation method was Varimax with Kaiser normalization that 

converged in three iterations. 
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Table 8 Rotated component matrix and % of variance explained 

 

 
Component 

1 2 

Q8A .630  

Q8B .580  

Q8C .737  

Q8D .850  

Q8E  .873 

% of Variance 

explained 

40.864 20.945 

 

 

The first component shows highly correlated opinions on first four examples, while in the 

second component it is the last example – concerts and festivals, which seem to be the most 

frequently selected type of event between these respondents. 

 

Respondents’ answers on Q8D were significantly different in favor of females, table 9. All 

other opinions did not depend on respondents’ sex, same table. 

 

 

Table 9 Descriptive statistics and significant differences according to sex 

 

 Sex N Mean SD t-test p 

Q8A Female 48 4.04 1.129 0.139 0.890 

Male 25 4.00 1.258   

Q8B Female 48 3.15 1.255 0.736 0.466 

Male 24 2.88 1.569   

Q8C Female 46 4.41 .909 2.897 0.006 

Male 25 3.52 1.388   

Q8D Female 45 4.02 1.177 0.250 0.803 

Male 24 3.96 .908   

Q8E Female 48 4.75 .565 0.178 0.860 

Male 25 4.72 .737   
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There were no significant differences between opinions on Q8A-E according to respondents’ 

employment status, table 10. 

 

 
Table 10 Descriptive statistics and significant differences according to employment status 

 

 Employment 

status N Mean SD t-test 

 

p 

Q8A Employed 41 3.83 1.223 1.694 0.095 

Unemployed 32 4.28 1.054   

Q8B Employed 40 3.08 1.366 0.134 0.893 

Unemployed 32 3.03 1.379   

Q8C Employed 40 3.93 1.309 1.486 0.142 

Unemployed 31 4.32 .945   

Q8D Employed 39 3.95 1.213 0.462 0.646 

Unemployed 30 4.07 .907   

Q8E Employed 41 4.76 .489 0.239 0.812 

Unemployed 32 4.72 .772   
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There were also no significant differences between opinions on Q8A-E according to respondents’ 

educational level, table 11. 

 

 

 
Table 11 Descriptive statistics and significant differences according to respondents’ education level 

 

 N Mean SD F p 

Q8A Univ. student 14 4.50 .760   

B.A. 33 3.94 1.248 1.456 .240 

MA/MSc 26 3.88 1.211   

Total 73 4.03 1.166   

Q8B Univ. student 14 3.21 1.578   

B.A. 32 2.84 1.322 .691 .505 

MA/MSc 26 3.23 1.306   

Total 72 3.06 1.362   

Q8C Univ. student 14 4.21 1.051   

B.A. 31 3.84 1.319 1.425 .248 

MA/MSc 26 4.35 1.018   

Total 71 4.10 1.173   

Q8D Univ. student 13 4.46 .660   

B.A. 32 3.69 1.176 2.948 .059 

MA/MSc 24 4.17 1.049   

Total 69 4.00 1.085   

Q8E Univ. student 14 4.71 .825   

B.A. 33 4.79 .485 .181 .835 

MA/MSc 26 4.69 .679   

Total 73 4.74 .624   
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