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Abstract  
 

 

 

In this thesis I explore my working processes and some of the issues which arise 

during those processes. As a part of this I deconstruct my figurative drawings and 

propose the abstract drawing. I step out of my own comfort zone, alone, whereas 

before I did have the support of working in group with others. In this deconstruction I 

look at the elements of the drawing as it has sound and movement. The silence of 

working alone becomes a part of the process and realizing that listening to the silence 

is part of the creative tuning process. 

 It has also been of interest to answer the question “why I do what I do?” and 

to get some understanding of “why I’ve been doing what I do”, what is the drive and 

influence in my life. I track my origins and where I descend from in my practice and 

thought. The ignition to my development was punk back in the seventies but had punk 

anything to do with Situationism or Lettrism or Dada?  

I will be examining my relationship with the whisper and how I decipher it. 

How I use my time to listen to and notate the whisper. In this process I will looking at 

the interplay and ritual between light, darkness, noise and silence. 

The culmination of this work is reflected in the piece Einar Örn used his time 

to listen. [constant] where the sculpting of the sound of the drawing creates a new 

experience for the senses. 
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I Tranquillity 
 

I’m on the road of tranquillity. I allow myself to take a breather, a break, from the 

currents of and in my life. When I walk I breath through my nose, breath-in every 

second step. In between I breath-out. I become aware of my breathing. The sound of 

my steps resonates in my ears. And the more I listen I the more I hear of and from my 

surroundings.  

I start to decipher where the sounds originate from. I allocate their location 

and the source. I picture them. I hear the wind and try to imagine where it is being 

blown from and even by whom.  And why it blows so constantly without a pause. The 

wind does not seem to get tired, unlike me. The wind slows me down and takes my 

breath away, and then it pauses. There is sudden silence. The wind sounded like a 

circulatory whisper. The wind is a relentless narrative, whispering in my ear. In the 

silence, I hear resonances, which I cannot place at all. They sound like someone 

whispering to me. They could be whispering secrets, this I can only assume from my 

experience of whispering some sweet nothings into my loved one’s ear, intended for 

their ears only.  

I realize that my language cannot fully describe the resonating whispers. Nor 

my experience of hearing them. They are beyond describing. At the moment, they 

defy description through any process known to me. 

I am curious as to what they might be whispering. The sounds of the whisper 

originate from somewhere or something, they are sporadic, without an intentional 

pattern. The quest is it get closer and discover them, find out if there is more to be 

received, if transmission is successful, more can be communicated. 
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i Senses 
 

My senses are alert. I hear whispers in every direction, in everything. Even in a totally 

dark room I start seeing some forms in the darkness taking shape, this is as if I was 

hallucinating.  

 

I start to notate.1 To notate I use a drawing tool. It can be a felt tip pen. The 

notation tool is firmly in my hand. My body contorts as I move around and tune in to 

these whispers. The movement need not be grand, it might just be a slight tilt to one 

side, fondling of utensils, awaking the senses. It is movement. It is not static. I notate 

on a surface, which can be a piece of paper, a wall or the floor. To notate I listen. 

I have not been aware. I use my time now to listen, use my senses instead of 

pushing the ignore button. Calmness becomes part of the process of listening. 

Allowing time to pass and not pushing for instant results. It is not noise as I know it. I 

know loud noise. I have been in loud noise. Engulfing loud noise like in the 

aluminium factory. 

 

The whisper is a secret. The secrecy of the whisper remains until it is told to someone 

else or by someone else. Until then it remains in the private. It is the untold. And here 

I am on Tranquillity Road. Noticing all the whispers as I take a breather. Through my 

nose only, mouth closed. In and out. In and out. These whispers fill the air. They must 

have been there all along, without me paying attention to my surroundings. I realize 

they are not new as they must have been here for aeons. It is just now, that I have paid 

attention. 

The whisper is not limited to an aural reception as it can take on various forms 

as visual, physical, olfactory or emotional, it is the whole spectrum, and everything or 

anything can trigger it. 

Physically it can be a tap on the shoulder or a stroke down the back of your 

hand. It can be the reflection in the pond or the shadow from the sunshine. In many 

                                                
1 On notation: I shall be discussing later in this thesis in chapter VI the notation of the 
whisper  
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ways, anything, and absolutely nothing. Everyday actions which we might not notice. 

And even cannot explain. 

It is also true that fully modern language is a sine qua non for higher-order 
consciousness. A corollary to this observation is that language makes possible auditory 
hallucinations: it is only with language that ‘inner voices’ can tell people what to do. In 
this way, visual hallucinations acquire a new dimension: they speak to those who 
experience them. Not only do shamans ‘see’ their animal spirit helpers; the spirits also 
talk to them.2  

And they in turn communicate further their experiences, which are the untold 

truth, which becomes the transparent truth, that there might be more. 

 

I am invigorated by my discovery. At this moment I could be smack in the 

middle of the lost and found department. Sensing the different whispers. I cannot 

speak. My language is useless as words do not exist to describe the whisper. The 

secrets the whisper holds. If I did understand the code it would not be a whisper. I 

must do notating. Pause. Listen. Notate. 

 
II No Placement 
 

I do not place myself. Not in nature. Not in the city. Not in between.  Not anywhere. I 

am nowhere. I am here because I did not listen. I thought my language was the perfect 

way. The only way. Now I got to learn new ways. Pay attention to all things. Now 

upon hearing or receiving the whisper from object/s known and indeed unknown, I 

have stumbled into unknown territory. “To grasp the gesture of speaking, one must 

first observe that of being silent, for in silence the word speaks and glows. To grasp 

the gesture of speaking, one must learn to be silent.” to quote Vilém Flusser “People 

talk because they no longer know how to speak, and they no longer know because 

there is nothing to be silent about: the words have lost their glow.” 3 

The words of my language have no weight to describe fully the process of 

listening. The notation of the whisper enters the sphere of understanding the whispers.  

“Consider human language. That languages do not beam the thing down in full 

presence is not some local quirk of language, a fact about reality. Words such as 

“this” and “is” are symptoms of a long and jagged history of relationships with non-

                                                
2 J. David Lewis-Williams, The Mind in the Cave: Consciousness and the Origins of 
Art, 2014. Kindle Location 3360 
3 Vilém Flusser, Gestures (Minneapolis: University of Minnesota Press, 2014). 
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humans. Some of the inconsistencies of language are symptoms of our coexistence 

with other objects. This makes our language inherently weak.” 4 I need to reach 

beyond the language I know, assume there is more, allow imagination and embrace 

the incomprehensible.  Deny the limitations of the language to portray and define as 

the only experience. 

I am apparently not the first one.  

 

 

III the Past 
 

This is my story. It is told by me as an encounter of discovery. The whispers have 

been notated by the San Shamans of South Africa.5 They have been whispered into 

the ear of Eyrarún by the old Norse folk, as the men lay down by her side and 

whispered their secrets in her ear.6 They have been manifested into the twentieth 

century by the Dadaists who sought to destroy the present to build the new world, and 

later the Lettrists, of Paris, who wanted to create a new language for a new 

beginning.7 8 And later the Situationist searched for the drifting (dérive) on the streets 

of Paris to combat the boredom. 9 

Years ago, I think, I woke up and started listening and acting up on what I 

heard over the Atlantic Ocean, when punk, possibly the last avant-garde movement, 

started to rear its (ugly) head. 10 I did not listen carefully, as the noise was to great and 

I understood not the secret in the whisper itself. 

 

                                                
4 Timothy Morton, Realist Magic: Objects, Ontology, Causality / Timothy Morton, 
1st ed. (Ann Arbor, Mich.: Open Humanities Press, 2013). p. 191 
5 Lewis-Williams, The Mind in the Cave. 
6 Helgi Hálfdanarson and Snorri Freyr Hilmarsson, Völuspá / útgáfa Helgi 
Hálfdanarson ; myndir Snorri Freyr Hilmarsson (Reykjavík: Mál og menning, 2006). 
7 Tristan Tzara, Seven Dada Manifestos and Lampisteries, A Calderbook, CB 358 
(London : New York: Calder Publications ; Riverrun Press, 1992). 
8 “Lettrist International - Monoskop,” accessed October 10, 2017, 
https://monoskop.org/Lettrist_International. 
9 Martin Puchner, “Society of the Counter-Spectacle: Debord and the Theatre of the 
Situationists,” Theatre Research International 29, no. 01 (March 2004): 4–15, 
https://doi.org/10.1017/S0307883303001214. 
10 Jon Savage, England’s Dreaming: Anarchy, Sex Pistols, Punk Rock, and Beyond, 
1st St. Martin's Griffin ed (New York: St. Martin’s Griffin, 2002). 
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IV Tracing and backtracking  
 

I trace the beginning of what was whispered back to 1976. As a fourteen-year-old I 

heard of a band whose singer had green teeth. The band was a part of a movement 

being named punk, which was brewing in London. The band was the Sex Pistols.  

This fascinated me as then current music was progressive well-behaved rock. This 

movement promised something else. The music was fast and loud, with no 

compromises, with clear messages to “destroy the passer by”.11 The appearance was 

torn, Day-Glo, and pinned together. It was homemade. It was exciting. It was 

confrontational with the use of latex and leather which was more associated with sex 

fetishes.  Soon I could buy the music which when I listened, confirmed that this was 

truly new and exciting. 

The ethics were anti-establishment, Do-It-Yourself (DIY) and anarchy. It 

turned hippy slogans of Peace and Love to slogans of War and Hate. 

This simply restarted my world as a teenager coming off age. There was no turning 

back for me. I was made aware and had woken up. 

Punk did not last for long. It was a spectacle which had a run of possibly 18 

months. Its final chapter was in January 1978 with final Sex Pistols concert, they had 

succumbed to their own spectacle. Just as importantly there were other punk cells 

around. Punk had gotten a foothold in other cities around the UK, notably Manchester 

where a thriving punk subculture scene had sprung up. The Sex Pistols had early on 

played a concert in Lesser Free Trade Hall, and among the audience was the artist 

Sterling Linden. She had been concentrating on drawing but with punk she threw 

what she had been doing away and started working with the scalpel and printed media 

around her. (Figure 1) “That was a very punk thing – to do something dramatic out of 

boredom and sweep away the past. So, there was a great synchronicity at work. My 

practice chimed with the moment. I suddenly found myself in the midst of people who 

seemed to be thinking along similar lines about the world.”12 It is quite uncanny, as I 

                                                
11 Sex Pistols – Anarchy in the U.K., accessed November 30, 2017, 
https://genius.com/Sex-pistols-anarchy-in-the-uk-lyrics. 
12  Sean O’Hagan, “Linder Sterling: ‘Lady Gaga Didn’t Acknowledge I Wore a Meat 
Dress First,’” The Guardian, January 12, 2014, sec. From the Observer, 
https://www.theguardian.com/theobserver/2014/jan/12/linder-sterling-artist-punk-st-
ives. 
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read Linden’s experience very much like my experience and feeling, getting a sense 

of belonging. Making sense of the nonsense. 

Punk was this very short-lived phenomenon, but it had tremendous effect on 

those participating.  For Linden, she pinpoints the start at the Sex Pistols concert in 

Manchester13 as it:  

…was a docking station. The first time I could plug into something new and 
exciting in its confusion. You just knew something was going on just because it was so 
different to anything else. There was no attempt at professionalism or entertainment. 
Things were always on the verge of disintegration onstage and yet there was also this 
incredible energy emanating from these very glamorous urchins. It was a radical change 
of gear. I remember thinking, "Oh, I have not been here before and I don't even have 
the language to describe what it is. It really was the last great British underground.”14  

 

Out of the Manchester scene came a handful of artists who had been at this 

concert and shared some kind of an epiphany, among them Pete Shelley and Howard 

Devoto who went on to form Buzzcocks. Later Linder did the artwork (Figure 2 and 

3) for Buzzcocks who were in turn the first artists to publish music on their own 

independent record label rather than a major label. 

 

The route ahead was not set. Would there be anything after punk for me? My 

conscience had been raised as to what was possible. My awareness of different 

cultures had definitely risen. As Bernard Sumner puts it: “It was a little as if I’d been 

born blind and then suddenly at the age of about sixteen had my sight restored and 

been utterly overwhelmed by all the light, colour, contrast and beauty I saw.”15 

And for the developing teenager for the next few years in the post-punk era, 

there was a lot to explore and digest. 

 

V the Frequent Unanswered Question 
 

I frequently ask myself the question: Why do I do what I do? And when I try to 

answer it, I find there is not a simple answer to it. My motivation is most certainly 

                                                
13 Tate, TateShots: Linder, accessed December 4, 2016, 
https://www.youtube.com/watch?v=ZIDjQNhGKak. 
14  O’Hagan, “Linder Sterling.” 
15 Bernard Sumner, Chapter and Verse: New Order, Joy Division and Me, First U.S. 
edition (New York: Thomas Dunne Books, 2015). Kindle location 1039  
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spurred by the inhibited energy of punk. If I trace the beginning to punk and try to 

find the linage I am thrown back to the Situationists as it transpires that the main punk 

instigators were inspired by them. They borrowed their ideas and even slogans, as can 

be seen in Sex Pistols artwork16 (Figure 4). Whereas Situationists sought enjoyment 

rather than boredom from the spectacle, the punk spectacle worked with boredom. 

And the Situationist owed their existence to Isidore Isou and Gil Joseph Wolman who 

formed the Lettrists movement who in turn evolved from Dada. The answer to this 

question could be that punk was (maybe) the last avant-garde movement of the 

twentieth century and turned upside down what had gone before. “That said, I think 

that punk marked a beginning point for a sequence of possibilities and movement in 

popular culture that continues to this day. The basic credo of punk is autonomy…”17, 

says Simon Critchley. “You can do this, anyone can do this.”18 This same attitude 

spurred me on to begin in my artistic process as everything was possible. It was not 

the question of what you were capable of, but of what you did. Whatever hindrances 

or difficulties were ignored and overcome, such as discovering new avenues to gather 

and play concerts and performances. Record labels were established instead of 

approaching the established companies.  

After punk, there were others defining the ethos. Among them Throbbing 

Gristle and their Industrial attitude. Throbbing Gristle were a development of COUM 

Transmissions who in the early seventies had been an avant-garde performance unit 

with ties to the Viennese Actionists. Their last performance at the ICA in London in 

1976 called Prostitution, was also the first appearance of Throbbing Gristle. This 

performance, and especially the artworks by Cosey Fanni Tutti caused outrage and got 

them labelled as the Wreckers of Civilisation in the British Parliament.19 

Their ethos echoed the wreckers of civilisation tag in a somewhat different 

way:  

We didn’t want followers; we wanted people to think for themselves, to follow their 
instincts, be creative, be industrious in their approach. That’s what ‘industrial’ meant; 
it was about adopting a work and life ethic –to be independent, active, productive, 
thorough and committed. We worked outside the mainstream, accessing and using 

                                                
16 Jamie Reed, O_ITEM CSacant Artwork,” accessed November 9, 2017, 
http://www.sexpistolsofficial.com/wp-content/uploads/2012/08/pvpsostsing72a.jpg. 
17 Richard Cabut, Punk in Theory: Modernity Killed Every Night (Charlotte, NC: John 
Hunt Pub, 2017). p. 39 
18 Cabut. p. 39 
19 Simon Ford, Wreckers of Civilisation (S.L.: Black Dog Pub., 2001). 
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existing systems to subvert or hopefully instigate change responding to and 
commenting on social and cultural events through our music, art, film and writing, 
refusing to let the personal be silenced.”20 
 
 This has in many ways been part of my art practice, not be afraid to be on the 

fringe and pose questions or propose different interpretation of everyday life (Gleði 

sound #1) and occurrences (Útilokaður sound #2). In and with my art practice I found 

a key to open up and convey my thoughts and ideas, to propose action rather than 

apathy.21 I used what I had learned through punk and adapted it to other strands of my 

life.  

 

i The Creation of the Spectacle 
 
From the outset my creative output depends on how I hear and see things. When 

creating I hear and listen to myself create sound/s which in turn I hear on top of what 

hear within in myself and simultaneously I receive response from the space which I 

need to assess, digress and digest, in the continuous flow of creation. I am the receptor 

and the transmitter at the same time. The moment is not: just. It is a spectacle. I 

realize the event is occurring and turning itself into its own identity.  

To me, my performance is not just a performance, it is an experience and an 

assault on the senses, both my senses and those experiencing and witnessing the 

performance. “MUSICIANS SMASH YOUR BLIND INSTRUMENTS on the stage. 

“ 22 proclaims Tristan Tzara and continues „Punch yourself in the face and drop dead. 

“ 23  My process demands continued processing of the spectacle and it proposes the 

action of creation, so the conclusion can never be for gone, it becomes its own 

entity.24  

 

 

                                                
20  Cosey Fanni Tutti, Art Sex Music (UK: Faber & Faber, 2017). Kindle location 
3192 
21  Sigurðsson Sigurjón B, “Vondur Strákur,” Service, accessed November 28, 2017, 
http://timarit.is/view_page_init.jsp?issId=381043&pageId=6293954&lang=is&q=Ein
ar%20Benediktsson. p.368 
22 Tzara, Seven Dada Manifestos and Lampisteries. p.16 
23 Tzara. p. 28 
24 I find this applicable to action painting, and in particular Jackson Pollock and his 
drip painting. Wolfgang Paalen’s Totem Art might be the common thread .  
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VI the Notation of the Whisper 
 

Now I listen to the wind and notate the whisper. The form is audible. There is a sound 

source. The form is visible. There are the notations. The notations reflect upon the 

space. Magnified by light. Seen in the light. They take on a new form pending the 

hour. Their reflections create a new whisper, a different secret in different context. 

They evolve. Like the lull which becomes the wind and possible into a storm. They 

become tomorrow’s future.25 

 

I stumbled upon the notion of the whisper when I was preparing The Storm 

Petrel Whispers26/ Stormfuglinn hvíslar (Figure 5), a piece in Listasafn Sigurjóns 

Ólafssonar in Laugarnes. I was working in the context of Sigurjón Ólafsson’s work. 

On the way to the museum I had noticed his work outside of Höfði The Throne Pillars 

(Öndvegissúlur) (Figure 6) and in the museum a big totem pole greeted me upon 

arrival. I sensed ancient times and but also sense of humour as can be found in his 

work State Secret (Ríkisleyndarmál). (Figure 7) His sculpture Stormfuglinn (Storm 

Petrel) (Figure 8) caught my attention in the cafeteria as its reflection in the window 

grew stronger as dusk fell. The reflection in the window spoke to me. It was there but 

not there, would vanish when daylight would brake again. I took my acrylic marker 

and drew the outlines of the Storm Petrel sculpture on the window glass.  

And I did not stop, as I continued to notate onto the window. I refrain from using the 

word draw as it did not feel to me as I was drawing. The notations were automatic and 

driven by the presence of the Storm Petrel on its pedestal in the cafeteria, majestic and 

apparently silent. The placement of the sculpture in the cafeteria was a dis-location. It 

was it was in solitude and in no connection with the rest of the art pieces in the 

museum. Its placement suggested to me that it had maybe done something wrong and 

was being chidden for its action. As a Storm Petrel it would probably survive this 

solitude from the rest of its partners and would probably provide a good conversation 

of why it was in exile. 

 

                                                
25 Morton, Realist Magic. 
26 Einar Benediktsson, “The Stormbird Whispers,” Siberia (blog), December 12, 
2016, https://siberia.is/the-stormbird-whispers/. 
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VII the Process 
 

It is not an unknown territory for me to work within a space and create a situation.  

The situation within the event becomes an enhanced moment both for myself and the 

viewer/audience. is to enhance the moment, both for myself and the viewer/audience. 

I do draw parallels in my audio works. The format in audio can be anything 

from a minute long to the longest of 10 hours which was defined by the institutions 

opening hours27. The process is similar, I investigate the room, the space, the 

auditorium and the audience. I search for a feedback from the surroundings, and feed 

on that. I familiarize myself with the location, its ambience, its history. I give myself a 

moment to experience and from that experience I acquire knowledge to proceed. This 

is an integral part of the performative part of the creation of the artwork.  

The fodder for my creation is the feedback I get. It is a responsive action into 

the framework I have set out. The format is possibly restricted to 4 minutes structure 

of what might be called a tune. This structure will have words to it, partly to recognize 

the tune, and it will have individual audio tracks built into it, there will be a track for 

bass drum, snare, hi-hat, bassline and possible effects. Into this mix I will draw upon 

what I have explained, the feedback of the location we are at. 

The same can be applied to The Storm Petrel Whispers (figure 9), as it has a 

structure in the window pane, the glass reflection, the Plexiglas and the feedback from 

the public watching me notating. The unknown factor or the chance in the 

improvisation in both these instances create a new experience, which I have to work 

from and within. 

The Storm Petrel Whispers triggered a few unexpected further developments 

which were unknown to me. The word for secrets and whispers in German is 

"Raunen", which is cognate with the Icelandic word "rúnir" or runes (related to the 

verb rýna, which means to delve into / observe more closely). 

In Völuspá we have a mention of "Eyrarún", a woman to whom one confides one's 

most intimate secrets and deepest desires. The image that is evoked is of a "bedroom 

                                                
27 ghostigital, “Reykjavital in Reykjavik,” Ghostigital (blog), August 13, 2004, 
https://ghostigital.com/blog/reykjavital-in-reykjavik.  
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talk" where the most intimate things are shared. The idea and notion and the action of 

the whispering has been with us for longer than I had imagined.  

 

 
VIII the Knowledge 
 

The knowledge gained from The Storm Petrel Whispers became the source for Einar 

Örn used his time to listen [1023 seconds] exhibition in Kubburinn in March 2017 

which had 2 works.  

 I have had to use my hearing in my creation for years, and now I positioned 

me thus that I had to give myself time to listen. To listen to my surroundings and see 

and hear what was there. 

I used my time to listen to things or objects, for example the motor engine in 

my car, when idling on a red light. This object was not lifeless, it might not have what 

is defined, in general, as feelings, but it certainly was not lifeless or a dead thing. I do 

have conversations sometimes with my motor vehicle, to urge it on when I feel it 

might be breaking down or close to reeling on the slippery snow, as they were living 

beings and I most certainly personalise it.  

The engine generated sounds, which at times sounded like birds, which then 

visualize into some kind of flying entities. I recorded the car engine and punctuated 

the recordings by highlighting certain frequencies which became the soundscape for 

the exhibition. The recording was 1023 seconds long. When listening to the engine 

and the treated recording, I managed to displace myself, I was not in the car or in the 

studio. Listening intensely shifts the focus and I start hearing things as never before 

and seeing things. It is trance like, simply hallucinatory. 

 

When building the exhibition, the soundscape recording was looped, and played non-

stop for the duration of the installation time and during the exhibition. The intention 

was to make it become part of the room. The loop had rhythmic metallic sound with 

occasional eerie tones in it. The speakers were hidden above on a panel from the 

ceiling, so I could not pinpoint directly the sound source. It was meditative. The time 

came when I reached for my pens and started notating on the glass windows. I had not 

calculated when I would start, but I timed this performative element of notating to be 

1023 seconds, or as long as the looped recorded soundscape.  
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 The only action premeditated was to do, in the runic lettering the word 

whisper (Icelandic hvísl) onto the 5 windows in the space, one rune in each window. 

(figure 10) 

Another element of the exhibition was olfactory or a smell. I lit up a small coal 

in an urn and added Ethiopian frankincense. The smell made the space feel alien and 

new. One was entering a space, and the first encounter even before entering was the 

smell of the frankincense. It proposed a new experience for the visitor. For me it 

proposed the idea of a ritual as well, as frankincense is used in religious rituals, 

foreign and different. 

I seek out the ritual in my work. It is ritualistic as it incants to the other. The 

lighting of the frankincense is traditionally the olfactory incantation to the Sun.28  

 

The second piece was sprayed with white acrylic spray on a white wall. The 

scale of it was dictated by the size of the wall. The decision to do it was not finalized 

until the first piece was in place. Its execution was always to wait and see how the 

room would react. The work had in a way a subliminal reference as it was hard to see. 

The notated lines were bigger, longer and I could feel more bodily movements in the 

work. It was loud despite being hardly visible or noticeable. (Figure 11) 

 

One of the processes in setting up this exhibition was the exhibition’s text as the artist 

statement. I arrived at it following my experience of performing The Storm Petrel 

Whispers and Who Whispers.  

Who Whispers was performed in the week after the opening of The Storm 

Petrel Whispers. It differed from The Storm Petrel Whispers, as I had 6 participants in 

the audience, each one had an assigned colour responding with coloured felt tip pens I 

was using to notate whispers. They made a whispering sound, when I notated with 

their assigned colour.  I wrote a directive note for the participants which became the 

source for the text for Einar Örn used his time to listen [1023 seconds]. My 

conclusion of Who Whispers performance was, that the process was too delicate to 

involve participants, as it was too close to be theatrical and even comical. It also 

somewhat undermined the sincerity of the process and added a more distracting 

element, which I did not seek, this time around. 

                                                
28 Aleister Crowley, “777 Revised,” The Pomegranate 9, no. 2 (2007): 132–153. 
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 The text or statement for Einar Örn used his time to listen [1023 seconds] 

read: 

I am totally unaware of the meaning of the whisper. As I notate I listen and hear the 
room. I make an aural connection between the whisper and the notation. I receive and 
execute.  I do not comprehend the whisper as a structured narrative, though there is the 
indication of there being more than meets the eye and ear. 
A whisper has the secretive quality to it. It is a private message in the public space, 
intended only for one to hear. It is an ambiguous communication. I hear the whisper 
and decipher the message in the whisper. The process of deciphering creates confusion 
of whether I heard and understood correctly. My impulse demands action which I 
respond upon.29  
 

The whole process of preparing this exhibition by using the looped sound from 

the start consistently provided the continuity for the creative process. It provided 

certain alertness that the space was alive even though it had not a human presence in 

it. The narrative of the elements of the exhibition were intertwined and made it the 

total experience I had sought out. (video #01) All these processes resemble some kind 

of a ritual practices, each in their own right, which in turn provided me with 

knowledge and continuity to further my process/thinking.  

 

IX the Silence and the Ritual 
 

The idea of listening for the whisper, to connect with the other, the liminal, unknown 

or unintentional, is no different from going into church and hope for divine 

intervention. Listening for the whisper is no different than sitting in silence and 

meditating. Listening for the inner voice and accessing the intuitive faculties. And 

then attempting to describe the process. These examples are on the border of truth or 

knowledge, as they can be both false and true and exist on many levels of what has 

been termed the "mystical realm" which exists outside of pure rationality. 

But there is no silence. There is always some sound. John Cage experimented 

with silence in his piece 4’33”, which had no score, just silence for 4 minutes and 33 

seconds. But the surroundings sounded in the room. Cage “came to understand the 

strict impossibility of silence, famously redefining it as, not the complete absence of 

                                                
29 Einar Benediktsson, “Listen [1023 Seconds],” Siberia (blog), March 18, 2017, 
http://siberia.is/listen-1023-seconds/. 
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sound, but the presence of the unintentional noises.”30 In his piece he expects us to sit 

and listen to the surroundings, and the sounds or noises which might occur. In my 

process I am paying attention not to the silence but to the noises or sounds made while 

listening and not necessarily paying attention to the silence. 

What triggered Cage’s work was a group of paintings by Rauschenberg, called 

White Paintings (figure 12) from 1951, which gave him inspiration as he felt that 

music had fallen behind that of art.31 The White Paintings were not only white as they 

produced different textures pending light and angle. They operated on different levels 

and changed in accordance with the space they were exhibited in, time and light. In 

them there were fused together elements, so it was not just a painting. The fusion of 

art disciplines is a developing factor in my process.  

I do not seek the palpable all the time, as the visual notation of the whisper 

through the pen onto surface is the confirmation of something heard. The whispers are 

visual hallucinations best described, so the notations are triggered off by the sound or 

silence, and the hallucinatory visual. This process is not structured, it is improvised in 

part, the structural part is the use of the utensils within the space. 

 

X the Synchronization, (k)not 
 

If I am currently listening and notating the whisper, this action will involve a bodily 

movement. These are intentional movements, where the notations produce the 

manifestation of the aural whispers transformed in graphical upon the transparent 

Plexiglas and it becomes a mound of material. It is synchronized. 

I am intrigued by the fact that in Reykjavík, we’re in the wrong time zone. We 

are always in GMT, when we should even be GMT -2.  It does offset and confuse my 

body clock which should’ve been struggling for years. It is a constant fight. Between 

light and dark, right and wrong, yes and no. My body time fighting with the clock 

could have turned me into an irate, diabetic, obese alcoholic, of these 4 elements I 

recognize one of them passive in me. 

If my real time is not here, this is then, not my reality, it is somewhere else. 

                                                
30 Branden W. Joseph, “White on White,” Critical Inquiry 27, no. 1 (2000): 90–121. 
p. 105 
31 Joseph. p.104 
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 I might not be stuck in a contradiction if I believe that I am not in phase with 

today. Timothy Morton writes: “Objects are not “in” time and space. Rather, they 

“time” (a verb) and “space” (a verb) They produce time and space.”32 

“Objects don’t sit in some kind of a rigid temporal box. instead, they are “internally” 

out of phase with themselves, and this is what produces time and the possibility of 

that they can interact.”33 Interaction with my work has been a concern to me, as the 

performative element is not obvious. The static object of the whisper on the Plexiglas 

does not ooze out charm. “An argument that objects “spread” rather than occupy a 

single time point…, in which time emerges from objects themselves. Objects then are 

always a little bit out of phase with themselves and with one another.” And “…any 

creative activity is a tuning process. [...] Indeed, for an object to come into phase with 

another object in every respect is what we call destruction.”34 This does allow me the 

space to move around in, listening and reacting with the creative outcome most often 

to be pure chance. 

The relationship with the material is bonded with the action of notating or 

applying the heat. The material dictates how I approach it, as the larger plate surfaces 

demand that I treat them tenderly, so they do not break or crack. The process demands 

time spent with the material to study how it behaves and how I have to behave or act 

around it. There is a dialogue going on between us, iterating that we have to show 

respect in each other’s company, or else we shall get nowhere. There is friction 

between the material and me and I try to harness it, again trying to be in synch or 

phase. 

 

 

XI the Transparent Surface 
 

One of my main concern throughout the processes of The Storm Petrel Whispers and 

Einar Örn used his time to listen [1023 Seconds] has been how the transparency of 

the material enters my work. In the performance Who Whispers, I used brown 

masking paper instead of transparent surface. (Figure. 13) The use of masking paper 

                                                
32 Morton, Realist Magic. p. 177 
33 Morton. p. 177 
34 Morton. p.176 
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was not as strong or confirming as using the transparent Plexiglas as in The Storm 

Petrel Whispers, as I was notating onto the paper instead of onto transparent surface. 

The transparency is of importance. It is a blank surface which will in turn 

work with the space it is being used in. At the same time, it is part of it, it is not, due 

to the invisibility of it. It will transpose itself upon its surroundings and propose a new 

reading of the environment. The unintentional exposure might propose a new 

understanding. (Figure 14) This became evident for me when I entered by accident 

during the night into Einar used his time to listen [1023 Seconds] exhibition. I 

discovered that the exhibition took on a new life when we were asleep. The outside 

city lights lit up the space and created a new set of shadows. The shadows from the 

drawings in the window during night time were oblique, and sinister in the constantly 

looped soundscape. (Figure 15 and 16) 

The transparency will work in all directions making the piece constantly 

evolving and making certain that nothing is certain. The transparency of the glass is 

also intriguing as it is both inside and outside. Its surface proposes a deeper look, 

where it begins or ends. It does not infringe on the space it is in. 

 

i the Transparency 
 
 The tuning of the process is ongoing.  The use of transparent surface proposes 

possibilities of scaling the pieces. The scaling can be intentional or unintentional, as I 

have seen, due to shadows created by natural light or artificial light. The exterior will 

also change due to the light, and the notations transpose the backdrop, both looking 

out or into the space.  

The perspective is not dictated but opens up a new discourse “...the thing that I like so 

much is that I can focus my attention wherever I wish. It helps me to blur the 

distinction between art and life and produces a kind of silence in the work itself.” 

remembers John Cage when talking about Duchamp’s The Bride Stripped Bare by her 

Bachelors, Even (The Large Glass) (Figure 17) “There is nothing in it that requires me 

to look in one place or another or, in fact, requires me to look at all. I can look 

through it to the world beyond.”35 This resonates with my artistic process of using 

Plexiglas in my work, as it offers limitless approximation of space and scaling. 

The transparent material has the same quality as the silence, as I do not notice the 

                                                
35 Joseph, “White on White.” p. 101-103 
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silence until it is broken by (unintentional) sound, and the Plexiglas is unnoticed until 

the whisper notation is made onto it.  

[I’m in my flat, it is so dark in here. I can’t see a thing. It is so dark in here. I 
can’t think in this darkness here, it is like a void. It’s like a void. I am 
vaporizing. I am getting lost. More loster.] 36 

 
Another kind of transparency in this process is the light, or no light. There are 

similarities between silence and transparency and darkness. Its existence is only 

noticed when they are broken by light or sound or drawing. 

 

XII the Tuning Process 
 

Through my use of the transparent material I recognized the possibilities of scaling 

the works. I had envisioned pieces which could be high, so that I could walk in-

between them. I began with building a transparent sculpture using two plates of 

Plexiglas to be joined in a cross through the middle. (Figure 18) On one plate a 

figurative drawing and on the other the abstract notation of the whisper. Pending view 

point the figurative drawing disappeared and the abstract notation appeared. 

The second tuning was to use larger plates for the sculpture. (figure 19) The 

material is rigid and not easily manageable, which led me to getting transparent PET 

plastic which can be formed by applying heat. (figure 20) The heating caused the PET 

plastic to form irregular waves, as if the surface was a water level. The second layer 

of the heated waved PET plastic made the stiff Plexiglas less pertinent, opaque, so the 

sculptures did get the appearance of an irrational size object. 

This experiment led to a brand-new world, as these sculptures did allow me to 

approach and interact with them in a new way. Their size imposed on the space and 

lights magnified the shadows. Their large scale made it possible to interact in a new 

way; walk around, look through different angles, lie below them, touch them and feel. 

I could move into them and out of them. (figure 21) The sculpture lighting made 

unintentional and chance reflection onto the walls. (figure 22). 

By filming the sculptures in an observatory and reconnaissance manner, an 

ethereal mood was created, a travel into a space was proposed (video # 02). These 

experiments were all augmented by a soundscape of me walking in fog down on a 

                                                
36 ghostigital, Dark in Here (Smekkleysa SM, 2012), 
https://open.spotify.com/track/52ZtJfqbjrhmY9JsIAkRjh.  
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sandy beach. The video footage was projected onto the sculptures and yet another 

perspective appeared, as the luminance from the objects was created by their own 

image. 

 

XIII the Multitude 
 

I have in front of me an idea of a piece with multi layers, which begs which direction 

it should go to find its home. The proposition is either to construct a bigger scale 

structures of the transparent materials or to deconstruct the elements of this process 

down to its primary or initial components. 

The notation as a drawing is the ongoing element in these processes. So far it 

can be manifested by being applied to treated surface of the transparent plastic. (figure 

23) 

Recorded on the treated surface after its application thus creating a new 

sphere. It can be applied into the space thus creating a new world. (figure 24) 

The notations silk screen printed highlight the primary elements of the 

whispering notations. One of the notation drawings is printed with glow in the dark 

paint. That releases a new perspective. A reversed transparency in the dark. (figure 25 

and 26) 

Transposing video recordings into a new footage. The performative element 

exposed within the transparent plastic. It proposes interplay and action between 

location, material and artist. (figure 27) 

 

 

14 [Constant] 
 

The for now, outcome of the Multitude work and research is in Gerðasafn Exhibition 

as a piece called Einar Örn used his time to listen. [constant] which builds upon 3 

core elements: sounds, drawing/notation and sculpture.  

The space was unlit by the museum lights and its only light source were the 

lights from the sculpture and daylight which emanated through the bridge door. From 

the outset the task was to de-institutionalize the space in the museum, to create a 

space which was alien to a museum, and this was achieved with the non-lighting of 

the space. Upon entering whispering or scratching noises could be heard. The sound 
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came from two direct sound showers. The sculpture is placed off centre in the room. 

(figures 27-34) 

 

i Location 

 

Upon the decision of placement of the piece within the museum, it became apparent 

that I would be using the walls of the museum to draw on, instead of covering the 

walls with material to draw on. By drawing on the walls directly, they became 

transparent, as walls in museum are usually used to portray art, and not vice versa. 

This transparency also demands of the viewer to either just walk straight through and 

dismiss the idea that something might be on the walls, or, the viewer allows time to 

experience the space and what might be discovered and experienced. Tests were made 

on the walls of the museum by using white acrylic felt tip pens which confirmed that 

no extra materials were required on the walls for the drawings. 

 

ii Sound 

 

The experiment of videotaping myself in the action of spraying and painting, lead to 

the possibility of recording the pen and my own bodily movements while drawing, 

thus highlighting the sound of the drawing instrument. The sound of the exhibition is 

the sound of the drawing instruments, thus creating a sound sculpture of the drawing. 

I searched for loudspeaker system which would be as much directional as possible, so 

that when one would walk underneath the speaker the sound would be as direct as 

possible, a sound shower, with as little sound spillage outside the focus area as 

possible. 

 
iii Sculpture 

 

The sculpture was 5 layered plexiglass sculpture with drawings done in white on each 

plate, with 3 LED 4000k light ribbons on top of 3 of the 5 layers. They lit up the 

plexiglass plates, and thereby created depth. The colour of the light of the LED 4000K 

was white, whereas the 2700K light had a yellowish tone to it which did not 

harmonize with the space. It measures 205cm x 100cm x 35cm in size. 
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 The sculpture with its layers of drawings resonated with the layered 

soundscape. The transparency of the plexiglass makes the drawings create a new layer 

in the space. The sculpture’s tangibility is an access point into the piece and can serve 

as a guide or a manuscript in the narrative, as the drawings on the sculpture resemble 

the drawings on the walls, they are of the same ilk. Standing by the sculpture its lights 

illuminated the wall, so the wall drawings become somewhat visible. 

 
iv Execution of the work 

 

Upon placing the sculpture within the space, the speakers hanging positions and 

lights, I organized 3 drawings sessions in an off-time of the museum opening times.  

I wired 2 pens up with contact microphones, and one clip on microphone to 

my forehead to catch my breath and action, and one atmospheric microphone. 

During these sessions, I drew and notated on the white walls. These recordings 

I lined up so that they would play simultaneously through the sound showers. Since 

the opening of the exhibition I have added 4 more sessions to the sound sculpture, so 

at any given time the sound of the piece will be the drawings on the wall. The layered 

sound is the sound sculpture of the drawings, which you can hardly see on the walls. 

This leads to a multi-layered build up, both in terms of notations/drawing, and in 

terms of sound.  

 

v Performative Element 
 

What I have not really approached is the performative element of the piece. I do not 

think consciously about my action as a performance. Subconsciously I do prepare 

myself for the action as a ritual of sorts, rather than conscious and self-aware action. I 

channel into the unheard/unseen and get prepared for the un-expected. I feel that I 

have a dialogue now within the piece, within the walls of the museum. I dress in 

white, to be as unobtrusive to the space. 
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15 Not Conclusive 
 

[Constant] is an event, rather than a performance piece, though it entails the 

performative element. To quote Dorothea Von Hantelmann when discussing Tino 

Sehgal, and quoting Gilles Deleuze:  

Making an event - however small – is the most delicate thing in the world: the 
opposite of making a drama or making history.” The event can neither be directed 
intentionally nor reduced to a content. It is a moment of pure singularity which, 
following Deleuze, belongs to “another dimension than that of the denotation, 
manifestation, or signification.” Such an event only exists for a short and singular 
moment, […] followed by a search for potential explanations and categorizations. 37 38 
 

The near to non-visibility of the white drawings on the walls propose a coding of a 

message and the decoding by the viewer, in the same way Douglas Gordon does in 

Sharpening Fantasy 39 where one needs to imagine what was or is there. 

The drawings are abstract in their near to non-visibility, their existence on the 

walls do in a way work as the surprise if they are noticed, the un-expected appearing 

into the narrative of [constant]. The purpose of the piece of allowing time to listen 

and or discover materializes and a new discourse begins. “When there is no clear 

message to accept or dismiss, we are confronted more noticeably with the 

discomforting presence of figural immediacy. Without an exchange of words it is 

difficult to break off an encounter satisfactorily. Without a dialogue of words or other 

meaningful sign a meeting cannot have a beginning, middle, and end (aesthetic 

closure)”40 writes David Graver on Max Ernst. The absence of words, lack of visible 

drawings and light have invited magic to occur. We enter zero-time zone.  

                                                
37 Dorothea Hantelmann et al., How to Do Things with Art the Meaning of Art’s 
Performativity. (Dijon: Les presses du réel, 2010). p. 169-171 
38 Gilles Deleuze, The Logic of Sense / Gilles Deleuze ; Translated by Mark Lester 
with Charles Stivale ; Ed. by Constantin V. Boundas (London: Continuum, 2004). p. 
52 
39 “Douglas Gordon’s Sharp New Film Series | Art | Agenda,” Phaidon, accessed May 
8, 2018, http://www.phaidon.com/agenda/art/articles/2013/january/17/douglas-
gordons-sharp-new-film-series/. 
40 David Graver, The Aesthetics of Disturbance: Anti-Art in Avant-Garde Drama, 
Theater--Text/Theory/Performance (Ann Arbor: The University of Michigan Press, 
1995). p. 37  
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16 Tranquillity Revisited 
 
The road of tranquillity brought me to a cave of drawings coded onto its walls. The 

only certainty of their existence was their sound. Uncertain of their meaning I could 

only continue to listen and explore. 

 

einar örn used his time to listen. [constant] 

whisper is detected. listen. [I am probably alone] walk through the transparent 
and draw. not a situation description. no interest to draw reality as it is not 
known what it is [I have not yet managed to decipher] but possible to 
disseminate what is found. [6e21c] maybe that will become the reality the 
become will that maybe [6e21c] .found is what disseminate to possible but [I 
have not yet managed to decipher] is it what known not is it as reality draw to 
interest no .description situation a not .draw and transparent the through walk [I 
am probably alone] .listen .detected is whisper41 

 

 

                                                
41 The catalogue text for the exhibition Einar Örn used his time to listen. [constant] 
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Figure 1 

Sterling Linden 
Dada Porn 

Collage 
1977 
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Figure 2 
Sterling Linden 
Original artwork 

1977 
 

 
 

Figure 3 
Buzzcocks – Orgasm Addict featuring art by Sterling Linden 

Album Artwork 
1977 
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Figure 4 
Sex Pistols – Pretty Vacant 

Jamie Reid 
Poster advertisement 

1977 
http://www.sexpistolsofficial.com/wp-content/uploads/2012/08/pvpsostsing72a.jpg 

 
 

 
Figure 5 

The Stormbird Whispers exhibition 
The first instalment of the whisper at Sigurjóns Museum. The whispers where notated 
at the opening performance in the café of the museum. As dusk fell, the whispers were 

mirrored in the glass. 
Acrylic felt tip pen on plexiglass. 

December 2016 
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Figure 6 

The Throne Pillars – Öndvegissúlur 
Sigurjón Ólafsson 

1971 
Standmynd/Monument 

Kopar/Copper 
http://www.lso.is/vefskra/1269.htm 

 
 

 
Figure 7 

Ríkisleyndarmál / State Secret 
Sigurjón Ólafsson 

1981 
Skúlptúr / Sculpture 

Tré-Stál / Wood-Steel 
http://www.lso.is/vefskra/126.htm 
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Figure 8 

Stormfuglinn / Storm Peter 
Sigurjón Ólafsson 

1974 
Skúlptúr / Sculpture 
Mahóní/ Mahogany 

http://www.lso.is/vefskra/1300.htm 
 
 

 
Figure 9 

The Stormbird Whispers exhibition 
At the opening the whispers were notated onto the plexiglass. 

Acrylic felt tip pen on plexiglass. 
December 2016 
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Figure 10 

Einar Örn used his time to listen [1023 seconds] exhibition 
The exhibition in Kubbur was the continuation of the Stormbird Whispers. Both 

sound and smell were added to the fold. The original sound loop was 1023 seconds 
long and played continuously throughout the setting up and duration of the exhibition. 

The notated drawings were done in 1023 seconds onto the glass in the windows. At 
the opening frankensence was lit to create a new sense to experience. 

 
Acrylic felt tip pen on glass and audio 

March 2017 
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Figure 11 
Einar Örn used his time to listen [1023 seconds] exhibition 

White spray on concrete 
March 2017 

 

 
 

Figure 12 
White Painting 

Robert Rauschenberg 
1951 

Oil on canvas 
121,9 cm x 121,9cm 

https://www.rauschenbergfoundation.org/art/artwork/white-painting 
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Figure 13 
Who Whispers 

The material I used was acrylic felt tip pens and brown masking paper. I had 6 
participants randomly placed in the audience and assigned each a different colour, and 

they were to whisper when I used their colour. 
2016 

Acrylic Felt Tip pen on brown masking paper 
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Figure 14 
Experiment 

Whisper notation transposed onto a photo of a building site. 
2017 
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Figure 15 
Einar Örn used his time to listen 1023 Seconds] 

Shadow play during night time 
2017 

 

 
 

Figure 16 
Einar Örn used his time to listen 1023 Seconds] 

Shadow play during night time 
2017 
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Figure 17 
Duchamp 

The Bride Stripped Bare by her Bachelors, Even (The Large Glass) 
1915-23 
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Figure 18 
Experiment 

2 plates of Plexiglas 
2017 

 
 

 
 

Figure 19 
Experiment 

2 plates of Plexiglas 
2017 
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Figure 20 

Experiment 
2 plates of Plexiglas and PET plastic 

2017 
 

 
Figure 21 

Experiment 
2 plates of Plexiglas and PET plastic 

2017 
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Figure 22 

Experiment 
2 plates of Plexiglas and PET plastic 

2017 
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Figure 23 
Notation drawing on heat treated PET plastic on white sprayed canvas 

2017 
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Figure 24 
Notation drawing on heat treated PET plastic and Plexiglas 

video screenshot extract 
2017 
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Figure 25 
Silkscreen Printing Experiment 

2018 
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Figure 26 
Silkscreen printing experiment. 

The same drawing in light and darkness using glow in the dark paint for one layer 
January 2018 
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Figure 27 
Transposing different video recording sessions into one segment, exposing the 

performative elements. 
January 2018 

https://vimeo.com/252393595/d8e3955ae3 
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[constant] exhibition 2018 
Figures 27 - 33 

Photos of the exhibition by Claudia Hausfeld 
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Figure 34 

Video and sound excerpt from [constant] exhibition 
April 2018 

https://vimeo.com/267143736/647def3024 
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Sound references 
 
Sound #1 
Purrkur Pillnikk – Gleði 
Tilf 
Gramm 1981 
https://soundcloud.com/purrkurpillnikk/gle-i?in=purrkurpillnikk/sets/tilf 
 
 
Sound #2 
Purrkur Pillnikk - Útilokaður 
Ekki enn 
Gramm 1981 
https://soundcloud.com/purrkurpillnikk/12-utilokaur 
 
ghostigital,  
Dark in Here (Smekkleysa SM, 2012), 
https://open.spotify.com/track/52ZtJfqbjrhmY9JsIAkRjh. 
 
 
Video references 
 
Video #02 
Einar Örn used his time to listen [1023 seconds] 
Excerpt from exhibition 
2017 
https://vimeo.com/209733495/4e62d65d75 
 
Video #01 
Plexi fog 
2017 
Experiment 
https://vimeo.com/233968794/c5f34f5cfb 
 
Figure 27 
Transposing different video recording sessions into one segment, exposing the 
performative elements. 
January 2018 
https://vimeo.com/252393595/d8e3955ae3 
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