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LA SINCRONIZZAZIONE AUDIO/VISIVA: TEORIE DELLE
CORRISPONDENZE E CASI STUDIO A SUPPORTO DEL PROGETTO

Dina Ricco
Department of Design | Politecnico di Milano (Italy)

Abstract

Fra i caratteri del visivo e i caratteri dell’uditivo sussistono
corrispondenze percepite congruenti dalla maggioranza
delle persone e pertanto capaci, quando sono simultanea-
mente presenti, di rafforzare il messaggio.

Nel testo sono sintetizzate quali sono le corrispondenze
fra i caratteri audio/video ricorrenti fondandosi sugli studi
e le teorie delle sinestesie pill autorevoli. E affrontata una
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particolare congruenza sinestesica, riconoscibile nel sin-
cronismo audiovisivo, rilevabile in diverse tipologie di clip
video: dal film astratto in visual music, al documentario nat-
uralistico, allo spot pubblicitario. L’analisi evidenzia come
il sincronismo audio/visivo enfatizzi lattrattivita, la com-
prensione e la memorizzazione, e con esse P'efficacia di una
comunicazione.



There are correspondences between visual and auditory charac-
teristics that are perceived as congruent by most people and there-
fore, when simultaneously present, can reinforce the message.

The text summarizes the correspondences between recurring
audio/video characteristics, drawing on the most authoritative
studies and theovies of synesthesia. A particular synesthetic con-

Existen correspondencias entre caracteristicas visuales y audi-
tivas que son percibidas como congruentes por la mayoria de las
personas y, por tanto, cuando estdn presentes simultdneamente,
pueden reforzar el mensaje.

El texto resume las correspondencias entre caracteristicas audio-
visuales recurrentes, basdndose en los estudios y teorias mds auto-
rizados sobre la sinestesia. Se aborda una congruencia sinestésica

gruence is addressed, recognizable in audiovisual synchronicity,
found in various types of video clips: from abstract films in visual
music to nature documentaries to commercials.

The analysis highlights how audio/visual synchronicity enhances
the appeal, comprehension, and memorization of a message, and
thus the effectiveness of communication.

particular, reconocible en la sincronicidad audiovisual, que se en-
cuentra en diversos tipos de videoclips: desde peliculas abstractas
de misica visual hasta documentales sobre la naturaleza o anun-
cios publicitarios.

El andlisis pone de relieve como la sincronicidad audiovisual au-

menta el atractivo, la comprension y la memorizacion de un men-
sajey, por tanto, la eficacia de la comunicacion.

LA SINCRONIZZAZIONE AUDIO/VISIVA
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1. CORRISPONDENZE SINESTESICHE AUDIO/VISIVE

Ogni comunicazione audio/visiva dispone di una varieta di
relazioni sensoriali possibili. Alcune di queste — come rile-
vano Bahrick e Pickens (1994) - sono fra qualita amodali,
invarianti nei diversi registri sensoriali, mentre altre, pil
genericamente intermodali, sono al contrario varianti e con
combinazioni arbitrarie. Alcune qualita - come 'intensita, la
forma, la scansione temporale, il movimento, il numero (Stern,
1987) - sono amodali in quanto non specifiche di una singo-
la modalita sensoriale, sono percepibili da piu organi sen-
soriali, e le congruenze sinestesiche che s’instaurano nella
percezione di una stessa qualita da piu registri sensoriali
appaiono essere innate, ovvero non necessitano di essere
acquisite con 'esperienza. Le relazioni intermodali al con-
trario devono essere apprese.

L'uomo rileva e memorizza senza difficolta una grande
quantita di relazioni intermodali, ma nel progetto audiovi-
sivo ¢ utile riconoscere quali sono le relazioni relazioni che
presentano caratteri di tipicita, quali sono ricorrenti, a ris-
pondenza intersoggettiva o — come scriveva Ullmann (1977)
riferendosi ai suoni del linguaggio - sono pancroniche, uni-
versali, prescindendo dalla cultura.

In altre parole possiamo dire che sussistono corrisponden-
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ze fra caratteri del visivo e dell’uditivo percepite congruenti
dalla maggioranza delle persone e pertanto capaci di raf-
forzare il messaggio nella presenza simultanea.

In particolare possiamo riconoscere quattro ordini di corris-
pondenze ricorrenti (Ricco, 1999):

1. fra volume dell’audio e grandezza visiva: ad un incremen-
to del volume del suono corrisponde la percezione di un
analogo comportamento della dimensione del fotismo
(Marks, 1975, p. 318);

2.fra altezza del suono e luminosita del colore: i suoni gravi
sono generalmente associati a gradazioni di colori scuri e
viceversa i suoni acuti a colori chiari (Marks, 1974, 1975;
Vernon, 1930) [Figura 1];

3. fra altezza del suono e posizionamento verticale del segno:
suoni acuti risultano congruenti a segni collocati nel-
la parte alta di un piano, e viceversa (Melara, Thomas P.
O’Brien, 1987). Tra l’altro faccio notare che ritroviamo
questa corrispondenza fra altezza del suono e posiziona-
mento verticale del segno, anche nelle convenzioni adot-
tate nella notazione musicale classica;

4.fra tempo musicale e forme: all’aumentare della velocita del
tempo le forme dei fotismi percepiti diventano parallela-
mente piu spigolose (Marks, 1975, p. 315).
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Figura 1A. Rappresentazione schematica dello spazio psicologico prodotto da suoni sem-  Tabella 1. Sintesi delle congruenze sinestesiche percepite fra altezze, intensitd, timbri
plici. Al diminuire del volume, che & in rapporto all'altezza e all'intensita del suono, del suono e luminosita, dimensioni, geometria di forme e oggetti (Riccd, 2022, p. 83).
aumenta la luminosita del colore (Source: Marks, 1975, p. 319).

Figura 1B. Pid il suono & acuto e/o forte piv & valutato luminoso; pid & grave e/o forte

pit & valutato di grandi dimensioni (Source: Ward, Cytowic, 20086, p. 373).
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Figura 2. Schematizzazione delle Congruenze ricorrenti percepite fra i caratteri dell'audio e
i caratteri del visivo: quanto pid una forma/oggetto & grande, spessa, arrotondata quanto
pill sard percepita congruente a un suono grave, forte e squillante. Al contrario quanto pid
una forma/oggetto & piccola, sottile, spigolosa, quanto pil sard percepita come congruen-
te a un suono acuto, piano/debole, sordo (Riccd, 2022, p. 83).
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2. AUDIO/VIDEO SINCRONIZZATI

Quando fra il 1926 e il 1927 venne introdotto per la prima vol-

ta su larga scala dalla Warner Brother un sistema audio sin-

cronizzato con il video (Giachino, 2009, p. 25) ci si rese conto

della complessita del progetto, in particolare come rilevo qual-

che anno dopo Bragaglia (1929):

e la complessita tecnica che la sincronizzazione richiede,

e la varieta di fattori coinvolti, dall’acustica della sala di
proiezione, al timbro delle voci.

A questi aggiungo il valore semantico il valore semantico, il

significato che tali aspetti veicolano.

Negli anni appena successivi scrive Bragaglia: “Bisogna sapersi
servire di questo di-pitt” (Bragaglia, in Giachino, 2009), quindi
del valore aggiunto che comporta il suono in sincrono con il
visivo.

I1 suono progettato per e con il visivo aggiunge e facilita il
processo comunicativo, il valore aggiunto dal suono fornisce
ulteriore valore espressivo e informativo all’immagine, tanto
da essere percepito come parte della stessa (Chion, 1997).5

5 Chion definisce il valore aggiunto del suono nel modo seguente: “il valo-
re espressivo e informativo di cui un suono arricchisce un’immagine data,
sino a far credere [...] che quell’informazione o quell’espressione derivino
‘naturalmente’ da cio che si vede, e siano gia contenute nella semplice im-
magine” (Chion, 1997, p. 12).



3. ENFASI AUDIO-VISIVE E SINCRONI ESPLICITI

Sergio Miceli (2009) definisce i sincroni espliciti come enfa-
si audio-visive, come concordanze immagine/suono in cui €
esplicito il rimando, la causalita, la coincidenza fra evento
sonoro ed evento filmico, nel quale possiamo quindi dire lo
spettatore ¢ capace di riconoscere la relazione reciproca.

Miceli precisa che “il ricorso ai sincroni espliciti apre una
serie di problemi estetici non marginali, poiché la loro natura
convenzionale contrasta con un elevato grado di verosimi-
glianza riscontrabile ad esempio in film di genere drammati-
co” (Miceli, 2009, p. 637).

Nel cinema astratto

In effetti le forme primordiali di motion graphics - mi rife-
risco alle origini del cinema d’animazione e in particolare ai
prodotti della visual music, dove espediente narrativo ¢ la
musica, sono fondate su sequenze filmiche e/o animate a un
alto livello d’astrazione. Nella visual music sappiamo la ricer-
ca di una congruenza fra i linguaggi ¢ intenzionale e nel con-
tempo puo essere “artificiosa”, non conseguente a un evento
naturale, ovvero ¢ progettata.

Penso ad es. alle traduzioni visive di Oskar Fischinger, ai 12
Studien (1929-32) — brevi film d’animazione astratti di 2-4
minuti, in bianco e nero, e con il sonoro, costruiti su brani
di musica classica, popolare o jazz (Bertetto, 1983, p. 65) —
fondati sul sincronismo audio/visivo, sulle congruenze fra in-
tensita sonore e dimensioni visive.® Cercare di dire la stessa
cosa su due registri porta a rafforzare il messaggio, il sincro-
nismo aiuta la comprensione della composizione musicale,
puo scandire il fraseggio, i timbri degli strumenti, i ritmi, e
nel contempo la congruenza fra i linguaggi indubbiamente
enfatizza e favorisce la comunicazione.

Addirittura in Tonende Ornamente (Ornamenti Sonori, 1932, b/n,
sonoro, 7 min) Fischinger disegna la musica, ovvero disegna i
suoni (si tratta di “ornamenti”) sulla pellicola - nella banda
della colonna sonora - al fine di ottenere la massima coerenza
con 'immagine. Gli stessi ornamenti - una sequenza di trian-
goli e linee seghettate lungo un margine - sono nel contempo
disegnati, proiettati e percepibili visivamente.

Altro caso molto noto il film d’animazione Fantasia (1940)
di Wald Disney, penso in particolare all’intermezzo quan-
do Disney fa esibire la colonna sonora e la “voce” di ogni

6 In una autobiografia, redatta nel 1952, Fischinger distingue gli Studien in due gruppi: - absolute graphic films perfectly synchronized to music (dal n. 1 al n. 4, realizzati
negli anni 1927-28); - absolute graphic films to music - soundfilm (dal n. 5 al n. 12, realizzati negli anni 1929-31). Vedi: Fischinger in Keefer, Guldemond (ed. by, 2012, p. 13).

LA SINCRONIZZAZIONE AUDIO/VISIVA
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strumento ¢ tradotta dai disegnatori di Disney secondo cor-
rispondenze sinestesiche: i suoni acuti del violino sono rap-
presentati con il colore giallo (colore ad alta luminosita), e
con figure appuntite; al contrario i suoni gravi del fagotto con
colori scuri e forme arrotondate. Come scrive Cano (2002,
p. 215): “Disney sfrutta puntualmente anche le associazioni
dell’altezza con I’acuita sonora e viceversa”.

Gli esempi di sincronismi audiovisivi riscontrabili nel cinema
astratto sono numerosi, mi limito ad indicare in particolare i
nomi di Norman McLaren e il suo Synchromy (1971, 7 min),?
un cortometraggio animato in cui - riprendendo la tecnica gia
utilizzata da Fischinger - il suono ¢ prodotto dalla riprodu-
zione del’immagine disegnata sulla colonna sonora, cosi da
consentire una perfetta sincronia immagine/suono sintetico,
in sostanza cio che si sente € anche cio che si vede; e di John
Whitney - tra i pionieri della computer graphics, che ha per
primo utilizzato la locuzione motion graphics (Betancourt,
2013) - e teorizzato nel suo libro Digital Harmony (1980) il
processo di sincronizzazione fra animazioni e musica applica-
to nelle sue opere.

Nel cinema documentario naturalistico

Altre tipologie di artefatti audiovisivi sfruttano il sincroni-
smo per enfatizzare la comunicazione, per facilitarne la com-
prensione e la memorizzazione. Troviamo esempi anche in
opere con alti livelli di iconicita del’immagine, fondati sulla
ripresa, e con la presenza di scene e attori.

Ad esempio nei documentari naturalistici il sincronismo au-
diovisivo assume il ruolo di sottolineatura di un’azione visi-
va, di cattura dell’attenzione nel momento in cui ¢ utile per
direzionare lo sguardo sulla scena, e su dettagli del visivo che
altrimenti rimarrebbero inosservati. Un esempio ¢ il docu-
mentario Profondo Blu (BBC, 2003) con la colonna sonora
di George Fenton, dove la musica segue e sottolinea I’azione
visiva, cosi i granchi sembrano danzare, il loro movimento ¢
sincronizzato su musica a ritmo di samba.® (figura 3).

Nella comunicazione pubblicitaria

Nella comunicazione pubblicitaria il sincronismo visivo/musica-
le attira I’attenzione, coinvolge lo spettatore, lo fa sentire parte
dello spettacolo; la musica conosciuta o dai ritmi e melodie fa-
cilmente memorizzabili amplifica ulteriormente effetto. Nel

7 Una dettagliata analisi delle congruenze sinestesiche del film Fantasia ¢ in Cano (2002, pp. 210-217).

8 La documentazione dell’opera di McLaren ¢ raccolta dal National Film Board of Canada (https://www.nfb.ca/directors/norman-mclaren/), dove McLaren ha
prodotto gran parte delle sue opere e sperimentazioni tecniche. Synchromy ¢ disponibile alla pagina: https://www.nfb.ca/film/synchromy/.

9 Cfr.: Luca Villari, “La musica nel Cinema documentario”, 3 sett. 2008 (http://www.colonnesonore.net). Vedi anche Origgi (2020).
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seguito alcuni casi paradigmatici di tale approccio al progetto
audiovisivo. (Figura 4).

La campagna Sony Bravia Paint (2006, 1min 10 sec), uno spot
spettacolare ideato per enfatizzare la fedelta e la qualita del-
la riproduzione dei colori delle Tv, 70.000 litri di vernice
ecologica sono fatti esplodere su un edificio in demolizione
di Glasgow, in Scozia, sincronizzato sulla musica La Gazza

ladra di Gioacchino Rossini, per significare come il colore
possa restituire vita anche a luoghi anonimi e degradati.”®

Altro esempio lo spot Tim #Crew (2017, 60 sec), un tor-
mentone da milioni di visualizzazioni dove il ballerino Sven
Otten si muove sincronizzato sulla musica All Night di Parov
Stelar con uno stile dallo stesso chiamato neoswing." Tim
ne realizza una serie, anche avvalendosi di una compagnia

Figura 3. Frames dal documentario Profondo Blu, (SX 3:15, DX 14:58 (BBC, 2003) (Cfr: Origgi, 2020, p. 154)

10 Il progetto dello spot aveva all’epoca suscitato grande curiosita, Sony gli aveva dedicato una pagina web e un blog ora non piu attivi. Spot e making of sono
ancora disponibili qui: https://www.youtube.com/watch?v=wwO-wo892pI; https://www.youtube.com/watch?v=QzqwtHpi6kI&t=0s.
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di nuoto sincronizzato (spot Water Ballet, 2017), o facen-
do ballare 1.372 robot sincronizzati (2018, 1 min 30 sec sulla
musica Another day of sun cantata da Mina) e una versione di
sintesi (Con TIM é bello avere tutto!, 2017, 60 sec)™* in cui si
aggiungono i testi sincronizzati. Uno spot molto imitato, ne
seguiranno parodie,” la stessa Tim lancia una campagna di
comunicazione che invita gli utenti a caricare i propri video
danzati sulla musica di Parov Stelar. Viene da chiedersi cosa

Figura 4. Frames dallo spot Sony Bravia (2006).

catturi attenzione in tale spot e lo renda cosi “contagioso”
e imitabile. (Figura 5) Indubbiamente la musica ha un ruolo
fondamentale, sprigiona energia e voglia di muoversi, il rit-
mo, la ripetitivita, la facile memorabilita sono fondamentali,
tanto che quando Tim abbassa il volume della musica per
alzare il volume dello speaker perde visualizzazioni, a ci0 si
unisce un rafforzamento dato dalla traduzione visiva della
gestualitd concomitante.

11 Disponibile sul canale YouTube di Tim: https://www.youtube.com/watch?v=JxMHN87J750.

12 https://www.youtube.com/watch?v=uCMEnJRH70Y

13 Qui una versione registrata presso la sede dell’Universita di Salerno: https://www.youtube.com/watch?v=TF13qAY6Ejw
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Un ultimo esempio il videoclip Kenzo World (2016, 3 min 48
sec) che accompagna l’uscita dell’omonimo profumo, diretto
da Spike Jonze (pseudonimo di Adam Spiegel, Rockville, Usa,
1969) regista di video musicali di successo, in cui ’attrice pro-
tagonista si muove, danza, fa smorfie, in sincronia con la musi-
ca My Mutant Brain di Sam Spiegel (fratello del regista) e Ape
Drums. Loriginalita del video ¢ che in questo caso ¢ soprattut-

Figura 5. Frame dallo spot TIM (2017).

to la mimica del volto, unita ai movimenti del corpo, ad essere
sincronizzata in una coreografia scatenata e un po’ folle.

Si potrebbero aggiungere altri esempi e tipologie video, pen-
siamo in particolare alle sigle televisive, ai titoli di testa, o ai
bumbers pubblicitari che in 5-6 sec utilizzano il sincrono au-
dio/video per sottolineare lo stacco, I'intervallo. (Figura 6)
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Tutti questi esempi sono accomunati dalla “brevita” del sin-
cronizzato, anche nei filmati dalle durate piu estese i punti
di sincronizzazione sono applicati in sequenze dalle durate
limitate, poicheé continuati nel tempo perderebbero di effi-
cacia nella cattura e nel mantenimento dell’attenzione.

4. PER CONCLUDERE: QUALE IL VALORE AGGIUNTO
DELLA SINCRONIZZAZIONE AUDIO/VIDEO?

In sintesi possiamo dire che le congruenze sinestesiche - di
cui il sincronismo ¢ una delle manifestazioni - fra caratte-
ri percepiti attraverso diversi registri sensoriali, consento-

Figura 6. Frames dal videoclip Kenzo World (2016).
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no di ridurre i tempi di reazione a un messaggio (Melara e
O’Brien, 1987), garantiscono I'impressivita (Cano, 2002, p.
215), e pertanto facilitano ’efficacia della comunicazione.

Inoltre il progetto di una stessa informazione per pitt moda-
lita sensoriali, con la traduzione sinestesica, e la possibilita
di riconoscere e fruire di uno stesso contenuto in modi e
contesti differenti, rendono quella informazione altresi piti
accessibile e, come gia scrivevamo, quello stimolo e quel
messaggio divengono “super”, un “superstimoli” (Ricco,
2022) attivando la nostra attenzione.



AUDIO/VISUAL SYNCHRONIZATION:

CORRESPONDENCE

THEORIES AND CASE STUDIES TO SUPPORT THE PROJECT

Dina Ricco
Department of Design | Politecnico di Milano (Italy)

1. AUDIO/VISUAL SYNAESTHETIC
CORRESPONDENCES

Every audio/visual communication has a variety of possible
sensory relationships. Some of these, as Bahrick and Pickens
(1994) point out, are between amodal qualities, invariant in
the different sensory registers, while others, more generally
intermodal, are on the contrary variant and with arbitrary
combinations. Some qualities, such as intensity, shape,
temporal scansion, movement, number (Stern, 1987), are amodal
in that they are not specific to a single sensory modality;
they are perceivable by multiple sensory organs, and the
synaesthetic congruencies that arise in the perception of
the same quality from multiple sensory registers appear to
be innate, meaning they do not need to be acquired through

experience. Intermodal relations, on the contrary, must be
learned.

Humans can easily detect and memorise a large number of
intermodal relations without difficulty, but in audiovisual
design it is useful to recognise which relations have typical
characteristics, which are recurrent, and which are intersub-
jective correspondence or, as Ullmann (1977) wrote refer-
ring to the sounds of language, they are panchronic, univer-
sal, regardless of culture.

In other words, we can say that there are correspondenc-
es between visual and auditory characteristics that are per-
ceived as congruent by the majority of people and there-
fore capable of reinforcing the message in simultaneous
presence.

AUDIO/VISUAL SYNCHRONIZATION
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In particular we can recognize four orders of recurrent cor-
respondences (Ricco, 1999):

1.

between audio volume and visual size: an increase in sound
volume corresponds to the perception of a similar behav-
ior of the size of the photism (Marks, 1975, p. 318);

.between pitch of sound and brightness of color: low-pitched

sounds are generally associated with dark colour gra-
dations and, vice versa, high-pitched sounds with light
colors (Marks, 1974, 1975; Vernon, 1930) [Figure 1];

. between the pitch of the sound and vertical positioning of the

sign: high-pitched sounds are congruent with signs placed
at the top of a plane, and vice versa (Melara, Thomas P.
O’Brien, 1987). Furthermore, I note that we find this cor-
respondence between sound pitch and vertical sign place-
ment even in the conventions adopted in classical musical
notation;

4.between musical time and shapes: as the speed of musical

time increases, the shapes of the perceived photisms be-
come more angular in parallel (Marks, 1975, p. 315).
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Figure 1A. Schematic representation of the psychological space produced by simple
sounds. As the volume decreases, which is related to the pitch and intensity of the sound,
the brightness of the color increases (Source: Marks, 1975, p. 319).

Figure 1B. The higher and/or louder the sound, the brighter it is rated; the lower and/or
louder it is rated, the larger it is rated (Source: Ward, Cytowic, 2008, p. 373).
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Table 1. Synthesis of the synaesthetic congruences perceived between pitch, infensity,
timbre of sound and brightness, size, geometry of shapes and objects (Eng. trans. from:
Ricco, 2022, p. 83).

2. SYNCHRONIZED AUDIO/VIDEO

When a video-synchronised audio system was first intro-
duced on a large scale by Warner Brothers between 1926 and
1927 (Giachino, 2009, p. 25), the complexity of the project
was realised, in particular as Bragaglia (1929) pointed out a
few years later:

o the technical complexity that synchronization requires,

o the variety of factors involved, from the acoustics of the

projection room to the timbre of the voices.

To these I add the semantic value, the meaning that these
aspects convey.

In the years immediately following, Bragaglia wrote: “We
must know how to make use of this di-plus” (Bragaglia, in
Giachino, 2009), therefore of the added value that sound in
sync with the visual entails.

Sound designed for and with the visual adds to and facilitates
the communication process, the value added by sound pro-
vides further expressive and informative value to the image,
so much so that it is perceived as part of it (Chion, 1997)."

14 Chion defines added value of sound in the following way: “the expressive and informative value with which a sound enriches a given image, to the point of
making one believe [...] that that information or that expression derives ‘naturally’ from what one sees, and is already contained in the simple image” (Chion,

1997, p. 12).
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3.AUDIO-VISUAL EMPHASES AND EXPLICIT
SYNCHRONISMS

Sergio Miceli (2009) defines explicit synchronies as audio-vi-
sual emphases, as image/sound concordances in which the
reference, the causality, the coincidence between the sound
event and the filmic event is explicit, in which we can there-
fore say the spectator is capable of recognising the recipro-
cal relationship.

Miceli specifies that “the use of explicit synchronicities
opens up a series of non-marginal aesthetic problems, since
their conventional nature contrasts with a high degree of
verisimilitude found, for example, in dramatic genre films”
(Miceli, 2009, p. 637).

In abstract cinema

In fact, the primordial forms of motion graphics: I am re-
ferring to the origins of animated cinema and in particular
to the products of visual music, where the narrative device
is music, are based on film and/or animated sequences at a
high level of abstraction. In visual music, we know that the

search for congruence between languages is intentional and,
at the same time, can be “artificial,” not the result of a natu-
ral event; that is, it is designed.

I am thinking e.g. of Oskar Fischinger’s visual translations of
the 12 Studien (1929-32), short abstract animated films lasting
2-4 minutes, in black and white, and with sound, built on pieces
of classical, popular or jazz music (Bertetto, 1983, p. 65), based
on audio/visual synchronism, on the congruences between
sound intensity and visual dimensions." Trying to say the same
thing in two registers strengthens the message. Synchronism
helps understand the musical composition, can punctuate the
phrasing, the timbres of the instruments, the rhythms, and
at the same time, the congruence between the languages un-
doubtedly emphasizes and facilitates communication.

Even in Tonende Ornamente (Sound Ornaments, 1932, b/w,
sound, 7 min), Fischinger draws the music; that is, he draws
the sounds (these are “ornaments”) on the film—in the
soundtrack—to achieve maximum coherence with the im-
age. The ornaments themselves, a sequence of triangles and
serrated lines along one edge, are simultaneously drawn,
projected and visually perceptible.

15 In an autobiography, written in 1952, Fischinger distinguishes the Studien into two groups: - absolute graphic films perfectly synchronized to music (from
no. 1 to no. 4, made in the years 1927-28); - absolute graphic films to music - soundfilm (from no. 5 to no. 12, made in the years 1929-31). See: Fischinger in

Keefer, Guldemond (ed. by, 2012, p. 13).
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Another well-known example is the animated film Fantasia
(1940) by Walt Disney. I am thinking in particular of the in-
terlude when Disney plays the soundtrack and the “voice” of
each instrument is translated by Disney’s artists according
to synaesthetic correspondences: the high-pitched sounds
of the violin are represented with the colour yellow (a high-
ly luminous colour) and with pointed figures; conversely,
the low-pitched sounds of the bassoon are represented with
dark colors and rounded shapes. As Cano (2002, p. 215)
writes: “Disney also regularly exploits the associations of
pitch with sound acuity and vice versa.”¢

There are numerous examples of audiovisual synchronisms
found in abstract cinema. I will limit myself to mentioning in
particular the names of Norman McLaren and his Synchromy
(1971, 7 min),” an animated short film in which, taking up the
technique already used by Fischinger, the sound is produced by
reproducing the image drawn on the soundtrack, thus allow-
ing for perfect image/synthetic sound synchrony, essentially
what you hear is also what you see; and by John Whitney, one
of the pioneers of computer graphics, who was the first to use

the term motion graphics (Betancourt, 2013), and theorised in
his book Digital Harmony (1980) the process of synchronisa-
tion between animations and music applied in his works.

In nature documentary cinema

Other types of audiovisual artifacts exploit synchronicity to
emphasize communication, facilitating comprehension and
memorization. Examples also exist in works with high lev-
els of image iconicity, based on camerawork and featuring
scenes and actors.

For example, in nature documentaries, audiovisual syn-
chronicity plays the role of highlighting a visual action, cap-
turing attention when it’s useful for directing the gaze to the
scene, and to visual details that would otherwise go unno-
ticed. An example is the documentary Deep Blue Sea (BBC,
2003), with a soundtrack by George Fenton, where the music
follows and emphasizes the visual action, so that the crabs
appear to dance, their movements synchronized to samba
music.”® (Figure 3)

16 A detailed analysis of the synaesthetic congruences of the film Fantasia is in Cano (2002, pp. 210-217).

17 Documentation of McLaren’s work is collected by the National Film Board of Canada (https://www.nfb.ca/directors/norman-mclaren/), where McLaren
produced much of his work and technical experiments. Synchromy is available at: https://www.nfb.ca/film/synchromy;/.

18 See: Luca Villari, “Music in Documentary Cinema”, 3 Sept. 2008 (http://www.colonnesonore.net). See also Origgi (2020).
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In advertising communication

In advertising, visual and musical synchronicity captures at-
tention, engages the viewers, and makes them feel part of the
show; familiar music or music with easily memorable rhythms
and melodies further amplifies the effect. Below are some ex-
emplary cases of this approach to audiovisual design. In the
Sony Bravia Paint campaign (2006, 1 min 10 sec), a spectacular
spot designed to emphasize the fidelity and quality of color
reproduction on TVs, 70,000 liters of eco-friendly paint are
exploded on a building undergoing demolition in Glasgow,
Scotland, synchronized to the music of Gioacchino Rossini’s
La Gazza ladra, to demonstrate how color can bring life back
even to anonymous and degraded places.” (Figure 4)

Another example is the Tim #Crew commercial (2017, 60 sec),
a catchy hit with millions of views where the dancer Sven
Otten moves synchronised to the music All Night by Parov
Stelar with a style he himself calls neoswing.*°, Tim creates a
series of them, also using a synchronized swimming company
(Water Ballet commercial, 2017), or making 1,372 synchronized
robots dance (2018, 1 min 30 sec to the music Another day of

sun, sung by Mina) and a synthetic version (With TIM it’s nice
to have everything!, 2017, 60 sec)?, in which synchronized texts
are added. A much-imitated spot, parodies will follow*; TIM
itself launched a communications campaign inviting users to
upload their own dance videos to the music of Parov Stelar.
(Figure 5) One wonders what captures attention in this ad and
makes it so infectious and imitable. Music undoubtedly plays
a key role; it releases energy and the desire to move. Rhythm,
repetition, and easy memorability are key, so much so that
when TIM turns down the volume to turn up the speaker, it
loses views. This is compounded by the visual translation of
the accompanying gestures.

A final example is the Kenzo World music video (2016, 3 min
48 sec), which accompanies the release of the perfume of the
same name. Directed by Spike Jonze (pseudonym of Adam
Spiegel, born in Rockville, USA, in 1969), a successful music
video director, the lead actress moves, dances, and grimaces
in sync with the music My Mutant Brain by Sam Spiegel (the
director’s brother) and Ape Drums. The video’s originality
lies in the fact that, in this case, it’s primarily facial expres-

19 The commercial project had sparked great curiosity at the time, and Sony dedicated a website and blog to it, both of which are now defunct. The commercial
and the making-of are still available here: https://www.youtube.com/watch?v=wwO-wo0892pI; https://www.youtube.com/watch?v=QzqwtHpi6kI&t=0s.
20 Available on Tim'’s YouTube channel: https://www.youtube.com/watch?v=JxMHN87J750.

21 https://www.youtube.com/watch?v=uCMEnJRH70Y.

22 Here’s a version recorded at the University of Salerno: https://www.youtube.com/watch?v=TF13qAY6Ejw.
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sions, combined with body movements, that are synchro-
nized in a wild and slightly crazy choreography. (Figure 6)
We could add other examples and video typologies, think-
ing in particular of television theme songs, opening credits,
or advertising boomers that in 5-6 seconds use synchronous
audio/video to underline the break, the interval.

All these examples have in common the “brevity” of the syn-
chronized; even in the longest films, the synchronization
points are applied in sequences of limited duration, since, if
continued over time, they would lose their effectiveness in
capturing and maintaining attention.

4. TO CONCLUDE: WHAT IS THE ADDED VALUE
OF AUDIO/VIDEO SYNCHRONIZATION?

In summary, we can say that synaesthetic congruences - of
which synchronism is one of the manifestations - between
characters perceived through different sensorial registers
allow for a reduction in reaction times to a message (Melara
and O’Brien, 1987), guarantee impressiveness (Cano,
2002, p. 215), and therefore facilitate the effectiveness of
communication.

Furthermore, the project of the same information for mul-
tiple sensory modalities, with synesthetic translation, and
the possibility of recognizing and enjoying the same content
in different ways and contexts, also makes that information
more accessible and, as we have already written, that stim-
ulus and that message become “super”, a “superstimuli”
(Ricco, 2022) activating our attention.
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FIGURES

Figure 2. Schematization of the recurring congruencies
perceived between audio and visual characteristics: the larger,
thicker, and more rounded a shape/object is, the more it will
be perceived as congruent with a low, loud, and shrill sound.
Conversely, the smaller, thinner, and more angular a shape/
object is, the more it will be perceived as congruent with a
high, soft, and dull sound (Eng. trans. from: Ricco, 2022, p. 83).

Figure 3. Frames from the documentary Deep Blue (SX 3:15, DX
14:58) (BBC, 2003) (See also: Origgi, 2020, p. 154).

Figure 4. Frames from the Sony Bravia commercial (2006).
Figure 5. Frame from the TIM commercial (2017).

Figure 6. Frames from the video clip Kenzo World (2016).
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	Un a más, el Congreso Internacional Synaesthesia: Science and Art incluye entre sus actividades la exposici MuVi7. Para la Facultad de Bellas Artes de Granada es un verdadero honor contribuir a este evento que pone en valor el arte como energía que fluye entre lo visual y lo sonoro, sin distinci de horizonte entre lo uno y lo otro, que se expande fuera de los límites tradicionales para adentrarse en lo inesperado, lo posible, creando tantas armonías como desenfoques, fricciones y encuentros que exploran el 
	-

	La Universidad de Granada tiene el privilegio de ser testigo y, a través del profesorado que lo impulsa, también participante, de esta fecunda celebraci del pensamiento innovador y de la cultura transformadora, que se concreta a partir de una idea provocadora: la “mica visual” y la sinestesia. Este punto de partida seduce a sus creadores a registrar mediante la creaci las experiencias que surgen de las percepciones sinestésicas: imágenes que se manifestan, impresionadas por la mica y revelan sus cualidades 
	-
	-
	-

	Acudirán a la cita, feles a esta vocaci expandida, profesionales de ámbitos distintos, artistas visuales, micos, dise dores y performers, diluyendo los límites de lo académico y lo no académico, de las diferentes trayectorias, creando un espacio com para quienes ya tienen una experiencia dilatada y quienes empiezan apenas. Esta confuencia de tantas voluntades que se cruzan y coinciden a un tiempo, explícita en la muestra que se presenta, produce sin duda nuevos saberes que conforman el sedimento donde se va
	-
	-
	-

	Elizaberta Lez Pérez 
	Elizaberta Lez Pérez 
	Decana de la Facultad de Bellas Artes Universidad de Granada 


	PREFACE 
	PREFACE 
	PREFACE 
	Once again this year, the International Conference on Synaesthesia: Science and Art includes the MuVi7 exhibition among its activities. For the Faculty of Fine Arts of Granada, it is a true honor to contribute to this event, which highlights art as an energy that fows between the visual and the audible, without any distinction between the two horizons. It expands beyond traditional boundaries to delve into the unexpected, the possible, creating as many harmonies as blurs, frictions, and encounters that expl
	The University of Granada is privileged to witness and, through the faculty behind it, also participate in this fruitful celebration of innovative thinking and transformative culture, which takes shape based on a provocative idea: “visual music” and synesthesia. This starting point seduces its creators to record through creation the experiences that arise from synesthetic perceptions: images that manifest, impressed by music, and reveal their sonic qualities, just as the melodies, chords and tones that reve
	The University of Granada is privileged to witness and, through the faculty behind it, also participate in this fruitful celebration of innovative thinking and transformative culture, which takes shape based on a provocative idea: “visual music” and synesthesia. This starting point seduces its creators to record through creation the experiences that arise from synesthetic perceptions: images that manifest, impressed by music, and reveal their sonic qualities, just as the melodies, chords and tones that reve
	– visual artists, musicians, designers, and performers – will attend, blurring the boundaries between the academic and the non-academic, between diferent trajectories, creating a common space for those with extensive experience and those just starting out. This confuence of so many wills that intersect and coincide at the same time, made explicit in the exhibition presented, undoubtedly produces new knowledge that forms the sediment where this engine of the future, art, is forged in a refective and critical


	Elizaberta Lez Pérez 
	Elizaberta Lez Pérez 
	Elizaberta Lez Pérez 
	Dean of the Faculty of Fine Arts University of Granada 

	Da molti anni MuVi. Video e moving image on synesthesia and visual music rappresenta un’occasione unica per esplorare le potenzialità della sinestesia come strumento di creazione, ricer-ca e rifessione transdisciplinare. La sua presenza all’interno del Convegno Internazionale Synaesthesia: Science and Art ha consolidato una rete virtuosa di collaborazione tra istituzioni universitarie e culturali, tra cui il Politecnico di Milano – la Scuola del Design e il Dipartimento di Design – la Fondazione Artecittà e
	-
	-

	Le opere presentate in questa edizione testimoniano l’importanza crescente della visual music come pratica artistica capace di fondere percezioni, codici e linguaggi diferenti. In esse, immagine e suono non si accompagnano passivamente, ma coesistono in un processo di costruzione reciproca, dove la dimensione estetica si intreccia con quella concettuale. Il risultato è un’esperienza sinestesica che, piche rappresentare, traduce – nel senso piprofondo del termine – contenuti, emozioni e pensieri. Si conferma
	Le opere presentate in questa edizione testimoniano l’importanza crescente della visual music come pratica artistica capace di fondere percezioni, codici e linguaggi diferenti. In esse, immagine e suono non si accompagnano passivamente, ma coesistono in un processo di costruzione reciproca, dove la dimensione estetica si intreccia con quella concettuale. Il risultato è un’esperienza sinestesica che, piche rappresentare, traduce – nel senso piprofondo del termine – contenuti, emozioni e pensieri. Si conferma
	-
	-
	-
	-

	il design si fa interprete di una pluralità di segni – visivi, sonori, tattili – la comunicazione si trasforma in un sistema aperto, dinamico, che crea ponti tra i linguaggi e amplia le possibilità di comprensione e senso. Le opere qui raccolte incarnano perfettamente questo principio: non traducono solamente un messaggio da un codice all’altro, ma, attraverso una reciproca relazione tra codici, creano ulteriori signifcati. In questo senso la sinestesia diventa un dispositivo poetico e cognitivo al tempo st
	-
	-
	-
	-
	-
	-
	-
	-


	Elena Caratti 
	Elena Caratti 
	Coordinatrice del Corso di studi in Design della comunicazione Dipartimento di Design / Scuola del Design Politecnico di Milano 



	PREFACE 
	PREFACE 
	PREFACE 
	For many years, MuVi. Video and moving image on synesthesia and visual music has represented a unique opportunity to explore the potential of synesthesia as a tool for creation, research and transdisciplinary reflection. Its presence within the International Congress Synaesthesia: Science and Art has consolidated a virtuous network of collaboration between university and cultural institutions, including the Politecnico di Milano – the School of Design and the Department of Design – the Fundaci n Artecittà a
	For many years, MuVi. Video and moving image on synesthesia and visual music has represented a unique opportunity to explore the potential of synesthesia as a tool for creation, research and transdisciplinary reflection. Its presence within the International Congress Synaesthesia: Science and Art has consolidated a virtuous network of collaboration between university and cultural institutions, including the Politecnico di Milano – the School of Design and the Department of Design – the Fundaci n Artecittà a
	-
	-
	-
	-
	-
	-

	above all, as synaesthetic translation. When design interprets a plurality of signs – visual, auditory, tactile... – communication is transformed into an open, dynamic system that builds bridges between languages and broadens the possibilities of understanding and meaning. The works collected here perfectly embody this principle: they do not merely translate a message from one code to another, but, through a reciprocal relationship between codes, create additional meanings. In this sense, synesthesia become
	-
	-
	-
	-
	-
	-



	Elena Caratti 
	Elena Caratti 
	Chair BSc+MSc Communication Design Design Department / Design School Politecnico di Milano, Italy 


	PREFACIO 
	PREFACIO 
	Desde hace muchos as MuVi. Video and moving image on synesthesia and visual music ha brindado una oportunidad ica para explorar el potencial de la sinestesia como herramienta de creaci, investigaci y refexi transdisciplinar. Su presencia en el Congreso Internacional Sinestesia: Ciencia y Arte ha consolidado una virtuosa red de colaboraci entre instituciones universitarias y culturales, entre las que destacan el Politecnico di Milano – la Escuela de Dise  y el Departamento de Dise  – la Fundaci Artecittà y l
	Desde hace muchos as MuVi. Video and moving image on synesthesia and visual music ha brindado una oportunidad ica para explorar el potencial de la sinestesia como herramienta de creaci, investigaci y refexi transdisciplinar. Su presencia en el Congreso Internacional Sinestesia: Ciencia y Arte ha consolidado una virtuosa red de colaboraci entre instituciones universitarias y culturales, entre las que destacan el Politecnico di Milano – la Escuela de Dise  y el Departamento de Dise  – la Fundaci Artecittà y l
	-
	-
	-
	-
	-
	-

	ci n interling ística sino, sobre todo, como traducci n sinestésica. Cuando el dise o se convierte en intérprete de una pluralidad de signos – visuales, sonoros, táctiles – la comunicaci n se transforma en un sistema abierto y dinámico que tiende puentes entre las lenguas y amplía las posibilidades de comprensi n y signifcado. Las obras aquí reunidas encarnan a la perfecci n este principio: no se limitan a traducir un mensaje de un c digo a otro, sino que, a través de una relaci n recíproca entre c digos, c
	-
	-
	-
	-
	-


	– en su versi n más experimental y transdisciplinar – se convierte así en un laboratorio de innovaci n, capaz de aunar planifcaci n y visi n, estética y compromiso, expresi n individual y responsabilidad colectiva. 
	-
	-

	Elena Caratti 
	Elena Caratti 
	Coordinadora del Curso de Dise de la Comunicaci Departamento de Dise / Escuela de Dise Politecnico di Milano, Italia 


	MUVI7 Tecniche di Visual Music, fra tradizione e AI generativa 
	MUVI7 Tecniche di Visual Music, fra tradizione e AI generativa 
	MUVI7 Tecniche di Visual Music, fra tradizione e AI generativa 
	MUVI7 Tecniche di Visual Music, fra tradizione e AI generativa 
	MuVi7 è la settima edizione della rassegna video dedica-ni che si sono via via susseguite, di essere capace di stimo-ta alla Musica Visiva – che segue a MuVi (Granada, 2007),  lare il dibattito. Ne sono testimonianza l’ampliamento degli  MuVi2  (Granada, 2009), MuVi3  (Almeria, 2012), MuVi4  eventi espositivi e partecipativi integrati alla conferenza  (Alcalá la Real, Jaén, 2015), MuVi5 (Granada e Alcalá la Real,  (vedi l’esposizione “Synesthesia and Visual Arts” coordinata  Jaén, 2018), MuVi6 (Granada e Al
	1  In particolare ricordiamo alcuni eventi che si sono susseguiti nel tempo: il Seminario Internationale di Sinestesia Scienza e Arte SISCAYC (Victor Parra,  Università UPEL, Venezuela, 2014, in collaborazione con la Fondazione Artecittà), e il Corso Monografico Internazionale Visual Sounds (Portogallo, 2014);  con la stessa struttura dei corsi estivi su Sinestesia, Scienza, Arte e Creatività, attivati a Cuevas del Almanzora (2008, 2009, 2010) e Las AlpujarrasGranadinas  (Spagna, 2011), il corso di “Creaci 
	VIIICongreso25/) un invito a presentare progetti audiovisi-vi, anche interattivi, rivolto sia ad artisti, musicisti, designer,  performer, che nella relazione progettata fra audio e video si  riconoscono nelle teorie e nelle poetiche della visual music. Questa edizione in particolare ha inteso dedicare particolare  attenzione alle tecniche di visual music, per questo ai par-tecipanti è stata richiesta non solo una descrizione generica  del proprio progetto, ma distinta in due parti: la prima con la  descriz
	Rileviamo inoltre una maggiore tendenza a lavorare in  team, composti di partecipanti con professionalità diverse,  ad uscire da progetti con un unico autore, per raggiungere  risultati che uniscono le competenze di visual artists con  quelle dei compositori musicali. Ogni edizione ci sorprende per la ricchezza delle produzio-ni, con soluzioni compositive e tecniche sempre picom-plesse, indubbiamente agevolate dall’evoluzione dei softwa-re audio/video e di linguaggi di programmazione visuale che  facilitano
	Questo catalogo raccoglie, nella versione stampata del libro e nell’ebook, la selezione di 30 video (su 38 pervenuti) effettuata dalla commissione scientifica. 
	-

	Ricordiamo il contest era rivolto a tre categorie di partecipanti: professionisti del video, professori e studenti delle università e dei conservatori di musica. Gli autori dei video presentano pertanto diversa esperienza e formazione, frequentemente formati da team dalla diversa formazione che unisce le competenze del progetto visivo con la composizione sonora/musicale. 
	-
	-
	-

	Dei 30 video pubblicati, la commissione scientifica ha nominato: 1 Best video per ogni categoria, 2HonorableMentions per ogni categoria, e 1 HonorableMention /professionals, speciale per il video con il migliore “sincrono audio/video”. 
	-
	Form

	24% 50% 
	19 Professionals / Videomaker 10 Professors 9 Students 
	26% 
	Form

	Figure

	La partecipazione ha visto in questa edizione un’equa suddivisione fra professionisti e mondo accademico, perfettamente suddivisa (50% Professionals, 26% Professors, 24% students). 
	-

	Come possiamo leggere nelle biografe i professionisti hanno una ricca esperienza espositiva in eventi e festival internazionalmente molto conosciuti, e nel contempo – come ci eravamo proposti dalla edizione 5 – sia l’ampliamento della partecipazione accademica di professori e studenti, sia il coinvolgimento di discipline sempre pimirate, oferte nelle Università – in particolare nelle Scuole di Design, nelle Scuole di cinema, nelle Scuole di Industrie creative e Media creativi, nei Master di Composizione aud
	-
	-
	-

	Nell’insieme una partecipazione ampiamente internazionale con un coinvolgimento geograficamente esteso, che abbraccia quattro continenti. 
	-

	Accanto a Spagna e Italia, i paesi in cui hanno sede l’Università di Granada e il Politecnico di Milano, che assieme alla Fondazione Artecittà organizzano l’evento, una grande adesione di partecipanti proviene dalla Cina (Hangzhou, Hong Kong), grazie anche alla delegazione cinese di Artecittà coordinata da NinghuiXiong. Le provenienze degli altri partecipanti riguardano i seguenti paesi/città: Australia (Victoria), Belgium (Antwerp), Denmark 
	Accanto a Spagna e Italia, i paesi in cui hanno sede l’Università di Granada e il Politecnico di Milano, che assieme alla Fondazione Artecittà organizzano l’evento, una grande adesione di partecipanti proviene dalla Cina (Hangzhou, Hong Kong), grazie anche alla delegazione cinese di Artecittà coordinata da NinghuiXiong. Le provenienze degli altri partecipanti riguardano i seguenti paesi/città: Australia (Victoria), Belgium (Antwerp), Denmark 
	-




	(Freideriksberg), Germany (Munich), Hungary (Pécs), Ireland(Dublin), The Netherlands (Hoogernheide), New Zealand(Auckland), United Kingdom (Isle of Wight, Leicester, Newcastle,  Staford), United States of America (Dartmouth Massachusetts,  Indiana, Montana, Uruguai (Montevideo). Giunti alla settimana edizione, e quasi venti anni di attività,l’attenzione che gli autori, nel loro insieme, stanno prestan-do a MuVi continua a riempirci d’orgoglio e soddisfazioni.Riteniamo che uno dei meriti dell’iniziativa sia 
	(Freideriksberg), Germany (Munich), Hungary (Pécs), Ireland(Dublin), The Netherlands (Hoogernheide), New Zealand(Auckland), United Kingdom (Isle of Wight, Leicester, Newcastle,  Staford), United States of America (Dartmouth Massachusetts,  Indiana, Montana, Uruguai (Montevideo). Giunti alla settimana edizione, e quasi venti anni di attività,l’attenzione che gli autori, nel loro insieme, stanno prestan-do a MuVi continua a riempirci d’orgoglio e soddisfazioni.Riteniamo che uno dei meriti dell’iniziativa sia 
	syn25/muvi7, https://www.sinestesie.it/muvi, https://www.si-nestesie.it/muvi, e https://www.artecitta.es/VIIICongreso25/). Proseguendo l’azione iniziata con MuVi6, anche l’ebook di MuVi7  – compatibilmente con le caratteristiche dei progetti da-gli autori presentati – coerentemente con l’European Accessibility Act (EAA, 2019/882), da quest’anno 2025 pienamente in vigo-re, si propone di ofrire requisiti di accessibilità per le perso-ne con disabilità sensoriali. Tali scelte perseguono l’intento di incentivar
	2  Vedi archivio: una parte in http://muvi-visualmusic.tumblr.com, presto inoltre tutte le edizioni dei libri saranno disponibili in https://www.sinestesie.it/muvi.  
	MUVI7 Técnicas de mica visual, entre la tradici y la AI generativa 
	MUVI7 Técnicas de mica visual, entre la tradici y la AI generativa 
	MuVi7 es la séptima edici de la video revista dedicada a Visual Prueba de ello es la expansi de la exposici y de los even-Music -que sucede a MuVi (Granada, 2007), MuVi2 (Granada, tos participativos integrados en la conferencia (véase la expo-2009), MuVi3  (Almería, 2012), MuVi4  (Alcalá la Real, Jaén, 2015), sici «Synesthesia and Visual Arts» coordinada por Timothy MuVi5 (Granada y Alcalá la Real, Jaén, 2018), MuVi6 (Granada y B Layden y M. José de Cdoba y el nuevo evento «Project Alcalá la Real, Jaén, 202
	3   En particular, nos gustaría mencionar algunos eventos que han tenido lugar a lo largo del tiempo: el Seminario Internacional de Sinestesia Ciencia y Arte  SISCAYC  (Víctor Parra, Universidad UPEL, Venezuela, 2014, en colaboraci con la Fundaci Artecittà), y el Curso Monográfico Internacional Sonidos  Visuales (Portugal, 2014); con la misma estructura que los cursos de verano sobre Sinestesia, Ciencia, Arte y Creatividad, activados en Cuevas del Almanzora (2008,  2009, 2010) y Las Alpujarras Granadinas (E
	una invitaci a presentar proyectos audiovisuales, incluidos los interactivos, dirigida a artistas, micos, dise dores, intérpretes, que en la relaci dise da entre audio y vídeo se reconocen en las teorías y poéticas de la mica visual. 
	-
	-

	Esta edici, en particular, pretendía dedicar una atenci especial a las técnicas de la mica visual, por lo que se pidia los participantes que no se limitaran a una descripci genérica de su proyecto, sino que lo dividieran en dos partes: la primera describiendo la idea y el concepto, y la segunda sobre las técnicas. La lectura y comparaci de las soluciones técnicas practicadas por los participantes es sumamente interesante, y nos ofrece una imagen de las técnicas actuales -que aunque con algunas recurrencias 
	-
	-

	Un aspecto que destaca es el frecuente uso de técnicas híbridas, manuales/materiales y digitales juntas, ya sean tradicionales o innovadoras. Encontramos técnicas fotograma a fotograma, con fotogramas a su vez realizados con técnicas manuales (como témperas o lápices de colores) o digitales, técnicas con intervenci directa sobre la película que recuerdan a los maestros de principios del siglo XX, como Oskar Fischinger, Norman McLaren y LenLye. Pero también se recurre a técnicas y programas menos habituales,
	Un aspecto que destaca es el frecuente uso de técnicas híbridas, manuales/materiales y digitales juntas, ya sean tradicionales o innovadoras. Encontramos técnicas fotograma a fotograma, con fotogramas a su vez realizados con técnicas manuales (como témperas o lápices de colores) o digitales, técnicas con intervenci directa sobre la película que recuerdan a los maestros de principios del siglo XX, como Oskar Fischinger, Norman McLaren y LenLye. Pero también se recurre a técnicas y programas menos habituales,
	-
	-
	-
	-

	de conversi en tiempo real o la IA generativa. También observamos una mayor tendencia a trabajar en equipo, compuesto por participantes con diferentes trayectorias profesionales, para alejarse de los proyectos de autor ico y lograr resultados que combinen las habilidades de los artistas visuales con las de los compositores musicales. 
	-
	-
	-


	Cada edici nos sorprende por la riqueza de las producciones, con soluciones compositivas y técnicas cada vez más complejas, facilitadas sin duda por la evoluci de los programas informáticos de audio/vídeo y de los lenguajes de programaci visual que facilitan nuevos experimentos estéticos, a los que este a se han adido técnicas de IA generativa. La relaci sonido/visual es, pues, tanto el resultado de un análisis perceptivo como de una aplicaci algorítmica que puede escapar al control de lo perceptible. Las s
	-
	-
	-
	-

	o fguraciones con geometrías complejas guiadas por criterios compositivos (como simetrías, especularidad, etc.), y al mismo tiempo atentas a «renderizaci sensorial»: lo digital que bus-ca traducir la materia, la materialidad, con texturas orgánicas, transparencias de colores, efectos tridimensionales. 
	Este catálogo re e, en la versi impresa del libro y en el ebook, la selecci de 30 vídeos (de los 38 presentados) realizada por el comité científco. 
	Este catálogo re e, en la versi impresa del libro y en el ebook, la selecci de 30 vídeos (de los 38 presentados) realizada por el comité científco. 
	-

	El concurso estaba dirigido a tres categorías de participantes: profesionales del vídeo, profesores y estudiantes de universidades y conservatorios de mica. Los autores de los vídeos presentaban, por tanto, una experiencia y una formaci diferentes, y a menudo estaban formados por equipos con distintas trayectorias que combinaban habilidades de dise  visual con composici sonora/musical. De los 30 vídeos publicados, el comité científco nomin 1 mejor vídeo por categoría, 2 menciones honorífcas por categoría y 
	-
	-
	-
	Form

	24% 50% 
	19 Professionals / Videomaker 10 Professors 9 Students 
	26% 
	Form

	Figure

	En esta edici, la participaci estuvo repartida a partes iguales entre profesionales y académicos (50% Profesionales, 26% Profesores, 24% estudiantes). 
	-

	Como podemos leer en las biografías, los profesionales cuentan con una amplia experiencia exponiendo en eventos y festivales de renombre internacional, y al mismo tiempo -como habíamos propuesto desde el nero 5- tanto la ampliaci de la participaci académica de profesores y estudiantes, como la implicaci de disciplinas cada vez más específcas, ofrecidas en las universidades -en particular en las Escuelas de Dise , las Escuelas de Cine, las Escuelas de Industrias Creativas y Medios Creativos, los Masters de C
	-
	-

	En conjunto, una participaci ampliamente internacional y con una extensi geográfca que abarca cuatro continentes. 
	Junto a Espa e Italia, países donde tienen su sede la Universidad de Granada y el Politécnico de Milán, que junto con la Fundaci Artecittà organizan el evento, un gran nero de participantes proceden de China (Hangzhou, Hong Kong), gracias también a la delegaci china de Artecittà coordinada por NinghuiXiong. Los demás participantes proceden de los siguientes países/ciudades: Australia (Victoria), Bélgica (Amberes), 
	Junto a Espa e Italia, países donde tienen su sede la Universidad de Granada y el Politécnico de Milán, que junto con la Fundaci Artecittà organizan el evento, un gran nero de participantes proceden de China (Hangzhou, Hong Kong), gracias también a la delegaci china de Artecittà coordinada por NinghuiXiong. Los demás participantes proceden de los siguientes países/ciudades: Australia (Victoria), Bélgica (Amberes), 
	-
	-

	Dinamarca (Freideriksberg), Alemania (Munich), Hungría (Pécs), Irlanda (Dublín), Países Bajos (Hoogernheide), Nueva Zelanda (Auckland), Reino Unido (Isla de Wight, Leicester, Newcastle, Staford), Estados Unidos de América (Dartmouth Massachusetts, Indiana, Montana, Uruguai (Montevideo). 

	Ahora en su sepitima edici, y casi veinte as de actividad, la atenci que los autores, en su conjunto, están prestando a MuVi contin llenándonos de orgullo y satisfacci. 
	Creemos que uno de los méritos de la iniciativa es también ser reconocidos por haber optado por invertir y dejar constancia del trabajo realizado. Que sepamos, MuVi es el ico festival de visual music que recoge e imprime regularmente en forma de libro (y hasta MuVi5 también en dvd) las selecciones de vídeos participantes, documentando y relacionando un total de unos 190 vídeos con sus respectivos grupos y autores, algunos de los cuales han sido feles participantes desde la primera edici. 
	Como es habitual, el libro ofrece una articulada colecci de imágenes, facilitadas por los autores, junto con capturas de pan-talla editadas por los redactores y el equipo editorial, así como una amplia selecci del material de vídeo presentado. 
	A partir de esta edici decidimos distribuir gratuitamente la versi ebook, con un pdf accesible que puede descargarse des-
	A partir de esta edici decidimos distribuir gratuitamente la versi ebook, con un pdf accesible que puede descargarse des-
	de las plataformas del congreso (citta.es/VIIICongreso25/). 
	https://sites.google.com/view/ 
	syn25/muvi7, https://www.sinestesie.it/muvi y https://www.arte
	-



	Continuando con la acci iniciada con MuVi6, también el ebook MuVi7 -compatible con las características de los proyectos presentados por los autores-, coherente con la Ley Europea de Accesibilidad (EAA, 2019/882), a partir de este a 2025 plenamente en vigor, pretende ofrecer requisitos de accesibilidad para personas con discapacidad sensorial. Estas opciones persiguen la intenci de utilizar MuVi para fomentar la construcci de una red de relaciones y comparar experiencias internacionales de ense nza sobre el 
	-
	-
	-
	-
	-

	Dina Ricc
	Dina Ricc
	Dina Ricc
	Departamento de Dise | Escuela del Dise Politecnico di Milano (Italia) 

	María José de C doba 
	María José de C doba 
	Universidad de Granada Fundaci Internacional Artecittà (Espa) 




	MUVI7 Visual Music Technology, Tradition and Generative AI 
	MUVI7 Visual Music Technology, Tradition and Generative AI 
	MUVI7 Visual Music Technology, Tradition and Generative AI 
	MuVi7 is the seventh edition of the video festival dedicated  demonstrated its ability to stimulate debate. This is evidenced  to Visual Music – following MuVi (Granada, 2007), MuVi2  by the expansion of the exhibition and participatory events in-(Granada, 2009), MuVi3 (Almeria, 2012), MuVi4 (Alcalá la Real,  tegrated into the conference (see the exhibition “Synesthesia  Jaén, 2015), MuVi5 (Granada and Alcalá la Real, Jaén, 2018),  and Visual Arts,” coordinated by Timothy B. Layden and  MuVi6 (Granada and A
	4  In particular, we recall some events that have taken place over time: the International Seminar on Synesthesia, Science and Art SISCAYC (Victor Parra, UPEL  University, Venezuela, 2014, in collaboration with the Artecittà Foundation), and the International Monographic Course “Visual Sounds” (Portugal, 2014);  with the same structure as the summer courses on” Synesthesia, Science, Art and Creativity”, activated in Cuevas del Almanzora (2008, 2009, 2010) and  Las Alpujarras Granadinas (Spain, 2011), the co
	syn25/muvi7 and /). This call for audiovisual projects, including interactive ones, was open to artists, musicians, designers, and performers who identify with the theories and poetics of visual music in the relationship between audio and video. 
	https://www.artecitta.es/VIIICongreso25

	This edition, in particular, focused on visual music techniques. Therefore, participants were asked not only to provide a general description of their project, but also to divide it into two parts: the frst describing the idea and concept, and the second specifcally focusing on the techniques. Reading and comparing the technical solutions used by the participants is extremely interesting, and provides us with a picture of current techniques – which, despite some recurrences (e.g., After Efects has continued
	-
	-

	One notable aspect is the frequent use of hybrid techniques, both manual/material and digital, whether traditional or innovative. We fnd frame-by-frame techniques, with frames created either manually (such as tempera or colored pencils) or digitally, techniques involving direct intervention on the flm, harking back to the masters of the early twentieth century, such as Oskar Fischinger, Norman McLaren, and Len Lye. However, there is also the use of less common techniques and software, such as real-time conv
	-
	-

	We also note a greater tendency to work in teams, composed of participants with diferent professional backgrounds, to depart from projects with a single author, to achieve results that combine the skills of visual artists with those of musical composers. 
	-

	Each edition surprises us with the richness of the productions, with increasingly complex compositional and technical solutions, undoubtedly facilitated by the evolution of audio/video software and visual programming languages that facilitate new aesthetic experiments, to which this year generative AI techniques are added. The relationship between the audio/visual therefore becomes both the result of a perceptual analysis and of an algorithmic application that can escape the control of what is perceptible. 
	-
	-

	The solutions are inevitably varied, often using hybrid analog/digital techniques. Visual compositions with a high level of abstraction prevail, dominated by figurations that have no immediate reference to the reality represented, with free geometries, or figurations with complex geometries guided by compositional criteria (such as symmetries, specularity, etc.), while at the same time attentive to “sensorial rendering”: digital technology seeks to “translate” matter, materiality, with organic textures, col
	-

	This catalog collects, in the printed version of the book and in the ebook, the selection of 30 videos (out of 38 submitted) made by the scientifc committee. 
	This catalog collects, in the printed version of the book and in the ebook, the selection of 30 videos (out of 38 submitted) made by the scientifc committee. 
	Please note that the contest was open to three categories of participants: video professionals, professors, and students from universities and music conservatories. The video authors therefore present diverse experience and backgrounds, often composed of teams with diverse backgrounds that combine the skills of visual design with sound/music composition. 
	Of the 30 videos published, the scientifc committee nominated: 1 Best Video for each category, 2 Honorable Mentions for each category, and 1 Honorable Mention for professionals, specifcally for the video with the best “synchronous audio/video.” 
	-
	-
	Form

	24% 50% 
	19 Professionals / Videomaker 10 Professors 9 Students 
	26% 
	Form

	Figure

	This edition saw an even split between professionals and academics (50% Professionals, 26% Professors, 24% Students). 
	-

	As we can read in the biographies, the professionals have extensive exhibition experience at internationally renowned events and festivals. At the same time, as we had intended since the 5th edition, we are expanding the academic participation of professors and students, as well as involving increasingly targeted disciplines ofered at universities—particularly in Design Schools, Film Schools, Schools of Creative Industries and Creative Media, Masters in Audiovisual Composition and Music Technologies—in Acad
	-

	Overall, the participation is broadly international, with geographically extensive involvement spanning four continents. In addition to Spain and Italy, home to the University of Granada and the Polytechnic University of Milan, which are organizing the event together with the Artecittà Foundation, a signifcant number of participants come from China (Hangzhou, Hong Kong), thanks in part to the Artecittà Chinese delegation coordinated by Ninghui Xiong. The other participants come from the following countries/
	Overall, the participation is broadly international, with geographically extensive involvement spanning four continents. In addition to Spain and Italy, home to the University of Granada and the Polytechnic University of Milan, which are organizing the event together with the Artecittà Foundation, a signifcant number of participants come from China (Hangzhou, Hong Kong), thanks in part to the Artecittà Chinese delegation coordinated by Ninghui Xiong. The other participants come from the following countries/
	-
	-
	-
	-

	(Isle of Wight, Leicester, Newcastle, Staford), United States of America (Dartmouth, Massachusetts, Indiana, Montana), Uruguay (Montevideo). 

	Now in its seventh edition, and nearly twenty years of activity, the collective attention that the authors are giving to MuVi continues to fll us with pride and satisfaction. We believe that one of the initiative’s merits lies in its decision to invest and leave a legacy of the work done. To our knowledge, MuVi is the only visual music festival that regularly collects and publishes in a book (and up until MuVi5 also on DVD) selections of participating videos, documenting and correlating a total of approxima
	-
	-
	-
	-
	-
	https://sites
	google.com/view/syn25/muvi7, 
	https://www.sinestesie.it/muvi 
	and https://www.artecitta.es/VIIICongreso25/). 

	Continuing the initiative begun with MuVi6, the MuVi7ebook— compatible with the characteristics of the projects presented by the authors—consistent with the European Accessibility Act (EAA, 2019/882), fully in force from 2025, also aims to ofer accessibility requirements for people with sensory disabilities. These choices are intended to encourage, with MuVi, the building of a network of relationships and the comparison of international teaching experiences on the topic of synesthesia and visual music, brin
	-
	-
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	LA SINCRONIZZAZIONE AUDIO/VISIVA: TEORIE DELLE CORRISPONDENZE E CASI STUDIO A SUPPORTO DEL PROGETTO 
	Dina Ricc
	Dina Ricc
	Department of Design | Politecnico di Milano (Italy) 
	Abstract 
	Abstract 
	Fra i caratteri del visivo e i caratteri dell’uditivo sussistono corrispondenze percepite congruenti dalla maggioranza delle persone e pertanto capaci, quando sono simultaneamente presenti, di rafforzare il messaggio. 
	-

	Nel testo sono sintetizzate quali sono le corrispondenze fra i caratteri audio/video ricorrenti fondandosi sugli studi e le teorie delle sinestesie piautorevoli. È affrontata una 
	Nel testo sono sintetizzate quali sono le corrispondenze fra i caratteri audio/video ricorrenti fondandosi sugli studi e le teorie delle sinestesie piautorevoli. È affrontata una 
	particolare congruenza sinestesica, riconoscibile nel sincronismo audiovisivo, rilevabile in diverse tipologie di clip video: dal film astratto in visual music, al documentario naturalistico, allo spot pubblicitario. L’analisi evidenzia come il sincronismo audio/visivo enfatizzi l’attrattività, la comprensione e la memorizzazione, e con esse l’efficacia di una comunicazione. 
	-
	-
	-


	There are correspondences between visual and auditory characteristics that are perceived as congruent by most people and therefore, when simultaneously present, can reinforce the message. 
	There are correspondences between visual and auditory characteristics that are perceived as congruent by most people and therefore, when simultaneously present, can reinforce the message. 
	-
	-

	The text summarizes the correspondences between recurring audio/video characteristics, drawing on the most authoritative studies and theories of synesthesia. A particular synesthetic con
	The text summarizes the correspondences between recurring audio/video characteristics, drawing on the most authoritative studies and theories of synesthesia. A particular synesthetic con
	-

	gruence is addressed, recognizable in audiovisual synchronicity, found in various types of video clips: from abstract films in visual music to nature documentaries to commercials. 


	The analysis highlights how audio/visual synchronicity enhances the appeal, comprehension, and memorization of a message, and thus the effectiveness of communication. 
	Existen correspondencias entre características visuales y auditivas que son percibidas como congruentes por la mayoría de las personas y, por tanto, cuando están presentes simultáneamente, pueden reforzar el mensaje. 
	Existen correspondencias entre características visuales y auditivas que son percibidas como congruentes por la mayoría de las personas y, por tanto, cuando están presentes simultáneamente, pueden reforzar el mensaje. 
	-

	El texto resume las correspondencias entre características audiovisuales recurrentes, basándose en los estudios y teorías más autorizados sobre la sinestesia. Se aborda una congruencia sinestésica 
	El texto resume las correspondencias entre características audiovisuales recurrentes, basándose en los estudios y teorías más autorizados sobre la sinestesia. Se aborda una congruencia sinestésica 
	-
	-

	particular, reconocible en la sincronicidad audiovisual, que se encuentra en diversos tipos de videoclips: desde películas abstractas de mica visual hasta documentales sobre la naturaleza o anuncios publicitarios. 
	-
	-



	El análisis pone de relieve co la sincronicidad audiovisual aumenta el atractivo, la comprensi y la memorizaci de un mensaje y, por tanto, la eficacia de la comunicaci. 
	-
	-


	1.CORRISPONDENZE SINESTESICHE AUDIO/VISIVE Ogni comunicazione audio/visiva dispone di una varietà direlazioni sensoriali possibili. Alcune di queste – come rile-vano Bahrick e Pickens (1994) – sono fra qualità amodali, invarianti nei diversi registri sensoriali, mentre altre, pigenericamente intermodali, sono al contrario varianti e concombinazioni arbitrarie. Alcune qualità – come l’intensità, la forma, la scansione temporale, il movimento, il numero (Stern,1987) – sono amodali in quanto non specifiche di 
	1.CORRISPONDENZE SINESTESICHE AUDIO/VISIVE Ogni comunicazione audio/visiva dispone di una varietà direlazioni sensoriali possibili. Alcune di queste – come rile-vano Bahrick e Pickens (1994) – sono fra qualità amodali, invarianti nei diversi registri sensoriali, mentre altre, pigenericamente intermodali, sono al contrario varianti e concombinazioni arbitrarie. Alcune qualità – come l’intensità, la forma, la scansione temporale, il movimento, il numero (Stern,1987) – sono amodali in quanto non specifiche di 
	ze fra caratteri del visivo e dell’uditivo percepite congruenti  dalla maggioranza delle persone e pertanto capaci di raf-forzare il messaggio nella presenza simultanea. In particolare possiamo riconoscere quattro ordini di corris-pondenze ricorrenti (Ricc 1999): 1.  fra volume dell’audio e grandezza visiva: ad un incremen-to del volume del suono corrisponde la percezione di un  analogo comportamento della dimensione del fotismo  (Marks, 1975, p. 318);  2.  fra altezza del suono e luminosità del colore: i s
	LUNINOSITÀ ALTEZZA VOLUME A INTENSITÀ LUNINOSITÀ ALTEZZA DIMENSIONE B INTENSITÀ 
	Figura 1A. Rappresentazione schematica dello spazio psicologico prodotto da suoni semplici. Al diminuire del volume, che è in rapporto all’altezza e all’intensità del suono, aumenta la luminosità del colore (Source: Marks, 1975, p. 319). Figura 1B. Piil suono è acuto e/o forte piè valutato luminoso; piè grave e/o forte piè valutato di grandi dimensioni (Source: Ward, Cytowic, 2006, p. 373). 
	Figura 1A. Rappresentazione schematica dello spazio psicologico prodotto da suoni semplici. Al diminuire del volume, che è in rapporto all’altezza e all’intensità del suono, aumenta la luminosità del colore (Source: Marks, 1975, p. 319). Figura 1B. Piil suono è acuto e/o forte piè valutato luminoso; piè grave e/o forte piè valutato di grandi dimensioni (Source: Ward, Cytowic, 2006, p. 373). 
	-


	SUONI 
	SUONI 
	SUONI 
	FORMA/ OGGETTO 
	SUONI 
	FORMA/ OGGETTO 
	FONTI 

	SUONI ACUTI 
	SUONI ACUTI 
	Oggetti piccoli 
	SUONI GRAVI 
	Oggetti grandi 
	Ward, Cytowic (2006) 

	SUONI ACUTI 
	SUONI ACUTI 
	Colori chiari 
	SUONI GRAVI 
	Colori scuri 
	Marks (1975). Cano (2002). Ward, Cytowic (2006). 

	SUONI ACUTI 
	SUONI ACUTI 
	Oggetti spigolosi /appuntiti 
	SUONI GRAVI 
	Oggetti arrotondati 
	Marks (1975) 

	SUONI ACUTI 
	SUONI ACUTI 
	Oggetti spigolosi /appuntiti/ pungenti/duri/ ruvidi 
	SUONI GRAVI 
	Oggetti tondeggianti/ piatti/molli/lisci/ morbidi 
	Cano (2002). 

	SUONI SORDI 
	SUONI SORDI 
	Oggetti piccoli 
	SUONI SQUILLANTI 
	Oggetti grandi 
	Cano (2002) 

	SUONI DEBOLI 
	SUONI DEBOLI 
	Oggetti piccoli 
	SUONI FORTI 
	Oggetti grandi 
	Ward, Cytowic (2006). Cano (2002) 


	Tabella 1. Sintesi delle congruenze sinestesiche percepite fra altezze, intensità, timbri del suono e luminosità, dimensioni, geometria di forme e oggetti (Ricc 2022, p. 83). 
	GRANDE SPESSO ARROTONDATO SQUILLANTE FORTE GRAVE DIMENSIONE SPESSORE FORMA TIMBRO INTENSITÀ ALTEZZA PICCOLO SOTTILE SPIGOLOSO SORDO PIANO ACUTO AUDIO VISIVO 
	Form

	Figura 2. Schematizzazione delle Congruenze ricorrenti percepite fra i caratteri dell’audio e i caratteri del visivo: quanto piuna forma/oggetto è grande, spessa, arrotondata quanto pisarà percepita congruente a un suono grave, forte e squillante. Al contrario quanto piuna forma/oggetto è piccola, sottile, spigolosa, quanto pisarà percepita come congruente a un suono acuto, piano/debole, sordo (Ricc 2022, p. 83). 
	-


	2. AUDIO/VIDEO SINCRONIZZATI 
	2. AUDIO/VIDEO SINCRONIZZATI 
	Quando fra il 1926 e il 1927 venne introdotto per la prima volta su larga scala dalla Warner Brother un sistema audio sincronizzato con il video (Giachino, 2009, p. 25) ci si rese conto della complessità del progetto, in particolare come rilevqualche anno dopo Bragaglia (1929): 
	-
	-
	-

	• 
	• 
	• 
	la complessità tecnica che la sincronizzazione richiede, 

	• 
	• 
	la varietà di fattori coinvolti, dall’acustica della sala di 


	proiezione, al timbro delle voci. A questi aggiungo il valore semantico il valore semantico, il signifcato che tali aspetti veicolano. 
	Negli anni appena successivi scrive Bragaglia: “Bisogna sapersi servire di questo di-pi (Bragaglia, in Giachino, 2009), quindi del valore aggiunto che comporta il suono in sincrono con il visivo. Il suono progettato per e con il visivo aggiunge e facilita il processo comunicativo, il valore aggiunto dal suono fornisce ulteriore valore espressivo e informativo all’immagine, tanto da essere percepito come parte della stessa (Chion, ).
	1997
	5 
	Form

	5 Chion definisce il valore aggiunto del suono nel modo seguente: “il valore espressivo e informativo di cui un suono arricchisce un’immagine data, sino a far credere […] che quell’informazione o quell’espressione derivino ‘naturalmente’ da ciche si vede, e siano già contenute nella semplice immagine” (Chion, 1997, p. 12). 
	5 Chion definisce il valore aggiunto del suono nel modo seguente: “il valore espressivo e informativo di cui un suono arricchisce un’immagine data, sino a far credere […] che quell’informazione o quell’espressione derivino ‘naturalmente’ da ciche si vede, e siano già contenute nella semplice immagine” (Chion, 1997, p. 12). 
	-
	-



	3.ENFASI AUDIO-VISIVE E SINCRONI ESPLICITI Sergio Miceli (2009) definisce i sincroni espliciti come enfa-si audio-visive, come concordanze immagine/suono in cui è  esplicito il rimando, la causalità, la coincidenza fra evento  sonoro ed evento filmico, nel quale possiamo quindi dire lo  spettatore è capace di riconoscere la relazione reciproca. Miceli precisa che “il ricorso ai sincroni espliciti apre una  serie di problemi estetici non marginali, poiché la loro natura  convenzionale contrasta con un elevat
	3.ENFASI AUDIO-VISIVE E SINCRONI ESPLICITI Sergio Miceli (2009) definisce i sincroni espliciti come enfa-si audio-visive, come concordanze immagine/suono in cui è  esplicito il rimando, la causalità, la coincidenza fra evento  sonoro ed evento filmico, nel quale possiamo quindi dire lo  spettatore è capace di riconoscere la relazione reciproca. Miceli precisa che “il ricorso ai sincroni espliciti apre una  serie di problemi estetici non marginali, poiché la loro natura  convenzionale contrasta con un elevat
	Penso ad es. alle traduzioni visive di Oskar Fischinger, ai 12  Studien (1929-32) – brevi film d’animazione astratti di 2-4  minuti, in bianco e nero, e con il sonoro, costruiti su brani  di musica classica, popolar e o jazz (Bertetto, 1983, p. 65) –  fondati sul sincronismo audio/visivo, sulle congruenze fra in-tensità sonore e dimensioni visive. Cercare di dire la stessa  cosa su due registri porta a rafforzare il messaggio, il sincro-nismo aiuta la comprensione della composizione musicale,  puscandire il
	6

	6   In una autobiografa, redatta nel 1952, Fischinger distingue gli Studien in due gruppi: -absolute graphic flms perfectly synchronized to music (dal n. 1 al n. 4, realizzati  negli anni 1927-28); - absolute graphic flms to music – soundflm (dal n. 5 al n. 12, realizzati negli anni 1929-31). Vedi: Fischinger in Keefer, Guldemond (ed. by, 2012, p. 13). 
	strumento è tradotta dai disegnatori di Disney secondo corrispondenze sinestesiche: i suoni acuti del violino sono rappresentati con il colore giallo (colore ad alta luminosità), e con figure appuntite; al contrario i suoni gravi del fagotto con colori scuri e forme arrotondate. Come scrive Cano (2002, 
	-
	-

	p. 215): “Disney sfrutta puntualmente anche le associazioni dell’altezza con l’acuità sonora e viceversa”.
	7 

	Gli esempi di sincronismi audiovisivi riscontrabili nel cinema astratto sono numerosi, mi limito ad indicare in particolare i nomi di Norman McLaren e il suo Synchromy (1971, 7 min),un cortometraggio animato in cui – riprendendo la tecnica già utilizzata da Fischinger – il suono è prodotto dalla riproduzione dell’immagine disegnata sulla colonna sonora, così da consentire una perfetta sincronia immagine/suono sintetico, in sostanza ciche si sente è anche ciche si vede; e di John Whitney – tra i pionieri del
	8 
	-
	-

	Nel cinema documentario naturalistico 
	Altre tipologie di artefatti audiovisivi sfruttano il sincronismo per enfatizzare la comunicazione, per facilitarne la comprensione e la memorizzazione. Troviamo esempi anche in opere con alti livelli di iconicità dell’immagine, fondati sulla ripresa, e con la presenza di scene e attori. 
	-
	-

	Ad esempio nei documentari naturalistici il sincronismo audiovisivo assume il ruolo di sottolineatura di un’azione visiva, di cattura dell’attenzione nel momento in cui è utile per direzionare lo sguardo sulla scena, e su dettagli del visivo che altrimenti rimarrebbero inosservati. Un esempio è il documentario Profondo Blu (BBC, 2003) con la colonna sonora di George Fenton, dove la musica segue e sottolinea l’azione visiva, così i granchi sembrano danzare, il loro movimento è sincronizzato su musica a ritmo
	-
	-
	-
	9

	Nella comunicazione pubblicitaria 
	Nella comunicazione pubblicitaria il sincronismo visivo/musicale attira l’attenzione, coinvolge lo spettatore, lo fa sentire parte dello spettacolo; la musica conosciuta o dai ritmi e melodie facilmente memorizzabili amplifca ulteriormente l’efetto. Nel 
	-
	-

	34 RICCÒ 
	seguito alcuni casi paradigmatici di tale approccio al progetto audiovisivo. (Figura 4). 
	seguito alcuni casi paradigmatici di tale approccio al progetto audiovisivo. (Figura 4). 
	La campagna Sony Bravia Paint (2006, 1min 10 sec), uno spot spettacolare ideato per enfatizzare la fedeltà e la qualità della riproduzione dei colori delle Tv, 70.000 litri di vernice ecologica sono fatti esplodere su un edificio in demolizione di Glasgow, in Scozia, sincronizzato sulla musica La Gazza 
	La campagna Sony Bravia Paint (2006, 1min 10 sec), uno spot spettacolare ideato per enfatizzare la fedeltà e la qualità della riproduzione dei colori delle Tv, 70.000 litri di vernice ecologica sono fatti esplodere su un edificio in demolizione di Glasgow, in Scozia, sincronizzato sulla musica La Gazza 
	-

	ladra di Gioacchino Rossini, per significare come il colore 
	possa restituire vita anche a luoghi anonimi e degradati.
	10 



	Altro esempio lo spot Tim #Crew (2017, 60 sec), un tormentone da milioni di visualizzazioni dove il ballerino Sven Otten si muove sincronizzato sulla musica All Night di Parov Stelar con uno stile dallo stesso chiamato  Tim ne realizza una serie, anche avvalendosi di una compagnia 
	-
	neoswing.
	11

	Figure
	Figura 3. Frames dal documentario Profondo Blu, (SX 3:15, DX 14:58 (BBC, 2003) (Cfr: Origgi, 2020, p. 154) 
	Figura 3. Frames dal documentario Profondo Blu, (SX 3:15, DX 14:58 (BBC, 2003) (Cfr: Origgi, 2020, p. 154) 


	Figure
	10 Il progetto dello spot aveva all’epoca suscitato grande curiosità, Sony gli aveva dedicato una pagina web e un blog ora non piattivi. Spot e making of sono 
	ancora disponibili qui: https://www.youtube.com/watch?v=wwO-wo892pI; https://www.youtube.com/watch?v=QzqwtHpi6kI&t=0s. 

	di nuoto sincronizzato (spot Water Ballet, 2017), o facendo ballare 1.372 robot sincronizzati (2018, 1 min 30 sec sulla musica Another day of sun cantata da Mina) e una versione di sintesi (Con TIM è bello avere tutto!, 2017, 60 sec) in cui si aggiungono i testi sincronizzati. Uno spot molto imitato, ne seguiranno parodie, la stessa Tim lancia una campagna di comunicazione che invita gli utenti a caricare i propri video danzati sulla musica di Parov Stelar. Viene da chiedersi cosa 
	di nuoto sincronizzato (spot Water Ballet, 2017), o facendo ballare 1.372 robot sincronizzati (2018, 1 min 30 sec sulla musica Another day of sun cantata da Mina) e una versione di sintesi (Con TIM è bello avere tutto!, 2017, 60 sec) in cui si aggiungono i testi sincronizzati. Uno spot molto imitato, ne seguiranno parodie, la stessa Tim lancia una campagna di comunicazione che invita gli utenti a caricare i propri video danzati sulla musica di Parov Stelar. Viene da chiedersi cosa 
	-
	12
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	catturi l’attenzione in tale spot e lo renda così “contagioso” e imitabile. (Figura 5) Indubbiamente la musica ha un ruolo fondamentale, sprigiona energia e voglia di muoversi, il rit-mo, la ripetitività, la facile memorabilità sono fondamentali, tanto che quando Tim abbassa il volume della musica per alzare il volume dello speaker perde visualizzazioni, a cisi unisce un rafforzamento dato dalla traduzione visiva della gestualità concomitante. 

	Figure
	Figura 4. Frames dallo spot Sony Bravia (2006). 
	Figura 4. Frames dallo spot Sony Bravia (2006). 


	Figure
	11 12 13 
	Disponibile sul canale YouTube di Tim: https://www.youtube.com/watch?v=JxMHN87J750. 
	https://www.youtube.com/watch?v=uCMEnJRH7OY 
	Qui una versione registrata presso la sede dell’Università di Salerno: https://www.youtube.com/watch?v=TF13qAY6Ejw 
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	Un ultimo esempio il videoclip Kenzo World (2016, 3 min 48 sec) che accompagna l’uscita dell’omonimo profumo, diretto da Spike Jonze (pseudonimo di Adam Spiegel, Rockville, Usa, 1969) regista di video musicali di successo, in cui l’attrice protagonista si muove, danza, fa smorfe, in sincronia con la musica My Mutant Brain di Sam Spiegel (fratello del regista) e Ape Drums. L’originalità del video è che in questo caso è soprattut
	Un ultimo esempio il videoclip Kenzo World (2016, 3 min 48 sec) che accompagna l’uscita dell’omonimo profumo, diretto da Spike Jonze (pseudonimo di Adam Spiegel, Rockville, Usa, 1969) regista di video musicali di successo, in cui l’attrice protagonista si muove, danza, fa smorfe, in sincronia con la musica My Mutant Brain di Sam Spiegel (fratello del regista) e Ape Drums. L’originalità del video è che in questo caso è soprattut
	Un ultimo esempio il videoclip Kenzo World (2016, 3 min 48 sec) che accompagna l’uscita dell’omonimo profumo, diretto da Spike Jonze (pseudonimo di Adam Spiegel, Rockville, Usa, 1969) regista di video musicali di successo, in cui l’attrice protagonista si muove, danza, fa smorfe, in sincronia con la musica My Mutant Brain di Sam Spiegel (fratello del regista) e Ape Drums. L’originalità del video è che in questo caso è soprattut
	-
	-
	-

	to la mimica del volto, unita ai movimenti del corpo, ad essere sincronizzata in una coreografa scatenata e un po’ folle. 


	Si potrebbero aggiungere altri esempi e tipologie video, pensiamo in particolare alle sigle televisive, ai titoli di testa, o ai bumbers pubblicitari che in 5-6 sec utilizzano il sincrono audio/video per sottolineare lo stacco, l’intervallo. (Figura 6) 
	Si potrebbero aggiungere altri esempi e tipologie video, pensiamo in particolare alle sigle televisive, ai titoli di testa, o ai bumbers pubblicitari che in 5-6 sec utilizzano il sincrono audio/video per sottolineare lo stacco, l’intervallo. (Figura 6) 
	-
	-

	Tutti questi esempi sono accomunati dalla “brevità” del sincronizzato, anche nei filmati dalle durate piestese i punti di sincronizzazione sono applicati in sequenze dalle durate limitate, poichè continuati nel tempo perderebbero di efficacia nella cattura e nel mantenimento dell’attenzione. 
	-
	-


	7 Una dettagliata analisi delle congruenze sinestesiche del film Fantasia è in Cano (2002, pp. 210-217). 
	7 Una dettagliata analisi delle congruenze sinestesiche del film Fantasia è in Cano (2002, pp. 210-217). 

	8 La documentazione dell’opera di McLaren è raccolta dal National Film Board of Canada (/), dove McLaren ha 
	8 La documentazione dell’opera di McLaren è raccolta dal National Film Board of Canada (/), dove McLaren ha 
	https://www.nfb.ca/directors/norman-mclaren
	prodotto gran parte delle sue opere e sperimentazioni tecniche. Synchromy è disponibile alla pagina: https://www.nfb.ca/film/synchromy/. 


	9 Cfr.: Luca Villari, “La musica nel Cinema documentario”, 3 sett. 2008 (). Vedi anche Origgi (2020). 
	9 Cfr.: Luca Villari, “La musica nel Cinema documentario”, 3 sett. 2008 (). Vedi anche Origgi (2020). 
	http://www.colonnesonore.net
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	4. PER CONCLUDERE: QUALE IL VALORE AGGIUNTO DELLA SINCRONIZZAZIONE AUDIO/VIDEO? 
	4. PER CONCLUDERE: QUALE IL VALORE AGGIUNTO DELLA SINCRONIZZAZIONE AUDIO/VIDEO? 
	In sintesi possiamo dire che le congruenze sinestesiche – di cui il sincronismo è una delle manifestazioni – fra caratteri percepiti attraverso diversi registri sensoriali, consento
	In sintesi possiamo dire che le congruenze sinestesiche – di cui il sincronismo è una delle manifestazioni – fra caratteri percepiti attraverso diversi registri sensoriali, consento
	-
	-

	no di ridurre i tempi di reazione a un messaggio (Melara e O’Brien, 1987), garantiscono l’impressività (Cano, 2002, p. 215), e pertanto facilitano l’efficacia della comunicazione. 

	Inoltre il progetto di una stessa informazione per pimodalità sensoriali, con la traduzione sinestesica, e la possibilità di riconoscere e fruire di uno stesso contenuto in modi e contesti differenti, rendono quella informazione altresì piaccessibile e, come già scrivevamo, quello stimolo e quel messaggio divengono “super”, un “superstimoli” (Ricc 2022) attivando la nostra attenzione. 
	-

	Figure
	Figura 6. Frames dal videoclip Kenzo World (2016). 
	Figura 6. Frames dal videoclip Kenzo World (2016). 
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	1.AUDIO/VISUAL SYNAESTHETIC CORRESPONDENCES 
	1.AUDIO/VISUAL SYNAESTHETIC CORRESPONDENCES 
	1.AUDIO/VISUAL SYNAESTHETIC CORRESPONDENCES 
	Every audio/visual communication has a variety of possible sensory relationships. Some of these, as Bahrick and Pickens (1994) point out, are between amodal qualities, invariant in the different sensory registers, while others, more generally intermodal, are on the contrary variant and with arbitrary combinations. Some qualities, such as intensity, shape, temporal scansion, movement, number (Stern, 1987), are amodal in that they are not specific to a single sensory modality; they are perceivable by multiple
	Every audio/visual communication has a variety of possible sensory relationships. Some of these, as Bahrick and Pickens (1994) point out, are between amodal qualities, invariant in the different sensory registers, while others, more generally intermodal, are on the contrary variant and with arbitrary combinations. Some qualities, such as intensity, shape, temporal scansion, movement, number (Stern, 1987), are amodal in that they are not specific to a single sensory modality; they are perceivable by multiple
	experience. Intermodal relations, on the contrary, must be learned. Humans can easily detect and memorise a large number of intermodal relations without difficulty, but in audiovisual design it is useful to recognise which relations have typical characteristics, which are recurrent, and which are intersubjective correspondence or, as Ullmann (1977) wrote referring to the sounds of language, they are panchronic, universal, regardless of culture. 
	-
	-
	-



	In other words, we can say that there are correspondences between visual and auditory characteristics that are perceived as congruent by the majority of people and therefore capable of reinforcing the message in simultaneous presence. 
	-
	-
	-

	In particular we can recognize four orders of recurrent correspondences (Ricc 1999): 
	-

	1. 
	1. 
	1. 
	1. 
	between audio volume and visual size: an increase in sound 

	volume corresponds to the perception of a similar behavior of the size of the photism (Marks, 1975, p. 318); 
	volume corresponds to the perception of a similar behavior of the size of the photism (Marks, 1975, p. 318); 
	-



	2. 
	2. 
	between pitch of sound and brightness of color: low-pitched sounds are generally associated with dark colour gradations and, vice versa, high-pitched sounds with light A colors (Marks, 1974, 1975; Vernon, 1930) [Figure 1]; 
	-


	3. 
	3. 
	between the pitch of the sound and vertical positioning of the sign: high-pitched sounds are congruent with signs placed at the top of a plane, and vice versa (Melara, Thomas P. 


	HEIGHT INTENSITY BRIGHTNESS VOLUME HEIGHT BRIGHTNESS SIZE 
	O’Brien, 1987). Furthermore, I note that we find this correspondence between sound pitch and vertical sign place-
	O’Brien, 1987). Furthermore, I note that we find this correspondence between sound pitch and vertical sign place-
	-

	B 
	INTENSITY 
	ment even in the conventions adopted in classical musical notation; 

	Figure 1A. Schematic representation of the psychological space produced by simple 
	4. between musical time and shapes: as the speed of musical sounds. As the volume decreases, which is related to the pitch and intensity of the sound, time increases, the shapes of the perceived photisms be-the brightness of the color increases (Source: Marks, 1975, p. 319). come more angular in parallel (Marks, 1975, p. 315). Figure 1B. The higher and/or louder the sound, the brighter it is rated; the lower and/or 
	louder it is rated, the larger it is rated (Source: Ward, Cytowic, 2006, p. 373). 

	Sect
	Figure
	SOUNDS SHAPE/ SOUNDS SHAPE/OBJECT FONTI OBJECT HIGH-LOW             
	Ward, Cytowic PITCHED 
	Small objects 
	Large objects SOUNDS (2006) SOUNDS Marks (1975). HIGH-LOW 
	Cano (2002). PITCHED 
	Light colours 
	Dark coloursSOUNDS Ward, Cytowic SOUNDS (2006). HIGH-
	Sharp/pointed LOW PITCHED Rounded objects Marks (1975) objects SOUNDS SOUNDS HIGH-Sharp/pointed/ Round/fat/ LOW 
	PITCHED 
	pungent/hard/ 
	soft/smooth/soft Cano (2002). SOUNDSSOUNDS rough objects objects DEAF 
	RINGINGSmall objects 
	Large objects Cano (2002) SOUNDS SOUNDS Ward, Cytowic DEAF 
	LOUD Small objects 
	Large objects (2006). Cano SOUNDS SOUNDS (2002) Table 1. Synthesis of the synaesthetic congruences perceived between pitch, intensity,  timbre of sound and brightness, size, geometry of shapes and objects (Eng. trans. from:  Ricc 2022, p. 83). 

	2.SYNCHRONIZED AUDIO/VIDEO When a video-synchronised audio system was first intro-duced on a large scale by Warner Brothers between 1926 and  1927 (Giachino, 2009, p. 25), the complexity of the project  was realised, in particular as Bragaglia (1929) pointed out a  few years later: •  the technical complexity that synchronization requires, •  the variety of factors involved, from the acoustics of the  projection room to the timbre of the voices. To these I add the semantic value, the meaning that these  asp
	14  Chion defines added value of sound in the following way: “the expressive and informative value with which a sound enriches a given image, to the point of  making one believe […] that that information or that expression derives 'naturally' from what one sees, and is already contained in the simple image” (Chion,  1997, p. 12). 
	3.AUDIO-VISUAL EMPHASES AND EXPLICIT SYNCHRONISMS 
	Sergio Miceli (2009) defines explicit synchronies as audio-visual emphases, as image/sound concordances in which the reference, the causality, the coincidence between the sound event and the filmic event is explicit, in which we can therefore say the spectator is capable of recognising the reciprocal relationship. 
	-
	-
	-

	Miceli specifies that “the use of explicit synchronicities opens up a series of non-marginal aesthetic problems, since their conventional nature contrasts with a high degree of verisimilitude found, for example, in dramatic genre films” (Miceli, 2009, p. 637). 
	In abstract cinema 
	In fact, the primordial forms of motion graphics: I am referring to the origins of animated cinema and in particular to the products of visual music, where the narrative device is music, are based on film and/or animated sequences at a high level of abstraction. In visual music, we know that the 
	In fact, the primordial forms of motion graphics: I am referring to the origins of animated cinema and in particular to the products of visual music, where the narrative device is music, are based on film and/or animated sequences at a high level of abstraction. In visual music, we know that the 
	-

	search for congruence between languages is intentional and, at the same time, can be “artificial,” not the result of a natural event; that is, it is designed. I am thinking e.g. of Oskar Fischinger’s visual translations of the 12 Studien (1929-32), short abstract animated flms lasting 2-4 minutes, in black and white, and with sound, built on pieces of classical, popular or jazz music (Bertetto, 1983, p. 65), based on audio/visual synchronism, on the congruences between  Trying to say the same thing in two r
	-
	sound intensity and visual dimensions.
	15
	-


	Even in T ende Ornamente (Sound Ornaments, 1932, b/w, sound, 7 min), Fischinger draws the music; that is, he draws the sounds (these are “ornaments”) on the film—in the soundtrack—to achieve maximum coherence with the image. The ornaments themselves, a sequence of triangles and serrated lines along one edge, are simultaneously drawn, projected and visually perceptible. 
	-

	Form
	15 In an autobiography, written in 1952, Fischinger distinguishes the Studien into two groups: - absolute graphic films perfectly synchronized to music (from no. 1 to no. 4, made in the years 1927-28); - absolute graphic films to music – soundfilm (from no. 5 to no. 12, made in the years 1929-31). See: Fischinger in Keefer, Guldemond (ed. by, 2012, p. 13). 
	42 RICCÒ 
	Another well-known example is the animated film Fantasia (1940) by Walt Disney. I am thinking in particular of the interlude when Disney plays the soundtrack and the “voice” of each instrument is translated by Disney’s artists according to synaesthetic correspondences: the high-pitched sounds of the violin are represented with the colour yellow (a highly luminous colour) and with pointed figures; conversely, the low-pitched sounds of the bassoon are represented with dark colors and rounded shapes. As Cano (
	Another well-known example is the animated film Fantasia (1940) by Walt Disney. I am thinking in particular of the interlude when Disney plays the soundtrack and the “voice” of each instrument is translated by Disney’s artists according to synaesthetic correspondences: the high-pitched sounds of the violin are represented with the colour yellow (a highly luminous colour) and with pointed figures; conversely, the low-pitched sounds of the bassoon are represented with dark colors and rounded shapes. As Cano (
	-
	-
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	There are numerous examples of audiovisual synchronisms found in abstract cinema. I will limit myself to mentioning in particular the names of Norman McLaren and his Synchromy (1971, 7 min), an animated short flm in which, taking up the technique already used by Fischinger, the sound is produced by reproducing the image drawn on the soundtrack, thus allowing for perfect image/synthetic sound synchrony, essentially what you hear is also what you see; and by John Whitney, one of the pioneers of computer graph
	There are numerous examples of audiovisual synchronisms found in abstract cinema. I will limit myself to mentioning in particular the names of Norman McLaren and his Synchromy (1971, 7 min), an animated short flm in which, taking up the technique already used by Fischinger, the sound is produced by reproducing the image drawn on the soundtrack, thus allowing for perfect image/synthetic sound synchrony, essentially what you hear is also what you see; and by John Whitney, one of the pioneers of computer graph
	17
	-

	the term motion graphics (Betancourt, 2013), and theorised in his book Digital Harmony (1980) the process of synchronisation between animations and music applied in his works. 
	-



	In nature documentary cinema 
	Other types of audiovisual artifacts exploit synchronicity to emphasize communication, facilitating comprehension and memorization. Examples also exist in works with high levels of image iconicity, based on camerawork and featuring scenes and actors. 
	-

	For example, in nature documentaries, audiovisual synchronicity plays the role of highlighting a visual action, capturing attention when it’s useful for directing the gaze to the scene, and to visual details that would otherwise go unnoticed. An example is the documentary Deep Blue Sea (BBC, 2003), with a soundtrack by George Fenton, where the music follows and emphasizes the visual action, so that the crabs appear to dance, their movements synchronized to samba (Figure 3) 
	-
	-
	-
	music.
	18 

	Form
	16 A detailed analysis of the synaesthetic congruences of the film Fantasia is in Cano (2002, pp. 210-217). 17produced much of his work and technical experiments. Synchromy is available at: https://www.nfb.ca/film/synchromy/. 
	 Documentation of McLaren's work is collected by the National Film Board of Canada (https://www.nfb.ca/directors/norman-mclaren/), where McLaren 
	18 See: Luca Villari, “Music in Documentary Cinema”, 3 Sept. 2008 (http://www.colonnesonore.net). See also Origgi (2020). 

	In advertising communication 
	In advertising, visual and musical synchronicity captures attention, engages the viewers, and makes them feel part of the show; familiar music or music with easily memorable rhythms and melodies further amplifes the efect. Below are some exemplary cases of this approach to audiovisual design. In the Sony Bravia Paint campaign (2006, 1 min 10 sec), a spectacular spot designed to emphasize the fdelity and quality of color reproduction on TVs, 70,000 liters of eco-friendly paint are exploded on a building unde
	-
	-
	even to anonymous and degraded places.
	19 

	Another example is the Tim #Crew commercial (2017, 60 sec), a catchy hit with millions of views where the dancer Sven Otten moves synchronised to the music All Night by Parov , Tim creates a series of them, also using a synchronized swimming company (Water Ballet commercial, 2017), or making 1,372 synchronized robots dance (2018, 1 min 30 sec to the music Another day of 
	Another example is the Tim #Crew commercial (2017, 60 sec), a catchy hit with millions of views where the dancer Sven Otten moves synchronised to the music All Night by Parov , Tim creates a series of them, also using a synchronized swimming company (Water Ballet commercial, 2017), or making 1,372 synchronized robots dance (2018, 1 min 30 sec to the music Another day of 
	Stelar with a style he himself calls neoswing.
	20

	sun, sung by Mina) and a synthetic version (With TIM it’s nice to have everything!, 2017, 60 sec), in which synchronized texts are added. A much-imitated spot, parodies will follow; TIM itself launched a communications campaign inviting users to upload their own dance videos to the music of Parov Stelar. (Figure 5) One wonders what captures attention in this ad and makes it so infectious and imitable. Music undoubtedly plays a key role; it releases energy and the desire to move. Rhythm, repetition, and easy
	21
	22


	A final example is the Kenzo World music video (2016, 3 min 48 sec), which accompanies the release of the perfume of the same name. Directed by Spike Jonze (pseudonym of Adam Spiegel, born in Rockville, USA, in 1969), a successful music video director, the lead actress moves, dances, and grimaces in sync with the music My Mutant Brain by Sam Spiegel (the director’s brother) and Ape Drums. The video’s originality lies in the fact that, in this case, it’s primarily facial expres
	-

	19 The commercial project had sparked great curiosity at the time, and Sony dedicated a website and blog to it, both of which are now defunct. The commercial 
	21 
	and the making-of are still available here: https://www.youtube.com/watch?v=wwO-wo892pI; https://www.youtube.com/watch?v=QzqwtHpi6kI&t=0s. 
	20 Available on Tim's YouTube channel: https://www.youtube.com/watch?v=JxMHN87J750. 
	https://www.youtube.com/watch?v=uCMEnJRH7OY. 
	22 Here’s a version recorded at the University of Salerno: https://www.youtube.com/watch?v=TF13qAY6Ejw. 
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	sions, combined with body movements, that are synchronized in a wild and slightly crazy choreography. (Figure 6) We could add other examples and video typologies, thinking in particular of television theme songs, opening credits, or advertising boomers that in 5-6 seconds use synchronous audio/video to underline the break, the interval. 
	sions, combined with body movements, that are synchronized in a wild and slightly crazy choreography. (Figure 6) We could add other examples and video typologies, thinking in particular of television theme songs, opening credits, or advertising boomers that in 5-6 seconds use synchronous audio/video to underline the break, the interval. 
	-
	-

	All these examples have in common the “brevity” of the synchronized; even in the longest films, the synchronization points are applied in sequences of limited duration, since, if continued over time, they would lose their effectiveness in capturing and maintaining attention. 
	-



	4.TO CONCLUDE: WHAT IS THE ADDED VALUE OF AUDIO/VIDEO SYNCHRONIZATION? 
	4.TO CONCLUDE: WHAT IS THE ADDED VALUE OF AUDIO/VIDEO SYNCHRONIZATION? 
	4.TO CONCLUDE: WHAT IS THE ADDED VALUE OF AUDIO/VIDEO SYNCHRONIZATION? 
	In summary, we can say that synaesthetic congruences – of which synchronism is one of the manifestations – between characters perceived through different sensorial registers allow for a reduction in reaction times to a message (Melara and O’Brien, 1987), guarantee impressiveness (Cano, 2002, p. 215), and therefore facilitate the effectiveness of communication. 

	Furthermore, the project of the same information for multiple sensory modalities, with synesthetic translation, and the possibility of recognizing and enjoying the same content in different ways and contexts, also makes that information more accessible and, as we have already written, that stimulus and that message become “super”, a “superstimuli” (Ricc 2022) activating our attention. 
	-
	-
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	FIGURES 
	FIGURES 
	Figure 2. Schematization of the recurring congruencies perceived between audio and visual characteristics: the larger, thicker, and more rounded a shape/object is, the more it will be perceived as congruent with a low, loud, and shrill sound. Conversely, the smaller, thinner, and more angular a shape/ object is, the more it will be perceived as congruent with a high, soft, and dull sound (Eng. trans. from: Ricc 2022, p. 83). 
	Figure 3. Frames from the documentary Deep Blue (SX 3:15, DX 
	14:58)(BBC, 2003) (See also: Origgi, 2020, p. 154). 
	14:58)(BBC, 2003) (See also: Origgi, 2020, p. 154). 

	Figure 4. Frames from the Sony Bravia commercial (2006). 
	Figure 5. Frame from the TIM commercial (2017). 
	Figure 6. Frames from the video clip Kenzo World (2016). 
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	Abstract 
	Se trata de reflexionar sobre el dilema que se nos plantea a los docentes de la asignatura “Audiovisuales” en Bellas Artes, a la hora de plantear prácticas y proyectos artísticos, y el uso de la Inteligencia Artificial con sus mtiples herramientas generativas de imagen, sonido y vídeo. Se informa sobre las diferentes herramientas existentes hasta hoy, encontradas y consultadas con la propia IA, sus bondades y riesgos. Análisis demuestran que los videos generativos muestran una tendencia hacia el kitsch audi
	-
	-

	En particular, como conclusi, se trata de argumentar co conseguir que el alumno se centre en la comprensi del concepto de la percepci sinestésica en el lenguaje audiovisual. Apelando a sus posibles potencialidades sinestésicas y creativas, plantear ejercicios sobre mica visual, sensaciones propioceptivas, emociones, texturas, ideas, susceptibles de representarlas en imágenes en movimiento y sonidos que so ellos puedan crear con la mínima intervenci o uso de la inteligencia artificial. Practicas que particul
	-
	-
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	In this essay, I reflect on the dilemma that is posed to us teachers of the subject “Audiovisuals” in Fine Arts, when it comes to proposing artistic practices and projects, and the use of Artificial Intelligence with its multiple generative tools of image, sound and video. I report on the different tools existing to date, found and consulted with AI itself, its benefits and risks. The generative videos show a tendency towards audiovisual kitsch through the superficial reproduction of past styles and retro n
	In this essay, I reflect on the dilemma that is posed to us teachers of the subject “Audiovisuals” in Fine Arts, when it comes to proposing artistic practices and projects, and the use of Artificial Intelligence with its multiple generative tools of image, sound and video. I report on the different tools existing to date, found and consulted with AI itself, its benefits and risks. The generative videos show a tendency towards audiovisual kitsch through the superficial reproduction of past styles and retro n
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	In particular, as a conclusion, we try to argue how to get the student to focus on the understanding of the concept of synaesthetic perception in audiovisual language. Appealing to their possible synaesthetic and creative potentialities, to propose exercises on visual music, proprioceptive sensations, emotions, textures, ideas..., susceptible of representing them in moving images and sounds that only they can create, with the minimum intervention or use of artificial intelligence. Practices that I particula
	-
	-
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	1.REFLEXIÓN SOBRE EL USO DE LA IA EN EL AUDIOVISUAL 
	1.REFLEXIÓN SOBRE EL USO DE LA IA EN EL AUDIOVISUAL 
	Hoy en día, los docentes nos encontramos ante el desafío y dilema que supone el uso de la Inteligencia Artificial en los procesos de ense nza y aprendizaje generativos de proyectos personales en torno a la imagen en movimiento y sonido. Co enfocar los contenidos y procedimientos, para que el alumno no se exceda en el uso de herramientas que solucionen rápidamente algunos problemas de edici y generaci de trabajos audiovisuales, sin detrimento en la potenciaci de su creatividad. Pero sobretodo, co hacerles en
	-
	-
	-
	-
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	Parece que nos encontramos en una situaci parecida a la que se produjo a mediados y finales del siglo XIX con los avances tecnolicos de la época, como la fotografía y el na
	-

	cimiento del cine. El modelo de imagen perfecta ya no era “pintada”, sino “fotográfica”- El “artista” se veía desplazado. 
	… el modelo de la imagen perfecta no era “pintada”, sino fotográfica… El pintor tradicional (el “artista” en general) presiente su paulatino desplazamiento en un mundo que solo le concede la posibilidad de convertirse en cantor ocasional de los fastos del poder (arte oficial) o en un solitario marginado de las grandes corrientes de la historia (Ramírez, J.A., 1976, en “Medios de masas e historia del Arte”. p 111) 
	… el modelo de la imagen perfecta no era “pintada”, sino fotográfica… El pintor tradicional (el “artista” en general) presiente su paulatino desplazamiento en un mundo que solo le concede la posibilidad de convertirse en cantor ocasional de los fastos del poder (arte oficial) o en un solitario marginado de las grandes corrientes de la historia (Ramírez, J.A., 1976, en “Medios de masas e historia del Arte”. p 111) 

	El pintor ya no era el cronista oficial gráfico de la historia, debía buscar la manera de reivindicar su estatus de “artista” genuino. Nacieron movimientos pict icos como el impresionismo, compitiendo en interés por el estudio de la luz con los fot rafos; la bqueda en la captaci del movimiento, -hallazgos que culminan en el nacimiento del cine y captaci de la realidad misma- y por supuesto, el cine experimental de artistas vanguardistas. M icos pintores, pintores micos; pintores que colaboran en el cine; el
	El pintor ya no era el cronista oficial gráfico de la historia, debía buscar la manera de reivindicar su estatus de “artista” genuino. Nacieron movimientos pict icos como el impresionismo, compitiendo en interés por el estudio de la luz con los fot rafos; la bqueda en la captaci del movimiento, -hallazgos que culminan en el nacimiento del cine y captaci de la realidad misma- y por supuesto, el cine experimental de artistas vanguardistas. M icos pintores, pintores micos; pintores que colaboran en el cine; el
	-
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	-

	De todos es sabido lo que, desde mediados/finales del siglo XX, ha supuesto Internet para la difusi de imágenes, vídeos, artículos, animaciones, canales publicitarios, noticias…; y la infinidad de plataformas con las que cualquier usuario puede publicar sus “creaciones” con mayor o menor acierto. Lo “creadores de contenidos”, ”youtubers”, canales de televisi; series; redes sociales… . No entraremos en el recorrido de todos conocidos sobre la Historia del Arte y las Vanguardias propiciadas por los avances te
	-
	-
	-
	-
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	1.1El dilema de usar la IA en Audiovisuales En general, el dilema sobre el uso de la IA en el audiovisual se ubica en varias capas, que van desde cuestiones legales y éticas hasta transformaciones en la dinámica creativa y laboral del sector. Por un lado, la integraci de herramientas de IA, sobre todo la inteligencia generativa, ha abierto caminos sorprendentes para agilizar la producci y explorar nuevas estéticas. Sin embargo, esta irrupci también plan-tea interrogantes críticos en torno a la autoría, la p
	-
	-
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	23 https://www.anahuac.mx/mexico/EscuelasyFacultades/comunicacion/noticias/expertos-de-la-universidad-anahuac-mexico-analizan-la-eti
	23 https://www.anahuac.mx/mexico/EscuelasyFacultades/comunicacion/noticias/expertos-de-la-universidad-anahuac-mexico-analizan-la-eti
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	sino también la percepci de la realidad por parte del espec-tador, propiciando un ambiente saturado de imágenes cuyas  fuentes y veracidad se vuelven cada vez más difíciles de dis-cernir. Todo esto plantea el reto de encontrar un equilibrio  que permita aprovechar las ventajas de la automatizaci sin  sacrificar el juicio creativo y la ética profesional, aspectos  esenciales en la construcci de una narrativa responsable. Además, desde la perspectiva del impacto laboral y la trans-formaci de procesos producti
	sino también la percepci de la realidad por parte del espec-tador, propiciando un ambiente saturado de imágenes cuyas  fuentes y veracidad se vuelven cada vez más difíciles de dis-cernir. Todo esto plantea el reto de encontrar un equilibrio  que permita aprovechar las ventajas de la automatizaci sin  sacrificar el juicio creativo y la ética profesional, aspectos  esenciales en la construcci de una narrativa responsable. Además, desde la perspectiva del impacto laboral y la trans-formaci de procesos producti
	Para la generaci de imágenes •  Midjourney Midjourney es una de las aplicaciones más  potentes y populares para la generaci de imágenes me-diante IA. Utiliza algoritmos de difusi que permiten  crear imágenes impresionantes a partir de indicaciones  textuales, logrando resultados sorprendentemente realis-tas y artísticos. Su capacidad para procesar detalles finos,  como texturas y formas, la ha posicionado como una he-rramienta preferida entre artistas y dise dores creativos. •  Stable Diffusion Otra herrami

	Para la generaci de sonido •  Rask.ai En el ámbito del sonido, Rask.ai se destaca por su  capacidad para doblar voces a mtiples idiomas mante-niendo las características originales de la voz. Es una he-rramienta il para crear versiones multilings de videos  o proyectos audiovisuales, logrando resultados naturales  y expresivos. •  Supertone.ai Supertone.ai se ha consolidado como una  aplicaci robusta para mejorar la calidad de audio.Permite eliminar ruidos de fondo, aplicar filtros creativos  y generar voces
	Hay varios generadores de video con IA disponibles, cada  uno con características icas. Algunos de los más conoci-dos incluyen: •  Invideo AI: Permite crear videos a partir de texto, agregar  voces en off, subtítulos y mica. •  Freepik AI Video Generator: Genera videos desde texto o  imágenes con mtiples opciones de personalizaci. •  Zeemo AI: Convierte ideas en videos rápidamente, con he-rramientas avanzadas de edici y generaci automática. Algunos de los más recomendados incluyen: •  Synthesia: Ideal para 
	rrealistas con audio sincronizado. Este modelo ha mejoradosignifcativamente en comparaci con versiones anteriores,ofreciendo una calidad visual impresionante y una fdelidad a las  leyes físicas que lo hace parecer casi indistinguible de la realidad. Características principales: •  Generaci de audio nativo: Incluye efectos de soni-do, diálogos y ruido ambiental sin necesidad de edici adicional. •  Alta fidelidad visual: Mejora la estabilidad entre imáge-nes y la continuidad de los personajes. •  Movimientos 
	rrealistas con audio sincronizado. Este modelo ha mejoradosignifcativamente en comparaci con versiones anteriores,ofreciendo una calidad visual impresionante y una fdelidad a las  leyes físicas que lo hace parecer casi indistinguible de la realidad. Características principales: •  Generaci de audio nativo: Incluye efectos de soni-do, diálogos y ruido ambiental sin necesidad de edici adicional. •  Alta fidelidad visual: Mejora la estabilidad entre imáge-nes y la continuidad de los personajes. •  Movimientos 
	1.2¿Qué características tienen los videos generados con herra-mientas generativas que circulan en internet y en qué medida  pueden clasificarse como ”kitsch audiovisual”? Los videos generativos muestran una tendencia hacia el  kitsch audiovisual mediante la reproducci superficial de  estilos pasados y narrativas retro, exceptuando algunas pro-puestas experimentales. Videos creados con herramientas generativas exhiben rasgos  técnicos y estéticos que, en muchos contextos, se alinean con  lo que se entiende p

	3.  En contextos de video experimental, el uso de algoritmospara el reconocimiento de patrones, collage y apropiaciha dado lugar a propuestas abstractas que, en ocasiones,subvierten los convencionalismos kitsch. Estos hallazgosevidencian que, en la mayoría de los casos, el contenidogenerado resulta en una recreaci nostálgica y familiarque se adec a la clasificaci de “kitsch audiovisual,”salvo algunas excepciones experimentales. 
	Figure
	Figure 1.  Ejemplo de imagen a video con Veo 3 , de google veo 3 

	1.3Prácticas propuestas en la asignatura de Audiovisuales En anteriores ediciones de MuVi (De Cdoba Serrano, M.J.,  2015, “M ica visual y Arte. Experiencias didácticas y crea-tividad”, en MuVi4; “Experiencias didácticas y creatividad  2.Hibridaci artística y mica visual en Bellas Artes y en  Arteterapia”, en MuVi5; “Sonificaci de la imagen y vice  versa en prácticas audiovisuales!, en MuVi6), he relatado  las propuestas y prácticas que en mi asignatura se llevaron a  cabo para hacer entender y aplicar en su
	2.CONCLUSION 
	El desafío (y la oportunidad) que estas herramientas representan es co integrarlas de manera que no sustituyan completamente el aporte humano, sino que lo enriquezcan. Mientras que las aplicaciones de imagen, como Midjourney o Stable Difusion, permiten explorar nuevas estéticas y expandir los límites de la creatividad visual, las herramientas de audio como des para editar, mejorar y reinventar el universo sonoro. 
	-
	-
	-
	Rask.ai, Supertone.ai y Lalal.ai ofrecen una gama de posibilida
	-


	La clave está en que los alumnos aprendan a combinar lo mejor de ambas áreas: utilizar la IA como un complemento que potencie la creatividad humana y permita experimentar sin las barreras tradicionales, pero siempre siendo críticos y conscientes de las implicaciones éticas y técnicas en cada proyecto. Encauzar al alumno en la bqueda de nuevos horizontes artísticos personalizados, con el fin de que su trabajo adquiera una dimensi artístico-científica con entidad propia y potenciar la originalidad y las intel
	-
	-
	-
	-
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	mi docencia en esta asignatura, ha supuesto un acierto por sus resultados y por la singularidad del planteamiento de los proyectos presentados. 
	Algunos de aquellos proyectos realizados por los alumnos, fueron presentados a la convocatoria MuVi en varias ediciones (Baena, 2012, ”Sensus”, en MuVi3, p31); (Corrales Rojo, 2018, “Producci de una pieza de mica visual con los medios de animaci 2D, MuVi5, p111); (Teruel Martinez, 2015, “Escritos y dichos”, en MuVi4, p155); ( Gez, Ramos, et al, 2022, “Abstraci luminica”, en MuVi6, pp122-123), son algunos de esos trabajos dende el concepto de la sinestesia está implicita. Fueron realizados con la aplicacione
	-
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	1.PONDERING ON THE USE OF AI IN AUDIOVISUAL MEDIA 
	1.PONDERING ON THE USE OF AI IN AUDIOVISUAL MEDIA 
	1.PONDERING ON THE USE OF AI IN AUDIOVISUAL MEDIA 
	Today, teachers face the challenge and dilemma of using Artificial Intelligence in teaching and learning processes that generate personal projects involving moving images and sound. How to approach content and procedures so that students do not overuse tools that quickly solve some problems in editing and generating audiovisual works, without detracting from the enhancement of their creativity. But above all, how to make them understand the importance of understanding audiovisual language, its fundamentals,
	-


	The democratization of the image, and now of the moving image, with the relatively easy use of any application installed on a mobile phone for photography or video, allows anyone to consider themselves a “photographer artist” or “film producer.” These tools are played with without understanding the structure, syntax, and internal semantics in the complex process of this language. 
	-
	-

	It seems that we find ourselves in a situation similar to that which occurred in the mid-to-late 19th century with the technological advances of the time, such as photography and the birth of cinema. The model of the perfect image was no longer “painted” but ‘photographic’—the “artist” was displaced. 
	-
	-

	...the model of the perfect image was not “painted,” but photographic... The traditional painter (the “artist” in general) senses his gradual displacement in a world that only grants him the possibility of becoming an occasional singer of the splendors of power (official art) or a lonely outcast from the great currents of history (Ramírez, 1976, p. 111) 
	...the model of the perfect image was not “painted,” but photographic... The traditional painter (the “artist” in general) senses his gradual displacement in a world that only grants him the possibility of becoming an occasional singer of the splendors of power (official art) or a lonely outcast from the great currents of history (Ramírez, 1976, p. 111) 
	-


	The painter was no longer the official graphic chronicler of history; he had to find a way to reclaim his status as a genuine “artist.” Pictorial movements such as Impressionism emerged, competing with photographers in their interest in the study of light; the search for capturing movement— discoveries that culminated in the birth of cinema and the capture of reality itself—and, of course, the experimental cinema of avant-garde artists. Musician-painters, painter-musicians; painters collaborating in cinema;
	-
	-
	-
	-
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	their “creations” with varying degrees of success. “Content creators,” “YouTubers,” television channels, series, social networks... We will not go into the well-known history of art and the avant-garde movements brought about by technological and scientific advances. Today, we have countless tools that are capable of reproducing visual and audio reality with great fidelity. AI will be able to handle the vast amounts of data available on the Internet, but it will never be able to know what the holistic perce
	-
	-
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	1.1The dilemma of using AI in audiovisual media In general, the dilemma surrounding the use of AI in audiovisual media has several layers, ranging from legal and ethical issues to transformations in the creative and working dynamics of the sector. On the one hand, the integration of AI tools, especially generative intelligence, has opened up surprising avenues for streamlining production and exploring new aesthetics. However, this emergence also raises critical questions about authorship, the protection of 
	1.1The dilemma of using AI in audiovisual media In general, the dilemma surrounding the use of AI in audiovisual media has several layers, ranging from legal and ethical issues to transformations in the creative and working dynamics of the sector. On the one hand, the integration of AI tools, especially generative intelligence, has opened up surprising avenues for streamlining production and exploring new aesthetics. However, this emergence also raises critical questions about authorship, the protection of 
	-
	-
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	property rights, and the proper recognition of those involved in content creation. Current legal frameworks, even with initiatives such as the AI Act in Europe (EU AI Law), seem to fall short in the face of the rapid pace of technological evolution, creating a crossroads where innovation clashes with regulations that are still in the process of being adapted. From an ethical perspective, the use of AI in audiovisual media raises concerns related to the manipulation of information, the creation of deep fakes
	-
	-
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	tutes, while at the same time safeguarding the fundamental artistic and cultural values in audiovisual production. The discussion about the use of AI in audiovisual production continues to evolve, and it is crucial that both legislators and professionals in the sector work together to chart a path that maximises the benefits of technological innovation while mitigating its inherent risks. 

	There are several AI tools that are revolutionising both image generation and audio processing and creation. 
	-

	For image generation 
	• 
	• 
	• 
	Midjourney Midjourney is one of the most powerful and popular applications for AI image generation. It uses diffusion algorithms that allow you to create stunning images from textual prompts, achieving surprisingly realistic and artistic results. Its ability to process fine details, such as textures and shapes, has made it a favourite tool among artists and creative designers. 
	-
	-


	• 
	• 
	Stable Diffusion Another notable tool is Stable Diffusion, which also works using a similar diffusion process. It is highly regarded for its flexibility, as it is open source and allows users to modify and customise the algorithm to suit their specific needs. It is ideal for research projects, artistic applications, and experimentation in collaborative environments. 


	•  DALL-E 2  Proposed by OpenAI, DALL-E 2 generates ima-ges from textual descriptions with a high degree of crea-tivity and fidelity. Its speed and ability to understand and  capture abstract concepts have made it popular in both  professional applications and personal artistic projects. For sound generation •  Rask.ai In the field of sound, Rask.ai stands out for its abi-lity to dub voices into multiple languages while maintai-ning the original characteristics of the voice. It is a useful  tool for creatin
	We asked the AI itself about the different video generators  available:  There are several AI video generators available, each with  unique features. Some of the best known include: •  Invideo AI: Allows you to create videos from text, add  voiceovers, subtitles and music. •  Freepik AI Video Generator: Generates videos from text  or images with multiple customisation options. •  Zeemo AI: Quickly turns ideas into videos, with advanced  editing and automatic generation tools. Some of the most recommended in
	with synchronised audio. This model has improved signifi-cantly compared to previous versions, offering impressive  visual quality and fidelity to the laws of physics that makes  it seem almost indistinguishable from reality. Key features: •  Native audio generation: Includes sound effects, dialo-gue, and ambient noise without the need for additional  editing. •  High visual fidelity: Improves stability between images  and character continuity. •  Realistic camera movements: From smooth pans to dy-namic zoo
	1.2What are the characteristics of videos generated with genera-tive tools that circulate on the Internet, and to what extent can  they be classified as ‘audiovisual kitsch’? Generative videos show a tendency towards audiovisual ki-tsch  through the superficial reproduction of past styles and  retro narratives, with the exception of some experimental  proposals. Videos created with generative tools exhibit technical and  aesthetic features that, in many contexts, align with what  is understood as ‘audiovisu
	3. In experimental video contexts, the use of algorithms for pattern recognition, collage, and appropriation has given rise to abstract proposals that sometimes subvert kitsch conventions. These findings show that, in most cases, the generated content results in a nostalgic and familiar recreation that fits the classification of ‘audiovisual kitsch,’ with a few experimental exceptions. 
	-

	1.3Practices proposed in the Audiovisuals course 
	In previous editions of MuVi (De Cdoba Serrano, M.J., 2015, ‘Visual Music and Art. Teaching Experiences and Creativity,’ in MuVi4; “Teaching Experiences and Creativity 
	2. Artistic Hybridisation and Visual Music in Fine Arts and Art Therapy‘, in MuVi5; ’Sonification of the Image and Vice Versa in Audiovisual Practices!” in MuVi6), I have described the proposals and practices that were carried out in my course to help students understand and apply the concept and condition of synaesthesia in their work. I have provided prior information on the characteristics and new knowledge about synaesthesia, as well as the importance of this condition, which should be taken into accoun
	2. Artistic Hybridisation and Visual Music in Fine Arts and Art Therapy‘, in MuVi5; ’Sonification of the Image and Vice Versa in Audiovisual Practices!” in MuVi6), I have described the proposals and practices that were carried out in my course to help students understand and apply the concept and condition of synaesthesia in their work. I have provided prior information on the characteristics and new knowledge about synaesthesia, as well as the importance of this condition, which should be taken into accoun
	-

	both a humanistic and scientific point of view, to students, future artists, to contribute their experiences and systematic studies on internal and external synaesthetic activities, as well as their impact on individuals and artistic groups. 
	-



	2.CONCLUSION 
	2.CONCLUSION 
	The challenge (and opportunity) these tools represent is how to integrate them in a way that does not completely replace human input, but rather enriches it. While image applications such as Midjourney or Stable Diffusion allow us to explore new aesthetics and expand the boundaries of viand reinventing the sound universe. The key is for students to learn to combine the best of both areas: using AI as a complement that enhances human creativity and allows experimentation without traditional barriers, but alw
	The challenge (and opportunity) these tools represent is how to integrate them in a way that does not completely replace human input, but rather enriches it. While image applications such as Midjourney or Stable Diffusion allow us to explore new aesthetics and expand the boundaries of viand reinventing the sound universe. The key is for students to learn to combine the best of both areas: using AI as a complement that enhances human creativity and allows experimentation without traditional barriers, but alw
	-
	sual creativity, audio tools such as Rask.ai, Supertone.ai and 
	Lalal.ai offer a range of possibilities for editing, enhancing 
	-
	-
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	concept used in audiovisual works. The participatory interdisciplinary self-exploration and experimentation workshops that develop the creative capacity of audiovisual students during my years of teaching this subject have been a success due to their results and the uniqueness of the projects presented. Some of the projects carried out by the students were submitted to the MuVi competition in several editions, are some of these works in which the concept of synaesthesia is implicit. They were created using 
	-
	-
	-
	24

	years, it has been observed that students have begun to use AI to generate videos, with some cases showing little creativity in those who did not take into account the concept of synaesthesia applied to visual sound translation and its multiple sensory labels. However, there were some students who produced very original and personal work. Therefore, it is understood that the approach taken, at least in my teaching of Audiovisual Studies, has been positive and should be maintained, without neglecting the opp
	-
	-
	-


	Form
	24 See: Baena (2012, ‘Sensus’, in MuVi3, p. 31); Corrales Rojo (2018, ‘Production of a piece of visual music using 2D animation techniques’, MuVi5, p. 111); Teruel Martinez (2015, ‘Escritos y dichos’, in MuVi4, p. 155); Gez, Ramos, et al (2022, ‘Abstraci luminica’, in MuVi6, pp. 122-123). 
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	Abstract Desde sus orígenes, la animaci experimental ha mantenido una relaci estrecha y compleja con la mica, configurando un campo de diálogo entre imagen en movimiento y experiencia sonora que trasciende la mera ilustraci visual del sonido. Pioneros como Walter Ruttmann y Viking Eggeling entendieron la animaci como una composici visual análoga a la estructura musical, buscando sincronizar ritmo, forma y color con la mica para crear experiencias sinestésicas. Posteriormente, artistas como Oskar Fischinger,
	Abstract Desde sus orígenes, la animaci experimental ha mantenido una relaci estrecha y compleja con la mica, configurando un campo de diálogo entre imagen en movimiento y experiencia sonora que trasciende la mera ilustraci visual del sonido. Pioneros como Walter Ruttmann y Viking Eggeling entendieron la animaci como una composici visual análoga a la estructura musical, buscando sincronizar ritmo, forma y color con la mica para crear experiencias sinestésicas. Posteriormente, artistas como Oskar Fischinger,
	-
	-
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	-
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	fundizaron esta vinculaci, explorando la correspondencia entre patrones visuales y estructuras musicales que integraban desde el jazz hasta la mica electr ica. La relaci animaci-mica no solo ha sido formal, sino también conceptual, constituyendo un espacio de experimentaci don-de ambos lenguajes se influyen y transforman mutuamente. Así, la historia de la animaci experimental se configura como un proceso continuo de hibridaci audiovisual, con proyecciones, técnicas y estéticas que amplían las fronteras de l
	-
	-



	Since its origins, experimental animation has maintained a close and complex relationship with music, establishing a space of dialogue between moving image and sonic experience that goes beyond the mere visual illustration of sound. Pioneers such as Walter Ruttmann and Viking Eggeling conceived animation as a visual composition analogous to musical structure, seeking to synchronize rhythm, form, and color with music to create synesthetic experiences. Later, artists such as Oskar Fischinger, Mary Ellen Bute,
	Since its origins, experimental animation has maintained a close and complex relationship with music, establishing a space of dialogue between moving image and sonic experience that goes beyond the mere visual illustration of sound. Pioneers such as Walter Ruttmann and Viking Eggeling conceived animation as a visual composition analogous to musical structure, seeking to synchronize rhythm, form, and color with music to create synesthetic experiences. Later, artists such as Oskar Fischinger, Mary Ellen Bute,
	-

	the correspondence between visual patterns and musical structures ranging from jazz to electronic music. The an-imation-music relationship has been not only formal but also conceptual, forming a space of experimentation where both languages influence and transform each other. Thus, the history of experimental animation unfolds as a continuous process of audiovisual hybridization, with projections, techniques, and aesthetics that expand the boundaries of perception and artistic creation. 
	-


	1.DE LOS ORÍGENES HISTÓRICOS: ESPECTÁCULOS VISUALES 
	1.DE LOS ORÍGENES HISTÓRICOS: ESPECTÁCULOS VISUALES 
	1.DE LOS ORÍGENES HISTÓRICOS: ESPECTÁCULOS VISUALES 
	Desde los albores del cine y las artes visuales modernas, la animaci experimental ha mantenido un diálogo constante con los espectáculos en vivo. Ya en los primeros as del siglo XX, figuras como Walter Ruttmann exploraron las posibilidades de la imagen animada como una forma plástica en movimiento, no limitada por la narrativa tradicional, sino concebida como una expansi sinestésica de la mica y el tiempo. Ruttmann, con obras emblemáticas como “Lichtspiel Opus I” proyectaba composiciones geométricas animada
	-

	oaut omo para vincularla directamente con la experiencia performática. Ambos buscaban unir abstracci visual con una estructura musical igualmente moderna. En estas proyecciones pioneras no había personajes ni diálogos ni conflictos dramáticos: el protagonismo recaía en el ritmo, la luz, el color y la forma, sincronizados con la partitura musical. Así, se generaba una experiencia visual-musical que ampliaba la percepci del espectador, marcando el inicio de una relaci que, con el paso de las décadas, se haría
	-
	-


	Viking Eggeling concebía sus obras animadas como “composiciones visuales” directamente inspiradas en estructuras musicales. De hecho utilizaba términos musicales como contrapunto, ritmo, tempo… para mover las formas geométricas de sus obras. Desarrollcon el animador y mico Hans Richter el concepto de “escritura universal” (Elder, 2007) una forma de notaci gráfica para representar el ritmo y el movimiento. Animaba sobre rollos de papel, como partituras leídas horizontalmente, para luego ser grabadas y proyec
	-
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	1.1Los grandes maestros: Fischinger, Bute, McLaren 
	En esta relaci entre mica y animaci experimental, merece una especial atenci la obra de Oskar Fischinger, pionero de la mica visual, con obras perfectamente sincronizadas con composiciones musicales, sin más apoyo que la anotaci en papel. En sus inicios, empeza crear películas abstractas, fguras geométricas en movimiento, fundamentalmente en blanco y negro, estructuradas como frases musicales, temas, varia-
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	ciones, repeticiones, aceleraciones y pausas en funci de los acentos musicales. Buscaba mica con pulsos defnidos, tempo marcado, primero mica clásica popular (Brahms, Liszt, Dvoroak), y luego mica de piezas populares de orquesta, foxtrot, tango, jazz de sal, en compases binarios o cuaternarios, ideales para la animaci. (Moritz, 2004). No hay datos de estos compositores ni grabaciones de la época ya que se pensaba para proyectarla en directo junto a la orquesta. 
	-
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	La II Guerra Mundial le obliga emigrar a EEUU y realizuna serie de obras donde mezclaba stopmotion, formas geométricas recortadas y animaci directa sobre cristal. Para estas obras utilizmica de Bach por sus estructuras matemáticas y repetitivas (“Motion Painting, nº 1”, 1943) y Mozart (“Allegretto”, 1936). En “An Optical Poem” (1938) quizás su obra más famosa, lleva a imágenes la obra Liszt “2º Rapsodia H gara” por sus cam-bios de ritmo, contrastes con momentos de exposiciones de energía y velocidad. Todo e
	-
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	Mary Ellen Bute fue una pionera estadounidense en la animaci experimental, especialmente reconocida por su innovadora relaci con la mica en sus obras. Su objetivo era hacer visible la mica a través de una experiencia sinestésica, donde el ritmo, el tono y la textura sonora se reflejaban en el movimiento, el color y la forma. 
	-
	-

	Bute tuvo una relaci directa con Joseph Schillinger, compositor y teico musical que la ayudpara encontrar la conrrespondencia estructural entre mica y animaci. Schillinger proponía que todos los aspectos de la mica podían ser definidos matemáticamente: ritmo, melodía, armonía, etc. Este enfoque analítico fascina Bute, que quería hacer “mica visual” con las mismas estructuras que la mica sonora. Equiparaba el ritmo visual con el rit-mo musical: Bute tradujo patrones rítmicos (como los que Schillinger formula
	-
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	Como Schillinger proponía desarrollar temas musicales a partir de transformaciones geométricas (rotaci, inversi, expansi), Bute aplicestas operaciones a sus imágenes. Un motivo visual podía girar, acelerarse o transformarse en tiempo real siguiendo la evoluci melica o armica de la mica. Todo esto se aprecia en su principal obra “Rhythm in Light” (1934). Su trabajo sentlas bases para la animaci como medio para la experimentaci audiovisual y la sinestesia, influyendo en generaciones posteriores de artistas y 
	Como Schillinger proponía desarrollar temas musicales a partir de transformaciones geométricas (rotaci, inversi, expansi), Bute aplicestas operaciones a sus imágenes. Un motivo visual podía girar, acelerarse o transformarse en tiempo real siguiendo la evoluci melica o armica de la mica. Todo esto se aprecia en su principal obra “Rhythm in Light” (1934). Su trabajo sentlas bases para la animaci como medio para la experimentaci audiovisual y la sinestesia, influyendo en generaciones posteriores de artistas y 
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	Figure
	Figura 1. Fotograma de “Begone Dull Care”. Norman McLaren (1949) 
	Figura 1. Fotograma de “Begone Dull Care”. Norman McLaren (1949) 



	Norman McLaren explorla relaci entre la mica y la imagen en movimiento, especialmente con el jazz, que era un género musical en plena efervescencia cultural en su época. Una de sus características principales fue la experimentaci con técnicas directas sobre el celuloide (animation on flm), el uso de pixilaci y la animaci de recortes, técnicas que le permitieron una gran libertad para sincronizar imagen y sonido. McLaren produjo varias obras donde el ritmo, la improvisaci y la energía del jazz fueron fundame
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	-
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	2.ANIMACIÓN EXPERIMENTAL EN LOS AÑOS DE LA CONTRACULTURA: BRAKHAGE, JORDAN, SMITH, BELSON 
	Las décadas de 1960 y 1970 fueron un momento clave para la animaci experimental, caracterizado por una ruptura con las formas clásicas, la explosi del arte psicodélico, la contracultura, la expansi del cine estructural y la colaboraci con micos contemporáneos del momento (desde el minimalismo hasta el free jazz y la mica electr ica analica). Stan Brakhage no trabajcon la mica en el sentido convencional del cine animado o sincr ico, como hicieron 
	Las décadas de 1960 y 1970 fueron un momento clave para la animaci experimental, caracterizado por una ruptura con las formas clásicas, la explosi del arte psicodélico, la contracultura, la expansi del cine estructural y la colaboraci con micos contemporáneos del momento (desde el minimalismo hasta el free jazz y la mica electr ica analica). Stan Brakhage no trabajcon la mica en el sentido convencional del cine animado o sincr ico, como hicieron 
	-
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	-

	Mary Ellen Bute o Norman McLaren, pero su obra mantiene una profunda relaci con lo musical, entendida desde una lica visual aut oma. Aunque evitaba casi siempre la inclusi de sonido en sus películas, concebía el ritmo, la estructura y el flujo de imágenes como formas de musicalidad visual. Brakhage rechazaba explícitamente la sincronizaci entre imagen y sonido; para él, la imagen debía tener su propia voz rítmica, no subordinada a lo auditivo. En películas como “Mothlight” (1963), un collage compuesto por a
	-
	-
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	Figure
	Figura 2. Fotograma de “The Dante Quartet”. Stan Brakhage (1987) 
	Figura 2. Fotograma de “The Dante Quartet”. Stan Brakhage (1987) 


	A pesar de esta tendencia al silencio, sí existieron influencias musicales y algunas colaboraciones más periféricas. Brakhage admiraba a compositores como Charles Ives y Anton Webern, por su estructura fragmentaria y su uso del tiempo como materia expresiva. Aunque no realizsincronizaciones directas con micos, compositores como James Tenney se inspiraron en su cine para desarrollar obras mu
	A pesar de esta tendencia al silencio, sí existieron influencias musicales y algunas colaboraciones más periféricas. Brakhage admiraba a compositores como Charles Ives y Anton Webern, por su estructura fragmentaria y su uso del tiempo como materia expresiva. Aunque no realizsincronizaciones directas con micos, compositores como James Tenney se inspiraron en su cine para desarrollar obras mu
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	sicales experimentales. Técnicamente, Brakhage trabajaba con montajes rítmicos intensos, superposiciones de imágenes a modo de acordes visuales y pintura sobre celuloide, generando una forma de mica tica completamente independiente del oído. (Sitney, 2002). Así, Brakhage construyun lenguaje donde la mica no está en el aire, sino en la luz: un cine que no se escucha, pero se ve como si se escuchara. Larry Jordan, una figura clave del cine experimental norteamericano, tuvo una relaci más poética y literaria q
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	-
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	de las imágenes parecen surgir como recuerdos o alucinaciones provocadas por el sonido. El ritmo visual está marcado por cortes pausados, repeticiones y transformaciones lentas, lo cual remite más a una lica musical interna, cercana a la mica concreta o al collage sonoro que practicaron artistas como Pierre Henry o el primer John Cage. 
	-
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	Aunque Jordan no colaborcon micos de jazz o de mica clásica de manera directa como McLaren o Bute, sí integrmateriales sonoros que evocan estructuras musicales no lineales. En algunas de sus películas posteriores, como “Gymnopedies” (1972), incorpora fragmentos musicales de 
	Aunque Jordan no colaborcon micos de jazz o de mica clásica de manera directa como McLaren o Bute, sí integrmateriales sonoros que evocan estructuras musicales no lineales. En algunas de sus películas posteriores, como “Gymnopedies” (1972), incorpora fragmentos musicales de 
	-
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	Erik Satie, cuyas piezas lentas, nostálgicas y minimalistas armonizan con la estética de lo efímero y lo melancico que atraviesa su cine. La mica de Satie, en este caso, refuerza la sensaci de suspensi temporal y acent la cualidad meditativa del montaje. A diferencia de otros cineastas de animaci estructural o sincr ica, Jordan entendía la mica como una “presencia fantasma”, una resonancia que dialoga con la imagen sin intentar dominarla. Así, aunque Larry Jordan no abordla animaci musical con la intenci de
	-
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	Figure
	Figura 3. Fotograma de “Our Lady of the Sphere”. Larry Jordan (1969) 
	Figura 3. Fotograma de “Our Lady of the Sphere”. Larry Jordan (1969) 


	Artifact
	Figura 4. Composici de fotogramas de “Film nº11: Mirror Animations”. Harry Smith (1957) 
	Figura 4. Composici de fotogramas de “Film nº11: Mirror Animations”. Harry Smith (1957) 


	Sus películas animadas, en particular las que componen su ciclo conocido como “Early Abstractions” (neros 1 al 7, entre 1946 y 1957)— están profundamente marcadas por el ritmo y la estructura musical. Smith utiliztécnicas de animaci directa sobre película, recortes, pinturas geométricas y figurativas, a menudo en color, que respondían directamente a las cualidades formales de la mica. A diferencia de McLaren, sin embargo, Smith no trabajaba tanto desde la sincronía precisa como desde una idea de corresponde
	Sus películas animadas, en particular las que componen su ciclo conocido como “Early Abstractions” (neros 1 al 7, entre 1946 y 1957)— están profundamente marcadas por el ritmo y la estructura musical. Smith utiliztécnicas de animaci directa sobre película, recortes, pinturas geométricas y figurativas, a menudo en color, que respondían directamente a las cualidades formales de la mica. A diferencia de McLaren, sin embargo, Smith no trabajaba tanto desde la sincronía precisa como desde una idea de corresponde
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	Una de sus obras más emblemáticas es “Film No. 11: Mirror Animations” (1957), animaci que fue montada sobre mica de jazz improvisado, y cuyo ritmo visual responde a una lica cercana a la improvisaci. En otras piezas, como “Film No. 12: Heaven and Earth Magic” (1957–1962), el sonido fue adido más tarde, pero incluso en su etapa muda, Smith afirmaba que las películas eran musicales en su estructura interna. Entre los micos que infuenciaron a Smith o con los que dialogestéticamente se encuentran Thelonious Mon
	Una de sus obras más emblemáticas es “Film No. 11: Mirror Animations” (1957), animaci que fue montada sobre mica de jazz improvisado, y cuyo ritmo visual responde a una lica cercana a la improvisaci. En otras piezas, como “Film No. 12: Heaven and Earth Magic” (1957–1962), el sonido fue adido más tarde, pero incluso en su etapa muda, Smith afirmaba que las películas eran musicales en su estructura interna. Entre los micos que infuenciaron a Smith o con los que dialogestéticamente se encuentran Thelonious Mon
	-
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	Parker, Dizzy Gillespie (de quienes era fanático), así como compositores modernos como Charles Ives y Béla Bart , cuyos enfoques rítmicos y contrapuntísticos se refejan en el dise  visual de sus flmes. Algunas de sus animaciones más tempranas fueron proyectadas con discos de jazz que Smith seleccionaba personalmente, en sesiones informales que organizaba en su loft en Nueva York durante los as 40 y 50. Además, Smith tenía un interés muy profundo por los sistemas de correspondencia entre sonido y color, como
	-



	o el sistema de Scriabin, y sus flmes refejan este interés por estructuras esotéricas. Su visi era que el cine, la mica y el color estaban unidos en una experiencia perceptiva total. Como se la Rani Singh, curadora de sus archivos: 
	25

	“Harry’s films are, above all, musical entities. The timing of color pulses, the geometric transformations, the rhythm of cuts, they all stem from a musical consciousness.” 
	“Harry’s films are, above all, musical entities. The timing of color pulses, the geometric transformations, the rhythm of cuts, they all stem from a musical consciousness.” 
	(Rani Singh, Harry Smith Archives, 2010) 

	Así, la obra de Harry Smith se puede entender como una de las más auténticamente musicales del cine experimental: no so porque usmica, sino porque penssu cine como mica visible. Fue un sinesteta, un ritualista de la imagen 
	25 El sistema Scriabin es un conjunto de asociaciones entre notas musicales y colores desarrollado por el compositor ruso Alexander Scriabin (1872–1915), quien fue uno de los primeros micos occidentales en explorar la sinestesia como parte de su lenguaje artístico. 
	en movimiento y un animador que no ilustrla mica, sino que la encarncon formas, colores y símbolos. 
	Jordan Belson es una figura esencial en la historia del cine experimental y abstracto, especialmente por su fusi ica entre imagen animada, espiritualidad y mica. Su trabajo, especialmente entre los as 1957 y 1979, busca crear experiencias audiovisuales trascendentes, donde la mica no acompa la imagen, sino que se fusiona con ella en un plano perceptual y emocional profundo, muy influido por el pensa-
	Jordan Belson es una figura esencial en la historia del cine experimental y abstracto, especialmente por su fusi ica entre imagen animada, espiritualidad y mica. Su trabajo, especialmente entre los as 1957 y 1979, busca crear experiencias audiovisuales trascendentes, donde la mica no acompa la imagen, sino que se fusiona con ella en un plano perceptual y emocional profundo, muy influido por el pensa-
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	miento oriental, el misticismo y el arte visual de la sinestesia. Belson comenzsu exploraci más conocida en el contexto del Vortex Concerts (1957–1959), organizados junto al compositor Henry Jacobs en el Morrison Planetarium de San Francisco. Allí, Belson proyectaba formas abstractas, luces y efectos visuales sobre una cula mientras se escuchaba mica electr ica, concreta y clásica contemporánea. Esta fue una de las primeras experiencias inmersivas audiovisuales sin precedentes en su época. Las micas eran se
	-
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	Figure
	Figura 5. Fotograma de “Allure”. Jordan Belson (1961) 
	Figura 5. Fotograma de “Allure”. Jordan Belson (1961) 


	Belson fue extremadamente reservado con los detalles técnicos y muchas de sus películas han sido poco difundidas por decisi personal. Sin embargo, él afirmaba que su cine se inspira tanto en las cualidades espirituales de la mica como en sus estructuras temporales: “I try to create visual music that is spiritual in essence. Not music made visible, but something deeper, the same inner energy.” (Entrevista en Film Culture, n.º 40, 1966) 
	Belson fue extremadamente reservado con los detalles técnicos y muchas de sus películas han sido poco difundidas por decisi personal. Sin embargo, él afirmaba que su cine se inspira tanto en las cualidades espirituales de la mica como en sus estructuras temporales: “I try to create visual music that is spiritual in essence. Not music made visible, but something deeper, the same inner energy.” (Entrevista en Film Culture, n.º 40, 1966) 
	-
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	3.CONCLUSIONES 
	3.CONCLUSIONES 
	3.CONCLUSIONES 
	A lo largo del siglo XX, la animaci experimental ha demostrado ser un medio privilegiado para la exploraci sinestésica, gracias a la estrecha colaboraci entre animadores y micos que han buscado ir más allá de los límites sensoriales tradicionales. Desde las primeras composiciones visuales de Ruttmann y Eggeling hasta las experiencias inmersivas de Belson o los experimentos jazzísticos de McLaren, se ha desarrollado un lenguaje audiovisual que no ilustra la mica, sino que la materializa, la traduce o la rein
	A lo largo del siglo XX, la animaci experimental ha demostrado ser un medio privilegiado para la exploraci sinestésica, gracias a la estrecha colaboraci entre animadores y micos que han buscado ir más allá de los límites sensoriales tradicionales. Desde las primeras composiciones visuales de Ruttmann y Eggeling hasta las experiencias inmersivas de Belson o los experimentos jazzísticos de McLaren, se ha desarrollado un lenguaje audiovisual que no ilustra la mica, sino que la materializa, la traduce o la rein
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	más profundas ligadas a la percepci y a la espiritualidad del arte. En muchos casos, la animaci no se ha limitado a acompar la mica, sino que ha funcionado como partitura visual, como prolongaci emocional o como superficie vibrátil donde el sonido encuentra su correlato tico. Durante las décadas centrales del siglo, especialmente entre los as 60 y 70, la ruptura con las formas narrativas y la expansi del arte psicodélico y estructural permitieron nuevas formas de colaboraci con micos de vanguardia, desde el
	-
	-
	-
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	Hoy en día, las prácticas de muchos animadores contemporáneos continn esta tradici, renovando la relaci entre sonido e imagen desde la improvisaci, la interactividad y las tecnologías digitales. La historia de la animaci experimental revela así una constante: el deseo de expandir la percepci humana, de crear experiencias totales en las que la mica se ve, la imagen se escucha, y ambos lenguajes se funden en una nueva forma de conocimiento sensorial. 
	-
	-

	EXPERIMENTAL ANIMATION AS A SYNESTHETIC FORM: 



	HISTORICAL PERSPECTIVES 
	HISTORICAL PERSPECTIVES 
	Jes Pertíz Lez 
	Jes Pertíz Lez 
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	1.HISTORICAL ORIGINS: VISUAL PERFORMANCE AND SPECTACLE 
	1.HISTORICAL ORIGINS: VISUAL PERFORMANCE AND SPECTACLE 
	Since the dawn of cinema and modern visual arts, experimental animation has maintained an ongoing dialogue with live performance. As early as the early 20th century, figures such as Walter Ruttmann explored the potential of animated imagery as a plastic form in motion—one not bound by traditional narrative, but conceived as a synesthetic expansion of music and time. In works like “Lichtspiel Opus I”, Ruttmann projected animated geometric compositions accompanied by live music by Max Butting, challenging the
	-
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	visual abstraction with an equally modern musical structure. These pioneering projections featured no characters, dialogue, or dramatic conflict; instead, rhythm, light, color, and form took center stage, synchronized with the musical score. The result was a visual-musical experience that expanded the viewer’s perception and marked the beginning of a relationship that would grow increasingly rich, varied, and technologically sophisticated over the decades. Viking Eggeling conceived his animated works as “vi
	visual abstraction with an equally modern musical structure. These pioneering projections featured no characters, dialogue, or dramatic conflict; instead, rhythm, light, color, and form took center stage, synchronized with the musical score. The result was a visual-musical experience that expanded the viewer’s perception and marked the beginning of a relationship that would grow increasingly rich, varied, and technologically sophisticated over the decades. Viking Eggeling conceived his animated works as “vi
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	to represent rhythm and motion. Eggeling animated on long paper rolls, like horizontally read scores, which were then filmed and projected. His most well-known work, “Diagonal Symphony”, was designed to be viewed without sound, as it was considered self-sufficient. However, the effort required far outweighed the brief duration of the result. According to Richter, Eggeling’s films were not illustrations of music, but music made visible (Richter, 1970). 

	1.1The Great Masters: Fischinger, Bute, McLaren 
	1.1The Great Masters: Fischinger, Bute, McLaren 
	In the relationship between music and experimental animation, the work of Oskar Fischinger deserves special attention. A pioneer of visual music, he created pieces perfectly synchronized with musical compositions, relying solely on paper-based notation. 
	-
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	In his early years, he began making abstract films—moving geometric figures, mostly in black and white—structured like musical phrases: themes, variations, repetitions, accelerations, and pauses, all aligned with musical accents. He sought music with clear pulses and marked tempos, starting with popular classical pieces (Brahms, Liszt, Dvořák), and later orchestral light music, foxtrot, tango, and salon jazz in binary or quaternary meters—ideal for animation (Moritz, 2004). There are no records of the compo
	In his early years, he began making abstract films—moving geometric figures, mostly in black and white—structured like musical phrases: themes, variations, repetitions, accelerations, and pauses, all aligned with musical accents. He sought music with clear pulses and marked tempos, starting with popular classical pieces (Brahms, Liszt, Dvořák), and later orchestral light music, foxtrot, tango, and salon jazz in binary or quaternary meters—ideal for animation (Moritz, 2004). There are no records of the compo
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	from that period, as the animations were intended to be screened live with an orchestra. 
	-



	World War II forced him to emigrate to the United States, where he produced a series of works combining stop motion, cut-out geometric forms, and direct animation on glass. For these films, he used music by Bach for its mathematical and repetitive structures (“Motion Painting No. 1”, 1943) and Mozart (“Allegretto”, 1936). 
	-

	In “An Optical Poem” (1938), perhaps his most famous work, Fischinger visualizes Liszt’s “Second Hungarian Rhapsody”, taking advantage of its changing rhythms and contrasts between bursts of energy and sudden accelerations. The animation, made from cut-out colored paper, reflects these musical features: circles represent fluid and soft melodic lines— calm, expansion—while squares convey solid structures and steady pulses, and triangles mark moments of tension and strong accents. The animation becomes an abs
	-
	-
	-

	Mary Ellen Bute was a pioneering American experimental animator, especially recognized for her innovative relationship with music in her work. Her goal was to make music visible through a synesthetic experience, where rhythm, tone, and sonic texture were refected in movement, color, and form. 
	-
	-
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	Bute had a direct connection with Joseph Schillinger, a composer and music theorist who helped her identify the structural correspondence between music and animation. Schillinger proposed that all aspects of music — rhythm, melody, harmony, etc. — could be defined mathematically. This analytical approach fascinated Bute, who sought to create “visual music” using the same structural principles as sonic music. She equated visual rhythm with musical rhythm: Bute translated rhythmic patterns (such as those Schi
	-
	-
	-

	She also used geometric shapes as analogies for timbres: high-pitched or bright sounds were represented by sharp shapes, thin lines, or flashes; low-pitched sounds by circles, slow curves, or heavy pulses. This was based on the principle of correspondence between sound and visual waves. 
	-
	-

	As Schillinger proposed developing musical themes through geometric transformations (rotation, inversion, expansion), Bute applied these operations to her images. A visual motif could rotate, accelerate, or transform in real time, following the melodic or harmonic evolution of the music. All of this 
	is evident in her major work “Rhythm in Light” (1934). Her work laid the foundation for animation as a medium for audiovisual experimentation and synesthesia, influencing subsequent generations of artists and filmmakers seeking a deep and conscious fusion of music and visual art. 
	-
	-

	Norman McLaren explored the relationship between music and moving image, particularly with jazz, a musical genre that was culturally vibrant during his time. One of his defining traits was his experimentation with direct techniques on celluloid (animation on film), as well as the use of pixilation and cut-out animation — methods that granted him great freedom in synchronizing image and sound. McLaren produced several works in which rhythm, improvisation, and the energy of jazz were central. For example, “Be
	-
	-
	-
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	One of the defining traits of Peterson’s jazz is its irregular accents, constant variations through improvisation, and his virtuosic piano technique. McLaren responded to these qualities with splashes, vibrating and bursting stains, and rapid changes in color and direction. 
	-

	The jazz music featured in McLaren’s collaborations, especially with Oscar Peterson, is intense, fast-paced, improvisational, with syncopated rhythms and flexible melodic structures that align perfectly with McLaren’s expressive freedom and visual experimentation. McLaren found in jazz an ideal genre for exploring abstract animation, where musical improvisation and energy could be mirrored through dynamic and colorful imagery. 
	The jazz music featured in McLaren’s collaborations, especially with Oscar Peterson, is intense, fast-paced, improvisational, with syncopated rhythms and flexible melodic structures that align perfectly with McLaren’s expressive freedom and visual experimentation. McLaren found in jazz an ideal genre for exploring abstract animation, where musical improvisation and energy could be mirrored through dynamic and colorful imagery. 
	-
	-
	-
	-

	2.EXPERIMENTAL ANIMATION IN THE COUNTERCULTURE YEARS: BRAKHAGE, JORDAN, SMITH, BELSON 
	The 1960s and 1970s were a key moment for experimental animation, characterized by a break with classical forms, the explosion of psychedelic art, the counterculture, the expansion of structural film, and collaboration with contemporary musicians of the time (from minimalism to free jazz and analog electronic music). 
	-
	-

	Stan Brakhage did not work with music in the conventional sense of animated or synchronous flm, as Mary Ellen Bute or Norman McLaren did, but his work maintains a deep relationship with the musical, understood from an autonomous visual logic. Although he almost always avoided including sound in his flms, he conceived rhythm, 
	Stan Brakhage did not work with music in the conventional sense of animated or synchronous flm, as Mary Ellen Bute or Norman McLaren did, but his work maintains a deep relationship with the musical, understood from an autonomous visual logic. Although he almost always avoided including sound in his flms, he conceived rhythm, 
	-
	-

	structure, and the fow of images as forms of visual musicality. Brakhage explicitly rejected synchronization between image and sound; for him, the image had to have its own rhythmic voice, not subordinate to the auditory. In flms such as Mothlight (1963), a collage composed of moth wings, blades of grass, and pressed petals on celluloid, he completely dispenses with a soundtrack. This is not an absence by omission, but an aesthetic choice pointing to the idea that the internal structure of the image can be 
	-
	-
	-



	Despite this tendency toward silence, there were indeed musical influences and some more peripheral collaborations. Brakhage admired composers such as Charles Ives and Anton Webern for their fragmentary structure and their use of time as an expressive material. Although he did not make direct synchronizations with musicians, composers like James Tenney were inspired by his films to develop experimental musical works. Technically, Brakhage worked with intense rhythmic montages, superimpositions of images aki
	-
	-

	EXPERIMENTAL ANIMATION AS A SYNESTHETIC FORM 79 
	EXPERIMENTAL ANIMATION AS A SYNESTHETIC FORM 79 

	is not in the air, but in the light: a cinema that is not heard, but seen as if it were heard. 
	Larry Jordan, a key figure in American experimental cinema, had a relationship with animation that was more poetic and literary than strictly musical, although music holds an important place in his work as atmosphere, structure, and counterpoint. His style, influenced by surrealism and his close collaboration with Joseph Cornell, is characterized by the use of animated collage, cut-out images, and photomontages of 19th-century engravings that come to life in slow, dreamlike movements. In this context, music
	-
	-

	One of his most emblematic works, Our Lady of the Sphere (1969), uses a complex soundtrack composed of musical fragments, electronic sounds, radio excerpts, and non-musical recordings, creating a dreamlike, almost hypnagogic environment where sound accompanies but does not directly guide the image. Instead of illustrating the music, Jordan constructs a floating synesthetic experience where the images seem to emerge as memories or hallucinations provoked by sound. The visual rhythm is marked by slow cuts, re
	-
	-
	-
	-

	an internal musical logic, close to musique concrète or the sound collage practiced by artists like Pierre Henry or early John Cage. 
	Although Jordan did not collaborate directly with jazz or classical musicians like McLaren or Bute, he did incorporate sound materials that evoke nonlinear musical structures. In some of his later films, such as Gymnopedies (1972), he includes musical fragments by Erik Satie, whose slow, nostalgic, and minimalist pieces harmonize with the ephemeral and melancholic aesthetic that permeates his cinema. Satie’s music, in this case, reinforces the sensation of temporal suspension and accentuates the meditative 
	-
	-
	-
	-

	Thus, although Larry Jordan did not approach musical animation with the intention of translating or representing sound structures, his work reveals an intimate relationship with the musical understood as duration, atmosphere, and fluidity. Music, in his cinema, is not heard as a guide but breathed, just like his images: as dreams unfolding in time. 
	-

	Harry Smith was, without a doubt, one of the experimental filmmakers most deeply connected to music, both in his artistic practice and personal life. His relationship with music was integral, structural, and spiritual. Unlike Brakhage or Jordan, Smith not only used music in his films: he constructed many of them as ritual visualizations of musical pieces, ranging from jazz to classical and folk music, and came to conceive cinema as a synesthetic and esoteric act. He was an animator, painter, musicologist, r
	Harry Smith was, without a doubt, one of the experimental filmmakers most deeply connected to music, both in his artistic practice and personal life. His relationship with music was integral, structural, and spiritual. Unlike Brakhage or Jordan, Smith not only used music in his films: he constructed many of them as ritual visualizations of musical pieces, ranging from jazz to classical and folk music, and came to conceive cinema as a synesthetic and esoteric act. He was an animator, painter, musicologist, r
	-
	-
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	His animated films, particularly those comprising his cycle known as Early Abstractions (numbers 1 through 7, between 1946 and 1957), are deeply marked by rhythm and musical structure. Smith used techniques such as direct animation on film, cut-outs, and geometric and figurative paintings, often in color, which responded directly to the formal qualities of music. Unlike McLaren, however, Smith did not work so much from precise synchrony as from an idea of alchemical correspondence: color, form, and movement
	-
	-


	One of his most emblematic works is Film No. 11: Mirror Animations (1957), an animation set to improvised jazz music, whose visual rhythm follows a logic close to improvisation. In other pieces, such as Film No. 12: Heaven and Earth Magic (1957–1962), sound was added later, but even in its silent phase, Smith claimed that the films were musical in their internal structure. 
	-
	-

	Among the musicians who influenced Smith or with whom he engaged aesthetically are Thelonious Monk, Charlie Parker, Dizzy Gillespie (all of whom he was a fan of), as well as modern composers like Charles Ives and Béla Bart , whose rhythmic and contrapuntal approaches are reflected in the visual design of his films. Some of his earliest animations were projected alongside jazz records that Smith personally selected, in informal sessions he organized in his loft in New York during the 1940s and 50s. 
	-

	Furthermore, Smith had a profound interest in systems of correspondence between sound and color, such as Theosophy or Scriabin’s system, and his films reflect this interest in esoteric structures. His vision was that cinema, music, and color were united in a total perceptual experience. As Rani Singh, curator of his archives, notes: 
	-

	 “Harry’s films are, above all, musical entities. The timing of color pulses, the geometric transformations, the rhythm of cuts, they all stem from a musical consciousness” (Rani Singh, Harry Smith Archives, 2010). 
	 “Harry’s films are, above all, musical entities. The timing of color pulses, the geometric transformations, the rhythm of cuts, they all stem from a musical consciousness” (Rani Singh, Harry Smith Archives, 2010). 

	Thus, Harry Smith’s work can be understood as one of the most authentically musical in experimental cinema: not only because he used music, but because he conceived his cinema as visible music. He was a synesthete, a ritualist of the moving image, and an animator who did not illustrate music, but embodied it with shapes, colors, and symbols. 
	Jordan Belson is an essential figure in the history of experimental and abstract cinema, especially for his unique fusion of animated image, spirituality, and music. His work, particularly between 1957 and 1979, seeks to create transcendent audiovisual experiences where music does not accompany the image but merges with it on a deep perceptual and emotional plane, heavily influenced by Eastern thought, mysticism, and the visual art of synesthesia. 
	-
	-
	-
	-

	Belson began his best-known exploration in the context of the Vortex Concerts (1957–1959), organized together with composer Henry Jacobs at the Morrison Planetarium in San Francisco. There, Belson projected abstract forms, lights, and visual effects onto a dome while electronic, concrete, 
	and contemporary classical music was played. This was one of the first unprecedented immersive audiovisual experiences of its time. The music was selected by Jacobs and included works by Karlheinz Stockhausen, Edgard Varèse, Henry Cowell, John Cage, among others. This project anticipated both multimedia concerts and current sensory installations. 
	-
	-

	In his later films, such as Allures (1961), Re-Entry (1964, with Stephen Beck), and Samadhi (1967), Belson developed a highly refined aesthetic based on abstract, mandala-like forms, color fields, movement patterns, and vibration that seem to visualize states of consciousness induced by music or meditation. The music in these films includes electronic and classical compositions carefully selected by Belson to resonate with the visual structure, though not always synchronously. In Allures, for example, the m
	-
	-
	-
	-

	3.CONCLUSIONS 
	3.CONCLUSIONS 
	Throughout the 20th century, experimental animation has proven to be a privileged medium for synesthetic exploration, thanks to the close collaboration between animators and musicians who have sought to go beyond traditional sensory boundaries. From the early visual compositions of Ruttmann and Eggeling to the immersive experiences of Belson or the jazz experiments of McLaren, an audiovisual language has developed that does not illustrate music but materializes, translates, or reinvents it in visual terms. 
	-
	-
	-
	-

	During the central decades of the century, especially between the 1960s and 1970s, the break with narrative forms and the expansion of psychedelic and structural art allowed new forms of collaboration with avant-garde musicians, from minimalism to free jazz and experimental electronics. In these 
	During the central decades of the century, especially between the 1960s and 1970s, the break with narrative forms and the expansion of psychedelic and structural art allowed new forms of collaboration with avant-garde musicians, from minimalism to free jazz and experimental electronics. In these 
	-
	-

	proposals, the viewer’s experience becomes synesthetic, immersive, and often transformative, crossing the boundaries between the visual, the sonic, and the bodily. 
	-



	Today, the practices of many contemporary animators continue this tradition, renewing the relationship between sound and image through improvisation, interactivity, and digital technologies. The history of experimental animation thus reveals a constant: the desire to expand human perception, to create total experiences in which music is seen, image is heard, and both languages merge into a new form of sensory knowledge. 
	-
	-
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	Abstract This chapter documents and analyzes Shallow Steps, an audiovisual composition that explores the concept of an “audiovisual instrument” and the creation of unified audiovisual narratives through pseudo-synesthetic and crossmodal mappings. Shallow Steps comprises two contrasting sections: an “audiovisual watercolor painting” and a guided audiovisual tour of the Mandelbrot fractal. Central to the work is the treatment of the audiovisual system as an instrument played by the composer, integrating a Max
	Abstract This chapter documents and analyzes Shallow Steps, an audiovisual composition that explores the concept of an “audiovisual instrument” and the creation of unified audiovisual narratives through pseudo-synesthetic and crossmodal mappings. Shallow Steps comprises two contrasting sections: an “audiovisual watercolor painting” and a guided audiovisual tour of the Mandelbrot fractal. Central to the work is the treatment of the audiovisual system as an instrument played by the composer, integrating a Max
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	panning) directly to visual elements (color, size, position). The work interrogates sensory directionality by combining a section without clear cause-effect between sound and image with one where sound is derived from visual fractal data. The chapter situates this creative approach within historical and theoretical frameworks of synesthetic art and digital instruments, proposing pseudo-synesthetic mappings not as universal but as compositional devices guiding audience perception towards audiovisual coherenc
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	Este capítulo documenta y analiza Shallow Steps, una composici audiovisual que explora el concepto de un “instrumento audiovisual” y la creaci de narrativas audiovisuales unificadas a través de mapeos pseudo-sinestésicos y trans-modales. Shallow Steps consta de dos secciones contrastantes: una “pintura audiovisual en acuarela” y un recorrido audiovisual guiado por el fractal de Mandelbrot. Un aspecto central de la obra es el tratamiento del sistema audiovisual como un instrumento tocado por el compositor, i
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	audiovisuales coherentes al mapear las características del sonido (tono, volumen, paneo) directamente a los elementos visuales (color, tama, posici). La obra interroga la direccionalidad sensorial al combinar una secci sin una causa-efecto clara entre sonido e imagen con una donde el sonido se deriva de datos fractales visuales. El capítulo sit este enfoque creativo dentro de los marcos hist icos y tericos del arte sinestésico y los instrumentos digitales, proponiendo mapeos pseudosinestésicos no como unive
	-
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	1.INTRODUCTION AND BACKGROUND 
	1.INTRODUCTION AND BACKGROUND 
	The following is a documentation and analysis of my visual music work Shallow Steps (2021); it develops material that was initially presented in my doctoral dissertation (Eldem, 2024). The focus of the work itself and the discussion around it is the idea of an "audiovisual instrument", and how the utilization of such an instrument in all stages of audiovisual compositional process can result in a unified audiovisual narrative through an exploration of pseudo-synesthetic and crossmodal mappings. 
	-

	The Shallow Steps is a fixed-media work that is 10 minutes and 34 seconds long. It can be considered to be in a binary form, consisting of two unique sections, based on individual and contrasting ideas. The first section, taking up the first 3 minutes and 20 seconds of the work, is based on material unrelated to the audiovisual system presented in the installation version of Shallow Steps, featuring what I called “audiovisual watercolor painting” while I was creating the piece. The second section is the afo
	27
	-
	-

	An important aspect of this work to be considered before delving into the aesthetic and technical creative processes is that of an audiovisual instrument. My approach to the audiovisual material has led me to treat my system as an instrument to be played by me as the performer. The resulting process and creation focused on the exploration and expression of this concept. 
	-
	-


	2.AN AUDIOVISUAL WATERCOLOR PAINTING 
	2.AN AUDIOVISUAL WATERCOLOR PAINTING 
	Despite the name Shallow Steps, the beginning of Shallow Steps (Fixed Media) does not use the Mandelbrot fractal sonification system I developed. Instead, the first section of the piece focuses on another audiovisual idea: watercolor-like paintings appearing and dissipating in the space with an accompanying sound for each gesture. Both the visual and musical gestures appear and disappear around the same time, creating an audiovisual unit. Notably, there is no sensory direction in this case as the viewer can
	-
	-
	-
	-
	-
	-
	-

	27
	 The work described in this section can be watched through this link: https://www.youtube.com/watch?v=hOyTexY-1e4 

	white and dithered visuals and rhythmic thumping providea contrast to the colors and pitched sounds that emerge atthe end of the introduction. The aesthetic goal of this intro-duction is to accentuate the sound-color mapping presentin this section of the work. Both colors and pitched soundmaterial emerge together from their perceived opposites,underlying the mapping that will follow. 
	white and dithered visuals and rhythmic thumping providea contrast to the colors and pitched sounds that emerge atthe end of the introduction. The aesthetic goal of this intro-duction is to accentuate the sound-color mapping presentin this section of the work. Both colors and pitched soundmaterial emerge together from their perceived opposites,underlying the mapping that will follow. 
	 The Max/MSP patch used to create and control this system is   based on the technique of noise map-based visual feedback.  This system distorts images by using visual noise as a map   for shifting the pixels of the original image. Based on the pat- terns and brightness present in the noise map, it is possible   to distort the image into different shapes and patterns. If the  result is fed back into the system, it is further distorted based  on the same noise map. Applying a visual feedback loop in  which th
	Figure
	Figure 1. Image from Shallow Steps. All the present colors move and shift together with a tone associated with each color present in the soundscape. The overwhelming number of colors and tones result in an audiovisual texture. 


	of this system changes to that of a visual instrument themoment it is intended to be operated in real-time for visual  creation. Inserting different images, changing the basis func-tions, and adjusting parameters would theoretically be ap-plicable in a performance or the creation of an (audio)visual  work. To me, this is an application of a process I have used  many times as a composer: creating a generative system to be  operated, treating that system as an instrument, and playing  that instrument to gener
	of this system changes to that of a visual instrument themoment it is intended to be operated in real-time for visual  creation. Inserting different images, changing the basis func-tions, and adjusting parameters would theoretically be ap-plicable in a performance or the creation of an (audio)visual  work. To me, this is an application of a process I have used  many times as a composer: creating a generative system to be  operated, treating that system as an instrument, and playing  that instrument to gener
	of this system changes to that of a visual instrument themoment it is intended to be operated in real-time for visual  creation. Inserting different images, changing the basis func-tions, and adjusting parameters would theoretically be ap-plicable in a performance or the creation of an (audio)visual  work. To me, this is an application of a process I have used  many times as a composer: creating a generative system to be  operated, treating that system as an instrument, and playing  that instrument to gener
	triangular wave oscillators have their frequencies set to a  random deviation from a given central frequency, in which  the central frequency itself and the maximum amount of  deviation can be set at any given moment. Further timbral  shaping is added by the modulation of the set of frequencies  by a sine wave acting as an LFO, the parameters of which can  also be set manually. Simple panning and reverb algorithms  create the final sound, which can be triggered in real time  through onset and release messag


	•  Visual feedback amount  Reverb tail of the musicaltone, •  Noise map used for feedback  Partials present in the mu-sical tone. Instead of having different input points, buttons, and keysfor the visual and sound-based aspects of the system, I chose 
	Figure
	Figure 2. Image from a demonstration of the audiovisual watercolor painting system. The fxed-media work does not show the interface shown here on the bottom left. The MIDI keys, dials, and touchpad are the origin of both the visual and the musical aspects. 

	to tie pairs of parameters of both systems to a single input.  In order to create an instrument-like physical interface to  the entire audiovisual system (and thus making it possible to  press keys and other interfaces instead of clicking on things  on the screen with a cursor), two devices were used: a Roli  Lightpad Block (Lightpad Block Studio Edition | ROLI, n.d.) and a MIDI keyboard. For demonstration and performance  purposes, I used an Akai MPK Mini Mk2 (MPK Mini Mk2, n.d.)  – however, the Max/MSP pa
	start/end points, direction, position, and pressure are all reported to the computer. 
	-

	I incorporated this into the audiovisual system by mapping each of the parameters to a coupling of a visual and sound-based parameter, resulting in the following augmentation of the aforementioned set of mappings: 
	Artifact
	Figure 3. Screenshot of the Max/MSP patch for the audiovisual watercolor painting system. The left side is the visual feedback algorithm, the top right is the color lattice, and the bottom right is the rhythm generator. 
	Figure 3. Screenshot of the Max/MSP patch for the audiovisual watercolor painting system. The left side is the visual feedback algorithm, the top right is the color lattice, and the bottom right is the rhythm generator. 


	• 
	• 
	• 
	Touch event start/end -> Appearance/disappearance of the visual shape <-> Onset/release of the musical tone, 

	• 
	• 
	MIDI Note played -> Color of the visual shape <-> Pitch class of the musical tone, 

	• 
	• 
	Finger pressure -> Size of the visual shape <-> Loudness and distortion of the musical tone, 

	• 
	• 
	Finger position -> Position of the visual shape <-> Panning of the musical tone, 


	Artifact
	Figure 4. Image from the beginning of Shallow Steps. The same audiovisual watercolor pain-ting system is altered to display only black-and-white dithered visuals and percussive sounds. 
	Figure 4. Image from the beginning of Shallow Steps. The same audiovisual watercolor pain-ting system is altered to display only black-and-white dithered visuals and percussive sounds. 


	•  MIDI control message (Dial) -> Visual feedback amount  <-> Reverb tail of the musical tone, •  MIDI control message (Pad) -> Noise map used for feed-back <-> Partials present in the musical tone. While such mappings on their own can be considered to be  fairly simple, they do exhibit the possibility of more com-plex unified audiovisual gestures as part of the emergentproperty resulting from all the parameters being connected  together. For example, moving the finger from right to lefton the pad while inc
	audiovisual result of both these systems (the black-and-white visuals and the sound generation system) results in  the introduction section of the work that underlines two  things: the main premise of a coherent audiovisual relation-ship resulting from the same input gestures, and the distinct  lack of a chromesthetic (sound-color) relationship. 3.PLAYING AN AUDIOVISUAL INSTRUMENT Anderson and Torre define a digital instrument as a tool that  is continuously redefined to meet an artistic need (Torre &  Ande
	this work, I slightly extended this sound-color lattice system by introducing the possibility of extending the range of the color generation and hue/brightness ranges in real-time: While previously the 12-tone equal temperament chromatic scale was assigned colors using a generative system in which the central tonic note receives a (possibly arbitrary) color association, now it became possible to assign a different step size in hue and brightness to the system and regenerate the color lattice, creating the p
	-

	The aim of this system is that the perceived consonance and/or dissonance of the intervals heard will evoke a similar feeling to that of the color harmony presented on the screen at the same time. Following this idea, the evolution of the form of this work’s first section attempts to guide the attention of the listener. First, the black-and-white introduction slowly fades into its contrasting colored version. Afterward, the next audiovisual gestures are of single colors and tones: Only a single sound color 
	The aim of this system is that the perceived consonance and/or dissonance of the intervals heard will evoke a similar feeling to that of the color harmony presented on the screen at the same time. Following this idea, the evolution of the form of this work’s first section attempts to guide the attention of the listener. First, the black-and-white introduction slowly fades into its contrasting colored version. Afterward, the next audiovisual gestures are of single colors and tones: Only a single sound color 
	-
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	the tones. It is only after this relationship is sufficiently presented that other tones are added in the form of two tones at once, and then three tones at once. The end of the section sees an overwhelming combination of colors and tones as the feedback amount setting in the visual system is turned all the way up, making any added color stay on the screen. Similarly, a very long reverberation time makes the played notes linger in the final sound. This results in a very complex combination of tones and colo
	-
	-


	This final phrase of the first section of this work emerged from an idea that was born from my exploratory sessions with this audiovisual instrument. Over the last few years of my compositional practice, I have been exploring the idea of the boundary between harmony and timbre more and more. Even though this idea had been long present at least since the beginning of the spectralist approach to music (Grisey & Fineberg, 2000), it is only recently that I have started thinking concretely about the perceptual b
	This final phrase of the first section of this work emerged from an idea that was born from my exploratory sessions with this audiovisual instrument. Over the last few years of my compositional practice, I have been exploring the idea of the boundary between harmony and timbre more and more. Even though this idea had been long present at least since the beginning of the spectralist approach to music (Grisey & Fineberg, 2000), it is only recently that I have started thinking concretely about the perceptual b
	-

	into a visual metaphor as the individual tones already share their creation with visual movements and colors. It should be noted here that the generative visual analogy to multiple tones sounding together is not a blend of the colors mapped to those tones, but instead the presence of all colors at the same time. Just as someone (with some practice) would be able to notice the individual tones in a chord, it is also pos-
	sible to single out individual colors in the resulting image. Therefore, the climax of the first section builds up to a complete musical texture in which the tones become a singular musical texture, and the colors coalesce into a larger visual pattern. The result, by slowly introducing the audiovisual mappings in the system, is a grand audiovisual event. 
	-


	Sect
	Artifact
	Figure 5. Image from Shallow Steps showing the contents of the tendrils and the spiral-like shapes. The tendril itself looks simple, whereas the spirals suggest an increasing complexity. 
	Figure 5. Image from Shallow Steps showing the contents of the tendrils and the spiral-like shapes. The tendril itself looks simple, whereas the spirals suggest an increasing complexity. 



	Artifact
	Figure 6 When too much zoomed in, the fractal visuals are displayed as shifting blocks of color due to the computer’s inability to process too small numbers. This seeming imperfection is integrated as part of the work. 
	Figure 6 When too much zoomed in, the fractal visuals are displayed as shifting blocks of color due to the computer’s inability to process too small numbers. This seeming imperfection is integrated as part of the work. 
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	4.A TOUR OF THE MANDELBROT FRACTAL 
	4.A TOUR OF THE MANDELBROT FRACTAL 
	The second section of this work is in essence a tour of the sonification of the Mandelbrot fractal. The visual elements from the previous section are still present, but they are completely inverted: Now they present an absence of color in which the color black is the only element that is present. The previous black background then becomes a transparent surface through which we see the fractal. This is the third and last way in which the watercolor painting visuals are presented: The initial black-and-white 
	The second section of this work is in essence a tour of the sonification of the Mandelbrot fractal. The visual elements from the previous section are still present, but they are completely inverted: Now they present an absence of color in which the color black is the only element that is present. The previous black background then becomes a transparent surface through which we see the fractal. This is the third and last way in which the watercolor painting visuals are presented: The initial black-and-white 
	-
	-
	-
	-

	audiovisual coherence within the system by introducing and playing with the unique points in the fractal, creating a sense of audiovisual intentionality in what is being presented. 


	5.AUDIOVISUAL EXPLORATION AS A PSEUDOSYNESTHETIC COMPOSITIONAL PROCESS 
	5.AUDIOVISUAL EXPLORATION AS A PSEUDOSYNESTHETIC COMPOSITIONAL PROCESS 
	-

	The unfolding of the audiovisual material follows a principle of pseudo-synesthetic composition (Krohn, 1892). A great amount of mappings in both given systems in this work (the audiovisual watercolor painting system and the sonification of the Mandelbrot fractal) are based on research in cross-modal and synesthetic audiovisual associations. In the first system, the size of the visual shape that is being drawn into the visual feedback system corresponds with the loudness of the sound that is generated. The 
	-

	The intention of such mappings is not to claim a perfectly intuitive audiovisual environment for any audience. Such a goal is not possible both on the basis of inherent cultural and perceptual differences, and more importantly, the presence of individual compositional choices in the creation of the audiovisual system itself. 
	-
	-
	-

	In the case of the color lattice, the color palette is generated from a single axiom (the central pitch class equals a given 
	In the case of the color lattice, the color palette is generated from a single axiom (the central pitch class equals a given 
	color) that is completely based on the choice of the person operating the system. Similarly, the sounds themselves that are generated are not based on a (pseudo-)synesthetic basis and are sounds I have personally found to complement the visual material that was being generated during the creation process of the audiovisual system. Instead, the goal of this work in relation to my research is twofold: to completely obscure the sensory origin of the audiovisual gesture for the audience (and possibly the perfor
	-
	-
	-

	(action and subsequent reaction) in the senses that are being presented. 
	-


	In the case of the audiovisual watercolor painting system, such an illusion is only present in the abstract creative process itself. When looking at the final result (an audiovisual instrument that can be operated with a MIDI keyboard and a 3-dimensional touchpad), any use of the interface that creates a discernible output results in an audiovisual gesture. Barring an intentional or unintentional breaking of the system, there is no intended way to play a sound without creating something visual, and there is
	-
	-

	In terms of sensory directionality or the lack thereof in the performance (and recording) of my audiovisual works, I am therefore exploring both ends of the spectrum by combining both systems in this specific work. The first section focuses on my embodied performance of an audiovisual instrument in which there is no difference between the generation of a visual element and a sound-based element. 
	The second section is instead based on complete directionality as the sound is dependent on the visuals. An important consideration is the relevance of such directionality to the result with fixed-media works. In any case, in the vacuum created by the lack of an on-site real-life performer an average audience for such a work will have the initial tendency to assume that the sound element is derived from the visual element, or that both elements were created and put together separately. 
	-
	-
	-

	The fact that this is not the case becomes progressively clear as a result of how audiovisual material is presented and unfolds. 
	In the case of this fixed-media work, where there is no performer to be followed, presenting the audiovisual relationship very clearly becomes simply crucial. It is for this reason that I have made the gradual unfolding of the sets of audiovisual mappings part of the form of this work. The synesthetic and crossmodal mappings are preferred for this specific purpose: I am here using the inherent and shared aspects of crossmodal mappings as building blocks for more complex systems of mappings. Ideally, it is t
	-
	-
	-
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	Jes Pertíz Lez He is a Professor of Drawing at the Faculty of Fine Arts at the University of Granada, specializing in 3D and experimental animation. He holds a PhD in Fine Arts and leads the HUM731 research group on animation and illustration. He has been principal investigator in several national projects on image, multiculturalism, and audiovisual media. He has published over 25 book chapters, articles in indexed journals, and reference works on animation, pedagogy, and visual culture. As a creator, he ha
	Jes Pertíz Lez He is a Professor of Drawing at the Faculty of Fine Arts at the University of Granada, specializing in 3D and experimental animation. He holds a PhD in Fine Arts and leads the HUM731 research group on animation and illustration. He has been principal investigator in several national projects on image, multiculturalism, and audiovisual media. He has published over 25 book chapters, articles in indexed journals, and reference works on animation, pedagogy, and visual culture. As a creator, he ha
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	Figure
	INTIMATE REASONS
	DESCRIPTION OF THE CONCEPT OF THE WORK Reasons of the Intimate  is a visual metaphor of encounter. An en-counter with the other, with beauty, with tenderness, and with  the very essence of intimacy.  Each surge of water resonates with its own rhythm: repeating  itself always the same yet always different, tracing impossible   forms of beauty that unfold and transform in a hypnotic way.  But when two waves collide, movement is transfigured into   abstractions and complex forms. New cadences emerge, other  so
	encounter, a new horizon of sensations and possibilities opens  up. In the transformation that arises from deep contact, we dis-cover that intimacy is also expansion and mystery. DESCRIPTION OF THE WORK TECHNIQUE As in most of my works, the process began with sound, to which  I later adapted the image. I recorded the murmur of the waves,  which, once edited, became a sound bed forming the basis of the  piece. On top of this, I composed the underwater soundscape,  exploring different densities and reverberat
	Figure
	Figure
	Figure
	Figure
	Figure
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	 6 MIN 50 SEC 

	YEAR 
	YEAR 
	2025 

	CITY 
	CITY 
	STAFFORD 

	COUNTRY 
	COUNTRY 
	UNITED KINGDOM 








	Figure
	REFLECTION LENS DAVE PAYLING  / PROFESSOR 
	DESCRIPTION OF THE CONCEPT OF THE WORK A study in extended textural sound and image. Ambient drone  texture sounds are reflected in colorful abstract visuals to cre-ate an immersive and absorbing audio-visual experience. The  visuals are constructed from slowly evolving shape geometries.  There are subtle motions and form variations in a sparse visual  expanse. The music exhibits similar pervasiveness and gradual  change instilling a meditative focus. The paired media is de-signed as a synergistic piece of 
	DESCRIPTION OF THE WORK TECHNIQUE The images for this piece were created using a visual music in-strument purposely designed for visual music composition and performance. Known as ‘morphlux’ the instrument is performed by the artist using a touchscreen interface. It has capabilities for manual interaction and audio mapping and uses fundamen-tal building blocks of repeated geometric forms. The music was created via granular synthesis. Clouds of synthesized sounds are generated and repeated to create extended
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	Figure
	AL RAQS ROXANE DEGRENDELE, ELENA GARRIDO ZAENGERLEIN, ALEJANDRO MANZANARES OCHOA  / STUDENTS 
	DESCRIPTION OF THE CONCEPT OF THE WORK Al Raqs is an experimental animation that investigates the  blend between shadow play and motion graphics. It is set to the  musical piece “Al Raqs” from the album “Mozart L’Égyptien”,  a composition that fuses Western classical and Middle East-ern musical traditions. The animation reflects this hybridity   through choreographed silhouettes of vegetal forms that move  in synchrony with the musical dynamics and tempo. Using a re-duced palette of black, white, grey, and 
	DESCRIPTION OF THE WORK TECHNIQUE Al Raqs combines two different animation techniques. The visual elements were first created using shadow play meth-ods, filming silhouettes of organic materials such as leaves and plants. These shadow recordings were then edited in Adobe After Effects, where motion graphics techniques were applied to syn-chronize visual movement with the musical structure. The result is a hybrid animation that blends handcrafted texture with pre-cise digital timing, emphasizing the rhythm a
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	Figure
	LIFESCAPES LEONORE EGBERT 
	DESCRIPTION OF THE CONCEPT OF THE WORK ‘Lifescapes’ is my first animation based on my synaesthetic per-ception of music. Maarten Schellekens’ episodic composition  ‘New Life’ invites the listener to concentrate on the individual  instruments: piano, drums, bassoon and violas in two very dis-tinct ranges. For me, these sequences reflected different phas-es of life from the beginning, supported by the unique visual  themes. It felt natural to adopt synaesthetic mechanisms to  convey the music’s wide, calm, an
	DESCRIPTION OF THE WORK TECHNIQUE The animation was created in After Effects using a mix of 2D and 3D layers. The main challenge was visualizing the massive colored glow of the high piano chords in a bright setting. My sy-naesthetic perception enables this, as it’s not limited by laws of nature. I achieved the effect through reflections of light on an invisible surface. Particles are used to simulate the brushes and cymbals of the drums. The flowing low viola sounds are based on time-displaced noise, the hi
	Figure
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	Figure
	ENTROPY OF TRUTH JING WANG, HARVEY GOLDMAN 
	DESCRIPTION OF THE CONCEPT OF THE WORK Entropy of Truth is a poetic work reflecting upon our search   for “meaning” while meande ring through the universe on this  stone we call earth. It is also a meditation on the “pe rmanence  of impermanence”. It is a collaboration between musician Jing  Wang and Visual artis Harve y Goldman. The music was  in-spired by the poem of the same name by Harvey Goldman.  An excerpt from the poem is below: “What is……is what will not be….. / appearing, and then vanishing.  Impe
	Goldman attempt to produce a synesthesia-like experience. The audience is encouraged to “see” the music and “hear” the visuals . DESCRIPTION OF THE WORK TECHNIQUE The Entropy of Truth is a collaborative project between compos-er Jing Wang and visual artist Harvey Goldman. Our collaborative process is built on a foundation of mutual r espect, a str ong dialog between musician and artist, clear communication, and a shared vision. This requires complementary aesthetics, a unified idea,   as well as continuous 
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	Figure
	PRJ11 ALBERTO BARONE, LORENZO MAFFEI, ALESSANDRO ZAMPERINI 
	DESCRIPTION OF THE CONCEPT OF THE WORK A visual translation of electronic music, where geometries,  colors, and motion embody the essence of sound textures.  Shapes emerge from rhythmic structures, while hues respond  to the subtle variations of timbre, translating sonic qualities  into precise chromatic accents. The composition unfolds on  a predominantly dark background, a visual space that ampli-fies contrast and depth, allowing vibrant, saturated colors to  stand out with intensity. These punctual burst
	movement, while movement redefines the perception of  sound. This interplay shapes an immersive sensory environ-ment, where light and shadow, tone and rhythm merge into a  unified experience, dissolving the boundaries between hear-ing and vision. DESCRIPTION OF THE WORK TECHNIQUE The animation is developed through a modular workflow  combining visual and sound design. Cavalry is used for procedural animation and generative mo-tion graphics, while Adobe After Effects handles compositing,  transitions, and vi
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	Figure
	TIME, BRUISED, SELVES BRET BATTEY, DENIZ ERTAN  / PROFESSORS 
	DESCRIPTION OF THE CONCEPT OF THE WORK Time, Bruised, Selves is a looping audiovisual gallery installa-tion work. Conceptual and artistic co-creators Battey & Ertan  present continually transforming, ultra-detailed abstract im-agery dancing within a classical-guitar sound world of tradi-tional and extended techniques. The work is inspired by the  perpetual procession of three intertwined states of being: *time passing; a space filled with moving; musical memories;  impermanence, *crises; illness; metaphoric
	DESCRIPTION OF THE WORK TECHNIQUE Deniz and I developed the visual material with my custom   OptiNelder plug-in filter for Apple’s Motion 5 video effects  software, which visualises the activity of hundreds to thou-sands of mathematical algorithmic agents seeking the bright-est points in an input image or the peaks of mathematical  functions. The installation is authored for 7680x2160 project   (2x 4k-screens wide). We created the music through editing   and montaging of classical-guitar improvisations by D
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	Figure
	NORM MAX HATTLER  / PROFESSOR 
	DESCRIPTION OF THE CONCEPT OF THE WORK Norm is inspired by the pioneering optical sound animation  of Scottish-Canadian animator Norman McLaren, whose  visual music film ‘Synchromy’ (1971) perfectly synchronises   image and sound by using optical techniques to compose the  soundtrack directly onto the filmstrip. In Norm, the image  also functions as an optical soundtrack, but the concept is re-visited with digital tools. Abstract shapes in motion become  sound, as various lens and monitor test charts are an
	DESCRIPTION OF THE WORK TECHNIQUE In this film, pre-existing test charts and test patterns were  animated with Adobe After Effects in different ways to cre-ate abstract animated sequences. The sound is generated  by “reading” the entire image as an optical soundtrack with  AEO-Light 2, an open-source software that extracts audio   from optical soundtracks of motion picture film. In the con-text of experimental animation, this tool can be reappropriat-ed to read digital animation frames in the same way it wo
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	Figure
	YELLOW GAMBIT DAVID PACHECO MORENO, LAIA REDONDO RODRÍGUEZ  / STUDENTS 
	DESCRIPTION OF THE CONCEPT OF THE WORK The piece explores the interaction between music and visual ele-ments, using the concept of synaesthesia to turn sounds into col-ours and movement. Through analogic pigments (white, black and yellow) and animations made with After Effects, an immer-sive experience was built that dialogues between the organic and the digital, the tangible and the ethereal. The music serves as a common thread to the image. It was composed by David Pacheco Moreno as a basis for the subseq
	and G, which correspond to two black keys and two white keys on the piano.The term gambit, which gives the piece its name, comes from the field of chess and references the strategic move involv-ing the initial sacrifice to gain the upper hand in the long term.  The white, black and yellow pigments were manipulated in or-der to create a visual dance that accompanies the music, almost like a pictorial score. This approach uses the physical properties of the pigments to create unique and one of a kind textures
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	DURATION 
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	2025 
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	Figure
	COCOON · WORM · BUTTERFLY LI SIYAN  / STUDENT 
	DESCRIPTION OF THE CONCEPT OF THE WORK This work takes the fluttering sound of butterflies as the core  clue and builds a synesthetic system through the dynamic cor-respondence between sound and image. The sound materials  gradually transition from natural insect chirping to electronic  processing, corresponding to the gradual blending of biologi-cal forms and abstract color blocks in the picture. The original  ecological insect chirping leads to low-saturation organic tex-ture images. As the sound is super
	the pupa shell. When the natural sound and synthesizer sound  collide to reach the climax, the vision turns into high-contrast  fragmented light spots. DESCRIPTION OF THE WORK TECHNIQUE This work utilizes 5.1 surround sound technology and uses   sound and image control to create a sense of spatial localiza-tion, giving people a sense of immersion. When listening to  surround sound works, we will find ourselves surrounded by  music, as if we are in the space where the recording is located.  We are no longer 
	Figure
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	 5 MIN 05 SEC 

	YEAR 
	YEAR 
	2024 

	CITY 
	CITY 
	MILAN 

	COUNTRY 
	COUNTRY 
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	PROFESSORS 
	PROFESSORS 
	G.L. BALZERANO AND D. RICCÒ 

	COLLABORATORS 
	COLLABORATORS 
	A. BARONE, G. MARTIMUCCI, L. MAFFEI, A. ZAMPERINI 








	Figure
	“MUSICA VIVA”. VISUAL MUSIC EXPERIMENTS GIAN LUCA BALZERANO, DINA RICCÒ  / PROFESSORS  / WITH COLLABORATORS AND STUDENTS  
	DESCRIPTION OF THE CONCEPT OF THE WORK Student authors of the videos (in the order): Giulia Polimeno, Anita Ruggiu, Emanuel Simionato, Simona Rosato, Gaia Can-tarutti, Riccardo Daminato, Beatrice D’Antonio, Pietro Bocchio, Annalisa Boninchi. This work is a didactic activity effected in the Course of Laurea magistrale (Master of Science degree) in Com-munication Design at Politecnico di Milano (Italy), A.Y. 2023/24. The project “Musica Viva. Visual Music Experiments” brings together a selection of nine audio
	lation—from static to kinetic poster—is a selection from the poster series titled “Musica Viva,” designed by renowned Swiss graphic designer Josef Müller-Brockmann (1914–1996) for the Zurich Tonhalle. The posters are designed using rigorous compo-sitional grids, which seek to visually translate the rhythm of the music, and through color, its tone (Riccò, 2008). Similarly, the students’ work aimed to translate the static visual into the kinetic audiovisual, experimenting with synesthetic relationships in the
	Figure
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	DISCIPLINE 
	DISCIPLINE 
	FILM PRODUCTION 

	PROFESSORS 
	PROFESSORS 
	SHEN NALIN 

	DURATION 
	DURATION 
	 5 MIN 05 SEC 

	YEAR 
	YEAR 
	2024 

	CITY 
	CITY 
	ZHEJIANG 

	COUNTRY 
	COUNTRY 
	CHINA 








	Figure
	A CASCADE OF LUMINOUS CLARITY DESCENDS 
	CHEN ZICHAO  / STUDENT 
	DESCRIPTION OF THE CONCEPT OF THE WORK The film aims to portray a journey of seeking truth that ultimately leads to spiritual enlightenment. The narrative is woven through two interwoven video sequences: one depicts rhythmically un-dulating mountains synchronized with the musical flow, simul-taneously interpreted as pulsating heartbeats and vibrant life forces; the other presents an ever-transforming kaleidoscope, symbolizing the perpetual flux of worldly phenomena. As the musical rhythm intensifies, these 
	DESCRIPTION OF THE WORK TECHNIQUE This work was primarily created using Touch Designer and DaV-inci Resolve. The core creative approach involved visualizing music through Touch Designer, followed by editing in DaVin-ci Resolve to finalize the piece. During the music visualization phase, the creator first distilled two foundational graphical ele-ments from the original track’s impression and emotional reso-nance: mountain ranges and kaleidoscopic patterns. Recogniz-ing that the track’s dynamic loudness varia
	Figure



	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	 11 MIN 22 SEC 

	YEAR 
	YEAR 
	2010-2019 

	CITY AND COUNTRY 
	CITY AND COUNTRY 
	(1) FRESHWATER BAY, FRESHWATER, ISLE OF WIGHT, UK 

	TR
	 (2) QUÉNTAR (GRANADA) SPAIN 








	Figure
	ZEITEYE BOB COTTON, PEDRO GUAJARDO 
	DESCRIPTION OF THE CONCEPT OF THE WORK ‘ZeitEYE -a chronofile of inspirational media 1900-2010’ is a short film about innovations in art and media since 1900. It is a rapid montage of stills representing every major innovation in arts and media of 110 years, and it documents the changing zeitgeist as seen through the eyes and work of the artists, poets, performers and engineers who created mass-entertainment in the 20th century and who laid the foundations of the media of 2010. Images: The film contains som
	Mecanique by George Antheil (1924). This version features new music composed for the film by Pedro Guajardo ‘ZeitEYE -after Bob Cotton - Remix’  (2019), and dedicated to the film maker.  DESCRIPTION OF THE WORK TECHNIQUE ZeitEYE is a film about innovation in media and the arts since 1900. It is in the form of a rapid montage of stills (7 frames per seconds) featuring all the principle media and art innovations of the last eleven decades. It is punctuated and contextualised by the inclusion of keynote artist
	Figure



	UNIVERSITY AND SCHOOL 
	UNIVERSITY AND SCHOOL 
	UNIVERSITY AND SCHOOL 
	UNIVERSITY AND SCHOOL 
	UNIVERSITY AND SCHOOL 
	UNIVERSITY AND SCHOOL 
	UNIVERSITY AND SCHOOL 
	UNIVERSITY AND SCHOOL 
	UNIVERSITY AND SCHOOL 
	UNIVERSITY AND SCHOOL 
	UNIVERSITY AND SCHOOL 
	UNIVERSITY AND SCHOOL 
	MONTANA STATE UNIVERSITY 

	DISCIPLINE 
	DISCIPLINE 
	MUSIC TECHNOLOGY 

	DURATION 
	DURATION 
	03 MI N 00 SEC 

	YEAR 
	YEAR 
	2024 








	Figure
	UNDERWATER JOHN-PAUL DEFREITAS 
	DESCRIPTION OF THE CONCEPT OF THE WORK In my piece “Underwater”, I wanted to put myself in the perspec-tive of my pet fish, Cubby, by using macro footage and synthe-sized audio to create visual and auditory abstractions. Did you know most fish can perceive more colors than humans, includ-ing colors beyond the visible light spectrum, due to an increased number of cones in their retinas? My piece aims to explore the entire spectrum of light and color from the perspective of a crea-ture living underwater. 
	DESCRIPTION OF THE WORK TECHNIQUE For my piece I used a Canon 80D camera with a macro lens at-tachment and used Adobe AfterEffects to process my footage. I captured some shots from the outside of the tank looking in, and captured others from the perspective of the fish looking out and seeing inanimate household objects. I used several different light sources and had a mix of shots where the subject matter is stationary and others where the subject is kinetic. For the audio component, I used the synthesizers
	Figure
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	DISCIPLINE 
	DISCIPLINE 
	COMPOSITION 

	DURATION 
	DURATION 
	 10 MIN 34 SEC 

	YEAR 
	YEAR 
	2022 

	CITY 
	CITY 
	ANTWERP 

	COUNTRY 
	COUNTRY 
	BELGIUM 








	Figure
	SHALLOW STEPS UMUT ELDEM  / PROFESSOR 
	DESCRIPTION OF THE CONCEPT OF THE WORK Shallow Steps is an audiovisual performance that explores the synaesthetic space between sound, vision, audience, and infini-ty. The technique and software for the translation of the visuals to sound is created using Max/MSP through the composer’s re-search on ‘Cognitive Audiovisual Transformation’ – an approach to synaesthetic art that prioritizes cognitive elements instead of mathematical correspondences. The self-repeating structure of fractals, especially mathemati
	shape. Zooming into this shape creates more intricate patterns. Theoretically these patterns continue until infinity, ever-chang-ing and yet always unique. In this work, it is this pattern that is transformed into sound and given an audiovisual form, as an au-tomata entity. DESCRIPTION OF THE WORK TECHNIQUE The work uses algorithmic composition and audiovisual genera-tion techniques developed by the composer in Max/MSP in order to create a digital ‘audiovisual instrument’. In the first section of the work, 
	Figure



	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	 2 MIN 35 SEC 

	YEAR 
	YEAR 
	2025 

	CITY 
	CITY 
	MILAN 

	COUNTRY 
	COUNTRY 
	ITALY 








	Figure
	IF PHOTOGRAPHS DISAPPEARED FROM THE WORLD CLORINDA GALASSO, STEFANO SCAGLIARINI 
	DESCRIPTION OF THE CONCEPT OF THE WORK What would happen if photographs disappeared from the  world? Would our relationship with the past change? We  would certainly invent new ways to remember.  We once entrusted our stories and our bonds to rolls of film.  We are now the plural image of the photographs that captured  us, of the memories they evoke. Compositions and sequences  that reproduce and communicate existences. Without photo-graphs, would emotions be the same? Could we still relive the  past? What 
	If photographs disappeared, perhaps the world would not  change at all. DESCRIPTION OF THE WORK TECHNIQUE The video uses a hybrid analog-digital technique, transform-ing deteriorated photographic negatives into an abstract  visual language. Scanned from chemically and physically dam-aged film rolls, the negatives are digitally processed to empha-size their structural deterioration, light leaks, and color varia-tions. These losses of information (scratches, faded emulsion,  and grain) are not corrected but e
	Figure
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	DURATION 
	DURATION 
	40 MI N 00 SEC 

	YEAR 
	YEAR 
	2023-2025 

	CITY 
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	NEWCASTLE 

	COUNTRY 
	COUNTRY 
	UNITED KINGDOM 








	Figure
	VIRTUAL AV: TACTILE MICRO INTERFACE STEVE GIBSON  / PROFESSOR 
	DESCRIPTION OF THE CONCEPT OF THE WORK VRitual AV is a solo audio-visual performance in which the  performer uses the smallest devices to control a total media  environment including live electronic music, multi-screen  video and LED lights. It won best Music Performance at Au-dio-Mostly 2023 in Edinburgh, and was selected to be per-formed at the National Arts Centre in Mexico City as part of  the 404 Festival. The sound of VRitual AV is deeply steeped   in the history of electronic music, with influences f
	have matching colours as well as matching effects related to  the audio interactions. The visual world is primarily abstract,  with the interest lying in how the dynamic control with the  Leap Motion shows corresponding movement that is like that  in the music. VRitual AV blends live electronic music that is  genuinely LIVE, with projection mapped visuals, eerie au-dio-visual samples, and pulsing lights in order to create a hyp-notic and emotionally charged atmosphere for the audience. DESCRIPTION OF THE WO
	Figure
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	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	 3 MIN 37 SEC 

	YEAR 
	YEAR 
	2025 

	CITY 
	CITY 
	MILAN 

	COUNTRY 
	COUNTRY 
	ITALY 








	Figure
	MONUMENTAL SOFIA MASSIMILIANO GUSMINI 
	DESCRIPTION OF THE CONCEPT OF THE WORK The idea of the video is all about monumentality, maybe mon-umentalism, something related to intimidating architecture.  Walking at night in the center of Sofia, Bulgaria, the facades  of out-of-scale palaces, late neoclassic-communist style. Sin-ister and dark, between Kafkian shadows and monumental  cemeteries. During the day, those buildings were less interest-ing, looking anonymous and obvious. The daily light describes  shapes without mystery, unveiling their cold
	was living there. The architecture was appearing like it was  not to host people but to host sinister power. I wanted to cap-ture that ‘Kafka feeling’, the shadows and the gravity of those  architectures,  so I started to take photos. After months since  that trip I started to merge parts of the architecture in a col-lage; the result was a monster made by a sum of the facades.  Then I started to animate the deformation of the collage, mak-ing this even more dreamlike. Then I made an audio track that  would 
	Figure



	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	 3 MIN 25 SEC 

	YEAR 
	YEAR 
	2025 

	CITY 
	CITY 
	PÉCS 

	COUNTRY 
	COUNTRY 
	HUNGARY 








	Figure
	PROCESS50 ZSOLT GYENES 
	DESCRIPTION OF THE CONCEPT OF THE WORK Sound-reactive, improvisational experimental audiovisual  work. You can almost see what you can hear or vice versa.  The work was based on an “organic audiovisual improvisa-tion”. The conversion from analog to digital has resulted in  new visual quality. The work retained some features of the  (analog) sound-reactive base, such as a certain degree of   synchronization. However, as the medium became digital  and new improvisation, the work moved away from the first  app
	DESCRIPTION OF THE WORK TECHNIQUE It is made by hybrid technology: Doepfer Analog Modular Syn-thesizer, Raster Manipulation Unit – Wobbulator, Jones Col-orizer, SC App / ReTrace.   The various analog audiovisual modules are well able to com-municate with each other, so they always allow new and newer  solutions to be discovered. The most attractive aspect of the  technique lies in real-time solutions. At the same time as the  sound, the motion picture is born and both can be manipulat-ed during recording. I
	Figure
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	PROFESSORS 
	PROFESSORS 
	MAX HATTLER 

	DURATION 
	DURATION 
	 1 MIN 00 SEC 

	YEAR 
	YEAR 
	2025 

	CITY 
	CITY 
	DUBLIN 

	COUNTRY 
	COUNTRY 
	IRELAND 








	Figure
	COSMIC LIGHT, NOCTURNE MAURA MCDONNELL, ANN CLEARE  / PROFESSORS 
	DESCRIPTION OF THE CONCEPT OF THE WORK Cosmic Light is one section of a larger part music, part thea-tre work that consists of a collective exploration of the Dark   Skies.  The larger work is titled NOCTURNE, and was con-ceived by composer Ann Cleare in collaboration with mul-timedia artist Maura McDonnell and theatre maker Shanna   May Breen to be a dynamic musical performance.  The perfor-mance portions of the work are performed by Line upon Line  Percussion trio.  In this section, Cosmic Light, the visu
	ap; the visuals explore this idea of the light emerging from  he centre expanding slowly outwards.  The original sound de-igned music by Ann Cleare also creates expanding textures,  nd explores the idea of sounds from radio telescopes captur-ng this ancient light.   ESCRIPTION OF THE WORK TECHNIQUE fter researching the phenomenon of the cosmic light cap-ured in a map, the idea was to create visuals with flickers of  ight emerging from the centre and expanding, creating multi-le colour and light streams. The
	Figure
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	 UNIVERSIDAD DE GRANADA, FACULTAD DE BELLAS ARTES, DEPARTAMENTO DE DIBUJO 

	DURATION 
	DURATION 
	 3 MIN 26 SEC 

	YEAR 
	YEAR 
	2025 

	CITY 
	CITY 
	GRANADA 

	COUNTRY 
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	Figure
	EXPERIMENTAL SHOSTAKOWICH JESÚS PERTÍÑEZ LÓPEZ  / PROFESSOR 
	DESCRIPTION OF THE CONCEPT OF THE WORK Experimental animation based on a work of Shostakovich.  The work is an exercise in experimental animation that re-visits traditional techniques with the aim of exploring their  possibilities in a contemporary context. Created collectively  by the students of the Master’s in Drawing at the University of   Granada, it takes shape as a research space where drawing, un-derstood as a generator of movement, approaches the notion  of visual music. Rhythm, temporality, and fo
	autonomous audiovisual experience. From this perspective,  the piece transcends the technical to situate itself as a field of  plastic and conceptual experimentation, in which collabora-tion enhances the synesthetic dimension of the project. DESCRIPTION OF THE WORK TECHNIQUE Experimental animation that digitally recreates the tech-nique of direct painting on celluloid, a pioneering practice  developed from the 1920s by artists such as Len Lye, Norman   McLaren or Oskar Fischinger. This project reinterprets 
	Figure
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	DURATION 
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	DURATION 
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	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	 1 MIN 30 SEC 

	YEAR 
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	CITY 
	CITY 
	GRANADA 

	COUNTRY 
	COUNTRY 
	SPAIN 








	Figure
	“HEMOCONVERSIÓN” JOSÉ MIGUEL CHICO LÓPEZ 
	DESCRIPTION OF THE CONCEPT OF THE WORK Experimental animation based on a work of Shostakovich.  Hemoconversión es una obra audiovisual que explora el flujo   de la experiencia y la inestabilidad de la idea artística. Inspira-da en las teorías de Jeff Hawkins sobre el modelo predictivo de   las columnas corticales, se basa en el concepto de Sublimaci  constante, entendido como el tránsito entre lo gaseoso de la  idea —etérea y libre— y lo sido de su materializaci. Lo con-cebido está condicionado por lo esper
	la tecnología muestra su potencia en su colapso. Lejos de rep-resentar una verdad, el audiovisual se vuelve interfaz de antici-paci suspendida y pensamiento latente. DESCRIPTION OF THE WORK TECHNIQUE Hemoconversi parte de un proceso técnico y conceptual  que busca disolver la imagen reconocible hasta reducirla a  unos pocos píxeles, alcanzando un estado visual en transfor-maci constante. A partir de capturas de campo llevadas al  límite de lo perceptible, la imagen pierde su funci repre-sentacional para con
	Figure



	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	 4 MIN 36 SEC 

	YEAR 
	YEAR 
	2024 

	CITY 
	CITY 
	BENDIGO 

	COUNTRY 
	COUNTRY 
	 AUSTRALIA 








	Figure
	NURTURING ENTANGLEMENTS PAUL FLETCHER 
	DESCRIPTION OF THE CONCEPT OF THE WORK The mutually beneficial connections of people, and place.  Overlapping strands of communities of life weave and warp,  flowering and seeding organic vein-like patterns, flowing  textures, changing moods and seasons. A wish to nurture the  entanglements of our communities of life and living systems  that nurture us. Human figures walking between places are  dwarfed by and enmeshed in their audiovisual environment.  Giant mushrooms, reeds, flowers – simultaneous layers o
	DESCRIPTION OF THE WORK TECHNIQUE This film is itself an entanglement of processes and media  nurtured over many years and projects. For me, this is a some-what inescapable obsessive fascination and quest to explore  ways combining and intersecting disciplines of still image,  and time-based forms of music, animation, video. From teen-age years making experimental instruments, electronic sound  devices and super-8 pixilation and broken camera footage to  current digital node based programming of real time g
	Artifact



	DURATION 
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	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	 3 MIN 01 SEC 

	YEAR 
	YEAR 
	2024 

	CITY 
	CITY 
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	COUNTRY 
	COUNTRY 
	 HUNGARY 








	Figure
	MASHED WALL ZSOLT GYENES 
	DESCRIPTION OF THE CONCEPT OF THE WORK The aesthetics of the glitch play an important role both in theform of this moving image and in the creation of the sound. Itis a loose dynamic association between sound and color forms.Each square was made separately by the artist. Each has dif-ferent characters. A final digital application “washed the dif-ferent elements together”. The pure, largely basic colors aresymbols of our age, culture, and the use of electronics. Beyondthat, this opus is an artistic formulati
	DESCRIPTION OF THE WORK TECHNIQUE   The basis of this opus was made up of small digital animation    loops, assembled frame by frame by the artist. These sequences    were “moved on” and “washed” together in real time, as improv-isation by using SC application (Interstream2019) and a MIDI   controller. The sound was produced accidentally (real glitch).     The whole work was made with digital technology. The raw,    continuous AV material gained its final form through post-ed-  iting. The audio / music was 
	Artifact
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	Figure
	O/S MAX HATTLER  / PROFESSOR 
	DESCRIPTION OF THE CONCEPT OF THE WORK Inspired by early 20th-century avant-garde experiments in graphical sound generation by artists such as Norman McLar-en, Lis Rhodes and Guy Sherwin, the abstract film ‘O/S’ ex-plores digital approaches to the old, analogue technique ofoptical audio. Taking a media archaeological approach to un-derstanding new media through a close examination of thepast, it revisits the concept of the optical or photographicsoundtrack with state-of-the-art digital tools. In contrast to
	sion to create a synaesthetic experience for the viewer: A work  that is created visually – and should look the part – but also   sounds interesting. This is more difficult than it sounds since  the entire image is sonified, and no additional sound is added.  Often, what sounds good doesn’t look great, and vice versa. DESCRIPTION OF THE WORK TECHNIQUE By designing specific visual shapes and movements, all sounds   and tones in ‘O/S’ have been composed visually through digi-tal keyframe animation of shape la
	Artifact
	Figure



	TOCCATA: A MULTIMEDIA ASSEMBLAGE 
	TOCCATA: A MULTIMEDIA ASSEMBLAGE 
	RYAN OLIVIER, MARK SNIADECKI / PROFESSORS 
	RYAN OLIVIER, MARK SNIADECKI / PROFESSORS 
	RYAN OLIVIER, MARK SNIADECKI / PROFESSORS 
	UNIVERSITY AND SCHOOL 
	UNIVERSITY AND SCHOOL 
	UNIVERSITY AND SCHOOL 
	INDIANA UNIVERSITY SOUTH BEND, SOUTH BEND, INDIANA, UNITED STATES OF AMERICA 

	DURATION 
	DURATION 
	6 MIN 17 SEC 

	YEAR 
	YEAR 
	2025 

	CITY 
	CITY 
	INDIANA 


	COUNTRY UNITED STATES OF AMERICA 

	DESCRIPTION OF THE CONCEPT OF THE WORK 
	DESCRIPTION OF THE CONCEPT OF THE WORK 
	Toccata means “to touch,” and this work can be understood as an exploration of sound as a physical experience. While we cognitively describe our sense of hearing as separate from our sense of touch, we come into contact with sound when it touches and moves our eardrum. Sonic material for the piece was selected from a library of samples recorded for a 
	separate project from 2020 with the Euclid Quartet entitled Metaphorical Strings. During the compositional process for 
	this reworking of the same material, particular attention was given to musical gestures brought forth through different approaches to touching the instrument to generate sound. The samples were enhanced and recomposed to create a work in 
	this reworking of the same material, particular attention was given to musical gestures brought forth through different approaches to touching the instrument to generate sound. The samples were enhanced and recomposed to create a work in 
	-

	which the concert hall itself became the instrument surrounding the audience, moving the sonic energy throughout the listening experience, reaching out to the audience, and bringing them into the work. The animation explores an oscillation of evolving compositions which drift between organization and disorder, recombining uncanny virtual elements which suggest human-made materiality: shards and shaped pieces of wood, strange iron fittings, brackets and bits of brassy metal. As arrangements build and breakdo
	-
	-
	-


	Music), Mark Sniadecki (Visual Concept and Animations). 
	Artifact



	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
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	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	 3 MIN 25 SEC 
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	CITY 
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	Figure
	NELLO ELISABETTA PAUSTIAN, LIVIA GLORIA DE ANGELIS 
	DESCRIPTION OF THE CONCEPT OF THE WORK pression, inviting viewers into a world that feels both melan-Livia composed the music from the memory of rescuing a pi-cholic and tactile. geon — an experience that grew into a story with the feel of a  fairy tale. Rooted in genuine feeling but carefully crafted, the  DESCRIPTION OF THE WORK TECHNIQUE narrative became a visual piece. Elisabetta translated the mu-The illustrations were produced using a mixed media method,  sic into images, designing each scene to refle
	Artifact



	DURATION 
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	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
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	 3 MIN 14 SEC 

	YEAR 
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	CITY 
	CITY 
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	COUNTRY 
	COUNTRY 
	 URUGUAY 








	Figure
	LAS VUELTAS GABRIELA SÁNCHEZ, FLORENCIA NÚÑEZ, JORGE DREXLER 
	DESCRIPTION OF THE CONCEPT OF THE WORK ‘Las vueltas’ es el tercer corte de difusi del disco Fe, edita-do en noviembre de 2024 por la cantautora uruguaya Floren-cia Núñez, en colaboración con Jorge Drexler. El video parte   de una construcci visual basada en ilustraciones cuadro a  cuadro y técnicas de rotoscopía. Cada escena fue pensada para  funcionar como un loop animado, evocando la lica del gif y  reforzando el concepto de repetici cíclica. Esta estructura  visual acompa y potencia el sentido poético de
	DESCRIPTION OF THE WORK TECHNIQUE El trabajo realizado para ‘Las vueltas’ propone una poética  visual construida sobre la base de la repetici, el ritmo y la sín-tesis. A través de ilustraciones realizadas en soporte analico  y digital, utilizando técnicas de dibujo manual y herramientas  como Photoshop, Procreate y Adobe Premiere, el video despl-iega una narrativa fragmentaria, organizada en vitas que fun-cionan como peques cápsulas de sentido. La elecci de una  paleta monocromática no solo otorga coherenci
	Artifact



	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	 21 MIN 58 SEC 

	YEAR 
	YEAR 
	2022 

	CITY 
	CITY 
	AUCKLAND 

	COUNTRY 
	COUNTRY 
	 NEW ZEALAND 








	Figure
	REEDREAD RAEWYN TURNER, BRIAN HARRIS 
	DESCRIPTION OF THE CONCEPT OF THE WORK ReedRead refers to the mythical story of a secret, surrepti-tiously whispered into a hole in the earth and the revealing of  it by reeds that grew there and whispered in the wind. In Greek  mythology, Midas desired to turn everything he touched into  gold. His hairdresser, afraid that he would expose a secret that  would compromise the king and imperil himself, made a hole  in the earth and whispered the secret into it. The hole grew  reeds and conspired with the wind 
	any source, including from reeds moving in the breeze, may be  misrepresented to contain words. In ReedRead, the whisper-ing is decoded and broadcast across the world. DESCRIPTION OF THE WORK TECHNIQUE Data can be derived from many sources and may be organised   into letters and words, structured and processed and brought  into the senses. The words are prearranged to suggest power  and subjugation.  The Data is extracted from the reeds waving in the wind. The   reeds occlude the light falling on the photod
	Artifact



	DURATION 
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	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	DURATION 
	 3 MIN 38 SEC 

	YEAR 
	YEAR 
	2022 

	CITY 
	CITY 
	HOOGERHEIDE 

	COUNTRY 
	COUNTRY 
	THE NETHERLANDS 






	Figure
	IMITAZIONE DELLE CAMPANE ELWIN DE WOLF 
	DESCRIPTION OF THE CONCEPT OF THE WORK This video, with the music Imitazione delle Campane (Imita-tions of Bells) by the composer Johann von Westhoff, explores   the synesthetic effect between auditive and visual spiritual  enrapture. Abstract and semi-realistic images support and  even emphasize the melodies and the ostinato rhythm of the  music. Bells, birds, imaginary dancers and abstract figures  perform repetitive movements showing how contemporary  images can amplify ancient Baroque music. Just like t
	and spirit. The clouds conceal being between clarity and ob-scurity, life and afterlife.  DESCRIPTION OF THE WORK TECHNIQUE The music is a complex amalgamation of three melodies, one in  the base continuo and two in the violin. The visuals of the vid-eo minutely follow these by changing position, size and speed  of movement. This synesthetic effect will emphasize the dif-ferent melodies on the one hand, and the music will guide the  eye on the other hand. Different colours represent different   atmospheres 
	Artifact
	IV. BIOGRAPHIES  VIDEO AUTHORS 
	Gian Luca Balzerano. Adjunct Professor at the School of Design, Po-litecnico di Milano, MA in Communication Design, focused on motion  graphic and title animation. He’s particularly interested in studying  synesthesia theories applied to the design of audiovisual artifacts.  Also focused on accessibility issues in communication design. He’s  a producer, video and music consultant at DINN! group, an Italian  consultancy frm.  Dina Ricc. Degree in Architecture, Ph.D. in Industrial Design, she  is Associate Pr
	Alberto Barone Motion Graphic Designer and member of the SAV Lab  (AudioVisual Synesthesia). He graduated from Politecnico di Milano  with a thesis dedicated to audiovisual synesthesia, specifcally focus-ing on the relationship between color and sound timbre. His interest  in digital animation and hybrid video content led him to pursue a free-lance career, producing a variety of works integrated at diferent levels  with communication studios, video agencies, and direct clients.  Lorenzo Maffei Art Director 
	Bret Battey He is Professor of Audiovisual Composition at De Mont-fort University and an internationally recognised composer of computer-assisted ‘visual music’ works. He has received recognitions and prizes from Austria’s Prix Ars Electronica, France’s Bourges Concours International de Musique Electroacoustique, Spain’s Punto y Raya Festival, MADATAC and MuVi, Abstracta Cinema of Rome, Amsterdam Film eXperience, the Texas Fresh Minds Festival, the International Computer Music Festival, Prix CIME, and the R
	-
	-
	-
	-
	-

	Chen Zichao, hailing from Zhejiang, China, is a flmmaker, director, screenwriter, and editor. He pursued his postgraduate studies at the Academy of Film and Animation, China Academy of Art, majoring in Film Creation and minoring in Research and Practice of Musical Intellectual Synesthesia. His creative practice centers on themes of “tactility” and “corporeality,” spanning narrative flms, documentaries, animations, and experimental works. His flms have garnered multiple accolades. 
	-
	-

	José Miguel Chico Lez He holds a PhD in History and Arts from the University of Granada. He has held over 100 solo and group exhibitions. He also created video performances. Since 2020, he has been working on algorithmic representation through the human. Taking intuition as the driving force of machine consciousness, he shows evidence of the posthuman. In his explorations of geometric representation, he establishes a link of gravitational dependence for its reconstruction, interested in revealing the frustr
	-
	-
	-

	Bob Cotton He has extensive experience as a creative director, artist, designer, flm-maker and writer on and about new media. In 20102020, he built an online archive of art+media innovations from 18002020ish. He became a Fellow of the Royal Society of Arts in 2016. He has judged interactive media for both BAFTA and D&AD. He was recently an associate working with Augmented Solutions Ltd on applications of machine-learning and augmented-reality. Pedro Guajardo, composer, video artist and performer. He receive
	-
	-
	-
	-
	-
	-
	www.eklektikart.com
	https://vimeo.com/eklektikart 

	John-Paul Defreitas  I’m a returning student and a senior in the mu-sic technology program at Montana State University in Bozeman. I  have classical training in both piano and guitar and have been learning  some low brass instruments such as trombone and baritone for lei-sure. I enjoy creating art in several diferent media and was thrilled  to get the opportunity to work with some high end camera equipment  and industry standard software. 
	Roxane Degrendele (Belgium, 2000) She is an artist based in Granada, Spain. Trained in classical and contemporary dance at the Professional Dance Conservatory of Granada, she later earned a degree in History of Art and a Master’s in Drawing from the University of Granada. Her practice centers on illustration and comic art, but she recently discovered animation as an exciting new medium for experimentation. Elena Zängerlein (Germany, 1994) She is a visual artist specializing in drawing, illustration, and gra
	-

	Leonore Egbert  She is a graphic designer and artist based in Munich,  Germany. With a background in interior design and a graduation  project in flm scenography, she explores the intersection of sensory  perception and visual art. Her creative work is inspired by the intri-cate relationship between music, emotion, and cognition. As an active  member of the German Synaesthesia Association, she is committed to  raising awareness for synaesthesia. She co-founded synaesthesia.art,  the frst online gallery dedi
	Umut Eldem He is a composer, audiovisual artist, and researcher. His compositions and research focus on the exploration of music within an interdisciplinary and technological context. He holds a PhD from the Royal Conservatoire of Antwerp, where he is currently a lecturer and research group coordinator. He teaches courses and leads workshops in Audiovisual Composition, Musical Analysis, and Electronic Music. As a Max Certifed Trainer, he also regularly organizes workshops on algorithmic composition and gene
	Hearing Glass: Synesthetic Correspondences in Music-Based Audiovisual Art focuses on the applicability of the science and artistic history of synesthesia and color as a basis for audiovisual composition. 
	Paul Fletcher In 2009 he completed a Master of Film & Television (Abstract Narrative, Animation, & Visual Music) at the University of Melbourne. Between 1998 and 2021, he was a Lecturer and Course Coordinator in Animation at the Victorian College of the Arts Film and Television School, a Faculty of Fine Arts and Music, Melbourne University. Paul has performed music and video works for Central Victorian art collective Punctum, Ensemble Liaison, Richard Frankland and Undue Noise. Paul is currently running a m
	-

	Clorinda Galasso Communication designer, postdoctoral research fel-low at the Design Department of Politecnico di Milano. Her research  focuses on memory representation systems and the valorization of  documents preserved in historical archives. In particular, she is ded-icated to the study of the connection between memory and places,  with special emphasis on the concept of the mnemotope. Her work  includes experimental practices that integrate photography as a tool  for visual inquiry and critical refecti
	Mar Garrido She holds a degree in Fine Arts from the Complutense University of Madrid and a PhD in Fine Arts from the University of Granada. She completed postgraduate studies at the School of Visual Arts and Parsons School of Design in New York City. She has worked as a creative at TVE, collaborating on programs related to cinema. Currently, she is an Associate Professor at the University of Granada. She has participated in international video art festivals in Barcelona, Braga, Buenos Aires, New York, Veni
	-

	Steve Gibson He is an interactive media artist, audio-visual performer and Associate Professor in Innovative Digital Media at Northumbria University. He works as lead-beta tester of the Gesture and Media System motion-tracking system and has produced a number of signifcant body-based pieces using this technology. Over the course of his 25-year career he has presented at many world-leading venues including Ars Electronica. His co-authored book Live Visuals: History, Theory, Practice was published by Routledg
	-
	-

	Massimiliano Gusmini Born in 1968, Architect. Landscape architect be-fore turning on multimedia, media design and media art. He is one of  the co-founders of Otolab collective (http://www.otolab.net/), making  several projects, audiovisual performances and installations, both as  a visual and audio performer. As a livemedia artist, his works have  been presented at many festivals, including: Elektra Montreal, Sonar  Barcellona, Sonic Acts Amsterdam, Netmage festival Bologna, Disso-nanze festival Rome, Oslo 
	Zsolt Gyenes Born in 1962, based in Pecs, Hungary. He is a media artist and art theorist. His artistic practice is concerned with the process of translation and fusion between diferent forms of media, exploring the creative possibilities of what might be lost or gained through such interpretation and how to get new qualities of art. His works of art have been performed widely in various international media art festivals and exhibitions including MuVi. As a researcher and educator, Gyenes has published 7 boo
	-
	-

	Max Hattler Max Hattler’s experimental animation works explore relationships between abstraction and fguration, aesthetics and politics, sound and image, and precision and improvisation. Max holds a BA in Media and Communications from Goldsmiths, an MA in Animation from the Royal College of Art, and a Doctorate in Fine Art from the University of East London. His work has been presented at museums, galleries and festivals around the world. Awards include London International Animation Festival, Annecy Animat
	-
	-
	-

	Maura McDonnell is an Irish artist and Assistant Professor at Trinity  College Dublin. Maura’s art practice is in the visual arts and experi-mental flm/media art felds. Her main artistic output focuses on cre-ating abstract experimental abstract animation flm; she calls this art  a visual music art. Maura’s visual music works have been screened,  presented at music concerts, animation festivals, and flm screenings  around the world.  She has also collaborated with musicians and music  composers. Ann Cleare 
	Ryan Olivier (b. 1985) is a composer and multimedia artist interested in creating new media works for the concert hall. His compositions have been performed by the Relâche Ensemble, the Euclid Quartet, Ensemble Concept/21, the Shea/Kim Duo, and the Cygnus Ensemble across the United States and at juried festivals and conferences abroad, including WOCMAT (Taiwan), xCoAx (Austria), ICMC (UK and Ireland), and Punto y Raya (Iceland). Ryan is an Associate Professor of Music at Indiana University South Bend, where
	-
	-
	-
	-

	Elisabetta Paustian She studied Communication Design at the Poly-technic University of Milan. Growing up playing piano, dancing, and  drawing, she developed an early passion for diferent creative expres-sions. Since relocating to Copenhagen in 2010, she has worked as a  freelance designer through her company, Paper Sprouts. Elisabettaenjoys experimenting with various techniques, especially hand-drawn  styles, which bring a warm and personal touch to her work. She is par-ticularly drawn to working with music
	Dave Payling He is an audio-visual artist and associate professor, based in Stafordshire UK. His formative research centred on sonifcation and auditory display and his composition ‘Listen (Awakening)’ was performed at the Sydney Opera House as part of the ICAD conference in 2004. His more recent work focuses on composition for Electronic Visual Music, fusing digital animation with electronic music. His book on this subject is available through Routledge. Dave’s compositions have been performed at many inter
	-
	-
	-

	David Pacheco Moreno He was born in Granada in 1997. He studied at the Real Conservatorio Superior de M ica de Granada conservatory, thanks to which he was able to compose the music for most of the animated and real-image audiovisual works that he has created throughout his career. Simultaneously, he studied for a Bachelor’s degree in Fine Arts at the Alonso Cano faculty of the University of Granada. Currently, he is studying for a Master’s degree in Drawing, Illustration, Comic and Audiovisual Creation at 
	-
	-
	-

	Laia Redondo Rodríguez She was born in Barcelona in 1997. Graduated  in Fine Arts at the Alonso Cano faculty of the University of Granada,  she developed her professional trajectory at the intersection between  fne arts, graphic design and performing arts. Throughout her career,  she brought together her work as a graphic designer and theater di-rector of plays and musicals. Currently, she is studying for a Master’s  degree in Drawing, Illustration, Comic and Audiovisual Creation at  the University of Grana
	Jes Pertíz Lez Professor of Animation at the Faculty of Fine Arts at the University of Granada. Director of several animated short flms using a variety of techniques. Specializes in experimental and 3D animation. 
	Jes Pertíz Lez Professor of Animation at the Faculty of Fine Arts at the University of Granada. Director of several animated short flms using a variety of techniques. Specializes in experimental and 3D animation. 

	Gabriela Sánchez I hold a degree in Communication from the Universidad de la Replica (UdelaR). Since 2023, I have been part of the teaching team in the project area of the Bachelor’s Degree in Visual Communication Design —Facultad de Arquitectura & Facultad de Artes (UdelaR)— and I’m the cover designer for Lento magazine, published by La Diaria, also in Uruguay. I have collaborated with publishers, international organizations, and cultural media, and my work has been exhibited in Montevideo, Buenos Aires, S
	-
	-
	-
	-

	Li Siyan She from Hangzhou, Zhejiang, China, and is a sound artist. She is currently pursuing a Master’s degree in Film Theory and Criticism at the Film Academy of China Academy of Art, where she has taken elective courses in the study and practice of music intelligence synesthesia. Her creative practice revolves around sound as the core thread, establishing a synesthesia system through the dynamic correspondence between sound and image. 
	-
	-

	Jing Wang  She is a composer and virtuoso erhu artist, born in Chi-na. Her compositions have been selected and presented throughout  the world. She was the winner of the Pauline Oliveros Prize, given by  the International Alliance for Women in Music, and has been awarded  the MacDowell Colony Fellowship, the Vilcek Foundation Fellowship,  and the Omi International Musicians Residency Fellowship. She has  also successfully performed erhu concertos with several sympho-ny orchestras in the United States. Ms. W
	Elwin de Wolf Elwin is especially interested in synesthetic efects, like a ballet of objects, having exact synergy between the musical rhythm and its visual representation, and where the atmosphere of the music is captured in matching images. He aims for a gesamtkunst-experience, where watching the video must give an extra dimension compared to just listening to its music or watching its images on their own. Being trained as a violinist and violist, Elwin makes visual music videos studying the synesthetic e
	-
	-

	Raewyn Turner She is an interdisciplinary visual artist. She is ex-ploring human relationships with the world of sensory substitutions  and digital synaesthesia. She creates videos, interactive installations,  paintings, performances and has worked with olfaction since 1999, ex-ploring both the fragrance of humans and the perception of fragrance.  Her works have been shown in numerous national and international  exhibitions and performances.  Brian Harris He has a science and electronics background and has 
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	undefined: 
	E: 
	Chion definisce il valore aggiunto del suono nel modo seguente il valo: 
	5: 
	14 Chion defines added value of sound in the following way the expressive and informative value with which a sound enriches a given image to the point of: 
	15 In an autobiography written in 1952 Fischinger distinguishes the Studien into two groups  absolute graphic films perfectly synchronized to music from: 
	16 A detailed analysis of the synaesthetic congruences of the film Fantasia is in Cano 2002 pp 210217: 


