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Final	task	in	the	first	semester:	Phd	project	in	text	

Try	to	imagine	which	effects	your	project	could	have	on	a	specific	person	or	group	of	people	(collaborators,	audience,	
specific	social	groups)?

I	am	working	with	professional	and	amateur	singers	(who	are	often	experts	despite	their	title).	With	both	groups	I	ex-
perience	that	aural	architecture	is	neglected	in	their	practice.	Through	workshops	I	sensitise	their	aural	awareness	and	
its	importance	for	a	multi	sensorial	work.	This	experience	can	have	an	effect	on	how	they	look	at	their	profession	or/
and	passion,	and	it	may	influence	their	later	performances.	One	method	I	use	is	games	that	use	sound	as	the	material.	
The	games	allow	the	singers	to	play	with	the	physicality	of	sound,	its	shapes	and	colours.	In	dialogue	with	the	site	we	
experiment	with	direction	and	the	journey	of	sound	in	a	playful	manner.	The	games	that	I	introduce	to	the	choirs	can	be	
played	differently	in	new	situations.	I	hope	that	these	games	are	shared	in	a	different	context	in	my	absence	and	offer	
a	playful	approach	to	sound	for	more	people.

Regarding	the	audience	I	do	not	know	what	the	long-term	effects	are.	By	creating	a	situation	where	the	audience	can	
choose	their	positions	freely	and	to	alter	their	perspective	according	to	their	liking,	I	hope	to	enable	meetings	of	people	
and	sound	worlds.	Feedback	I	get	includes	that	audience	members	are	sensitised	on	different	sensorial	levels.	This	
sensation	can	go	far	or	short.	Often	people	note	that	a	classic	musical	piece	that	they	have	heard	several	times	com-
municated	in	a	new	way	with	them	in	a	piece	that	I	created.	So	the	relationship	to	a	musical	piece	can	change.	Audi-
ence	members	also	talk	about	how	their	inner	world	is	accessible	in	my	installative	music	performances.	The	encounter	
of	oneself	is	a	desirable	effect	to	have	on	an	audience	in	my	opinion.	The	audience	is	aware	of	themselves	and	they	
take	responsibility	for	the	decisions	that	they	make	constantly	as	a	free	moving	audience.	It	is	my	hope	that	they	take	
some	of	the	things	that	they	experienced	with	them	and	translate	them	into	their	lives	-	how	they	relate	to	their	desires,	
how	they	relate	to	other	people,	how	they	share	space,	how	they	experience	sound,	how	they	explore	architecture,	etc.

Workshop	with	the	choir	in	“Vokal-De-Konstruktion,	2017



Which	artistic	contexts	do	you	consider	that	your	project	is	operating	within?

My	project	is	at	home	in	the	context	of	site-specific	art.	I	work	in	existing	spaces	and	the	first	thing	I	do,	before	I	do	anything	
else,	is	listening	to	the	space.	Working	with	sound	in	spaces	can	illuminate	the	space,	just	as	light	design	can.	Site-speci-
fity	involves	social	context	and	history,	which	sometimes	plays	a	big	part	in	the	creation	of	my	pieces,	other	times	these	
elements	influence	the	pieces	on	a	minor	scale.	
My	project`s	form	is	sound	work,	a	living	sound	work,	if	you	like.	The	material	varies	from	existing	music	(for	example	“Great	
Grand	Monther”,	2014)	to	music	composed	especially	for	the	space	and	the	performers	(“Voiceland”,	2017).	
I	have	the	aspiration	to	create	scenography	through	sound.	How	concrete	this	can	be	or	has	to	be	is	still	to	be	explored	but	
I	do	intend	to	push	the	concreteness	in	order	to	find	out	its	boundaries.
Since	I	mostly	work	with	a	free-moving	audience,	my	project	is	also	related	to	immersive	theatre.	The	audience	is	active	
but	my	works	are	not	interactive	besides	the	fact	that	listening	is	interactive	in	its	nature.	There	is	no	“role”	for	the	audience	
beside	being	an	explorer	to	the	work.
Choreography,	especially	the	choreography	of	sound	in	a	space,	is	another	important	part	of	my	project.	The	choreogra-
phy	here	relates	both	to	choreographing	human	bodies	in	a	space	and	creating	forms	of	sound	and	lead	their	movement	
through	a	space.	This	involves	the	exploration	of	the	qualities	of	sounds	and	an	analysis	of	the	performance	space	and	
then	to	create	a	choreography	for	the	sounds	that	takes	these	qualities	into	consideration.

Specify	what	you	would	like	your	project	to	contribute	to	at	least	one	of	these	contexts?

In	performing	arts	live	sound	is	still	neglected	and	if	it	is	used,	it	usually	is	a	short	moment	of	live	sound,	like	a	special	effect.	
In	scenography	one	can	build	with	all	kinds	of	material,	light	plays	an	important	role	and	even	smell	is	more	and	more	used.	
But	to	consider	sound	a	scenographic	tool	is	still	unusual.	In	order	to	use	sound	as	a	scenographic	tool	one	has	to	first	
work	with	sound	in	a	scenographic	way	and	this	is	one	aspect	that	I	am	working	with	during	my	project.	As	a	consequence	
I	hope	to	contribute	to	the	“toolkit”	for	scenographers.	

In	relation	to	this	it	is	also	important	to	me	to	point	out	that	the	use	of	live	voices	is	a	conscious	choice	and	even	a	political	
one.	The	meeting	of	a	sound	produced	by	a	human	being	that	goes	beyond	my	expectations	and	maybe	even	imagination	
is	a	valid	goal	for	me.	The	physical	impact	from	a	human	voice	onto	other	human	bodies	has	a	direct	effect.	I	believe	that	
there	is	still	a	lot	of	experiences	we	can	create	in	the	shared	reality	and	for	me	there	is	no	reason	to	retreat	to	the	digital	and	
virtual	if	there	is	possibility	for	new	extraordinary	experiences	within	live	art.

“Site	specific”	is	at	the	moment	a	term	that	is	used	for	anything	happening	anywhere	outside	of	a	theatre	stage.	In	one	way	
any	place	is	a	site	and	therefore	even	a	theatre	performance	is	site-specific	but	I	would	like	to	be	more	strict	with	this	term	
and	underline	that	the	site	should	be	the	guide	for	the	majority	of	the	decisions	that	are	made	in	the	creation	of	a	piece.	
The	site	needs	to	influence	the	work	strongly	in	order	so	let	a	site-specific	work	develop.	To	prepare	a	dance	in	a	rehearsal	
room	and	then	show	it	on	a	parking	lot	is	not	a	site	specific	work	in	my	eyes.	I	would	like	to	be	strict	with	others	and	myself	
in	this	in	order	to	give	audiences	the	possibility	to	experience	the	difference.

Which	new	practices/contexts/areas	of	knowledge	do	you	need	to	explore	further	to	develop	the	project?

I	am	exploring	the	relationship	between	space	and	sound	thoroughly	at	the	moment.	There	is	a	lot	of	knowledge	about	the	
relationship	of	architecture	and	music	which	is	interesting	for	me	but	still	often	limited	to	the	effect	that	the	architecture	has	
on	the	sound,	not	so	much	about	what	the	sound	does	to	the	architecture.	Analysing	sound	in	public	spaces	is	very	helpful	
for	me	to	understand	space	and	sound	in	dialogue	with	each	other.		Listening	is	therefore	an	important	part	of	my	practise.

In	order	to	understand	voice	better	and	to	make	small	experiments	easier	for	myself	I		have	started	an	exploration	of	my	
own	voice	with	a	voice	teacher	at	OHS.	

The	scientific	facts	that	relate	to	the	sensational	impressions	that	I	am	working	with	is	also	something	that	I	want	to	gain	
more	knowledge	in.



Looking	back:

Schnitzler`s	Dreams	(August	2015)	-	the	making	of	an	installative	Gesamtkunstwerk	

The	inspiration	for	“Schnitzler`s	Dreams”	derived	from	a	combination	of	different	experiences.	Folkoperan	in	Stockholm	
had	asked	some	of	us	scenography	students	at	the	Norwegian	Theatre	Academy	to	explore	what	opera	can	be	nowa-
days.	I	investigated	different	qualities	of	opera.	The	possibility	to	touch	people	with	sound	(physically	and	emotionally)	
and	how	qualities	of	sound	could	change	through	architecture,	scenography	and	the	position	of	the	sounds	source	in	
a	space	(in	relation	to	the	architecture)	were	the	most	exciting	aspects	that	I	discovered	through	my	work	with	opera	
singers	and	instrumentalists	in	those	projects.
In	“Street	Opera”	I	tested	the	maximum	scale	opera	could	handle	in	an	open	public	space.	The	performance	space	was	
the	complete	facade	of	the	building	opposite	of	Folkoperan.	I	activated	the	windows	with	11	tenants,	3	brass	instru-
mentalists	and	one	tenor,	performing	“Vesti	la	Giubba”	from	Pajazzo	by	Ruggero	Leoncavallo.	The	audience	area	was	
the	side	walks	of	Hornsgatan	as	far	as	sight	and	ears	would	reach.	In	this	work	the	meeting	of	the	extraordinary	in	the	
ordinary	was	my	main	motivation	but	the	acoustic	challenges	that	derived	within	this	work,	increased	my	curiosity	for	
the	dialogue	of	sound	and	space.

After	this	work	I	started	an	Erasmus	at	HZT	in	Berlin	-	the	Inter-University	Centre	for	Dance	-	in	order	to	explore	the	
body	as	a	space	and	the	relationship	of	the	body	and	the	space	thoroughly.	I	will	not	go	into	the	details	of	my	experi-
ence	there	besides	mentioning	that	this	semester	sharpened	my	awareness	for	the	relationship	between	what	I	would	
call	the	“inside	body”	and	the	“outside	body”	which	all	spaces	have	at	least	one	of	each.	The	dimension	of	the	body	
and	its	relation	to	other	bodies	-	if	human,	objects	or	spaces	-	informs	my	research	on	site	and	my	work	with	performers	
strongly	since.

Back	at	the	Norwegian	Theatre	Academy	the	dialogue	of	sound	and	space	was	ever	present	in	my	artistic	explora-
tions.	One	work	was	for	example	“Great	Grand	Mother”,	again	for	Folkoperan,	where	my	colleagues	Freya	Sif	Hestnes	
and	Ann-Mirjam	Vaikla	and	I	created	a	sculpture	that	formed	up	to	the	ceiling	and	spread	like	a	landscape	around	the	
columns	of	Tempel	Foaje.	The	singer	improvised	on	“Kindertotenlieder”	by	Gustav	Mahler	on	top	of	the	fabric	struc-
ture.	The	audience	could	go	underneath	the	singer	and	experience	different	acoustic	spaces	and	therefore	different	
impressions	of	the	singer´s	voice.	

During	a	workshop	with	sound	and	installation	artist	Trond	Lossius,	he	asked	us	to	record	sound	that	we	would	like	to	
work	with	in	an	editing	program.	A	few	months	ahead	my	colleague	Matias	Askvik	and	I	had	found	out	about	an	old	un-
used	concert	hall	during	a	workshop	with	composer	Arnold	Dreyblatt.	We	had	visited	that	decaying	place	and	were	to-
tally	fascinated	about	it.	We	right	away	new	that	we	wanted	to	record	in	the	“Aula”	in	Fredrikstad.	This	place	had	most	
striking	acoustics	and	the	spaces	sounded	alive	in	their	decay.	We	recorded	pieces	of	old	paint	falling	off	the	walls,	our	
footsteps	on	broken	tiles,	dripping	water	and	all	kinds	of	site-specific	sounds.	When	listening	back	to	the	material	and	
letting	the	experience	we	had	in	the	building	resonate	in	us,	we	decided	that	the	staircases	that	pervaded	the	building,	
in	all	their	different	forms	and	materials	were	our	strongest	impression.	We	created	an	acoustic	version	of	Escher`s	
stairs	for	headphones.	The	idea	was	that	it	feels	like	someone	is	walking	endlessly	inside	of	your	head.	The	beeping	
of	a	fire	alarm	that	needed	a	battery	change	repeated	itself	and	made	the	sound	more	musical	through	this	repetition.

The	possibility	to	create	an	opera	work	for	the	Aula	had	been	on	my	mind	since	we	first	visited	this	place.	With	it´s	
unique	character	I	felt	inspired	to	make	a	piece	for	and	with	the	Aula.	The	seemingly	never	ending	paths	of	the	building	
with	front	and	backstage	areas,	the	sensible	history,	it´s	decay,	the	parallelity	of	the	different	uses	the	spaces	used	to	
have	inspired	me	to	think	about	a	work	for	the	whole	building.	Right	away	I	started	a	dialogue	with	the	library	of	Fre-
drikstad	who	was	responsible	for	this	space	and	they	were	interested	in	a	collaboration.	
During	the	1,5	years	that	I	would	use	to	prepare	this	work,	the	building	was	granted	funding	for	renovations	after	more	
than	10	years	of	decay.	This	had	consequences	for	the	final	production	phase	and	almost	got	the	piece	cancelled	a	
week	before	premiere	but	in	the	end	everything	worked	out	so	I	will	not	bore	you	with	the	complications	that	were	in	
the	end	a	tiny	part	of	a	complex	process.

As	literary	base	I	started	with	“Fräulein	Else”	a	novel	by	Austrian	writer	Arthur	Schnitzler.	He	is	today	most	famous	for	
his	“Dream	Novel”	which	was	made	into	a	film	by	Stanley	Kubrick	called	“Eyes	wide	shut”.	“Fräulein	Else”,	an	inner	
monologue	from	a	young	girl	in	the	19th	century,	was	the	perfect	story	to	take	place	in	the	Aula.	I	felt	however	that	this	
place	needed	parallel	stories.	While	reading	Arthur	Schnitzler`s	diary	I	realised	how	all	his	stories	are	imagined	or	rather	
dreamed	up	by	Arthur	Schnitzler.	For	me	that	meant	that	several	of	his	stories	could	exist	simultaneously,	even	if	some	
of	the	characters	belonged	into	a	theatre	piece	or	were	from	a	short	story.	I	read	a	big	number	of	his	writing.	In	the	
end	I	chose	the	character	Else	from	“Fräulein	Else”,	Felix	from	the	short	story	“Dying”	(“Sterben”),	Genia	from	“A	vast	
country”	(“Das	white	Land”),	and	Arthur	himself	using	text	from	his	diary	(“Träume.	Das	Traumtagebuch”).



Now	I	dived	deep	into	the	stories,	read	them	again	and	again,	editing	the	text,	and	creating	images	of	the	visual	devel-
opment	of	the	characters.	I	would	spend	months	editing,	cutting	and	pasting	the	text	on	walls.	This	physical	approach	
to	the	text	helped	me	a	lot.	I	had	reserved	a	room	inside	of	the	NTA	where	I	had	all	the	four	walls	filled	with	the	stories	
of	the	four	characters,	each	character	had	one	wall.	Sometimes	I	would	listen	to	opera	and	sing	the	edited	text	along,	
to	see	if	the	words	were	already	“singable”	within	the	opera	genre.

With	the	help	of	friends	I	found	four	composers	of	whom	each	received	one	character	to	compose	for,	in	order	to	be	
able	to	develop	the	whole	musical	journey.	For	each	edited	text,	the	composers	received	a	musical	reference	and	a	
description	of	what	I	felt	the	music	was	transporting	and	what	I	would	like	to	keep,	or	underline.	I	also	wrote	notes	on	
what	was	important	for	me	in	each	part	of	the	story,	relating	to	the	character`s	emotional	development.	
I	had	chosen	to	use	four	instruments:	a	contrabass,	an	accordion,	a	violin	and	a	cello.	To	me	the	instrumentalists	were	
working	in	the	building,	helping	the	characters	to	be	able	to	tell	their	stories	in	their	universe.	In	order	to	underline	this	
and	to	be	able	to	have	a	bigger	variety	I	decided	to	have	the	instruments	rotate	three	times.	In	this	way	each	singer	
would	 sing	 accompanied	by	 three	different	 instruments	 in	 the	duration	of	 the	piece.	 The	 composers	 received	 the	
“schedule”	on	how	much	time	each	instrument	would	join	the	character	they	were	writing	for	and	when	in	the	duration	
of	the	piece.	The	composers	received	a	solid	frame	from	me	in	which	they	had	a	lot	of	creative	freedom.	The	way	this	
freedom	was	used	was	very	different.	The	arrangement	was	for	one	instrument	so	this	could	already	change	a	piece	
tremendously	but	it	could	also	simply	become	a	very	reduced	version	of	an	original.	They	could	quote	parts	of	the	piec-
es	and	compose	around	or	elaborate	existing	themes	or	again	rearrange	the	music	for	a	specific	instrument	in	a	more	
traditional	sense.	The	difference	in	how	the	composers	approached	the	task	made	the	different	character´s	journey	
even	more	individual	which	I	did	not	think	about	beforehand	but	welcomed.

In	the	following	year	I	had	live-meetings	and	on	Skype	with	the	composers.	They	composed	and	send	me	the	scores	
and	midi	versions.	We	would	discuss	it	and	make	adjustments.	I	would	often	shorten	the	texts	even	more.	I	could	even	
take	whole	parts	out	because	the	music	already	transported	so	much	of	what	was	in	the	words.	Another	possibility	
that	I	enjoyed	in	this	process	was	the	exploration	of	how	much	the	instrument	could	be	the	dialogue	partner	for	the	
characters.

The	universe	for	the	“dream	walkers”	as	I	liked	to	call	them,	developed	from	inside	out.	Now	that	the	music	and	their	
inner	 journey	became	more	concrete,	 I	developed	the	characters	anew	-	emancipated	from	their	books.	Who	were	
they?	How	did	they	exist	in	this	universe?

Schnitzler´s	Dreams,	2015



Schnitzler´s	Dreams,	2015



The	distribution	of	 the	voices	which	 I	decided	quite	traditionally	created	already	a	strong	personal	expression.	The	
characters	were	not	real,	they	were	like	a	representation	of	the	side	of	the	characters	from	the	book.	I	decided	to	create	
the	costumes	in	that	way:
The	breakable,	sensitive,	fading	character	Felix	received	a	costume	solely	made	of	see-through	material.	Arthur	was	a	
hairy	man	in	many	ways,	he	had	“hair	on	his	teeth”	as	we	say	in	German,	meaning	that	he	would	say	what	we	meant,	
without	caring	about	manners.	He	was	also	a	man	who	could	resist	very	few	women	which	reveals	his	animalistic	side	
and	to	good	friends	and	family	he	could	be	warm	and	kind	like	a	teddy	bear.	There	the	decision	feel	on	a	suit	and	hat	
furry	at	parts.
Genia	was	a	proud	character	who	was	stuck	in	a	situation	but	also	a	free	spirit	in	many	ways.	For	her	costume	I	started	
with	a	long	tail	made	of	old	wedding	dresses.	Her	black	velvet	dress	was	tight	and	went	up	to	her	neck,	from	where	
feathers	sprung	and	embraced	her	face.	Her	eye	lashes	were	also	made	of	feathers.	Her	high	blue	hair	made	her	taller	
than	all	others,	her	pride	was	high	but	it´s	weight	was	visually	evident.
Else	was	a	romantic,	dreaming	of	true	love	to	come	and	safe	her.	She	was	vulnerable	and	dependent.	Her	exhibitionism	
was	her	joy	but	also	her	tragic	end.	Therefore	I	created	a	costume	that	was	playfully	revealing	skin,	with	a	lot	of	lace.	
She	had	a	skirt	that	was	made	of	a	material	similar	to	duvets.	In	this	way	she	would	carry	her	bed	with	her	at	all	times,	
which	related	to	the	fact	that	the	book	was	her	inner	thoughts	and	her	body	could	rest.

Due	to	the	renovations	in	the	Aula	our	on-site	rehearsals	were	limited.	In	the	first	phase	we	focused	on	the	acoustics	of	
the	space.	Together	we	would	walk	through	the	different	spaces.	The	singers	and	instrumentalists	would	“test”	sounds	
in	the	different	areas	in	the	building	and	we	would	talk	about	the	qualities	and	I	would	take	notes	on	our	findings	and	
thoughts.	Based	on	this	I	created	the	first	draft	of	the	path	for	each	characters	and	in	what	space(s)	which	instrument	
could	be	best	positioned.	Most	of	the	compositions	had	been	handed	in	as	a	first	draft	to	me	by	then,	therefore	I	was	
able	to	start	thinking	about	what	piece	would	be	sung	where	relating	to	its	range	especially	in	volume.	This	path-plan	
was	tested	with	each	singer	and	their	instruments	and	adjusted.

The	space	related	musical	 rehearsals	could	now	begin.	Due	to	 the	 limited	time	and	other	practicalities	 the	singers	
would	rehearse	parallel	in	their	different	spaces	in	the	building.	The	disadvantage	of	this	was	that	I	had	to	be	every-
where	even	though	I	could	only	be	in	one	place.	The	advantage	in	it	was	that	the	singers	and	instrumentalists	could	
get	used	to	the	structure	of	the	piece	from	very	early	on	and	a	shared	trust	that	we	are	all	giving	our	best	in	the	same	
time	just	not	in	the	same	room	established	from	the	first	moment.	This	awareness	of	all	people	involved	informed	an	
understanding	of	the	piece	which	was	invaluable	when	the	audience	would	become	a		part	of	the	whole.

In	the	singular	spaces	we	worked	very	focused	in	an	intimate	rehearsal	situation	(just	me,	one	singer	and	one	instru-
mentalist).	During	our	first	musical	rehearsals	it	had	become	clear	how	important	the	musical	practice	was	in	the	per-
formance	spaces	and	that	we	would	need	as	much	time	in	the	spaces	for	that	as	possible.	Therefore	I	decided	for	the	
first	time	in	my	life	to	give	detailed	scene	direction	on	movement,	posture,	gestures,	mimics	etc	in	a	written	way	in	order	
to	give	the	singers	the	possibility	to	learn	these	things	at	home	and	prepare	well	for	the	little	time	we	had	in	the	space.	
I	sent	emails	with	video	references	and	paintings	of	gestures.	For	example	Mari	Askvik,	who	played	Genia,	created	a	
beautiful	finger	tutting	dance	inspired	by	youtube	videos	and	notes	that	I	sent	to	her.	Since	I	was	walking	between	the	
space	while	the	musicians	were	rehearsing	I	could	hear	the	overlapping	of	sounds	and	the	beauty	of	the	architecture	
becoming	more	alive	through	the	sounds	that	activated	it.	This	allowed	me	to	realise	more	possibilities	to	interweave	
everything	even	more.	The	time-space	relationship	became	an	element	I	could	now	shape	more	deliberately.

Here	I	would	like	to	take	a	little	space	and	defend	opera	singers	for	their	acting	skills.	The	opera	singers	I	have	been	
lucky	to	work	with	so	far	are	very	skilled	actors.	Through	the	music	they	already	know	their	character`s	psychology	
and	emotional	journey	very	well.	Notes	that	I	would	give	to	an	ordinary	actor	were	unnecessary	here.	I	needed	to	tune	
certain	gestures	down	but	 this	 is	more	working	against	a	particular	 training	and	a	preference	 for	a	style	of	perfor-
mance	that	is	still	all	too	present	in	the	opera	world.	This	relates	of	course	also	to	the	usual	necessity	to	overseeing	
an	orchestra	and	to	best	reach	the	audience	on	the	seats	in	the	very	back.	In	this	piece	we	could	work	with	pulling	the	
audience	in	through	even	tuning	further	down	than	first	presumed.	The	sensitivity	that	these	opera	singers	had	for	the	
slightest	emotional	variations	made	my	job	as	a	director	a	pure	joy.

After	I	had	seen	these	performers	between	paint	buckets	and	scaffolds	that	had	changed	their	position	every	time	we	
were	back	for	rehearsals,	I	was	confident	that	these	performers	would	do	very	well	during	the	performances,	however	
the	audience	may	behave.	We	still	spoke	about	the	audience	and	created	some	safety	nets	and	rules.	In	addition	had	
I	decided	to	add	two	hosts	to	the	ensemble.	These	were	two	actresses	who	would	welcome	the	audience	and	would	
help	the	audience	on	how	to	be	in	the	piece	through	their	behaviour.	In	addition	they	had	cards	that	said	on	one	side	
“Please	do	not	disturb	 the	dream	walkers”	and	“You	are	a	parallel	dreamer”.	These	cards	were	given	 to	audience	
members	who	were	disturbing	the	experience	for	the	other	audience	members	by	talking.	These	cards	were	however	
hardly	used.	The	audience	was	very	aware	of	their	responsibility	for	their	own	experience	and	the	experience	the	other	
audience	members	would	have.



Notes	on	performer	and	sound
	 •	 The	HOW	to	sing/play	an	instrument	is	strongly	connected	to	the	WHERE.
	 •	 Sending	sound	brings	the	idea	of	DIRECTION
	 •	 The	space	is	COLLABORATION	PARTNER	and	RESONANCE	is	its	language.
	 •	 SPATIAL	COMPOSITION	of	BODIES	and	SOUND
	 •	 CHOREOGRAPHY	of	the	travelling	sound
	 •	 OVERLAPPING	SOUNDS	become	something	new	=	a	third.

In	this	piece	the	collaboration	with	the	space	meant	to	sometimes	adjust	the	sounds	to	the	space		and	other	times	
to	adjust	spatial	elements	in	order	to	improve	the	acoustics	(for	example	change	the	material	on	the	floor	to	one	that	
absorbed	sound).

The	sound	scenography	in	“Schnitzler`s	Dreams”	was	made	of	the	musical	journeys	each	character	had	through	the	
building	and	how	these	journeys	related	to	each	other.	The	music	created	an	atmosphere	that	together	with	the	vis-
uals	created	the	world	the	characters	lived	in.	As	an	audience	member	one	entered	these	spaces	and	their	time.	This	
atmospheric	scenography	was	transformable	and	transportable	through	the	musicians.

The	music	travels	and	leaks	into	the	other	spaces.	In	this	sound	was	the	binding	element,	how	everything	belonged	
together.	Like	different	coloured	threads	the	sound	would	guide	the	audience	to	the	different	areas.	The	absence	of	
sound	would	in	addition	trigger	curiosity	because	this	could	mean	something	will	begin	here.

Clusters	and	collisions	of	sound	would	ask	the	audience	to	reconsider	their	position	and	adjust	it	to	their	likings.	This	
could	mean	to	simply	turn	a	bit	or	to	change	rooms	entirely.

Sounds	from	afar	could	give	the	audience	an	idea	of	the	architecture,	of	the	distance	one	had	to	a	different	part	of	the	
building.	If	one	had	already	been	around	in	the	building	one	may	remember	the	place	where	the	sound	comes	from.	
The	scale	of	things	becomes	evident.	

The	sound	would	often	reach	an	audience	member	before	they	received	the	connected	visuals.	Curiosity	was	triggered	
and	expectations	of	what	visual	information	may	go	along	with	the	sounds	arose.	The	impression	of	the	visuals	are	
influenced	by	the	sounds	and	how	we	perceive	them.	The	sunny	room	can	be	disturbingly	bright	or	joyfully	filled	with	
light,	depending	on	the	aural	information.	Included	in	the	sound	scenography	are	sounds	of	activity,	like	steps	or	small	
pieces	of	paper	falling	on	the	floor.	In	addition	we	experimented	with	how	visuals	interplay	with	the	musical	information,	
like	following	an	imagined	bug	with	a	torch	light.

Since	the	audience,	the	singers	and	the	instrumentalists	were	moving,	and	the	sound	from	all	these	living	beings	were	
moving	too,	I	became	aware	of	the	possibility	for	a	conscious	spatial	sound	choreography.
How	to	compose	with	and	for	a	space	became	of	big	interest	for	me.	In	order	to	explore	this	I	chose	the	instrument	
I	know	best	-	the	human	voice	-	what	Joan	La	Barbara	calls	“the	original	instrument”.	To	engage	in	this	endeavour	I	
asked	the	composer	who	created	the	score	for	Arthur,	Gísli	Jóhann	Grétarsson	to	join	me.	After	a	long	research	and	
theoretical	phase,	we	engaged	the	Icelandic	chamber	choir	Hymnodia	and	started	to	create	a	world	where	voice	was	
the	main	substance	-	a	country	called	“Voiceland”.	This	piece	will	be	explored	in	different	locations.



Great	Grand	Mother,	2014



Vokal-De-Konstruktion,	2017



New	challenges/theme	discoveries	during	my	work	with	“Vokal-De-Konstruktion”	(March	2017)

	 1)	 Dramaturgy
	 •	 Positions,	Transitions/Changes,	Movement	-	Choreography
	 •	 Sound-spheres	(confession,	dialogue	with	architecture,	atmospheres,	silence)

	 2)	 Working	with	a	big	group	of	people
	 •	 Training	methods	and	skills	to	performers
	 •	 Social	structures
	 •	 Directing	a	group	of	children
	 •	 Translation	and	the	possibilities	of	“misunderstanding”
	 •	 On	trust

	 3)	 Negotiation	of	space
	 •	 Sound	travels
	 •	 Performers	travel
	 •	 Audience	travels
	 •	 Managing	traffic	and	flow

	 4)	 Notation	of	sound	in	the	space
	 •	 Space	and	Bodies
	 •	 Space	and	Sound
	 •	 Distance	and	Closeness

	 5)	 The	rules	of	the	museum	in	relation	to	this	work

	 6)	 Guides	for	the	audience
	 7)	 Audience	members	meets	“groups”

	 8)	 The	performer`s	presence
	 •	 The	silent	performer
	 •	 People	understand	through	people
	 •	 Incognito	perforners
	 •	 Voice	as	an	extension	of	the	body
	 •	 Sound	as	interaction

	 9)	 Teaching	German	and	getting	to	the	core	of	a	text	together

	 10)	 Limitation	and	new	possibilities	through	Multimedia

	 11)	 The	isolated	conductor	
	 •	 The	sound	of	conducting	
	 •	 conducting	cameras
	 •	 Working	with	signals
	 •	 Tuning	the	separated	choir

	 12)	 Deconstruction	of	music
	 •	 Synchronised	in	time	-	different	spaces
	 •	 Sacral	music
	 •	 No	“full	picture”	exists

	 13)	 Becoming	of	a	listening	experience

	 14)	 Piece	versus	concert

	 15)	 Process		-	“on	moulding”

	 16)	 Composing	in	the	moment
	 •	 How	to	be	precise	when	you	look	for	the	abstract

	 17)	 Architecture	and/of	music
	 •	 How	a	space	makes	a	lot	of	choices	for	me
	 •	 Rehearsals	in	different	spaces
	 •	 Beat	and	Rhythm	in	spatial	compositions



One	Focus:	8)	The	performer`s	presence

The	silent	performer
•In	“Vokal-De-Konstruktion”	silence	was	a	compositional	parameter.	Through	the	dismantling	of	the	choral	structure,	
the	silences	that	are	part	of	the	choral	composition	become	evident.	One	may	have	noticed	the	silences	when	watching	
choir	performances.	They	can	become	visible	(rather	than	audible)	because	singers	let	their	score	sheets	sink,	they	do	
not	look	at	their	scores	anymore,	the	eyes	search	around,	look	at	the	audience,	etc.	In	this	performance	the	singers	
were	asked	to	stay	in	the	music	with	their	attention.	Possibilities	to	connect	to	the	music	were	to	watch	the	conductor,	
read	the	notes	of	the	other	voices,	or/and	listen	consciously	to	the	music	that	surrounds	them.
•There	is	a	beauty	in	seeing	the	performer	anticipate	the	next	part,	preparing	their	body	and	mind	for	the	creation	of	
the	next	sound.
•As	the	performers	also	provide	indication	for	the	audience	how	to	be	in	this	piece,	it	was	an	important	realisation	for	
me	that	silence	means	that	you	are	listening.	When	the	audience	sees	the	singers	listening	to	the	music,	they	expect	
that	is	worth	listening	more	closely.
•The	performer	may	feel	a	big	responsibility	towards	the	music	but	it	is	important	that	one	allows	oneself	to	enjoy	the	
music.
•It	is	important	to	be	aware	of	that	silence	is	more	than	being	quiet	and	“not	doing	anything”.	During	our	rehearsal	time	
we	did	some	exercises	in	order	to	reflect	on	this	aspect	and	practise	the	difference.	Especially	for	the	children	it	was	
important	to	understand	that	when	you	look	bored	or	search	for	things	to	occupy	your	mind,	you	take	the	pleasure/joy	
of	their	experience	away	from	the	audience.
•When	silence	was	an	introduced	part	in	the	dramaturgy	it	was	sometimes	to	help	all	-	the	performer`s	body,	the	at-
mosphere,	the	audience	-	to	tune	to	a	zero;	To	create	a	point	where	anything	could	happen	next,	and	would	enable	a	
refreshed	reception	in	relation	to	silence.

People	understand	through	people
•The	performer	is	subject,	not	object.	It	should	be	sensible	for	the	audience	that	each	choir	member	is	an	individual	
who	is	creating	their	own	experience.	Simultaneously	they	are	sharing	their	voice	and	presence	with	the	audience	and	
in	that	way	they	are	creating	an	experience	for	the	audience.
•Through	their	gaze	the	performers	can	confirm	kindly,	if	the	audience	seems	in	doubt.	“I	am	here	singing,	and	you	are	
there,	watching	and	listening.	We	do	this	together”
•The	performers	can	help	the	audience	to	feel	comfortable	looking	at	them
•When	the	singers	listen,	it	gives	a	sign	for	the	audience	that	there	is	something	to	listen	to.
•By	moving	singular	singers	and	groups	of	singers	through	the	space	we	make	clear	that	this	performance	is	in	con-
stant	movement.
•The	singers	can	create	space	for	the	audience,	physically	they	can	move	and	through	sound	they	can	embrace	the	
audience	or	lead	them/their	imagination	somewhere.

Incognito	performers
•In	the	first	half	of	the	piece	the	children	choir	(age	6-10)	was	part	of	the	audience.	The	best	way	for	them	to	be	in	it,	was	
to	be	good	examples	of	audience:	move	slowly,	stay	and	listen	carefully,	enjoy	themselves	without	distracting	others.
•We	had	supervisors	for	the	children	and	in	small	this	showed	what	we	were	concerned	about	in	big:	the	more	concrete	
and	strict	the	guidance,	the	less	organic	became	the	whole	ephemeral	community	of	the	piece.	The	more	freedom	the	
children	were	given	by	their	supervisors	the	more	they	explored	the	piece	in	their	own	way,	the	more	they	became	a	
part	of	the	whole	while	enjoying	themselves	more	clearly.
•The	children	also	gave	feedback	to	the	choir	after	the	premiere.	This	was	very	helpful	for	the	singers,	because	they	
trusted	their	fellow	singers	and	were	more	confident	when	they	performed	the	second	time.
•In	general	I	feel	that	having	incognito	performers	is	a	manipulation	I	would	like	to	avoid	but	in	this	piece	I	did	not	want	
the	children	to	wait	“backstage”	for	30	minutes	until	it	was	their	turn.	I	wanted	them	to	be	a	part	of	the	whole.	While	
they	were	a	part	of	it	it	made	sense	to	me	to	involve	them	in	the	dramaturgy	in	an	organic	way.

Voice	as	an	extension	of	the	body
•When	working	with	human	beings	who	create	sound	I	find	it	important	to	be	aware	of	the	voice	as	a	tool	that	can	reach	
a	person	who	is	not	looking	at	you,	who	may	not	even	be	in	the	same	space	as	you.	Practically,	if	someone	calls	my	
name	I	can	hear	that	if	I	am	far	away,	in	a	different	room,	or	if	that	person	is	behind	me.	Waving	at	me	may	reach	me	
from	the	distance	but	only	if	I	look	in	the	right	direction	at	the	same	time.
•When	working	with	choreography	I	use	this	extension	of	the	body	in	a	dynamic	and	three-dimensional	way.	In	order	
to	help	the	singers	understand	this	notion	I	created	some	games	for	this	piece	(that	will	be	described	in	“Workshops	-	
training	the	performer/	Learning	together”	later	in	my	research	process).
•In	site-specific	works	the	body	enters	a	dialogue	with	the	architecture	of	the	space.	Now	the	extension	of	what	we	
send	from	the	body	needs	to	be	introduced	to	the	questions	of	how	we	send	the	sound	and	from	where	(to	where).	



•In	the	big	architecture	of	Cabanas	the	aural	and	visual	perspective	shifts	often	when	moving	through	it	and	the	acous-
tics	inside	of	the	space	change	in	short	distances.	The	singers	would	get	accustomed	on	how	the	spaces	they	sang	
reacted	to	their	voices.	I	would	walk	through	the	spaces	in	order	to	find	out	if	the	mode	or	direction	they	sang	it	would	
have	to	be	adjusted	in	different	parts	of	the	piece	in	order	to	allow	the	music	to	express	itself	in	a	spatial	way	that	re-
lated	to	its	internal	logic.

Sound	as	interaction
•The	audience	is	able	to	adjust	physically	to	their	own	audio	sensitivity.	Often	already	turning	the	head	can	make	an	
uncomfortable	feeling	change	into	a	nice	balance.	If	a	singer	however	sings	too	loudly	and	the	space	screams	back	at	
him/her	there	is	no	other	possibility	to	escape	the	uncomfortable	feeling	but	leaving	the	space.	
•Sound	 is	 the	 guide	 in	 the	piece.	 It	 attracts	 the	 audience,	 stimulates	 the	 curiosity,	 pulls	 the	 audience	 towards.	 In	
Vokal-De-Konstruktion	the	audience	is	constantly	evaluating	if	the	experience	they	are	having	right	now,	is	the	experi-
ence	they	want.	The	bodies	in	a	space	then	change	the	acoustics	of	the	space	which	I	think	is	one	reason	why	audi-
ences	create	areas	where	many	mingle,	because	the	sound	becomes	“softer”	here.

Vokal-De-Konstruktion,	2017



Artist	statement	

In	my	work	I	am	exploring	the	extended	dialogue	between	space	-	sound	-	performers	-	audience.	The	relation	between	
the	imagined	art	piece	and	its	site	is	just	the	beginning	of	a	complex	dialogue	system	which	I	am	juggling	when	I	am	
creating	site-specific	live	performances.	

I	prepare	thoroughly	for	my	site-specific	creations	in	order	to	be	able	to	let	it	all	go	in	the	moment	I	encounter	the	actual	
situation.	In	addition	I	always	bring	a	tool	kit	that	is	equipped	with	games,	tasks,	spatial	strategies	and	different	forms	
of	sketching,	and	drafting	new	ideas	which	I	have	collected	during	many	years	as	an	artist	in	different	fields.	The	most	
important	tool	I	own	though	is	listening.	Listening	with	ears	and	eyes.	In	my	site-specific	works	the	place,	its	rhythms,	
its	traditions,	visible	and	invisible	frictions,	and	stories	that	people	tell	me	when	I	arrive,	among	other	factors,	influence	
the	piece.	One	could	say	they	infuse	the	piece	that	is	created.

The	investigation	of	what	surrounds	us	and	influences	us	through	artistic	modes	has	become	more	and	more	urgent	
for	me	in	the	past	years.	Shared	reality	seems	to	me	to	be	the	area	that	needs	to	be	made	visible.	With	my	installative	
pieces	I	try	to	create	ephemeral	societies.	It	is	the	production	of	A	reality.	The	idea	of	being	in	the	moment	together	
goes	hand	in	hand	with	the	possibility	to	access	one`s	inner	world	with	the	expectations	we	carry	within	and	the	mem-
ories	that	are	awoken	by	the	various	elements	of	the	work.	Time	and	space	are	more	flexible	than	we	often	are	aware	
of.	Both	are	shaped	constantly	in	this	shared	experience.	In	these	framed	temporary	societies	the	performers	and	the	
audience	reassure	each	other	through	their	physical	presence	in	the	space.	The	awareness	of	oneself	in	the	space	lets	
us	become	more	aware	of	ourselves	in	this	constellation.	In	general,	the	consciousness	of	how	we	sense	and	experi-
ence	as	human	beings	is	heightened.

Through	watching	the	audience	in	my	installative	pieces	I	discovered	the	question	“How	can	we	coexist,	be	different	
from	each	other,	be	selfish	in	following	our	desires	and	still	take	care	of	the	shared	experience?”	Everyone	moves	and	
is	moved	in	my	installation	pieces.	This	happens	on	several	layers,	our	attention	can	be	inside	and	outside	at	the	same	
time.	The	way	we	experience	things	influences	what	we	see.	The	audience	is	free	to	follow	their	curiosity	in	my	work.	
The	mode	in	which	the	singers	perform	and	the	scenographic	changes	in	the	performance	space	are	the	only	“guide	
on	how	to	BE”	in	my	works.	This	freedom	brings	a	responsibility	for	all	people	who	share	the	space	-	audience	and	
performers.	

One	feedback	that	keeps	on	reappearing	is	that	people	become	aware	that	freedom	asks	you	to	make	choices	and	
act	upon	them.	A	lot	of	people	find	it	challenging	that	there	is	no	“right	way”,	but	only	your	choices	that	create	your	
experience.	In	the	duration	of	the	pieces	people	realise	the	potential	this	form	holds	for	them.
Another	feedback	I	often	get	from	the	audience	is	how	much	my	work	seems	to	be	about	the	ability	to	surprise	with	
things	we	know.	Relating	to	this	I	just	read	the	following	quote	by	William	S.	Burroughs	about	painter	Gottfried	Heln-
wein`s	work:	“You	can’t	show	anyone	anything	he	hasn’t	seen	already	on	some	level	any	more	than	you	can	tell	anyone	
anything	he	doesn’t	already	know.	It	is	the	function	of	the	artist	to	evoke	the	experience	of	suppressed	recognition.	‘Yes	
that`s	it.’	To	show	the	viewer	what	he	knows	but	doesn´t	know	he	knows.”
Relating	to	my	work	with	sound	I	find	this	very	important.	I	often	am	impressed	by	how	skilled		a	listener	everyone	in	
the	audience	is,	if	one	considers	the	noise	that	we	face	everyday.	To	create	a	situation	where	one	is	able	to	re-discover	
the	joy	of	listening	is	therefore	a	goal	that	has	become	more	conscious	to	me	in	the	past	two	years.

.

.

.

A	short	mental	note	to	end	with:
My	colleague	composer	Gísli	Jóhann	Grétarsson	called	me	a	“spatialist”	the	other	day.	Maybe	one	day	I	will	write	the	
“statement	of	a	spatialist”.	

	3	days	later	--->



Confessions	of	a	spatialist	

Already	the	way	to	the	building	has	shaped	my	perception	of	what	comes	now	
towards	me	with	every	step	I	take.	My	feet	note	the	texture	of	the	ground,	my	
lungs	fill	with	air,	its	temperature,	its	dryness	or	humidity.	Time	has	caused	the	
walls	to	develop	new	layers	that	exude	a	fragrant	which	tries	to	find	a	new	
home	on	my	skin,	in	my	hair	and	my	clothing.	
When	I	enter	the	closed	space	the	open	acoustics,	the	inclusive	soundscape	
that	allows	knowledge	of	the	invisible	surrounding	are	shut	off.

The	space	reacts	to	my	presence.	My	presence	is	resonated	by	the	architec-
ture.

The	space	is	present.	Now	it	is	on	me	to	listen	to	the	questions	in	raises.	To	
listen	 to	 its	whispering	voice	 that	gives	me	access	 to	 its	secrets.	My	body	
start	 responding.	 I	 feel	drawn	to	certain	areas	 in	the	space.	First	 intuitively.	
When	I	have	learned	something	from	the	space,	my	spatial	investigation	be-
comes	more	determined.	How	do	the	different	elements	of	the	space	relate?	
Is	there	a	dialogue	that	should	be	made	audible?	How	does	the	space	contain	
the	 insides?	What	 relation	does	 the	space	have	 to	 the	outside	beyond	 the	
walls?	What	stories	does	the	building	tell?	What	is	its	social	history?	Are	there	
any	cues?	What	is	the	relation	between	my	human	body	to	this	architectural	
body?	How	does	the	embrace	of	the	architecture	feel?

I	like	to	take	time	for	this	first	meeting	with	the	space.	Often	I	don’t	have	that	
time	with	an	empty	space,	then	the	process	is	distributed	into	fragments	but	
the	listening	to	the	space	is	always	the	beginning.

Soon	I	bring	in	the	performers	in	order	to	test	this	relationship.	I	imagine	how	
the	space	reacts	to	the	performers	and	vice	versa	beforehand	but	it	is	impos-
sible	to	anticipate.	People	and	spaces	are	complex.	They	vibrate	in	their	own	
frequencies.	

By	passing	 improvisation	 tasks	 to	 the	performers	a	 theme	 for	 the	dialogue	
of	the	parties	 is	established.	Playfully	the	singers	can	now	explore	how	the	
space	 supports	 or	 resists	 their	 voices.	 I	 listen	 to	 their	 dialogue	 and	make	
notes	on	relations	that	trigger	my	curiosity.	In	order	to	investigate	those	areas	
of	special	interest	that	arise	I	suggest	new	tasks,	or	test	musical	material	or	
movements	 in	 the	space	 that	 I	had	developed	since	my	 last	visit.	Now	the	
attention	to	the	forms	that	are	created	and	to	the	frictions	that	surface,	reveal	
how	all	components	can	dance	together.

This	is	my	way	of	beginning	the	creation	of	a	site-specific	piece.

Inside,	2013



Discovering	voice	in	“Voiceland”
&
Exploring	sound	choreography	with	choir

In	2015,	after	I	finished	the	creation	of	the	installative	Opera	“Schnitzler´s	Dreams”,	I	followed	my	curiosity	for	voices	
in	a	space.	Following	the	work	with	4	opera	singers	and	4	instrumentalists	in	a	building	with	4	levels,	I	now	was	curi-
ous	about	what	hidden	potential	of	chorals	and	the	choir	as	en	ensemble	of	individual	voices,	a	spatial	exploration	of	
choir	performance	could	reveal.	I	asked	composer	Gísli	Jóhann	Grétarsson	to	join	me	in	developing	a	choir	piece	from	
scratch.	In	the	lyrics	I	used	onomatopoeia	as	a	first	starting	point	for	the	exploration	of	the	sound	of	the	voice.	Then	
we	looked	at	traditional	choral	music	and	evaluated	what	qualities	of	those	forms	would	be	useful	for	our	investigation	
and	which	elements	we	would	like	to	change	in	order	to	get	most	out	of	it	regarding	our	questions.	

Areas	of	focus	were:
-	 Sounding	possibilities	=	Klang
-	 Possibilities	for	spatial	distribution	of	the	choir	and	varying	distance	of	sounds
-	 Possibilities	for	choreography	of	the	singers
-	 How	the	sound	and	the	meaning	of	the	text	could	support	each	other
-	 How	words	could	turn	into	sounds	and	how	sounds	in	the	duration	of	a	piece	can	develop	into	different	words
-	 Possibilities	to	create	different	sound	atmospheres	(abstract	and	concrete)
-	 Possibilities	of	changing	the	appearance	of	the	space
-	 Change	of	aural	attention,	change	of	listening	mode	required
-	 Movement	of	sound	
-	 Enhancement	of	experiencing	the	forms	and	material	of	the	architecture

In	order	to	move	from	a	theoretical	approach	into	practical	try-outs,	we	prepared	a	one-week	workshop	with	the	Ice-
landic	choir	Hymnodia	in	autumn	2016.	During	the	workshop	we	worked	in	a	church,	a	rehearsal	space,	two	museum	
spaces	and	one	old	herring	factory.	The	difference	in	acoustics	was	immense.	To	notice	how	each	new	space	asked	us	
to	adjust	and	led	us	to	discover	new	possibilities	was	a	very	informative	process	for	us	and	the	singers.	
Exploring	the	single	voices	of	the	singers	and	their	voices	together	in	different	combinations	and	in	spatial	arrange-
ments	was	another	area	that	we	aimed	to	explore.	This	investigation	varied	from	sharing	strange	sounds	each	could	
do	with	their	voice,	voicing	paintings	in	groups,	improvising	around	different	consonants,	breath-battles	and	sound-
ball	games.	In	addition	we	brought	two	compositions	in	process,	one	that	is	a	choral	that	falls	apart	in	time	and	space	
towards	the	end	(“Against	all	odds”)	and	one	that	is	a	choreographed	Sprechgesang	(“Time	is	Money”).	Both	pieces	
were	tried	out	in	different	spaces	and	with	different	distributions	of	the	singers	in	those	spaces.	We	recorded	all	our	
work	in	sound	and	often	video	and	left	Iceland	with	a	rich	amount	of	material,	new	ideas	and	advanced	knowledge	on	
the	dialogue	between	voice	and	space.

Following	this	workshop	Gisli	and	I	were	granted	a	two-week	residency	at	BEK	(Bergen	Center	for	Electronic	Arts).	
Equipped	with	a	sound	system	with	8	speakers	that	we	distributed	in	the	studio	space	we	could	compose	the	sounds	
that	we	recorded	during	the	workshop	spatially	from	the	beginning.	This	process	was	very	helpful	for	the	composer	
and	me	because	we	could	edit	sounds	musically,	then	distribute	them	spatially,	listen	to	our	musical	sketch	walking	
between	the	speakers	and	make	adjustments	without	exhausting	the	voices	of	singers	in	this	process.	In	this	way	we	
could	play	around	for	hours,	change	between	compositions,	try	them	in	combination,	etc.	All	material,	without	excep-
tion,	came	from	the	singers.	Therefor	we	knew	that	they	were	able	to	produce	those	sounds.	During	this	phase	we	also	
developed	a	dramaturgy	for	the	piece	which	helped	us	to	know	what	we	still	were	missing.

The	next	phase	consisted	of	me	writing	the	libretto	and	Gisli	writing	the	compositions.	This	process	was	very	dialogic	
and	we	met	frequently	in	order	to	bring	out	the	qualities	that	we	were	concerned	with.	(see	“areas	of	focus”	further	up	
on	this	page)

In	order	to	enable	the	rehearsal	of	the	composed	musical	pieces	in	VOICELAND,	we	send	them	to	the	choir	when	we	
felt	the	pieces	were	in	a	stage	that	can	be	rehearsed.	It	was	important	to	me	to	make	clear	that	the	scores	served	as	
a	point	of	departure	and	that	we	would	further	develop	the	pieces	in	preparation	of	the	premiere.	Looking	back	now	
at	this	note	I	realise	that	it	may	have	inhibited	the	musical	rehearsals	for	the	choir	since	they	are	trained	to	rehearse	
what	is	written	on	the	page.	The	note	that	we	would	change	the	scores	as	we	go	along	seems	to	have	intimidated	as	
when	we	arrived	in	Iceland	one	month	before	the	premiere,	only	a	fraction	of	the	pieces	had	been	rehearsed,	the	others	
were	put	aside	out	of	uncertainty	on	how	to	approach	them.	I	see	now	that	I	should	have	been	more	aware	of	the	fact	
that	already	the	written	compositions	we	sent	were		challenging	forms	and	that	the	message	that	we	will	change	these	
systems	again	made	it	difficult	for	them	to	prepare.
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In	consequence	we	spent	the	first	rehearsals	talking	through	the	compositions	as	they	were	written,	trying	them	out,	
giving	space	for	questions	and	explanations.	During	the	musical	 rehearsals	Gisli	and	I	however	were	able	to	make	
changes	according	to	what	we	desired	in	each	composition	and	how	it	developed	with	the	voices	of	the	choir.
One	thing	I	already	know	from	“Schnitzler´s	Dreams”	is	that	one	should	let	singers	first	learn	the	music,	then	they	are	
ready	to	work	on	choreography.	In	VOICELAND	there	are	also	parts	that	are	more	improvisational.	For	these	parts	we	
could	start	moving	around	early	in	the	rehearsal	process	and	test	choreography	sketches	that	I	prepared	beforehand,	
and	form	them	further	together.
Two	weeks	before	the	premiere	we	started	to	be	able	to	rehearse	in	the	performance	space	(that	was	changed	tremen-
dously,	but	that	has	no	importance	in	this	text).	This	space	was	the	old	herring	factory	VERKSMIÐJAN	Á	HJALTEYRI	
where	we	had	one	day	during	our	previous	workshop	and	Hymnodia	had	performed	there	before.	We	used	two	levels:	
The	ground	floor,	a	tunnel	on	the	ground	floor	and	what	could	be	called	a	balcony	on	the	second	floor.	One	goal	was	
that	the	conductor	Eyþór	Ingi	Jónsson	would	become	quite	invisible	during	the	performance	therefor	it	was	important	
for	the	singers	to	get	used	to	orientate	themselves	on	the	other	singers	in	the	performance	space	as	early	as	possible.
The	improvisational	tasks	we	had	done	together	earlier	and	the	games	we	played	daily	to	warm	up,	helped	to	keep	a	
playful	attitude	also	in	the	rehearsal	process.	Hymnodia	is	formed	of	skilled	and	motivated	singers,	so	the	discipline	
was	never	a	problem.	In	the	last	week	before	the	premiere	I	noticed	that	the	singers	were	making	mistakes	they	hadn’t	
done	the	week	before,	therefor	I	decided	to	talk	with	them	about	the	language	of	the	piece	in	more	depth,	to	make	them	
more	aware	of	the	sharing	of	their	voice	and	the	creation	of	a	place	with	a	story	and	an	atmosphere	for	the	audience.	
It	was	important	for	me	that	they	understood	that	the	main	strength	in	this	piece	ins	the	inter-human	relation	and	that	if	
they	make	a	mistake	they	should	do	it	confidently	and	the	person	next	to	them	will	enjoy	this	“human	error”	more	than	
a	perfect	performance.

The	process	in	preparation	of	the	premiere	was	rushed	and	did	not	give	enough	possibility	to	learn	together	and	from	
each	other.	Hymnodia	and	I	decided	therefore	that	I	will	send	them	some	“spatial	tasks”	every	once	in	a	while	in	order	
to	enable	them	to	prepare	for	VOICELANDs	next	variations.	They	will	have	musical	rehearsals	in	which	they	will	prepare	
the	scores	as	they	are	now.	In	addition	we	will	have	another	workshop	where	we	will	explore	the	areas	of	focus	(see	
above)	further	in	a	playful	manner	and	through	the	material	we	have	developed	so	far.

Voiceland,	2017





Table of elements of a selection of my projects

Elements Street Opera Great Grand 
Mother

Inside Schnitzler`s 
Dreams 

Open Doors Klangkörper BEK-
residency

Vokal-De-
Konstruktion

Voiceland

Site-specific x x x x x x - x x

Existing 
music

x x - x x - - x -

New Music - - - x - - x - x

Improvisation - x x x x x x x x

Voice x x x x x - x x x

Body sounds - - x - x x - x x

Instruments x - - x - - - - -

Choreography L - x x x x x x x

Story x x x x x - - - x

Duration (in 
minutes)

6 20 15 60 20 30 O 60 60

Social x x L x x L x x x

Choir - - - - x - x x x

Free audience x x L x x - x x x

Image of 
sound

- - x x - x x x x

Physicality of 
sound

x x x x x x x x x
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Descriptions	and	photos	of	the	projects	in	the	table	of	projects	can	be	found	under	these	links:

Street	Opera:	https://www.mareikedobewall.com/works/opera/street-opera/

Great	Grand	Mother:	https://www.mareikedobewall.com/works/opera/great-grand-mother/

Inside:	https://www.mareikedobewall.com/works/installation/inside/

Schnitzler´s	Dreams:	https://www.mareikedobewall.com/works/installation/schnitzler-s-dreams/

Open	Doors:	https://www.mareikedobewall.com/works/opera/to-have-a-voice/

Klangkörper:	https://www.mareikedobewall.com/works/dance/klangkoerper/

BEK	residency:	http://voiceland.space/news/artists-talk-at-bek

Vokal-De-Konstruktion:	https://www.mareikedobewall.com/works/installation/vokal-de-konstruktion/

Voiceland:	http://voiceland.space/news.html	


