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Abstract: 
The article explores how the ideological discourses and practical actions that aim to increase well-
being by means of art are possible to understand from the point of view of different kinds of mobilities 
and immobilities. An empirical case of a concert series live streamed to seniors and 
prison inmates by a concert hall is examined. The concerts aimed to enhance cultural inclusion, but 
in practice, live streaming highlighted the complexity of the network, where social spaces, places and 
bodily resources of the individuals were negotiated through movement and 
non-movement. 

Introduction 

During the last ten years, the focus on the impact of the arts on well-being has generated an extensive 
number of national and small-scale projects around the globe. The topic has been a buzzword, both 
in national arts policies and public discussions. Although the complexity of the concept of well-being 
is  widely recognised, there is a common assumption that the arts, in a trouble-free way, ‘improve’ 
the quality of life of individuals (i.e. the arts produce easily measured positive outcomes). Thus, many 
research projects in this field fall into the category of health sciences, emphasising ‘hard knowledge’ 
or evidence-based results (c.f. Clift 2012; Daykin et al. 2017). One reason for this is the modern 
Western notion of the arts (i.e. art for art’s sake) that often separates and encapsulates the arts from 
other fields of society, such as care. It is precisely this separation that seems to accentuate the idea of 
the arts as ‘medicine’, which, in turn, obscures the idea, what is the socio-spatial terrain where ‘the 
arts as wellbeing’ projects and services are conducted (1). 

This research setting was the starting point for the project, where we (Rautiainen-Keskustalo 
et al. 2014) studied the effects on the well-being of a live-streamed concert series produced by 
a Finnish concert hall and transmitted to individuals who had no way of participating in cultural 
activities. The individuals in this case were people living in two elderly care homes and one prison. 
With ‘live-streaming,’ we refer to the delivery of an ongoing concert over the internet to ‘remote’ 
audiences who were watching the concerts on a large screen that was placed in a suitable space, 
such as a canteen or lounge. 

The streamed concert series differed from other ‘arts as well-being’ projects in that it was not 
introduced as a special project for ‘excluded people.’ Rather, the principle goal was to make an 
existing practice more inclusive and enhance well-being as a result. Staff members of the elderly 
homes and prison saw the pilot project as necessary, because a lack of social cohesion and 
meaningful activities for residents were common problems for them. The choice proved to be very 
significant because the starting point was to maintain the traditional role of the audience, i.e. 
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listener, viewer, that is to say concerts were not formulated as ‘participatory’ where the audience is 
engaged, in a one way or another, with the creative process (e.g. Clements 2011). For the 
organizers, this guaranteed the inclusiveness of the project as the same service was made available 
for both ‘normal’ and ‘excluded’ people. The argument indicated how the spatial formation of the 
terrain was understood among the parties: it was the concert practise, which was seen to ‘move’ 
between the places and the institutions, while the static position of the institutions was considered to 
stay. In other words, the concerts were seen as products that were exported from one institution to 
another. When studying the concerts (Rautiainen-Keskustalo et al. 2014), the complexity of the 
configuration was apparent from the beginning, and issues concerning movement and stasis seemed 
to be especially crucial. By definition, live-streaming highlighted the constitutive role of movement 
in this cultural project. Together with musical material, which moved over the spaces, the 
institutions opened up to ‘flowing’ and ‘moving’ when live-streaming established a connection 
between them. 

This observation presents a starting point for this article, where we will analyse live-streamed 
concerts through the lens of the new mobilities paradigm (Urry 2000, 2003, 2007; Hannam, Sheller, 
and Urry 2006; Sheller and Urry 2016), focusing on how concerts constitute a complex assembly of 
movements and moorings (Urry 2000; Sheller and Urry 2016). Conducting a ‘movement-driven’ 
(Büscher, Urry, and Witchger 2011) analysis means that we focus on both social and material 
worlds. Firstly, we are interested in how the concerts implied movement and change in connections 
and social relationships. Because the study of these aspects cannot be separated from 
different kind of materialities, including technology, constituting movement, and also, non-movement 
(ibid. 3) we are, secondly, interested in how live streaming generated virtual flux 
(Urry 2000, 70–71) in material terms, i.e. what particular kind of material agency streaming had 
in the process. However, the streaming as a exposer and agent of (im)mobility cannot be separated 
from other materialities involved the process and therefore we are also scrutinising what kind were 
the material aspects of the places people were living in, the recourses of their bodies, and how 
these material aspects enabled or blocked their movement. 

With this, we first want to contribute to the discussion of how the arts enhance well-being, but not 
in the way the topic is generally understood in the field of social sciences. This means that instead 
of seeing well-being as an ‘a-mobile’ (Urry 2007) and coherent discourse, the focus on the 
(material) practices and multifaceted web of relationships between different people and spaces 
provides a more insightful understanding of the complexity of ‘well-being.’ The question of power 
is especially crucial here; discussing well-being is not an apolitical act; rather, it is inextricably 
linked to different power relations (Foucault 1989). As we will demonstrate, the study of movement 
and moorings during the streamed concerts will disclose the dynamics of these relations 
(Bærenholdt 2013; Jensen 2011). Second, we aim to reflect on and partly overcome the distinction 
between social sciences and humanities in the study of mobilities (Merriman and Pearce 2017) by 
analysing how movement was experienced during the streamed concerts. Third, we debate what 
kind of methodological tools the particular methodological approach – nexus analysis (Scollon and 
Scollon 2004) – could provide for the analysis of ethnographic data from the point of view of 
movement and non-movement, and with this we develop further research methodology in the study 
field of new mobilities (Merriman 2014).

Studying live-streamed concerts through the new mobilities paradigm 

As stated earlier, we initially viewed the live stream concerts as complex social encounters that 
were difficult to fit into a narrow study framework. The fact that the different modes of mobilities, 
especially the virtual movement of a concert practice, were preconditions for these encounters 
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raised our interest in the new mobility paradigm. The three main theoretical perspectives (i.e. the 
complexity theory, social practice theory and socio-technical transitions theory) that the new  
mobility paradigm develops (Sheller and Urry 2016) offer a fruitful framework to understand the 
multi-dimensionality of the live-streamed concerts. The complexity theory opens up for 
consideration the role that connections and movement play within the workings of institutions and 
how the change in the ‘surroundings’ of institutions changes their status quo (Sheller and Urry 
2016). In the case studied here, the question of the regulation of institutions is especially crucial. As 
Jørgen Ole Bærenholdt (2013) has argued, Western societies are increasingly governed through 
movements and connections. By formulating the concept of ‘governmobility,’ which brings 
together the mobilities approach and the idea of governmentality from the Foucauldian tradition, he 
pinpoints how social relations between people and the political creation of societies are becoming 
increasingly assembled through the technologies of circulation and connection. Bærenholdt (2013) 
uses border studies as an example and argues that as well as demarcating territories, borders rule, 
push and regulate movement (i.e. they organise mobility through certain regularities). 
These dynamics are also relevant to the case studied in this article: the principal aim of the 
livestream concerts was to include ‘less fortunate’ people and establish a new kind of connection 
between them and ‘normal’ society. The endeavour was principally orchestrated by current 
neoliberal cultural politics, which undermine the autonomy of art institutions by designating the arts 
as a service available to everyone (Rautiainen-Keskustalo 2013) and forcing actors within the art 
field to cross-institutional borders. However, this endeavour disclosed, in the case of live-stream 
concerts,the spatial formation of the terrain: There was a distance between the institutions and 
certain distanciation regimes (Handel 2017), which controlled the actions of individuals in the 
institutions (i.e. elderly care homes and a prison). This distance was generated by certain 
historically legitimated practices and aspects of interaction and routine; these aspects rule the time 
and personal space of individuals as well as their connections to the outside world. These 
institutions are often described as ‘total institutions,’ based on Erving Goffman’s (1961) influential 
research. During the live-stream concerts, the practices of these ‘total institutions,’ which can be 
called ‘moorings’ (Urry 2003; cf. Adey 2006), were affiliated with the practices of the concert 
institution. In one sense, the concert institution might also be considered ‘total,’ because the 
subjects (i.e. the concertgoers) agree to the concert practices: An audience mostly sits still and 
listens to or contemplates the music. The lives and bodily properties of the audience are not 
expected to manifest. Rather, the audience displays their cultural taste by attending the institution 
(Small 1998). However, these totalising and ‘moored’ practices were rearticulated when the 
concerts were live-streamed from the one institution to another. Thus, the second theoretical 
perspective, which links this article to the new mobility paradigm and continues the study of power 
and ‘governmobility’ (Bærenholdt 2013), is concerned with how different practices before, during 
and after the concerts were experienced and lived by the individuals, and how these experiences 
highlighted the complex relationship between movement and non-movement (Sheller and Urry 
2016). 

As Ariel Handel (2017) has argued, distanciation regimes are also mediated by languages, 
emotions and world views. Similarly, Anne Jensen (2011, 266) has suggested that mobile experiences 
and the power relations they involve work not only at the level of knowledge and 
rationalities but are also ‘embodied through emotions, ambiences and sensations.’ The focus on 
materialities, meanings and sensations raises the question about research ontologies and whether 
the study is located in the field of social sciences or humanities (Merriman and Pearce 2017). Our 
theoretical and methodological frame of reference places a lot of emphasis on the social sciences, 
but the question concerning the various modes through which individuals can experience movement 
and mobility in ‘alternative ways’ is just as relevant (Merriman and Pearce 2017). The concept 
of ‘kin-aesthetics,’ introduced by Peter Merriman and Lynne Pearce (2017), is especially interesting 
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because we argue that streamed concerts were lived, appreciated and choreographed in reimagined 
material places through the body and bodily movements – and also through the body’s inability to 
move. Our main argument is that these specific ways of experiencing movement and 
mobility cannot be separated from situations where music and musical practices imply power and 
distanciation regimes of different kinds. By arguing in this way, we want to overcome, at least to 
some degree, the gap between the humanities and the social sciences in the studies of mobility 
and develop further the thinking of how music and other creative practices are part of our 
everyday life (Thulin 2017). The third theoretical perspective concerns live-streaming as an 
example of the current socio-technical transition – as ‘niche innovation’ (Merriman and Pearce 
2017). For the concert organisers, streaming technology opened up a ‘future landscape’ in which it 
was possible to bring people together seamlessly; in other words, the need for innovation was 
fundamentally social. However, as argued earlier, streaming began to catalyse the socio-spatial 
differences between people and institutions, in other words, it created a particular kind of mediated 
community, ‘a scape of movement’ (Urry 2000, 74). Nevertheless, the configuration was not much 
debated by the parties, probably because live streaming is rarely used in this kind of context: 
generally, it is big stadium concerts or opera productions, which are live streamed to the high 
number of people on the internet. The idea that seniors and prisoner could form a virtual community 
was, then, exceptional. 

Data and methodology 

The streamed concert series was initially innovated by a managing director of the concert hall. The 
project received funding from the Finnish Ministry of Education and Culture, who considered it 
ground-breaking because of its cost-efficient method of producing cultural services. This 
justification was pointed by the concert hall when it promoted the project in public. During autumn 
2014, four live-stream concerts were organised and broadcast once a month. They were 
implemented in collaboration with local municipal actors. The concert hall provided the concert and 
helped with establishing a free internet connection, while the institutions were responsible for the 
actual concert arrangements, including finding suitable rooms for the concerts and looking after the 
practical concert arrangements. The interaction between the concert hall and audiences in remote 
places was a key aspect of the concerts. Because of this, the opportunity for individuals to chat to 
each other was utilised in each concert. 

During the meet-and-greet event before the concert and during the interlude(s), members of the 
audience could ask the artists questions and greet them, thus facilitating chatting and interaction. 
The repertoire of the concerts followed the supposed taste preferences of the audiences: light 
classical music was streamed to an elderly home, and the concert, which was streamed both to an 
elderly home and a prison was given by a very popular actor-singer, who is well known of his 
heartfelt lyrics. There were from 15 to 40 participants at each concert. 

Due to the experimental nature of the project, the organisers requested collaboration from 
Tampere University to obtain information about the functionality of the concept, the realisations of 
the concerts and their potential impact. The organising body naturally expected more practical 
knowledge and results to be produced, but they were also open to more analytical approaches. 
A group of four master’s students studying cultural musicology, led by their professor and a senior 
lecturer in social psychology, studied the implementation of the concerts using an ethnographic 
approach (see Rautiainen-Keskustalo et al. 2014). During the process, the group conducted about 
30 interviews and observed all of the concerts, from the planning sessions to their realisation. In 
this article, we focus on two concerts: one that was live-streamed to an elderly home and one that 
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was live-streamed to both an elderly home and a prison. We use the interviews of the organizing 
body, the field diaries, the chat messages and the interviews of residents and a promotional video 
produced by the hall during the pilot (2). 

The research data was collected following the principles of multi-sited ethnographic research 
(Marcus 1995). This meant that we were conducting fieldwork in more than one geographical 
location. Because our aim was to study various encounters between the ‘arts’ and ‘care,’ we 
followed planning meetings in the concert hall and other spaces, interviewed the people living 
and working in them, participated in the concert and generally ‘hung around’ the project in 
different places. We also followed the public discussion and the promotional material that was 
published during the project. Because of this research setting, we chose the nexus analysis method 
(Scollon and Scollon 2004, 2007), which is used to study technology-mediated communication. 
Nexus analysis focuses on the complex relationships between discourse and action by analysing 
social actions as intersections of three main components – namely, historical bodies, interaction 
orders and discourses in place. The concept of ‘historical body’ refers to the history of personal 
experience that is ‘inscribed’ into the body. It includes participants’ social identities, their roles 
within the action and the material properties of the body. The term ‘interaction order’ refers to the 
different social arrangements of social interaction. The term ‘discourses in place’ concerns wider 
and often unsynchronised (both material and ideological) discourses that are present in the action. 
(Scollon and Scollon 2004.) When analysing the data, we soon identified many complexities that 
the grass roots encounters between different parties highlighted. We studied encounters in particular 
‘places,’ but the importance of the connections between institutions and the movement and the non-
movement, both real and imaginary, of people and practices (Salazar, Elliot, and Norum 2017) 
insisted on turning our attention to the study of mobilities. The nexus analysis does not 
acknowledge movement as a specific areaof focus, although it aims to capture the histories and 
dynamics of social relationships in different infrastructures, employing, for example, the concept of 
ecosystem (Scollon and Scollon 2004). It can be argued that while in the nexus analysis, the nexus 
of practice is a momentary freeze-frame of otherwise mobile components – people, interaction, and 
discourses, the new mobility paradigm (Sheller and Urry 2016; Sheller 2011) ‘looks beyond’ the 
nexuses by understanding the constitutive role of movement in social practices. The difference 
between the concepts of ‘nexus’ and ‘node’ – the latter being one of the main concepts used to 
describe the nature of social action in the field of mobility studies (Hannam, Sheller, and Urry 
2006) – illustrates this. While a ‘nexus’ carries more or less static ideas of social practices, 
a ‘node’ focuses on the flow of materiality, meanings, competences and the interrelation of places 
and spaces when studying social practices. Furthermore, although Scollon and Scollon (2004) 
discuss ‘semiotic resources’ – which include material aspects of interaction and communication – in 
practice, the nexus analysis often prioritises the study of verbal communication (i.e. the use of 
language)(2)¨ 

In the following analysis, we maintain the three concepts of nexus analysis, but we look at them 
through the lens of the new mobility paradigm (Sheller and Urry 2016). This is because we argue 
that regardless of the epistemological differences the concepts of nexus analysis are beneficial in the 
study of rich ethnographic data because they indicate the key analytical categories. However, the 
concepts of nexus analysis are ‘mobilised’ and defined in a slightly new way, i.e. they are 
considered from the point of view how they disclose ‘various moves’, which ‘make social and 
material realities’ (Büscher, Urry, and Witchger 2011, 2). We follow Wood, Smith, and Hall (2016, 
141) who have argued that ‘space’ and ‘place’ are the key concepts to understand, for example, the 
mobile nature of many work practices in technology-intensive societies. Firstly, in ‘spaces’ we 
include what is in nexus analysis called ‘discourses in place’. We understand that discourses and 
practises define material and ideological ‘spaces.’ Secondly, what is called in nexus analysis as 
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‘interaction orders’ are here understood as the orders that are realised in interaction and that define 
material and ideological ‘places.’ As Wood, Smith, and Hall (2016, 141) have argued, ‘space’ and 
‘place’ are the key concepts to understand, for example, the mobile nature of many work practices 
in technology-intensive societies. When work moves, it crosses places, which are ‘embodied and 
experienced,’ and spaces, which are ‘geographically defined’ (Wood, Smith, and Hall 2016, 141). 
Similar dynamics concern the livestreamed concerts: During the design and implementation of the 
shows, the institutions that were involved were ‘embodied and experienced’ and ‘geographically 
defined’ in different ways by different actors. These experiences and definitions involved the issues 
of distance (Handel 2017) and the movement and non-movement of rules, practices, societal 
stigmas and materialities (4). 
 
Thirdly, when examining the historical body from the perspective of mobilities, individual 
histories and movements between spaces and places come under investigation. The concerts 
often highlighted the prison inmates’ or elderly peoples’ lives before and outside the institution, 
if they had been, for example, active concertgoers. At the same time, the fact that their bodies were 
‘held in place’ (i.e. rendered immobile) (Büscher, Urry, and Witchger 2011, 3) became apparent. 
The study of bodily histories also enables an examination of how movement and non-movement is 
lived and experienced in alternative ways through emotions, ambiences and sensations; i.e. 
through kin-aesthetics (Jensen 2011; Merriman and Pearce 2017). 
 
In the following, we apply the concepts discussed above to the three datasets. First, we will 
analyse how the concerts were justified from the point of view of the organisers in terms of how 
the idea for them came into being and how the space and place of individuals and institutions 
were discussed. Second, we will examine how the concerts became a node, where questions about 
space and place were negotiated and experienced during the concerts among the residents of 
elderly homes and a prison. Third, we will discuss how the nodes constituted by the concerts 
generally opened up the everyday life of inmates/residents and their experiences about their 
position: we focus on what kind of juxtaposition was raised between institutions, which held 
them ‘in place’ and how concerts, in one hand, highlighted the body histories of the seniors and 
inmates, but on the other, afforded to them, in principle at least, new kind of movement. 
 
The justification of concerts: out of institutional frames? 
 
 
The idea behind the streamed concerts came from the managing director of the concert hall. She 
had gotten the idea from her mother, who regretted how she, as a former active concertgoer, 
could no longer attend concerts as she became older and more physically challenged. Artists 
visiting an elderly care home were ‘pretty good’ an option for her, but a concert in a concert hall 
was, for her, the ‘only way to get musical experiences of high quality’ (A1). Thus, through personal 
experiences, the director highlighted the ‘aura’ of the arts and the special role of art institutions in 
mediating this aura. This idea has deep roots in cultural modernity: the arts have been often 
considered a sub-system, a distinct space that has a relative autonomy and its own specific 
functional structure (e.g. Sevänen 2008). It has contained views about the special, even mythic, 
position of the artist, the special aesthetic codes (i.e. taste) and the struggle for domination of the 
particular social field, as Pierre Bourdieu (1984) has stated. Although these views have been 
challenged by many postmodern, late modern and neo-liberal veins, the discourse still has much 
influence today. In the interview with the managing director, the need to leave the traditional space 
of the art institution arose in two separate discourses concerning social impact and the economic 
viability of activities of the hall. Highlighting the societal impact of the project was the most 
important aspect for the manager. In this regard, the main incentive for her was the Act on 
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Supporting the Functional Capacity of the Ageing Population and on Social and Health Care 
Services for Older nPeople, from the Ministry of Social Affairs and Health, which came into effect 
in Finland in July 2013 (Ministry of Social Affairs and Health 2012). The purpose of the act was to 
ensure that older people could obtain individual care services on an equal basis, according to their 
needs. The act also emphasised the quality of services and accessibility for all citizens. One of the 
services specified in the act was cultural services. 

The act can be understood in terms of governmobility (Bærenholdt 2013); it challenged the 
concert hall to ‘move’ from its traditional space by creating a claim of social responsibility for the 
business. The underlying issue of the claim is the neo-liberal climate, which has increasingly 
challenged the autonomy of art institutions. In many European countries, public funding for the 
arts is in crisis, and cultural policies follow market-based policies (Menger 2010). The trend has 
been that the financial responsibility of the arts has shifted from the state to the third sector and 
private sponsors. The arts are seen as a ‘strategic national resource’ (Zeilig, Killick, and Fox 2014, 
11), but where the resources are located, and how and by whom they are defined and used are 
questions that exceed institutional boundaries. Consequently, within the arena of cultural politics, 
the tendency in many European countries is to emphasise networks and platforms. 

However, the managing director did not view the external pressures of the act as negative; 
rather, she saw that the act gave her ethical justification for the concerts. At the same time, market 
reasoning found a foothold in her talk. She said that a concert hall is ‘like a factory’ and that the 
pilot project was a way to implement the strategy of the concert hall: to make its utilisation rate as 
high as possible, reach as wide a variety of customers as possible and support local economic 
development. In brief, streamed concerts were only one component of the concert hall’s brand. 
This viewpoint is not unique and perhaps not even surprising. The director highlighted the market 
imperatives, as is usual for anyone in her type of position in the creative industry (e.g. Lee 2016). 
It can be argued there was mobility/moorings dialectic (Urry 2003, 126) in the talk of managing 
director. On the one hand, she had to prove that the hall was simultaneously both committed to 
autonomous art, but on the other, she wanted to respond to demands coming from the outside 
and saw them as ethically justified. However, the primary goal was a profitable economic activity. 
Hence, it is possible to claim the discourse of inclusion promoted by the hall implemented the idea 
of ‘policy of de-politicisation’ (Lee 2016) in a similar way to what creative industry discourse does; 
in the discourse, art is portrayed in principle as an autonomous, positive, and value-neutral 
practice, and placed beyond political, economic and cultural tensions. De-politicisation was, then, 
the issue, which marked mobility/moorings dialectic; concerts ‘moved’, but there was not much 
consideration about the spaces where they were moving to the managing director did not ponder 
how the streamed concerts helped the situations of those who were ‘less fortunate’. She said that 
the main goal of the concerts was to promote the fun of the arts, their importance and how the 
concerts create ‘breaks’ in harsh everyday life (A1). For her, streaming accomplished this almost 
automatically by making residents and inmates audiences of the concerts. Thus, the policy of 
depoliticisation was also an example of the prevalent distanciation regime (Handel 2017). This, 
however, was not voiced.  
Among concert organisers, producers and audio-visual technicians, the distance between the concert 
hall and the different audiences was pondered more closely. Many of the workers said they felt 
sympathy for ‘the guys in prison’ or for elderly people ‘who just sit in the lobby,’ and they were 
happy that they ‘could do something for it’ (A2). One of the producers even explicitly questioned 
the position of the autonomous art institution by describing it as rigid and old-fashioned. They 
thought that the concert hall should, first of all, reconsider its role as a social institution (Teikari 
2016). This straightforward view of the social–spatial power differences between the concert hall 
and the world ‘outside’ of it was unique during the process. The producer wanted to mobilise the art 
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institution, but it was the actual realisation that led to the question of how multifaceted the issue of 
powergeometrics was between the concert hall and the audiences. 
 
Between art and care: a streamed concert as a node 
 
The actual realisation of the concerts was more difficult than expected; many challenges 
characterized the process by which concerts become ‘nodes’ (Hannam, Sheller, and Urry 2006, 12–
13). Above all, these challenged were tied to the questions what kind of places (Wood, Smith, and 
Hall 2016) care institutions and a prison were; first, how everyday life was organised in these 
‘material’ places, and secondly, how interaction between people was understood and regulated. For 
example, the concerts usually began at 7:00 p.m., which, for the residents of the elderly care homes, 
was almost bedtime. In addition, the nurses’ personal interest had an effect on how the concerts 
were organised and how the residents were involved in the concert. Those who were culturally 
oriented were ready to help as much as possible in the concert arrangements, while others 
considered the concerts an unnecessary duty in their busy working day (Rautiainen-Keskustalo et al. 
2014; Colliander 2014). In essence, ‘culture’ was not a field that was considered to be within the 
realm of a nurse’s daily work. In the prison, the idea that everyone could participate in the concerts 
was unrealistic: depending on their sentences, prison inmates had different rights in terms of 
moving around and communicating. This caused the prison staff to anticipate possible risks and call 
for special arrangements during the concerts. 
 
Despite these challenges, the aim of the organisers was to create an authentic experience, and 
the personnel of the institutions, almost without exception, agreed enthusiastically with this 
demand. The viewing room, which was often a dining room or equivalent, was arranged in the 
form of a concert hall, although this process also faced obstacles. The facilities of the care homes 
for elderly people and those of the prison were largely unsuitable, being either too small or too 
large. In addition, the care homes did not have proper sound systems, and internet access was 
often interrupted during the concerts. In some cases, like in the prison, a special broadband 
connection was created, because the existing connection could not be used for security reasons. 
Thus, in terms of sound quality and space design, it was difficult to guarantee similar conditions. 
However, during the realisation of the concerts, all of these obstacles seemed to fade away. All 
parties shared the view that the concerts become a shared experience. Preparing for a concert – 
dressing, coming to the ‘concert venue’ and waiting for the concert to begin – was something 
exceptional compared to the everyday activities of the institutions. The places where they were 
living, which were normally experienced in a ‘fixed’ way, were now ‘moving around’ at an 
imaginative level (see Büscher, Urry, and Witchger 2011). The social life of the institutions was 
reorchestrated, and new connections were forged. In addition to daily practices, the movement of 
the concerts from the concert hall to the institutions rearranged and mobilised the social 
relationships between the individuals inside the institutions. The rules that generally determined 
interaction did not, at least temporarily, bind action. One resident of a care home paid attention to 
how the staff had specially prepared for the concert and ‘how the beautiful hair of the director was 
untied’ (A3). In other words, the managing director of the care home exceeded her working role. In 
the prison, the prison inmates baked pies for the concert with a staff member. In addition, one of 
the inmates wondered aloud during the special concert promo why he, a prisoner, was asked his 
opinions about the concert arrangements – nobody had asked his opinions before (A4). 
The organisers recognised this with satisfaction and soon began to lobby for more concerts by 
emphasising how they led to an increased sense of community. They made a promo video during 
the pilot. In this pilot, two residents of the service centre spoke about their experiences: 
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There was jewellery and lipstick, we were so, so . . . focused and listened really intently. Of course, we 
wanted 
to dress up a little, so that we wouldn’t look like just straight out of the kitchen. Kallu [pointing to the person 
in the interview], you also noticed that women were pretty and had their best dress on. I am not kidding! 
Right after the concert, it felt like we had been in some fancy place, even though it was just the cafeteria. But 
it gave us that kind of feeling. Even though we are old, we are still humans. It felt like we are still 
appreciated! We got a feeling that we are not just ‘in the way’. (MUKANA [Event Online] Brings Event 
Close to You, 2014)3 

This example illustrates well how elderly people observed, even in an enthusiastic manner, the 
node, which was generated by the live streamed concert: they were dressed well and listening 
intensively as if inside a concert hall, yet being in a cafeteria. In other words, the concerts were 
experienced materially through the practices of listening, and generally, acting like the person was 
at a concert. This particular experience of concert situation together with notions about the new 
kind of ‘mobilisation’ of the daily practices, and relationships can be understood in terms of 
‘kinaesthetics’ (Merriman and Pearce 2017, 498). The concerts trespassed the moored practices of 
the institutions even before implementation. For instance, the observations of the seniors of how the 
chairs and tables were re-organised when they entered to a cafeteria which was turned into 
a concert venue, and how people in there were acting not-so normative ways, illustrate this. 
The change also evoked the body histories of the residents. The issue came up, for instance, in the 
care homes when seniors who could not hear correctly and who had been active concertgoers 
before, said that participation in a streamed concert was important for them; it revived meaningful 
memories attached to the practices when they had no physical or other obstacles to participate in the 
concerts. In other words, concerts brought back something from their ‘normal’ life they had lived 
before. These moments afforded, then, embodied and sensed experiences both of the past and 
present, which one resident called ‘dignity’, i.e. the question was more than that just the change of 
routines (ibid. 499). 

In a prison, we observed similar kind of moments of ‘kin-aesthetics’ when prisoners responded 
positively to special arrangements, which changed their everyday routines before and during the 
concerts. However, their action was specially framed by the institution: the fundamental question 
was what kind of power relations determined inmates’ space and their connections to society. 

Negotiating inclusion: place, space and power 

As we mentioned earlier, for the managing director, the inclusion of individuals was achieved when 
residents in different institutions came together with ‘ordinary’ people through live-streaming. In 
other words, live-streaming was, to her, a way of creating a shared space. In a sense, this goal was 
achieved, but as shown above, the meaningful aspects of the concerts arose primarily from the 
material and social circumstances of the institutions. The spatial relations between the institutions 
and society ‘outside’ were far more complex issues. This is illustrated in the comment of one senior, 
who said that it was important for them that someone saw them as worthy of this service. In 
everyday life, they often felt that they were ‘in the way’ and cause expenses to society. 

The practical implementation of the concerts also illustrated the complexity of the idea of the 
shared space. For example, it is difficult to say how the audience in the concert hall recognised the 
existence of the remote audiences: The audience was informed of the live-streaming by the host, 
and some artists sent greetings via chat to remote audiences during the concerts, but the people in 
the concert hall did not see them. We had the idea of interviewing the audience members about 
their opinions concerning the remote concerts, but they were so focused on their own concert 
experience that it was awkward to bring up the topic and engage in discussions. 
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The discussion about the shared space that the concerts afforded was problematic, especially 
when a prison came into the picture. In this respect, the most unique incident happened in the 
concert that was streamed both to the prison and the elderly care home. During the concert, the 
residents of the elderly care home began to send online messages to the prison. This was not 
exactly planned: The online connection was intended to serve as a connection between the 
concert hall and the institutions. However, the elderly residents began to send greetings to the 
prison and wanted to know how things were there: 
 
- Greetings to Kylmäkoski [the prison] from Meri, 70 years. We will meet at KRIS4. 
- Greetings from Lea to Kylmäkoski! 
- We have Pappilanpuisto [the elderly care home] coffee and mince pies. What do you have there? 
- There are very good dishes here. Coffee, Sachertorte et al. (A6) 
 
 
This incident, which placed two different audiences side by side, raised the question of the spatial 
distance between said audiences. As mentioned previously, the concerts raised positive responses 
in the prison in a way that was similar to the elderly care homes, but principally, the node 
generated by the concert was completely different in structure. Negotiations over rules and 
regulations took place in carceral dispositif (Mincke and Lemmone 2014), where the exclusion 
was not, as in the case of the elderly, a socially recognised problem, but a principal course of action 
of the institution. The positive astonishment of an inmate replying to the question concerning the 
practical arrangements of the concerts illustrates this well. Normally, the inmates applied norms set 
by others (Mincke and Lemmone 2014). However, the next question, which was regularly raised, 
was ‘Do we deserve this because we were serving sentences, have we screwed things up?’ Thus, 
despite all efforts to change everyday life in prison, even if just for a moment, this particular 
question showed how loyalty to the institution and submission to power lay within the prison 
inmates (e.g. Scott 2010). Consequently, the connection afforded by the concerts to the world 
outside was particularly problematic: prisoners felt how the institution made them immobile, but 
they were not able to identify with the society outside and its appreciated practices like high- 
standard concerts. They said, for example, that ‘culture’ was something they wanted to stand out, 
and their attitudes towards the concert were defiant. Some of them emphasised how the concert 
was the first one at which they were sober (A7). In other words, there were not many possibilities 
for prison inmates to overcome the complex distanciation regimes set by society (Handel 2017). 
Thus, it was difficult for them to obtain a sense of team spirit with the elderly. 
 
Nor was the sense of community commonly shared in the elderly care homes. For many, 
isolation and solitude were essential and fundamental experiences. This was not an easy problem 
to resolve. These feelings, which a resident of a care home had when she described her daily life, 
were shared by many: 
 
You know, my day is, like, I sit on my bed, I go to the fridge, I sit on my bed and watch, I go to the loo, sit on 
the bed and watch. I don’t have anything to do. (A7) 
 
The problems of the physical body became a critical factor through which the personal meanings 
of the concerts were negotiated in the elderly care home. The fading strength and capability of the 
senior led to a sense of exclusion in two ways. First, many highlighted the institutional stigma of 
the elderly care home as a ‘waiting room of death’: 
 
Some artists who come here often act as if we were dying. So serious and so sad. Or they act as if we were braindead. 
Yes, we will regress to childhood, but most of us understand what is going outside. They don’t need to come 
here and play as if we were dim-witted. (A7) 
 



11 

The interviewee wanted to highlight that visitors could not understand the life-world of the elderly, 
where they had to adjust their preferences and everyday lives according to their physical conditions. 
However, this did not mean they had no opinions or were unwilling to fulfil their needs in the ways 
their bodies allowed them. This issue proved to be a difficult one to notice, even for the research 
group. The interviews made during the pilot began with the concept of taste, following the theory 
distinction by Pierre Bourdieu (1984). The research group expected the residents to talk about their 
likes and dislikes, specifically in relation to concerts. In other words, we had a presumption that 
concerts were experienced first-hand through these preferences (e.g. Prior 2016). Some of the 
residents did talk about their taste preferences, but not all. For many, the physical hurdles they 
endured and the effect of these hurdles on their everyday lives framed their discussion of their 
preferences. This is exemplified in the following extract, where the interviewer repeatedly asked 
questions about the musical preferences and listening habits of the interviewee. The interviewee, in 
turn, emphasised her hearing problems, which determined her taste preferences:

Q: Do you ever listen to music, radio, LPs? 
A: You know, I have a hearing aid. I have earphones, but I don’t bother to find them and use 
them. So, I don’t listen to music so much. And I don’t want to have the TV loud. Here [in the 
care home], live music concerts are organised, and I often come here. But in my own room, 
I just sit in silence quite often. You miss a lot, when you lose your sense of hearing. You 
don’t hear music perfectly. 
Q: Have you watched concerts on TV? 
A: Yes, I have watched and listened. ‘Light music’ concerts of different artists. In the 
Independence Day celebration, I was listening to Vesa-Matti Loiri. I put more volume on [sic]. 
Q: What kind of concerts do you like, ‘light music’? 
A: It depends on the concerts. I don’t care so much for symphonies. I don’t listen. I must say that 
if music was number one before, now the books are in the first place, because of the 
circumstances. There is no enjoyment, if you are not hearing well (A7). 

The excerpt raises the concept of kin-aesthetics discussed earlier in this article but from a different 
angle. If, then, the re-lived concert practices generated meaningful moments for seniors, the other 
side of the coin was that these alternative ways to experience concerts were often also inevitable: it 
was what the body was capable of. This observation leads to ponder if the Western idea of cultural 
taste is eventually discriminating because it often ignores the fact that people’s (bodily) resources 
are different and change during the life cycle and there is a great variety of ways, which often 
exceed the conventional cultural categories, how people experience everyday life and, for example, 
art.¨ 

However, during the pilot, there was not much discussion about the possible obstacles in the 
physical condition of the seniors, rather, they were categorised as just an ‘audience’. 
The examples above highlight how the streamed concerts disclosed the complex relationships 
between spaces, places and the body (c.f. Wood, Smith, and Hall 2016, 141); the concerts allowed 
room to experience places (an elderly home, a prison) in new ways, but as we have shown, all 
experiences were different and uneven. These differences, in turn, tell about distance and the 
legitimation of power relations; about the nature of geographically, historically and materially 
formulated spaces between elderly people, prisoners, and ‘ordinary’ people. Ultimately, these 
spaces were impossible to transcend. 

In the analysis, we have focused on the ‘audiences,’ but a similar kind of dynamics also 
concerned the staff. There were staff members who were culturally oriented and saw the concerts 
as a chance to regenerate the structures of everyday life. However, the fact that they were isolated 
to a specific and materially and ideologically isolated space restricted their actions. However, it is 
also possible to argue that an aspiration to cross borders was not on everyone’s agenda. 



12 
 

 
Conclusions 
 
In this article, we have studied how the ideological discourses and practical actions that aimto 
increase well-being through art-based approaches can be understood from the perspectives of 
mobilities and immobilities (Urry 2000, 2007; Büscher, Sheller, and Tyfield 2016; Sheller and Urry 
2016). In the case analysed, real-time access in the form of live-streaming resulted in complex 
relational dynamics between individuals and institutions. However, the idea of ‘movement’ was not 
explicitly highlighted during the process. Rather, the pilot was perceived as if the concerts were 
simply carried over from place to place; how the movement came about was not recognised. From 
that perspective, our aimhas been to ‘draw out’ what was not seen: we explored how the flows of 
the different scales of the network developed and evolved. Thereby our aim has been to think 
‘social as mobility’ (Urry 2000, 2) 
 
Methodologically, we followed the approach of multi-sided ethnographic research, which often 
serves as the starting point also for studies of mobilities, albeit the methodological choices within 
this field vary significantly and have undergone detailed discussions (see Büscher, Urry, and 
Witchger 2011; Merriman 2014; Salazar, Elliot, and Norum 2017). Our approach can be associated 
with anthropological studies that focus on mobilities: we have aimed to ‘re-examine the ontological 
status of local’ and contextualise ‘sites within networks and flows across diffuse time-spaces’ 
(Salazar, Elliot, and Norum 2017, 9). To achieve this goal, we have utilised the three concepts of 
the nexus analysis (i.e. discourses in place, interaction order and historical body). These concepts 
point the key encounters taking place between different people and institutions and how these 
encounters are conducted under specific semiotic–material resources (Scollon and Scollon 2004). 
However, we ‘mobilised’ the concepts by looking ‘beyond’ them and asked how the encounters 
highlighted movement and non-movement of different scale (societal, social and material/body-
related). By doing this, the nexus of nexus analysis was renamed as a node. The ‘mobilisation’ of 
these concepts has also meant that we have specially reinforced the analysis of the material aspects 
of the encounters in terms of how they condition movement and non-movement. We argue that the 
concepts of nexus analysis used in this particular way is beneficial for the investigations of complex 
societal phenomena and current political flows, where the questions of mobility and immobility 
imply multifaceted power relations, but are often somehow ‘out of sight’. 
 
With the help of slightly revised concepts, we identified the different power relations the 
network mediated, which can be understood in the terms of governmobility (Bærenholdt 2013). 
The main motivation for the streamed concerts was the idea of the social responsibility of 
a business (Lee 2016), which urged an art institution to step out from its traditional sphere. The 
concert hall, in turn, wanted to show its ability to answer current demands, but at the same time, it 
followed the logics of the business: culture for all at a low cost. 
 
While these contradictory discourses demonstrate how an art institution is governed through 
mobility by a neo-liberal cultural policy, the streamed concerts also disclosed many other power 
relations and ways of experiencing power in the nodes constituted by the concerts (Jensen 2011). 
The differences that arose during the concerts, in terms of the participants’ experiences of place 
and space, illustrate this well. For the organisers, the concerts were ‘positive,’ ‘fun’ and a value 
neutral terrain and the political aspects of culture (Lee 2016) were swept aside. For the elderly 
residents and the prison inmates, the concerts were experienced as positive, but mainly because 
they provided an immediate opportunity to experience movement. This opportunity presented 
a new kind of agency and empowerment (see Merriman and Pearce 2017) through material and 
body-related concert practices in environments that were generally ruled by ‘moored practices.’ 
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However, it was almost impossible to overcome differences between spaces in terms of the 
histories of the institutions and the elderly residents’/prison inmates’ roles on the margins of 
society. In other words, the ‘movement’ of a concert institution revealed what did not move and 
what was deeply political (Sheller 2011; Hannam, Sheller, and Urry 2006). The observations we 
made concerning prison inmates and the elderly mirror this well. The feeling of being an outsider 
as well as feelings of guilt and inadequacy in the eyes of society became apparent, both among the 
prison inmates and the elderly. In the case of the prison inmates, these feelings were aroused from 
the history of the institution (Goffman 1961) in question. In the elderly care homes, the feeling of 
being an outsider arose from the inevitable loss of physical abilities. This is an issue that seems to 
be slightly ‘taboo’ in public discourses on ageing (Jolanki 2009; Katz 2000). 

It is important to note that live-streaming was the starting point of everything. As de-materiali 
sed actor, it orchestrated the formation of the assembly, a scape of movement and offered a novel 
‘future landscape’ (Sheller and Urry 2016) for organisers to overcome societal inequalities by 
means of culture. However, technology did not redeem the expectations placed on it. Live-streamed 
concerts were a short-lived experiment, and the concert hall later withdrew from the project 
because the organising of the concerts was considered too time-consuming, and there was not 
enough demand. This was not a surprise: The social terrain for this technological innovation was far 
too complex to evolve into a ‘regime’ (Sheller and Urry 2016). 

How then can our perspective be set to the paradigm of new mobilities, and how is the focus of this 
article, the ‘arts as well-being,’ a relevant theme from this angle? Firstly, with our analysis, we 
wanted to bring together the ‘social’ concerns of sociology (e.g. inequality, power and hierarchies) 
with various geographical aspects (e.g. institutions as territories and distance(s)) (c.f. Sheller 2011). 
This combination enabled us to debate how the ‘arts as well-being’ is located within the field of 
social struggles. As our analysis has demonstrated, social divisions and distinctions have a long, 
often institutional history, but when they encounter with the current demands of neo-liberal 
networked economies, the result is complex mobility/moorings constellations (Urry 2003). Maybe 
one of the most eye-opening examples in this sense was when we were talking about the organising 
of a concert in a brand-new cafeteria of a service centre. The cafeteria was virtually empty because 
the prices of the food were too high for the majority of the seniors. These kinds of preconditions set 
by current market-based social policies were not a very good starting point to plan ‘a gig’ meant to 
be inclusive for all. 

Secondly, our aim was to argue that these social and economic aspects that define the arts as 
wellbeing through mobility cannot be separated from the perspectives of the kin-aesthetics of 
movement (Merriman and Pearce 2017; Sheller 2011) that are lived through socio-material 
practices. This is also where the distinction between social sciences and humanities is neither 
justifiable nor appropriate. As our analysis has shown, these embodied practices create knowledge 
and crucial experiences of places and spaces, but in everyday life, these aspects are rarely 
recognised. Thus, we argue that the ethnographic approach for the study of ideologies and actions 
through complex constellations of movement and stillness gives in-depth to perspectives to the 
worlds-in-making in the era of flows and networks. 

Notes 

1. The study field of the ‘arts as well-being’ is vast, and it is not possible to discuss it in detail here.
There are many variations in terms of how the topic is located in the political agenda of different 
European countries (e.g. Alasuutari 2017). However, generally speaking, one of the most debated 
issues has been how to measure the evidence of art-based interventions (e.g. Daykin et al. 2017). 
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2. In the project, we followed the ethical guidelines set by the Finnish Advisory Board on Research 
Integrity 
(2013). Every person who participated in interviews signed an informed consent form, and they 
were reminded that participation was voluntary and they had the right to withdraw from the study at 
any stage. In reporting the results, as in this article, the group endeavoured to protect the identities 
of the participants by anonymizing any details that would result in the recognition of individual 
participants, such as names and other personal information. All of the research material is preserved 
by the research team. 
3. This video is freely available on the internet. The research material obtained from the mental 
hospital is not used in this article because the research group had limited permission to gather data 
due to hospital privacy policies. 
4. Meri refers here to K.R.I.S, a Swedish-born organization that also operates in Finland and helps 
former prisoners adapt to the society after a prison period. 
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