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NorthArc Percussion Group 

Strike/ Illuminate tour 

Nordic Culture Fund Project Description 
  

NorthArc Percussion Group is a Northern-Norway based ensemble comprised 

of percussionists Sindre Sætre (Norway), Vidar Thorbjørnsen (Norway), and Jennifer 

Torrence (recently relocated from the USA). NorthArc seeks to investigate, and 

subsequently cross, all lines existing between the art of percussion and the arts of 

theater, movement, lighting design, and visual arts. The Nordic Cultural Fund will 

support the debut NorthArc tour, Strike/Illuminate, an event which will bring new 

ideas to the classical music stage and incite cross-cultural and interdisciplinary 

collaboration. 

 Percussion is an inherently theatrical art. An audience member can often 

“hear” the sound of a percussion instrument long before it is struck based on what 

character, or stroke, with which the percussionist approaches the instrument.  A hard, 

quick stroke creates in the mind’s ear a loud and aggressive sound. Conversely, a 

soft, slow stroke creates a more lyrical sound within the mind. The full-bodied aspect 

of percussion, including complex movements and gestures around instruments as 

well as mallet and stick changes, makes every percussionist a “dancer”.  With the 

built-in shapes and angles of the percussion set up, the instruments themselves 

become a sculptural work of art. 

 Given these inherent qualities of percussive arts, many composers have 

delved into the performative potential involving theatrics. NorthArc is dedicated to the 

exploration of theatricality, which leads to the next question, what happens when 

lighting design plays a critical role in the production? How do pieces played in total 

darkness, to pulsing lights, and to standard lighting, change the auditory experience? 

Light has played a role in the theatrical and dance world for decades, and yet music 

has stayed in the “dark-ages” by keeping traditional concert halls and concert-

structures from the nineteenth century. Through the collaboration between NorthArc 

and Polish-born, Oslo-based visual artist, Alecksandra Niemczyk, Strike/Illuminate 

will challenge the classical musician to become a total performer and to innovative 

concert experiences and technologies. With music designed for performance in the 

dark, light as an object or character integral to the piece, and lighting as set design 
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within the instrument setups, the NorthArc tour will reconsider and redefine any 

conventions and lines drawn between theater and music. 

 NorthArc’s program is a progression from darkness to lightness and from light 

as an energy source to light as an object. The production begins in complete 

darkness with the world premiere by Icelandic composer, Anna Thorvaldsdottir for 

three percussionists. Following the darkness, Gerard Grisey’s Stele, duo for two bass 

drum and chronometer (a time keeping light source). Next is the European premiere 

of Pecas Secas, a duo for woods and metals in dim light, by Brazilian composer, 

Tania Lanfer. From here, the idea of light as an object is explored through a brand 

new work from American composer Carolyn Chen and the Scandinavian premiere of 

Greek composer, Manos Tsungaris’ TAFEL 1, for three actors, objects, and light. The 

keynote composition for the tour is the thirty-minute masterwork for percussion trio, 

Dressur (1983), composed by Mauricio Kagel. Dressur. A unique and rarely 

performed piece due to its scope and performative demands, Dressur undoubtedly 

stands as a masterpiece percussion and for all theatrical musical performance 

pieces.   

 The Nordic Cultural Fund would fund Strike/Illuminate, a six-city, four-country 

tour, to include Bodø , Tromsø  and Bergen, Norway; Stockholm, Sweden; 

Copenhagen, Denmark; and London, United Kingdom. Venues will include festivals 

such as the Avgarde Series in Bergen, culture centers such as the Bodø Kulturhus, 

and educational institutions such as the Tromsø Conservatory of music. In addition to 

performing our concert, we will we will host master classes for university-level 

composers in nearly every city we visit. These classes serve to discuss the pivotal 

works and the future for percussion and to establish relationships with Nordic 

composers for future commissions.  

 Through out the entirety of Strike/Illuminate, NorthArc will advertise to both 

musicians at universities and other art communities and schools such as dance, 

theatre and the visual arts. Further publicity will exist through social media networks, 

posters and visual aids, and newspaper interviews. At the close of our tour, NorthArc 

plans to apply for further funding to create a DVD/CD recording of the entire 

production, will distribute to university libraries through out the Nordic region. 

 The key purpose in a multi-city, multi-country tour is to create contact between 

NorthArc and composers and artists from the Scandinavian region.  Strike/Illuminate 

will expose NorthArc’s ideas and potential for experimentation, which will inevitably 
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ignite fresh ideas and cutting edge projects for the future. The longevity and 

sustainability of all arts is contingent upon the creation of new work. It is NorthArc 

Percussion Group’s aim to commission established and emerging composers from 

the Scandinavian region and to advocate for cross-art collaboration and discussion. 

Through the Strike/Illuminate tour, it is the NorthArc Percussion Group’s aim to bring 

Nordic people, musicians, and artists together by advocating for contemporary music 

and cross-art collaboration. 

 

NorthArc, Strike/Illuminate Tour Plan: 

 

March 3, 2012,  Bodø Kulturhus, Bodø, Norway, Performance 

March 5 - 6, Tromsø Conservatory of Music, Workshop and Performance, Tromsø, 

Norway 

March 7, Avgarde, Performance, Bergen, Norway 

March 8, Bergen Academy of Music, Workshop, Bergen, Norway 

March 10, Royal Swedish Academy of Music, Performance and Master Class, 

Stockholm 

March 12, Royal Danish Conservatory of Music, Performance and Workshop, 

Copenhagen 

March 14, Guildhall School of Music and Drama, Performance and Workshop, 

London, UK 
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About the examine 

 Percussionist Sindre Sætre was born in Bergen, Norway on January 22nd 

1987. He started his studies in pursuit of a professional carrier in performing music at 

the Grieg Academy of Music in Bergen in 2005. In 2009 he graduated with a bachelor 

degree in the same subject from Oberlin Conservatory of Music, Ohio, USA. Sindre 

then continued studying for a master degree in performing classical orchestral 

percussion at the Royal College of Music in Stockholm, Sweden, and with this master 

thesis he graduated in 2012. Through his carrier so far, Sindre has worked his way 

from performing with amateur wind- and brass bands in Norway to working with 

professional orchestras and ensembles in both Norway and Sweden. He has soloed 

with the Bergen Philharmonic Orchestra, Trondheim Symphony Orchestra and the 

Norwegian Broadcasting Orchestra as well as other amateur and professional 

ensembles. In 2007 he received the title “Musician of the year” by the Forsberg’s and 

Aulies Endowment in Norway. 

 

About “Creation of the ensemble NorthArc Percussion Group” 

 This is the written part of my master examination in performing classical 

percussion at the Royal College of Music in Stockholm. This thesis is a story on the 

creation of the NorthArc Percussion Group (from here on called NAP), from the first 

sharing of ideas between three young percussionists in Oslo in March 2010 through 

our experiences towards the finished first project, the Strike/ Illuminate Scandinavian 

tour in March 2012. The idea of writing about this subject emerged in the beginning 

of the second year of my master studies (2011). I realized that my acquired 

knowledge and all the effort already put into writing texts like business plans, 

budgets, artistic plans, applying for money, etc. could come in handy for this master 

thesis. I also realized my need to express the strong feelings I have about the 

importance of a music student creating a carrier in the “real world” outside school 

long before graduation. During my years as a student I have seen a lot of my fellow 

students getting stuck in the practice room when, even though they like it or not, they 

are about to be thrown into a life as a professional working musician. Even though 

every student has a responsibility for their own carrier I direct a big part of the blame 
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towards many music educations who in my view do not prepare the student 

sufficiently for what to expect from a carrier as an artist. Through 6 years of studies, I 

have seen and personally felt a need of information from the music education about 

entreprenearship and creative thinking in a musician’s carrier. The subject has come 

up from time to time but without any clear ideas or conclusions on how to attack it. 

The knowledge I have collected about entrepreneurship was acquired to some extent 

through asking questions to my teachers, who all have had successful creative 

carriers, but for the most part through my own research. As a result of all this I 

decided to take my experience with the creation of NAP, write a personal 

presentation from my point of view and share both rights and wrongs towards our 

creation of a working ensemble. The “Nordic Culture Fund project description” in the 

beginning of the thesis and the attached documents at the end will be explored in 

different paragraphs. The thesis will also include pictures from the complete process, 

and a DVD recording of the Strike/ Illuminate concert performance in Stockholm will 

be attached. 

 Thanks to my adviser Susanne Jaresand for help with this text. Thanks to all 

my instrumental teachers during my years at the Royal College, you have all had an 

influence on making me the person and musician I am today. A special thanks and 

memory to Anders Loguin- my professor and friend, who was the initial reason for me 

coming to Stockholm, and who left us all to soon. 
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History 

 March 5th, 2010: Bodø Sinfonietta with the new established- project based 

orchestra; Arctic Philharmonic is hosting an audition for the principal percussion 

position at the concert house in Oslo. At the audition there are around 30 young 

talented percussionists from Norway and abroad. Some I know from before and 

others I don’t. One of the people I know is Vidar Thorbjørnsen, a percussionist from 

Bodø who I studied together with at the Grieg Academy of Music in Bergen in 2006. 

Back then we had a normal personal relationship as between fellow students and we 

performed with different ensembles together both inside and outside the academy. In 

2007 I left Bergen to go study in the USA and we had seldom or no contact after that. 

Vidar finished his bachelor in Bergen and continued with his master studies at the 

Royal Danish Academy of Music in Copenhagen. Another percussionist I know at the 

audition in Oslo is Jennifer Torrence from Atlanta, USA. We studied together at 

Oberlin College of Music, Ohio, where we both graduated with a bachelor degree in 

2009. Jennifer and I also had a normal fellow student personal relationship in school, 

but one of the things we have in common is a personal experience of a music 

education that demand individual creative thinking among its students. After 

graduating from Oberlin I went to study for my masters in Stockholm in 2009 and 

Jennifer went to Guildhall School of Music in London to do a one- year Fulbright 

scholarship. It is no coincidence that Jennifer and I meet in Oslo since we have 

decided to do the audition together, and no matter how it goes, catch up for old times 

sake. To make a long story short, by the end of the day Jennifer is the only one left in 

the audition and is offered the job. I feel, like most of the other auditionees, 

disappointed by my own performance but at the same time I am overjoyed with my 

friend Jennifer winning. We connect with Vidar, and go out celebrating. Over the 

course of the night we are all getting to know each other a little bit better and the 

conversation takes a path with talking about the future, artistic visions and the culture 

scene in Bodø. After discussing and sharing ideas, we all come to a happy, and a bit 

surprising conclusion that we all share a lot of the same artistic visions. But more 

important, we share a common ambitious energy.  But the night comes to an end and 

the next morning we all leave Oslo for separate destinations. 
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Celebrating in Oslo. Photos by Sindre Sætre 

 

Research and challenging the established 

 In Scandinavia 2012, we have a couple fulltime professional percussion 

ensembles. In Norway there is the SISU percussion ensemble, in Sweden the 

Kroumata percussion ensemble. Further there are quite a few project- based 

ensembles like Pinquins (Oslo), Ensemble Evolution in (Piteå), Glorious Percussion 

(international/ Stockholm), Percurama (Copenhagen) among others. The most 

influential percussion ensemble in Scandinavia and in Europe up until today is the 

Kroumata ensemble, which was established in 1978. With a history of over 30 years 

the ensemble have presented audiences with music for percussion, and in many 

ways they have been pioneers for percussionists around the world. Ever since the 

late 70’s, Kroumata have worked with some of the major composers for the 

percussion repertoire and have commissioned pieces over the years that are now a 

part of the standard percussion repertoire. Many of these we like to categorize as the 

“classics” within percussion repertoire. The ensemble was also piloting cross- 

instrumental collaborations and has worked with great instrumentalists- and soloed 

with renowned orchestras in Sweden and internationally. The SISU ensemble in 

Norway was established in Oslo in 1993. This was the time when Kroumata were at 

the top of their fame and I regard the establishment of SISU a direct result of the job 

Kroumata had done in terms of legitimizing percussion as a solo concert instrument 

and making percussion popular in Scandinavia. SISU continued in the path of 

Kroumata and has also commissioned pieces from several different composers and 
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is acclaimed performers of the “classics” from the percussion repertoire. Like 

Kroumata, they have also worked with many interesting performers in Norway and 

internationally. 

Over the course of the evening in Oslo in March 2010 we were listing current 

percussion ensembles and discussing their strengths and weaknesses. The 

pioneers, Kroumata and SISU was a natural focus of the discussion since these are 

the full time, high profiled ensembles that we like many other percussionists have 

listened to and seen performed in various occasions through years of studies. 

Because of our ambitious personalities there was also an unspoken understanding 

that any future activities would be matched against these pillars of our genre. Like 

many young and restless artists before us, we could agree on that our predecessors 

in these ensembles did not obtain the same pace of renewal and innovation as they 

had done in their past. We stated that the percussion scene were still riding the same 

creative wave of the 1970s -80s. This was the “golden era” from where, as I 

mentioned before we have the “classic” percussion pieces, which back then was 

created on the exciting popular influences of minimalist music, serial music, new 

complexity music, world music, etc. This creativity resulted in what would become the 

typical Kroumata concert: There would be an opening piece, which was a drum piece 

and often ethnic-/ world music inspired, then you would have the “sound piece” often 

based on resonant metals, after that would be a minimalistic piece, and to end the 

concert you would have a loud drum piece, the crowd pleaser. If the audience 

enjoyed the concert (which they most often did) and gave a big applause then there 

usually would be a ragtime xylophone solo as an encore. Kroumata became more 

popular than any percussion ensemble, and one of the results of this was that their 

concert grid became the fixed grid for nearly every percussion ensemble concert 

produced since. The students of many different percussion ensembles in schools 

around the world have been thought to use the grid dutifully. It has been used so 

much that the audience that attends a percussion concert more or less know in 

advance what kind of music is going to be performed, and in most cases, that is also 

what they expect to hear! I would like to share a story of an ordinary concertgoer who 

attended NAP first concert in Bodø: It is the old lady who has reduced hearing and 

dependent on a hearing aid. Before the concert, thinking she knows what she is in 

for, she takes out her hearing aid and inserts earplugs instead. Expecting big bangs 
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and loud noises, she gets confused for the beginning of our concert, which for 30 

minutes is in complete darkness and consist for the most part of atmospheric soft 

sounds. Of course then she had a hard time trying to remove the earplugs and 

inserting her hearing aids again. The story is a good example of the presumptions 

and conceptions created by a pause in the innovation of percussion ensembles.  

Continuing with our pitching of ideas and visions in Oslo the three of us also 

agreed on that percussion is the most versatile musical instrument out there. The 

factors that made us come to this conclusion is the vast source of instruments, 

theatrical possibilities, movement possibilities, significance in human history and the 

fact that percussion is used in every genre of music existing in the world today. In 

terms of instruments there will always be the interesting controversy of what is a 

percussion instrument and what is not. If I would take a violin, turn the bow around 

and start playing groves on the strings, is it then a percussion instrument? And what 

about the frequent use of prepared pianos in our repertoire, is this playing piano or 

percussion? The theatrical possibilities of a percussionist can be illustrated by the 

rock drummer, that beats the drums with such expression that you would think his life 

is dependant on it and that he is in deep pain. The is no practical reason for the 

drummer to lift his arms over his head or to throw the sticks around, but it makes the 

impression of really loud playing and has a great show value. As a contrast, if a 

percussionist would play a drum with a slow graceful movement, the audience would, 

even before it’s created, envision the sound as being soft and sonorous. This of 

course is also closely connected to the possibilities of movements for a percussionist 

but it can also be elaborated by the example of a percussionist in an orchestra 

moving back and forth in between big instruments over a large stage, or a soloist 

moving inside a massive set-up of instruments. A percussion performance may often 

resemblance choreography. The significance of percussion through history stands for 

it self. Through science we know that ever since the beginning of the human species 

there has been use of drums in ritual, dance and everyday life and that it is closely 

connected to our existence and human behavior. This is also connected with the last 

factor; that percussion is used in every known genre of music. In ethnic music, folk 

music, classical music, contemporary music, pop and rock there will always be traces 

of percussion instruments.  
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 Having all these elements pronounced Jennifer, Vidar and I came to the 

conclusion that there was actually a need for a percussion ensemble that would 

shake things up a little bit and to take responsibility for using all the possibilities given 

to us as percussionist. Even though there is not a lack of ensembles out there, most 

of them are stuck in the typical percussion ensemble “grid”. We have great respect 

for all our predecessors and were not out to undermine their work for the genre, on 

the contrary. In fact our intentions would be to bring the traditions created  by great 

ensembles like SISU and Kroumata into the 21th century. This was the real seed for 

the future creation of NAP. 

 

The carrier of a percussionist 

 In today’s music education, a person studying to become a professional 

performing classical percussionist is expected to make a choice of direction in which 

he or she wants go in terms of future job possibilities. The two standardized 

directions of choice are to become an orchestral percussionist or a solo-/chamber 

music focused percussionist. The decision among students is more or less split down 

the middle. Even though the focus on repertoire is different between the two, they 

have in common that they most likely will end up in a situation of competition, like an 

audition or a soloist competition. Because of this, a student is expected to be 

preparing for these competitive situations though his or hers practicing. This means 

that a major part of a students practicing should contain a technical competitive focus 

in contrast to a creative experimental focus. For a percussionist wanting a job in an 

orchestra, where in average there are 3- 4 permanent positions that can be retained 

until retirement, it is for certain that most will go without a job. The choice then for the 

ones that are not too proud to let go of the orchestral dream is to go with the “safe” 

backup of teaching, supplemented with work as a freelance musician. This is where 

most percussionists’ carriers stop after going through many years of studying and 

preparing for an orchestral job that never came. The experimental, creative aspect of 

being involved with art, which separates musician from the machine, is way to often 

not prioritize. Therefore, a direction that percussionists much too seldom dare to 

explore is to create their own performing carriers, through entrepreneurship, creating 

own fulltime ensembles, promote themselves as solo performers, and so on. For 
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many it may seem like a scary direction to take also because of the fear of not having 

enough interesting creative ideas to make argue for their existence. But I believe that 

here in Scandinavia, where culture is blessed by still being relatively well- funded, we 

have the opportunity to be creative and experimental therefore we should try to make 

the most out of it.  

 For me, like many others, I always wanted to win an audition and get a job in a 

professional symphony orchestra. From the first moment I started my studies at the 

Grieg Academy, I admired my teachers from the Bergen Philharmonic, wanting their 

life and carrier. This meant that I had to put down extra effort into practicing 

orchestral excerpts on the dictated path to a future audition. Soon I was so focused 

that all of my classmates and everyone around in the percussion community was 

regarded and weighed as a possible competitor for a future job. If I were to evaluate 

my time spent as a music student, the years of manic focus on getting the orchestral 

job has been a big mistake, and to an extremity, a waste of time. Of course, no 

matter what you practice as long as you are practicing right it will make you a better 

performer in some way or another, but many times the focus has kept me from 

exploring other amazing paths that a carrier as a musician or an artist may take you.  

 The establishment of NAP has already given me a lot of positive experiences, 

and showed me what I can get out of exploring my artistry and musicianship together 

with two good colleagues and friends. Through NAP we all can express our true 

creativeness by deciding what kind of repertoire we want to play, how we want to 

play it and where we want to play it, and everything we do is our own product from 

beginning to end. Through this process I have also discovered a not so hidden 

entrepreneur within myself with the lust of making NAP in to a well functioning 

organization that can be our fulltime jobs for many years. 
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One of many Skype meetings. Screenshot. 

 

First step- planning 

 In June 2010 Jennifer moved to Bodø to start her new job in the Bodø 

Sinfonietta. At the same time, Vidar also moved back to Bodø from Copenhagen to 

start his job as the stage manager for the sinfonietta. This meant that the two of them 

were working together in and for the ensemble. In August the same year I started a 

one- year subsitute position in an army band in Bergen. Now that Jennifer and Vidar 

were spending a lot of time together naturally they continued the discussion and 

sharing of ideas from Oslo. Soon all three of us had established regular contact again 

and had frequent Skype- meetings and email conversations. We decided we wanted 

to create a percussion ensemble and had long discussions back and forth weather 

we should include more people in the ensemble or not. Initially the format we were 

thinking about was a sextet, to follow up on the Kroumata legacy and so that we 

could be able to play the big ensemble pieces if called for. A quartet was also one 

idea and at one point we actually had asked a fourth person to join in, but in the end 

we decided to work with just the three of us and to stick to the vision of creating a 

new percussion ensemble format, for which together we shared.  
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 Jennifer was already searching for something that could be our first project. 

She discovered the Nordic Culture Fund, which is a fund that supports artistic 

projects that incorporates several Nordic countries in some way. Weather the idea of 

a tour came up before she found the fund or if it was as result of the discovery, I do 

not know, but soon we had our first idea of a project ready, a Scandinavian debut 

tour. The ideas were pitched back and forth on what kind of pieces we wanted to play 

and where we wanted to go. The piece Dressur, by Mauricio Kagel, which is a 

percussion trio a bit out of the ordinary by the way it incorporates elements of theater 

and use of absurd instrumentation, was a piece we decided on early in the process 

as we felt it was right “down our alley” in terms of our artistic profile. It was also a 

piece that had seldom been performed in Scandinavia. Another piece we decided on 

was a piece by Gerard Grisey called Stèle. The piece is a bass drum duo performed 

in the dark with a third performer keeping time with a light chronometer. We were 

intrigued by the piece and how the composer have enhanced the experience of it 

piece by change the environmental conditions for the audience, here by removing the 

light. This together with a second piece that was also playing with the use of light 

gave the spark to create a program based on the idea of a progression from 

darkness to light. Jennifer was already in contact with a three young talented 

composers that she knew from her studies in London and San Diego. We had been 

talking about commissioning them to each write a piece for the ensemble and the 

tour, and now with the settlement of an overall character of the concert program, we 

could even ask them to write musical pieces that would use light in a meaningful way. 

The title of the tour became Strike/ Illuminate. 

 The tour locations was partly decided by where we wanted to go and where 

we thought it would be possible to go. We decided to go with cities where we knew 

we already had established contacts. Jennifer was responsible for London and Bodø, 

Vidar had Tromsø and Copenhagen, and I had Bergen and Stockholm. It was 

important for us to quickly establish contact and getting to know our performance 

posibilities for each city as soon as possible, since application do- dates was coming 

up and we wanted to add names to our application for more credibility. The 

commissioned composers were already on the list. Another factor that we knew 

would strengthen our application to the Nordic Culture Fund was to add workshops 

for general audiences and for students at our tour stops. It is a fact that when 
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applying for funds, making a part of the project reaching out to a young audience 

may be the difference between getting funded or not. For us it only meant that we got 

to do something that was fun and important like sharing our experiences and talking 

about our music, but also, for the application it was crucial. The most challenging part 

of creating the funding application was writing the budget. Since none of us had any 

experience in planning or producing a project of this size we really had to put our 

heads together to try to think of every possible expense in this project and write it 

down in a sensible way. In a moment of doubt for the project, we decided to not 

include salaries for our selves. Any surplus from the tour would go into the NAP 

account and stand as a buffer for future projects. Looking back at it now, I believe 

that the project was well enough planned and articulated that if we had chosen to 

widen our budget to include salaries and not playing it safe, I think we could have 

collected enough funding to take the project to the next level.  

 We completed the Nordic Culture Fund application which is the document on 

page 1 of this thesis together with 4 attached documents at the end. At the same 

time we also applied to several other funds. These were the Norwegian Culture 

Fund, Fund for Performing Artists in Norway, The Norwegian Foreign Department 

and a British composers fund called BASCA. The application was the same for all the 

fund’s, only revised to fit the different fund’s specifications. 

 

Next step- putting plans to life and re- planning 

 After waiting for a couple of months we started getting replies stating that we 

had been selected for funding. And even though non of the funds were willing to 

provide us with the full amount applied for (they usually give less), all in all we had 

enough funds to go through with our plans. In October 2011, having the funding 

ready, we could finally start making solid plans and then put our plans to life. In 

between all this there were some important practical details that had to be solved and 

that we wanted to get out of the way in order to make the ensemble as legitimate as 

possible from the get go. First we had to register ourselves as an official organization 

in the Norwegian Brønnøysund Register. Then we had to get a bank account. After 

that we needed to get our promotion pictures taken and last we needed to get a 
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official webpage. Even though these things were not hard to do they required some 

planning, time and effort. Like for instance, situations requiring signatures by 

everyone of us or photo shoots where naturally we needed to be in the same place, 

had to be postponed to when we were all gathered in Bodø. The order of the tasks 

was natural since we needed an organization number to be able to get a bank 

account, and in order to have anything to promote ourselves with on a webpage we 

needed promotion pictures.  

 The ball was rolling and even though we believed in strong product, we were 

still amazed that a group that had not even played a single note together could be 

funded for a Scandinavian tour. The next step was to plan for actual rehearsal time, 

and to start with we scheduled for three rehearsal weeks where I would fly from 

Stockholm to Bodø and we would rehearse there. In Bodø, Jennifer and Vidar had 

access to all the instruments of the Bodø Sinfonietta which was crucial. At the same 

time we were in dialogues with the already established contacts at the different tour 

locations. Some of them were not able to offer us performances so we needed to 

come up with other solutions. The planned Copenhagen and London performances 

was turned into perfomances in Odense and Reykjavik. I have a friend of a friend in 

Odense who is a percussionist, and he connected us with the music conservatory in 

town. Anna Thorvaldsdottir, one of our commissioned composers is from Iceland and 

she had us scheduled for a performance at a new music concert series in Reykjavik. 

After re- planning the tour locations and then concert venues, we were booked at 

both big costly concert arenas like the Culture House in Bodø and Capitol in 

Stockholm, and free concert venues like the Art Museum in Reykjavik, the 

Conservatory of Music in Tromsø, the Conservatory of Music in Odense and the 

Avgarde music series in Bergen. 

 

Organizing tasks 

 Backing up in the process a little bit, I want to describe the way we organized 

the production tasks among the three of us and the importance of this. When we first 

got together to form our project through Skype- meetings, we knew that by dividing 

up the different tasks of planning and producing would result in a more efficient way 
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of moving forward with the process. Also, in order to keep the good energy within the 

group and prevent anyone from being overloaded with work we needed a good 

balance of workload. The main responsibilities were divided naturally between the 

different talents of the members of the group. Jennifer, who is great with expressing 

ideas and the most fluent in English was writing project descriptions. Vidar who has a 

talent in and experience with producing and organizing was working on practical 

details like getting instruments and communicating with the concert venues. I had 

experience in applying for funds so I was sending funding applications and was 

keeping the accounts for the project.  

!

Practicing in the basement of Bodø Culture House. Screenshot 

 

Another step- complications and solutions 

 When we finally got to the point where we could start rehearsing together in 

November 2011 we immediately was faced with a silly complication rooted in our 

inexperience in producing a project of this size. Our budget had not taken in consider 

renting a rehearsal space, and renting a hall in the Bodø Culture House would have 

had catastrophically consequences for our budget. The result was to sneak in 

between Bodø Sinfonietta rehearsals in the hall they rented, but for most of the time 
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to carry all our instruments down narrow stairs and rehearse in a closed down pool 

locker room. Another discovery based on our inexperience was that the individual 

musical and technical preparation before coming together for rehearsals was not 

good enough. We had an ensemble form that was dependent on high efficiency in 

the little rehearsal time we had together and by the time the week came to an end we 

had only accomplished a small part of what we had expected beforehand. The last 

day we sat down and evaluated the week as a group and agreed on better 

preparation for future rehearsals. 

  

Skype- meeting with Anna Thorvaldsdottir. Photos by Sindre Sætre 

 

 By our second rehearsal week in January 2012 we were still waiting on 

receiving some of the commissioned pieces. It was way over the deadline so we 

were considering other possibilities for the concert program. At that point, after going 

back and forth with changes to the program over the last couple of month of planning 

the program included Stèle, the commissions and Dressur. The rest of the 

commissions were handed to us by the end of the week which resulted in another 

problem. One of the pieces was much longer than what we had commissioned and 

had expected when planning the program. We decided that the way to solve the 

problem and to still keep a concert program with a natural flow was to remove one 

piece (Stèle) and to kindly ask the composer to cut her piece in half. The final result 

with the program consisting of three new commissions and Dressur, separated by a 

short intermission, was a well-balanced and interesting program fitted for our first 

introduction as an ensemble. The initial idea of the concert being “…a progression 
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from darkness to lightness and from light as an energy source to light as an object” 

was still to some extent a part of our performance, but since we along the way had 

eliminated the collaboration with visual designer Alecksandra Niemczyk, both the 

artistic and technical details of including light had to be solved by the composers and 

by us. The three new commissions in the first half of the program all asked for the 

lights in the hall to be put out in order to be performed in complete darkness and for 

the composed lights to have maximum effect.  

 Our third rehearsal week in February 2012 was the first time we had all the 

music ready and could start focusing on other aspects of the performance like the 

instruments, sounds, lighting, choreography, etc. Even though we had an efficient 

progress, we decided through the course of the week that in order to be ready in time 

for the tour we needed a fourth rehearsal period. This was scheduled for the week 

before the tour in March. This shortfall in the planning by overestimating the time set 

aside for the project could easily have resulted in a major failure in the budget, but 

since we from day one had decided to be careful with our expenses, we could now 

easily shift some numbers around. 

!
Vidar in the workshop building instruments/ Charolyn Chen visiting in Bodø. Photos by 
Sindre Sætre 
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The tour 

 One of the most important and demanding tasks when organizing a tour with a 

percussion ensemble is planning for instruments. Weather you decide to rent 

instruments on location or bring own instruments there is a lot to consider. As 

percussionists, we know about this challenge through experience and for this tour 

instrument planning started from day one. Through our first discussions on what 

pieces to play we were also considering what instruments they called for. The original 

program included big instruments like two bass drums, marimba and vibraphone 

which we could not bring ourselves but that we knew most likely would be available 

at every location. The pieces also called for many small special instruments that we 

considered we could bring ourselves. When dealing with new commissions for 

percussion, most likely you can expect the composer to ask for a large range of 

instruments that may often be difficult to transport. To prevent any surprises in terms 

of planning for instruments, we asked the composers to write mostly for instruments 

already asked for in the proposed pieces for the program. Except for a couple of 

additions, the commissions delivered to the task and we were able to rent all the big 

instruments on location. The small special instruments we were able to fit in three 

large suitcases that we could check in on the flights, also preventing us from extra 

baggage costs. 

   

Packing for the tour/ On the sunbway in Stockholm. Photos by Sindre Sætre 
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  When the time came to set out for the tour on March 16th 2012, we were well 

prepared with both the program and the logistics. The new commissions had 

undergone an intense period of studying and we felt that we could present them with 

convincing artistic interpretation. The technical issues of the first half of the program, 

dealing with the darkness and light, had been solved in a clever way. Dressur was 

well rehearsed and fully memorized which became a source of many compliments 

over the course of our tour. Our first concert was on Iceland where we met with Anna 

Thorvalsdottir and got to personally work with her on her piece. After Iceland we 

travelled back to Bodø where the second commissioned composer, Carolyn Chen 

was visiting and got to experience our performance of her piece. The next stop was 

in Tromsø where we played at the music conservatory together with hosting a master 

class and individual lessons for the students. From Tromsø we travelled to Odense 

and met with Antonia Barnett- McIntosh, the third and last of our commissioned 

composers. We hosted a workshop for the students at the music conservatory and 

performed our concert in the conservatory concert hall. The tour went on to 

Stockholm where we performed in the legendary concert hall of Kroumata, Capitol. 

Also there we hosted a workshop for the students at the Royal Academy of Music. 

Our last concerts was in Bergen were we hosted a lecture and a performance at the 

Grieg Academy of Music and performed at the Avgarde new music concert series. 

 

!
Workshop for students in Odense/ Rigging for the performance. Photos by Bent Nielson 
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Finalizing a project 
  

 When a project like the Strike/Illuminate Tour is all over and all you dream of is 

a long holiday away from dealing with funding applications and producing concerts, it 

is time to finalize the project with sending project reports and financial reports to the 

sponsoring funds. This may take a while, especially if you are doing the accounting 

yourself (which you can for smaller amounts of funding), since you need to gather 

receipts and getting control over the spending. The sponsors then want you to make 

a report on how the project went according to your original plans and a report on how 

the expenses were in comparison to the original budget. All this needs to be done in 

order to get the final product approved by the funds, and for the funds that split the 

payment between the start of the project and after the project is finished, you can 

only get the rest of the money by handing in the final report. 

 

Result and conclusion  
  

 When we established NAP, we were clear on that we did not want to be a part 

of  “just another percussion group”. It has become a cliché where the fresh 

professional percussion student just graduated from school, is inspired and wants to 

create a new fresh ensemble, but ends up copying the format of all the other 

percussion ensembles out there. This results in a non-renewal of the genre and 

ensembles getting stuck at the mill grinding the same music over and over again. It 

has been like this for decades now and is the reason for common prejudgments of 

what a percussion ensemble is and can be. Over the course of the tour we met quite 

a few percussionists that came to our concerts, and of course we were eager to hear 

their judgment of the show. Every single one of them, both young students and 

professionals, that had been in the business for a long time said that this was 

something new and interesting, and that they all truly enjoyed our concept. To 

receive this acknowledgement from fellow percussionists, who often can be nerdy 

fans of classic percussion ensembles, is maybe the greatest approval for that we are 

on the right track. We want to bring these good experiences and go into the future 

together in NAP. Our dream now is to make it a fulltime organization where our work 
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is divided between the ensemble experimenting and creating together, 

commissioning new pieces, doing research together with composers, collaborating 

with other artists and groups and educating students and audiences in Norway and 

abroad.  

 

 

!
Interview at NRK Radio in Bodø. Photo by NRK Nordland. 

 

 

 From the very beginning the idea of “learning by doing” was in many situations 

what drove us forward in the project. In this thesis I have commented on and 

highlighted aspects of the project that was not so good, that we could have planned 

better or solved more efficiently. One aspect that did not go as smooth as we had 

hoped for and that I want to bring extra focus on was the marketing strategy. Since 

we had nothing to show for in terms of earlier performances of NAP, we never 

expected to raise any big crowds for our this first ever project and debut tour. We set 

out to market our performances through producing posters, e-mailing lists, facebook 

events and contacting the media but the results we had for most of the tour in terms 

of audience numbers was disappointing. After evaluating our marketing strategy we 

came to the conclusion that for future projects we would put more effort into getting 
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the attention of medias like newspapers and live broadcasting like radio and TV. Our 

experience show that writing e-mails with press releases and personal invitations is 

not enough if you want to catch the interest of journalist, you need to pick up the 

phone and call to personally present the project and to make a connection. We used 

this strategy leading up to our performance in Bodø and the result was several 

articles in the local newspaper and an interview at the local radio station. We 

managed to draw an audience of around 90 people which was by far the largest 

number of audience on the tour. Other mistakes were not to use our full marketing 

budget since we decided to hold back with the newspaper ads and other costly 

advertisement. We were too late with our info for the local art calendars, which needs 

to be in at least a month before any performance. The press releases that we did 

send out should also have been sent out earlier, and again, followed up on: one e-

mail 4 weeks before, then 2 weeks before and on the week of the performance you 

pick up the phone and call to check if they received your e-mails. 

 From the first sharing of ideas in an Oslo restaurant, through the establishing 

of NAP and to our first production, we have gone through a massive learning curve, 

both as individuals and as an ensemble. Through this experience we have gained 

valuable knowledge about practical matters when establishing an organization; we 

have learned the importance of written agreements; we have learned how to think 

creatively when not everything go according to the plan; we have discovered both 

personal and professional boundaries and skills; but most important, we have felt the 

excitement over giving life to a great project. Many of these experiences have non-or 

little musical value in the way that you cannot take them on stage with you, but at the 

same time, they are everyday experiences in life. To me, that is what gives meaning 

to it all and which is my ultimate goal, to be able to connect my professional art life 

with my personal everyday life. 
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Bloom- one success never comes alone  

 Since the start of planning and producing the Strike/Illuminate tour, other 

future projects including NAP has already been rolling in. Jennifer applied for a 

“young artist” stipend from the Northern Norway Festspill with a project including 

various artists within the genres of video design, light design, dance and music from 

Norway and abroad. She got the grant and now the project will take place in 

Grottebadet in Harstad (a swimming hall/ water park inside a mountain) in June 

2012. All the involved artists will then come together to share their art and to create a 

one- night only performance. Another project is collaboration between NAP and Bodø 

Sinfonietta on a Cage Festival in Bodø in November 2012. For the celebration of 

what would have been John Cage’s 100th birthday we are inviting acclaimed Cage 

performers like pianist James Clapperton and former Kroumata member, Leif 

Karlsson. Other projects were also presented to us during our tour and 

performances, and travelling around and giving concerts has shown it self to be the 

best and most efficient way to connect with future collaborators and employers. You 

never know which contact or connection is going to bring new interesting projects the 

ensemble so we like to keep our doors open and meet with as many people as 

possible.  
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The following documents are parts of the Nordic Culture Fund 

application (continued from page 1 in this thesis) that was our 

first funding application for NAP and that describes the 

Strike/Illuminate project well.  
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Attached document #1 

 

Nordic Dimension 
 

 The mission of the NorthArc Percussion Group is to blur all borders between 

cultures and artistic media; to create visually and sonically stunning performances 

which capture the expressive power of collaboration in the arts. The Strike/Illuminate 

tour exists on a Nordic dimension to foster relations with artists from throughout the 

region, to share the creative energies of Northern Norway with the people of Norway, 

Sweden, Denmark, and to also expose the creative energies of Nordic nations with 

the cultural capital of London, UK. Finally, Strike/Illuminate will exhibit NorthArc 

collaborations with Nordic-based artists such as Anna Thorvaldsdottir and 

Alecksandra Niemczyk.    

 Comprised of both American and Norwegian members, NorthArc Percussion 

Group is an  intrinsically international ensemble. The Strike/Illuminate tour will cover 

three Nordic nations and feature new work from Icelandic, Norwegian, and American 

composers, as well as work from Brazil, Greece, France, and Argentina.  

Strike/Illuminate also marks the first collaboration between new Nordic resident and 

visual artist, Alecksandra Niemczyk.  

 A key aspect of the Strike/Illuminate tour is master classes given in music 

academies in Bergen, Tromsø , Stockholm, Copenhagen, and London. These 

classes will create direct dialogue with composers and musicians to stimulate 

discussion on the future of contemporary performance and the concepts of 

collaboration in the arts, especially within the Nordic countries. Furthermore, these 

classes will encourage future projects and Nordic cooperation. 

 Though the extreme geographies and arduous histories have kept Nordic 

cooperation from occurring organically, NorthArc believes in the innate ability of 

music and cross-art collaboration to promote deeper understanding and 

communication. With a dedication to advocacy, education, and innovation within and 

for the Nordic region, the Strike/Illuminate tour will proudly represent the missions of 

the Nordic Cultural Fund. 
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Attached document #2 
 
 

NorthArc, Strike/Illuminate Tour Budget (revised). 
 

 
Rehearsal periods                 
 
Rehearsal week 1 (11/11-2011 – 19/11-2011) in Bodø 
Travel 
One (1) flight Stockholm – Bodø t/r (for Sætre)       2.000 DKK 
 
Board 
Estimated board pr. day = 400 DKK  
400 DKK x 9 days x 3 persons                 10.800 DKK 
 
Rehearsal week 2 (09/01-2012 – 15/01-2012) in Bodø 
Travel 
One (1) flight Stockholm – Bodø t/r (for Sætre)       2.000 DKK 
 
Board 
Estimated board pr. day = 400 DKK  
400 DKK x 7 days x 3 persons                   8.400 DKK 
 
Rehearsal week 3 (22/02-2012 – 26/02-2012) in Bodø 
Travel 
One (1) flight Stockholm – Bodø t/r (for Sætre)       2.000 DKK 
 
Board 
Estimated board pr. day = 400 DKK  
400 DKK x 5 days x 3 persons                    6.000 DKK 
 
Rehearsal week 4 (12/03-2012 – 15/03-2012) in Bodø 
Travel 
One (1) flight Stockholm – Bodø t/r  
(return after Bodø concert 20/7)         2.000 DKK 
 
Board 
Estimated board pr. day = 400 DKK  
400 DKK x 4 days x 3 persons         4.800 DKK 
 
TOTAL COST- REHEARSAL PERIODS            38.000 DKK 
 
 
Tour                     
 
Travel 
Three (3) flights Bodø – Reykjavik t/r             12.000 DKK 
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Two (2) flights Bodø – Tromsø         3.000 DKK 
One (1) flight Stockholm – Tromsø      1.000 DKK 
 
Three (3) flights Tromsø – Copenhagen        3.000 DKK 
Three (3) train tickets Copenhagen – Odense t/r   1.600 DKK 
Three (3) flights Copenhagen – Stockholm     1.000 DKK 
Two (2) flights Stockholm – Bodø      2.500 DKK 
Two (2) flights Bodø – Bergen t/r         3.500 DKK 
One (1) flight Bergen – Stockholm      1.000 DKK 
 
 
Extra baggage costs       4.500 DKK 
          
                  33.100 DKK 
Housing 
Three (3) persons, estimating 1.000 DKK a person/ night 
 
Reykjavik, 16/03-2012 – 19/03-2012 (three (3) nights)     9.000 DKK 
Tromsø, 25/03-2012 – 27/03-2012 (two (2) nights)   6.000 DKK 
Odense, 27/03-2012 – 29/03-2012 (two (2) nights)   6.000 DKK 
Stockholm, 29/03-2012 – 30/03-2012 (one (1) night)   
(only Torrence and Thorbjørnsen)        2.000 DKK 
 
*In Bodø and Bergen we will stay in private housing. 
 
Board 
Three (3) persons, 400 DKK in board a person/ day 
 
Reykjavik, 16/03-2012 – 18/03-2012 (three (3) days)     3.600 DKK 
Bodø, 19/03-2012 – 20/03-2012 (two (2) days)      2.400 DKK 
Tromsø, 25/03-2012 – 26/03-2012 (two (2) days)     2.400 DKK 
Odense, 27/03-2012 – 28/03-2012 (two (2) days)   2.400 DKK 
Stockholm, 29/03-2012 – 30/03-2012 (two (2) days)   2.400 DKK 
Bergen, 09/04-2012 – 10/04-2012 (two (2) days)   2.400 DKK 
        
 
                  38.600 DKK 
 
TOTAL COST- TOUR TRAVEL, HOUSE AND BOARD               77.100 DKK 
 
 
Production           
 
 
Concert in Reykjavik 
Sound and light rental          2.000 DKK 
Instrument rental          1.000 DKK 
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Concert in Bodø 
Rent Bodø Culture House, Concert Hall       3.800 DKK 
Reception after concert (Bodø premier)       5.000 DKK 
 
Concert in Tromsø 
Sound and light rental       2.000 DKK 
 
Concert in Odense 
Sound and light rental       2.000 DKK 
 
Concert in Stockholm 
Rent, Capitol Concert venue              10.000 DKK 
Instrument rental          5.000 DKK 
 
Concert in Bergen 
Instrumental rental          3.000 DKK 
 
Promotion 
Posters, newspaper advert, programs             10.000 DKK 
 
Webpage                    500 DKK 
 
Press photos            3.000 DKK 
 
TOTAL COST- PRODUCTION              47.300 DKK 
 
 
Other expenses                  
  
 
Kagel, Dressur Score        300 DKK 
Grisey, Stelé Score              300 DKK 
 
Other music/ score related expenses  
(photocopies, black cardboard, tape etc.)             2.000 DKK 
 
Commissioned music, requested lights        5.000 DKK 
Rare percussion instruments purchase             10.000 DKK 
 
Unexpected expenses               10.000 DKK 
 
Honorary fee to composers Carolyn Chen, 
Anna Thorvaldsdottir and Antonia Barnett-McIntosh          15.000 DKK 
 
TOTAL COST- OTHER EXPENCES            42.600 DKK 
 
TOTAL COST- STRIKE/ ILLUMINATE TOUR              205.000 DKK 
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Estimated income                 
 
Estimated ticket sales  
6 concerts/ ticket cost average 100 DKK (-25% tax = 75 DKK) 
Average of 25 spectators each night     11.250 DKK 
 
Norwegian Art Council Fund         
(75.000 NOK, 1,00 NOK= 0,96 DKK)     72.000 DKK 
 
Nordic Culture Fund        40.000 DKK 
 
Fund for Performing Artists  
(20.000 NOK, 1,00 NOK= 0,96 DKK)     19.200 DKK 
 
Avgare concert series         9.000 DKK 
 
NorthArc personal funds       53.550 DKK 
 
 
 
TOTAL ESTIMATED INCOME-  
STRIKE/ ILLUMINATE TOUR                205.000 DKK 
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Attached document #3 

 

Marketing plan 
 

 For the NorthArc tour, Strike/Illuminate, we will administer a three-part 

marketing scheme: through social media networks and an online presence, targeted 

paper-media marketing to art, theater, dance, and music students and professionals, 

and general advertisement through newspapers and art publications.  

 The most efficient method of marketing in today's interconnected world occurs 

through the paperless media of the Internet. Therefore, NorthArc will focus the 

promotion of the tour, Strike/Illuminate, through social media interfaces like Facebook 

and Twitter, as well as online events calendars at each local venue. We will both 

develop our own Internet presence and direct our followers to the individual 

composer's web pages for additional postings. These actions will both further expose 

these young, emerging composers and expand our virtual presence.  

 We believe that the cities we have chosen for our Nordic tour will naturally and 

effectively gather a large audience due to our solid reservoir of local and international 

contacts. Targeted marking will be focused on dance, theater, music and the visual 

art institutions. It is imperative to broaden our creative audience to stimulate open 

discussion for future collaboration. Lastly, we will draw further through local 

newspapers and art publications. 
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Attached document #4 
 

Contact-/ reference list 
 
 
Richard Benjafield 
Department Head Winds, Brass, Percussion, Guildhall School of Music and Drama, 
London 
"Richard Benjafield" <richard.benjafield@gsmd.ac.uk> 
 
Carolyn Chen 
American Composer 
"Carolyn Chen" <walkingmango@gmail.com> 
 
Craig Farr 
Bord of the Avgarde concert series in Bergen 
"Craig Farr" <drummerboyfarr@gmail.com> 
 
Guri Frenning 
Professor in Percussion at Tromsø Musikkonservatorium 
"Guri Frenning" <guri.frenning@uit.no> 
 
Peter Kates 
Professor in Percussion at the Grieg Academy of Music in Bergen 
"Peter A. Kates" <pakates@online.no> 
 
Anders Loguin 
Percussion Professor at the Royal College of Music in Stockholm 
 
Aleks Niemczyk 
Oslo-based Polish Visual Artist 
"aleksandra niemczyk" <niemczyk.aleks@gmail.com> 
 
Morten Eide Pedersen 
Head of the Avgarde concert series in Bergen 
"Morten Eide Pedersen" <Morten.Pedersen@grieg.uib.no> 
 
Rolf- Cato Raade 
Managing and Artistic Director at Norwegian Arctic Philharmonic Orchestra 
"Rolf- Cato Raade" <rol-raad@online.no> 
 
Anna Thorvalds 
Icelandic Composer 
 "Anna Thorvalds" <annathorvalds@gmail.com> 
!
!
!
!



! ! $$!

!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!

 


