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Conductor‌ ‌Bjarte‌ ‌Engeset gained‌ ‌his‌‌Diploma,‌‌at‌‌the‌‌Sibelius‌‌Academy‌‌in‌‌Helsinki‌‌in‌‌1989,‌‌                         
where‌‌he‌‌studied‌‌with‌‌professor‌‌Jorma‌‌Panula.‌‌In‌‌1991‌‌he‌‌was‌‌chosen‌‌as‌‌a‌‌member‌‌of‌‌the‌‌                                 
Tanglewood‌ ‌Music‌‌Center‌‌Seminar‌‌of‌‌conductors‌‌where‌‌the‌‌teachers‌‌included‌‌Seiji‌‌Ozawa,‌‌                       
Gustav‌ ‌Meier,‌ ‌Simon‌ ‌Rattle,‌ ‌Marek‌ ‌Janowski‌ ‌and‌ ‌others.Engeset‌ ‌has‌ ‌been‌ ‌in‌ ‌demand‌ ‌to‌‌                         
perform‌‌concerts,‌‌tours‌‌and‌‌CD‌‌recordings‌‌with‌‌leading‌‌orchestras‌‌worldwide‌‌and‌‌has‌‌been‌‌                         
pivotal‌‌in‌‌the‌‌scientific‌‌research‌‌and‌‌editorial‌‌work‌‌within‌‌Norway's‌‌ongoing‌‌"Music‌‌Heritage"‌‌                         
Project,‌ ‌especially‌ ‌the‌ ‌orchestra‌ ‌music‌ ‌of‌ ‌Edvard‌ ‌Grieg,‌ ‌Johan‌ ‌Svendsen,‌ ‌Ludvig‌‌                     
Irgens-Jensen‌ ‌and‌ ‌Geirr‌ ‌Tveitt.‌ ‌ 
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This‌ ‌essay‌ ‌is‌ ‌based‌ ‌on‌ ‌Bjarte‌ ‌Engeset’s‌ ‌opening‌ ‌lecture‌ ‌at‌ ‌“The‌ ‌Conductor´s‌ ‌Week”‌ ‌in‌ ‌2018.‌‌ ‌  
The‌ ‌views‌ ‌and‌ ‌opinions‌ ‌expressed‌ ‌in‌ ‌this‌ ‌text‌ ‌are‌ ‌those‌ ‌of‌ ‌the‌ ‌author.‌ ‌ 
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Rehearsing‌ ‌ 
‌ 

I‌ ‌have‌ ‌been‌ ‌thinking‌ ‌that‌ ‌all‌ ‌of‌ ‌us‌ ‌120‌ ‌conductors‌ ‌participating‌ ‌here‌ ‌in‌ ‌“The‌ ‌Conductor´s‌‌                             
Week”‌‌can‌‌change‌‌Norway*.‌‌In‌‌the‌‌course‌‌of‌‌six‌‌months,‌‌we‌‌will‌‌have‌‌over‌‌2000‌‌rehearsals,‌‌                               
and‌‌thereby‌‌at‌‌least‌‌6000‌‌rehearsal‌‌hours.‌‌For‌‌each‌‌hour‌‌of‌‌a‌‌rehearsal,‌‌we‌‌might‌‌make‌‌150‌‌                                 
statements,‌‌meaning‌‌we‌‌will‌‌make‌‌around‌‌one‌‌million‌‌statements‌‌in‌‌the‌‌coming‌‌six‌‌months.‌‌                           
What‌‌would‌‌happen‌‌if‌‌we‌‌were‌‌to‌‌change‌‌WHAT‌‌we‌‌communicate‌‌in‌‌these‌‌rehearsals?‌‌The‌‌                             
impact‌ ‌could‌ ‌be‌ ‌enormous.‌‌ ‌  
‌ 

What‌ ‌happens‌ ‌if‌ ‌we‌ ‌only‌ ‌present‌ ‌constructive‌ ‌ideas‌ ‌as‌ ‌to‌ ‌what‌ ‌the‌ ‌musicians‌ ‌can‌ ‌do?‌‌ ‌  
‌ 

It‌ ‌is‌ ‌too‌ ‌common‌ ‌that‌ ‌we‌ ‌point‌ ‌out‌ ‌what‌ ‌is‌‌wrong‌‌and‌‌bad.‌‌Instead,‌‌I‌‌think‌‌we‌‌can‌‌present‌‌                                     
unique‌ ‌ideas,‌ ‌which‌ ‌are‌ ‌well‌ ‌articulated.‌ ‌If‌ ‌we‌ ‌are‌ ‌to‌ ‌change‌ ‌our‌ ‌habits,‌ ‌we‌ ‌will‌ ‌have‌ ‌to‌‌                                 
consciously‌ ‌rephrase‌‌what‌‌we‌‌intend‌‌to‌‌say.‌‌This‌‌is‌‌a‌‌project‌‌for‌‌me‌‌every‌‌time‌‌I‌‌conduct‌‌a‌‌                                   
rehearsal,‌ ‌and‌ ‌I‌ ‌constantly‌ ‌have‌ ‌to‌ ‌remind‌ ‌myself.‌‌ ‌  

‌ 
Let‌‌us‌‌be‌‌specific‌‌from‌‌the‌‌start:‌‌Dynamics‌‌is‌‌a‌‌demanding‌‌topic‌‌when‌‌it‌‌comes‌‌to‌‌rehearsal‌‌                                 
technique.‌‌The‌‌common‌‌thing‌‌is‌‌to‌‌point‌‌out‌‌the‌‌negative‌‌“Too‌‌loud”‌‌–‌‌let‌‌us‌‌call‌‌this‌‌level‌‌1.‌‌                                     
A‌‌less‌‌negative‌‌way‌‌of‌‌putting‌‌it‌‌is‌‌“Softer”‌‌–‌‌let‌‌us‌‌call‌‌that‌‌level‌‌2.‌‌Please‌‌notice‌‌that‌‌in‌‌level‌‌                                         
2,‌ ‌the‌ ‌phrase‌ ‌“Too‌ ‌loud”‌ ‌is‌ ‌still‌ ‌implied.‌ ‌Level‌ ‌3‌ ‌will‌ ‌be‌ ‌to‌ ‌say‌ ‌“Piano”‌ ‌(quiet/soft),‌ ‌maybe‌‌                                 



combined‌ ‌with‌ ‌characterizing‌ ‌words,‌ ‌such‌ ‌as‌ ‌whispering,‌ ‌tense,‌ ‌delicate,‌ ‌quietly,‌ ‌tender,‌‌                     
intense,‌ ‌weightless,‌ ‌make‌ ‌space‌ ‌for‌ ‌the‌ ‌solo,‌ ‌transparent,‌ ‌beautiful,‌ ‌and‌ ‌so‌ ‌on.‌‌These‌‌are‌‌                           
qualitative‌ ‌statements.‌ ‌They‌ ‌connect‌ ‌dynamics‌ ‌to‌ ‌character,‌ ‌colour‌ ‌and‌ ‌other‌ ‌musical‌‌                     
elements.‌‌If‌‌the‌‌ensemble‌‌plays‌‌with‌‌shattered‌‌dynamics‌‌and‌‌sound,‌‌this‌‌kind‌‌of‌‌wording‌‌will‌‌                             
have‌‌a‌‌unifying‌‌effect.‌‌It‌‌is‌‌gratifying‌‌to‌‌insist‌‌in‌‌creative‌‌ways,‌‌in‌‌order‌‌to‌‌unify‌‌the‌‌ensemble.‌‌                                   
With‌ ‌level‌ ‌1‌ ‌and‌ ‌2,‌ ‌a‌ ‌problem‌ ‌will‌ ‌only‌ ‌be‌ ‌slightly‌ ‌adjusted‌ ‌–‌ ‌it‌ ‌will‌ ‌not‌ ‌unify‌ ‌the‌ ‌ensemble.‌‌ ‌  

Working‌‌with‌‌sound‌‌quality‌‌is‌‌also‌‌an‌‌important‌‌part‌‌of‌‌every‌‌rehearsal.‌‌We‌‌therefore‌‌need‌‌to‌‌                               
be‌ ‌able‌ ‌to‌ ‌describe‌ ‌sound‌ ‌in‌ ‌a‌ ‌constructive‌ ‌manner.‌ ‌It‌ ‌is‌ ‌rarely‌ ‌enough‌ ‌to‌ ‌say‌ ‌“not‌ ‌that‌‌                                 
rough”.‌‌With‌‌an‌‌inspirational‌‌statement‌‌about‌‌color‌‌of‌‌sound,‌‌it‌‌will‌‌not‌‌be‌‌necessary‌‌to‌‌have‌‌                               
such‌ ‌a‌ ‌negative‌ ‌wording.‌ ‌This‌ ‌is‌ ‌especially‌ ‌important‌ ‌when‌ ‌addressing‌‌musicians‌‌who‌‌are‌‌                         
supposed‌ ‌to‌ ‌keep‌ ‌in‌ ‌the‌ ‌background,‌ ‌as‌ ‌they‌ ‌will‌ ‌prefer‌ ‌inspirational‌ ‌motivation‌ ‌to‌ ‌a‌ ‌“SHH”.‌‌ ‌  

‌ 
As‌ ‌a‌ ‌young‌ ‌conductor,‌ ‌I‌ ‌thought‌ ‌that‌ ‌the‌ ‌basic‌ ‌rhythmical‌ ‌discipline‌ ‌had‌ ‌to‌ ‌be‌ ‌first‌ ‌on‌ ‌the‌‌                                 
agenda,‌ ‌before‌‌doing‌‌anything‌‌else.‌‌Important‌‌as‌‌that‌‌kind‌‌of‌‌work‌‌obviously‌‌is,‌‌I‌‌have‌‌now‌‌                               
understood‌ ‌that‌ ‌proceeding‌ ‌directly‌ ‌to‌ ‌working‌ ‌on‌ ‌musical‌ ‌character,‌ ‌can‌ ‌often‌ ‌solve‌‌                       
rhythmical‌ ‌problems‌ ‌as‌ ‌well.‌ ‌It‌ ‌is‌ ‌especially‌ ‌rewarding‌ ‌to‌ ‌work‌ ‌with‌ ‌the‌ ‌main‌ ‌motifs‌ ‌of‌ ‌the‌‌                               
piece‌‌early‌‌in‌‌the‌‌process,‌‌as‌‌they‌‌tend‌‌to‌‌make‌‌a‌‌clear‌‌mark‌‌on‌‌the‌‌piece.‌‌It‌‌is‌‌good‌‌to‌‌make‌‌                                         
it‌‌clear‌‌how‌‌to‌‌play‌‌the‌‌motif,‌‌even‌‌though‌‌the‌‌execution‌‌of‌‌these‌‌motifs‌‌naturally‌‌should‌‌vary.‌‌                                 
Making‌‌good‌‌characterizations,‌‌through‌‌qualitative‌‌formulation‌‌–and‌‌Conductor‌‌singing‌‌-‌‌can‌‌                     
also‌ ‌help‌ ‌precision.‌‌ ‌  

‌ 
An‌‌area‌‌where‌‌conductors‌‌tend‌‌to‌‌use‌‌negative‌‌wording,‌‌is‌‌articulation‌‌and‌‌tone‌‌length.‌‌How‌‌                             
often‌ ‌have‌ ‌we‌ ‌not‌ ‌heard:‌ ‌“Too‌ ‌long!”,‌ ‌or‌ ‌“Shorter!”?‌ ‌But,‌ ‌shouting‌ ‌“Shorter!”‌ ‌will‌‌often‌‌only‌‌                             
foster‌‌different‌‌ways‌‌of‌‌playing‌‌–‌‌those‌‌who‌‌play‌‌long‌‌notes‌‌start‌‌playing‌‌a‌‌bit‌‌shorter,‌‌while‌‌                                 
those‌ ‌who‌ ‌play‌ ‌completely‌ ‌short‌ ‌notes‌ ‌might‌ ‌start‌ ‌to‌ ‌play‌ ‌extremely‌ ‌short.‌ ‌Why‌ ‌not‌ ‌use‌‌                             
wording‌ ‌without‌ ‌grading‌ ‌(“shorter”),‌ ‌but‌ ‌with‌ ‌for‌ ‌instance‌ ‌“short‌ ‌and‌ ‌dry”‌ ‌or‌ ‌“light‌ ‌and‌‌                           
elegant”.‌ ‌Then‌ ‌the‌ ‌musicians‌ ‌will‌ ‌unify‌ ‌in‌ ‌one‌ ‌expression.‌‌ ‌  

‌ 
It‌‌is‌‌my‌‌experience‌‌that,‌‌when‌‌I‌‌invite‌‌with‌‌“phrase‌‌actively”,‌‌the‌‌musicians‌‌usually‌‌find‌‌a‌‌way‌‌                                 
to‌ ‌phrase‌ ‌collectively,‌ ‌without‌ ‌further‌ ‌interference‌ ‌from‌ ‌me‌‌than‌‌what‌‌I‌‌might‌‌show‌‌with‌‌my‌‌                             
hands‌ ‌and‌ ‌eyes.‌ ‌Phrasing‌ ‌is‌ ‌often‌ ‌intuitive,‌ ‌but‌ ‌it‌ ‌is‌ ‌also‌ ‌possible‌ ‌to‌‌build‌‌it‌‌on‌‌a‌‌thorough‌‌                                   
understanding‌ ‌of‌ ‌relations‌ ‌between‌ ‌something‌ ‌as‌ ‌theoretical‌ ‌as‌ ‌note‌ ‌topography,‌‌                   
tension/relaxation,‌ ‌rhetoric,‌ ‌hierarchy‌ ‌of‌ ‌metrical‌ ‌structures‌ ‌and‌ ‌hierarchy‌ ‌of‌ ‌sections‌ ‌in‌ ‌a‌‌                       
longer‌ ‌phrase.‌ ‌In‌ ‌phrasing,‌ ‌the‌ ‌unexpected‌ ‌and‌ ‌the‌ ‌non-schematic‌ ‌can‌ ‌also‌‌be‌‌inspiring.‌‌I‌‌                           
find‌‌it‌‌sad‌‌when‌‌musicians‌‌are‌‌passive‌‌when‌‌it‌‌comes‌‌to‌‌phrasing,‌‌with‌‌the‌‌thought‌‌“it‌‌does‌‌                                 
not‌ ‌say‌ ‌so‌ ‌in‌ ‌the‌ ‌score”.‌ ‌Maybe‌ ‌it‌ ‌is‌ ‌also‌ ‌our‌ ‌responsibility,‌ ‌when‌ ‌musicians‌ ‌deliver‌ ‌these‌‌                               
“neutral”‌ ‌versions.‌ ‌Is‌ ‌it‌ ‌possible‌ ‌that‌ ‌we‌‌have‌‌discouraged‌‌phrasing‌‌initiative‌‌by‌‌statements‌‌                         
like‌‌“It‌‌does‌‌not‌‌say‌‌crescendo‌‌here”.‌‌Naturally,‌‌less‌‌dynamic‌‌phrasing‌‌can‌‌be‌‌good‌‌in‌‌certain‌‌                               
settings,‌‌but‌‌a‌‌great‌‌many‌‌styles‌‌demand‌‌that‌‌the‌‌music‌‌has‌‌a‌‌message‌‌-‌‌that‌‌it‌‌becomes‌‌a‌‌                                   
language.‌‌ ‌  

Working‌ ‌with‌ ‌intonation‌ ‌can‌ ‌sometimes‌ ‌cause‌ ‌unpleasantness:‌ ‌Something‌ ‌is‌ ‌wrong‌ ‌-‌‌                     
something‌‌is‌‌‌rotten‌.‌‌It‌‌is‌‌possible‌‌to‌‌make‌‌it‌‌exciting‌‌and‌‌fun‌‌instead.‌‌Tension‌‌and‌‌fear‌‌rarely‌‌                                 
improve‌ ‌the‌ ‌intonation.‌ ‌I‌ ‌think‌ ‌intonation‌ ‌is‌ ‌very‌‌interesting.‌‌It‌‌might‌‌take‌‌some‌‌courage‌‌for‌‌                             
the‌‌conductor‌‌to‌‌practice‌‌it‌‌during‌‌rehearsal.‌‌What‌‌if‌‌it‌‌doesn't‌‌get‌‌better?‌‌I‌‌think‌‌that‌‌one‌‌can‌‌                                   
sometimes‌‌move‌‌on‌‌and‌‌return‌‌to‌‌it‌‌later.‌‌Chord‌‌knowledge‌‌and‌‌intonation‌‌theory‌‌is‌‌naturally‌‌                             
valuable‌ ‌in‌ ‌this‌‌situation.‌‌You‌‌will‌‌need‌‌a‌‌good‌‌methodic,‌‌and‌‌balance‌‌is‌‌often‌‌an‌‌important‌‌                               



factor.‌ ‌I‌ ‌do‌ ‌not‌ ‌have‌ ‌time‌ ‌to‌ ‌elaborate‌ ‌on‌ ‌this‌ ‌right‌ ‌now,‌ ‌but‌ ‌it‌ ‌is‌ ‌good‌ ‌to‌ ‌find‌ ‌suitable‌‌                                     
moments‌ ‌for‌ ‌intonation‌ ‌work‌ ‌during‌ ‌a‌ ‌rehearsal‌ ‌–‌ ‌preferably,‌ ‌when‌ ‌it‌ ‌is‌ ‌not‌‌too‌‌cold‌‌in‌‌the‌‌                                 
room,‌ ‌and‌ ‌when‌ ‌the‌ ‌musicians‌ ‌are‌ ‌not‌ ‌too‌ ‌tired.‌‌ ‌  

I‌ ‌think‌ ‌we‌ ‌can‌ ‌often‌ ‌formulate‌ ‌two-three-four‌ ‌ideas‌ ‌each‌ ‌time‌ ‌we‌ ‌give‌ ‌verbal‌ ‌input‌ ‌to‌ ‌the‌‌                               
orchestra.‌ ‌We‌ ‌want‌ ‌to‌ ‌avoid‌ ‌the‌‌monotony‌‌of,‌‌for‌‌instance,‌‌always‌‌just‌‌communicating‌‌one‌‌                           
single‌ ‌message.‌ ‌It‌ ‌is‌ ‌usually‌ ‌motivating‌ ‌to‌ ‌try‌ ‌out‌ ‌a‌ ‌new‌ ‌idea‌ ‌instantly,‌ ‌but‌ ‌not‌ ‌always‌‌                               
necessary.‌ ‌During‌ ‌recordings,‌ ‌longer‌ ‌“lists‌ ‌of‌‌input”‌‌in‌‌between‌‌the‌‌takes‌‌can‌‌be‌‌good.‌‌It‌‌is‌‌                               
not‌ ‌wise‌ ‌to‌ ‌record‌ ‌something‌ ‌you‌ ‌know‌ ‌needs‌ ‌to‌ ‌be‌ ‌changed‌ ‌anyway.‌ ‌Alternate‌ ‌playing‌‌                           
longer‌‌and‌‌shorter‌‌parts,‌‌and‌‌change‌‌between‌‌different‌‌kinds‌‌of‌‌work‌‌(By‌‌the‌‌way,‌‌we‌‌need‌‌                               
to‌ ‌find‌ ‌a‌ ‌better‌ ‌word‌ ‌for‌ ‌the‌ ‌prosaic‌ ‌“let’s‌ ‌play‌ ‌through”‌ ‌when‌ ‌we‌‌play‌‌longer‌‌parts).‌‌In‌‌the‌‌                                   
rehearsals,‌ ‌it‌ ‌is‌ ‌valuable‌ ‌to‌ ‌have‌ ‌a‌ ‌sense‌ ‌of‌ ‌what‌ ‌is‌ ‌challenging,‌ ‌as‌ ‌well‌ ‌as‌ ‌of‌ ‌what‌ ‌one‌‌                                   
should‌‌wait‌‌to‌‌go‌‌into.‌‌Focus‌‌on‌‌main‌‌ideas‌‌concerning‌‌character,‌‌style‌‌and‌‌the‌‌story‌‌of‌‌the‌‌                                 
particular‌ ‌piece.‌ ‌I‌ ‌think‌ ‌it‌ ‌is‌ ‌important‌ ‌that‌ ‌everyone‌‌is‌‌involved‌‌often‌‌enough.‌‌That‌‌we‌‌see‌‌                               
everyone,‌ ‌even‌ ‌though‌ ‌the‌ ‌communication‌ ‌naturally‌ ‌quite‌ ‌often‌ ‌goes‌ ‌through‌ ‌the‌ ‌section‌‌                       
leaders.‌‌It‌‌is‌‌essential‌‌that‌‌we‌‌understand‌‌what‌‌the‌‌ensemble‌‌needs,‌‌and‌‌there‌‌are‌‌probably‌‌                             
fundamental‌ ‌differences‌ ‌between‌ ‌professional‌ ‌ensembles‌ ‌and‌ ‌other‌ ‌kinds‌ ‌of‌ ‌groups‌ ‌here.‌‌                     
During‌ ‌the‌ ‌rehearsal,‌ ‌we‌ ‌can‌ ‌also‌ ‌contemplate‌ ‌“What‌ ‌can‌ ‌get‌ ‌this‌ ‌group‌ ‌to‌ ‌improve‌ ‌rapidly?”‌‌ ‌  

Naturally,‌‌it‌‌can‌‌often‌‌be‌‌useful‌‌to‌‌present‌‌the‌‌reasons‌‌why‌‌the‌‌playing‌‌is‌‌not‌‌quite‌‌together.‌‌                                 
This‌‌is‌‌possible‌‌without‌‌being‌‌accusing.‌‌It‌‌is‌‌always‌‌useful‌‌to‌‌understand‌‌what‌‌really‌‌happens‌‌                             
when‌ ‌something‌ ‌is‌ ‌not‌ ‌working.‌ ‌However,‌ ‌this‌ ‌does‌ ‌not‌ ‌change‌ ‌the‌ ‌principle‌ ‌of‌ ‌primarily‌‌                           
communicating‌ ‌what‌ ‌can‌ ‌be‌ ‌done.‌ ‌  

‌ 
The‌ ‌result‌ ‌of‌ ‌this‌ ‌principle‌ ‌is‌ ‌that‌ ‌the‌ ‌musicians‌ ‌leave‌ ‌the‌ ‌rehearsal‌ ‌feeling‌ ‌that‌ ‌they‌ ‌are‌‌                               
“good‌ ‌enough”,‌ ‌as‌ ‌individual‌ ‌musicians,‌ ‌groups‌ ‌and‌ ‌ensembles.‌ ‌They‌ ‌have‌ ‌had‌ ‌musical‌‌                       
experiences,‌ ‌heard‌ ‌and‌ ‌experienced‌ ‌musical‌ ‌improvement,‌ ‌participated‌ ‌in‌ ‌bringing‌‌                 
interesting‌ ‌musical‌ ‌characters‌ ‌to‌ ‌life,‌ ‌and‌ ‌the‌ ‌rehearsal‌ ‌has‌ ‌focused‌ ‌on‌ ‌the‌ ‌power‌ ‌of‌ ‌music.‌‌ ‌  

On‌‌behalf‌‌of‌‌the‌‌music‌‌and‌‌the‌‌togetherness,‌‌it‌‌is‌‌our‌‌right‌‌to‌‌use‌‌strength‌‌in‌‌order‌‌to‌‌make‌‌                                     
sure‌ ‌great‌ ‌musicianship‌ ‌is‌ ‌the‌ ‌focus‌ ‌of‌ ‌the‌ ‌rehearsals.‌ ‌Open‌ ‌and‌ ‌inviting,‌ ‌but‌ ‌with‌ ‌great‌‌                             
persistence‌‌as‌‌well.‌‌We‌‌can‌‌view‌‌ourselves‌‌as‌‌a‌‌medium‌‌of‌‌the‌‌music.‌‌It‌‌is‌‌good‌‌to‌‌show‌‌that‌‌                                     
maximum‌ ‌quality‌ ‌is‌ ‌expected‌ ‌during‌ ‌the‌ ‌rehearsal.‌ ‌This‌ ‌expectation‌ ‌will‌ ‌be‌ ‌present‌ ‌for‌ ‌a‌‌                           
concert‌‌anyway.‌‌I‌‌increasingly‌‌think‌‌that‌‌we‌‌should‌‌play‌‌as‌‌if‌‌it‌‌is‌‌the‌‌last‌‌performance‌‌we‌‌will‌‌                                   
have.‌ ‌Not‌ ‌to‌ ‌be‌ ‌morbid‌ ‌and‌ ‌focused‌ ‌on‌ ‌death,‌ ‌but‌ ‌to‌ ‌enjoy‌ ‌life‌ ‌even‌ ‌more.‌‌ ‌  

‌ 
‌ 

People‌‌ ‌  
‌ 

We‌‌work‌‌with‌‌music‌‌and‌‌with‌‌people.‌‌We‌‌make‌‌thorough‌‌preparations‌‌“on‌‌our‌‌own”‌‌in‌‌order‌‌                               
to‌ ‌learn‌ ‌the‌ ‌music‌ ‌as‌ ‌well‌ ‌as‌ ‌possible,‌ ‌but‌ ‌also‌ ‌so‌ ‌that‌ ‌we‌ ‌prepare‌ ‌musical‌ ‌ideas.‌ ‌It‌ ‌is‌ ‌a‌‌                                     
strength‌ ‌to‌ ‌have‌ ‌many‌ ‌different‌ ‌ideas‌ ‌prepared.‌ ‌Nevertheless,‌ ‌there‌ ‌can‌ ‌also‌ ‌be‌ ‌several‌‌                         
different‌‌alternatives,‌‌which‌‌we‌‌have‌‌not‌‌quite‌‌decided‌‌on‌‌yet.‌‌Not‌‌everything‌‌can‌‌be‌‌planned‌‌                             
in‌‌detail‌‌by‌‌the‌‌desk.‌‌We‌‌get‌‌new‌‌ideas‌‌when‌‌we‌‌listen‌‌to‌‌the‌‌playing,‌‌and‌‌our‌‌intuition‌‌can‌‌                                     
give‌ ‌answers‌ ‌in‌ ‌the‌ ‌moment,‌ ‌during‌ ‌both‌ ‌rehearsal‌ ‌and‌ ‌concert.‌‌ ‌  



Our‌ ‌attitude‌ ‌towards‌ ‌human‌ ‌beings‌ ‌influences‌ ‌our‌ ‌way‌ ‌of‌ ‌leading‌ ‌rehearsals.‌ ‌If‌ ‌we‌ ‌have‌‌                           
interest‌ ‌and‌ ‌faith‌‌in‌‌the‌‌creative‌‌abilities‌‌of‌‌the‌‌people‌‌we‌‌work‌‌with,‌‌then‌‌I‌‌think‌‌we‌‌can‌‌go‌‌                                     
very‌‌far.‌‌A‌‌friendly‌‌and‌‌respectful‌‌attitude,‌‌as‌‌opposed‌‌to‌‌critique‌‌and‌‌threat,‌‌is‌‌more‌‌likely‌‌to‌‌                                 
inspire‌ ‌dedication.‌ ‌One‌ ‌of‌ ‌the‌ ‌most‌ ‌important‌ ‌things‌ ‌I‌ ‌learned‌ ‌during‌ ‌my‌ ‌five‌ ‌years‌ ‌as‌‌                             
conductor‌‌of‌‌‌The‌‌Royal‌‌Norwegian‌‌Navy‌‌Band‌‌is‌‌to‌‌understand‌‌the‌‌great‌‌resources‌‌of‌‌every‌‌                             
player,‌ ‌and‌ ‌that‌ ‌they‌ ‌want‌ ‌me‌ ‌to‌ ‌constantly‌ ‌remind‌ ‌them‌ ‌to‌ ‌aim‌ ‌for‌ ‌their‌ ‌highest‌ ‌level.‌‌ ‌  

As‌‌a‌‌conducting‌‌teacher,‌‌I‌‌frequently‌‌ask‌‌myself‌‌why‌‌I‌‌personally‌‌do‌‌or‌‌do‌‌not‌‌feel‌‌a‌‌wish‌‌to‌‌                                     
make‌ ‌music‌ ‌with‌ ‌a‌ ‌certain‌ ‌conductor.‌ ‌The‌ ‌answer‌ ‌is‌‌of‌‌course‌‌subjective.‌‌If‌‌a‌‌conductor‌‌is‌‌                               
showing‌ ‌everything‌ ‌too‌ ‌obviously,‌ ‌which‌‌I‌‌have‌‌now‌‌and‌‌then‌‌experienced‌‌as‌‌a‌‌musician,‌‌I‌‌                             
often‌‌just‌‌“turn‌‌off”.‌‌When‌‌the‌‌roles‌‌conductor/conducted‌‌are‌‌the‌‌main‌‌focus,‌‌it‌‌does‌‌not‌‌feel‌‌                               
right‌‌either.‌‌Especially‌‌when‌‌ego,‌‌position‌‌and‌‌career‌‌seem‌‌more‌‌important‌‌than‌‌the‌‌music.‌‌It‌‌                             
is‌‌also‌‌very‌‌difficult‌‌when‌‌I‌‌feel‌‌the‌‌conductor‌‌is‌‌“in‌‌the‌‌way”.‌‌However,‌‌this‌‌can‌‌often‌‌be‌‌more‌                                     
a‌ ‌technical‌ ‌conducting‌ ‌issue,‌ ‌than‌ ‌a‌ ‌matter‌ ‌of‌ ‌negative‌ ‌attitude‌ ‌from‌ ‌the‌ ‌conductor.‌ ‌ 

‌ 
I‌‌find‌‌it‌‌very‌‌interesting‌‌to‌‌build‌‌musical‌‌relations‌‌over‌‌time.‌‌I‌‌have‌‌met‌‌and‌‌been‌‌inspired‌‌by‌‌                                   
people‌ ‌like‌ ‌Maurice‌ ‌Abravanel‌ ‌and‌ ‌Simon‌ ‌Rattle‌ ‌–‌ ‌maestros‌ ‌who‌ ‌have‌ ‌been‌ ‌dedicated‌ ‌to‌‌                           
building‌ ‌quality‌ ‌over‌ ‌time.‌ ‌When‌ ‌we‌ ‌have‌ ‌long-term‌ ‌engagements,‌ ‌I‌ ‌think‌ ‌it‌‌is‌‌a‌‌chance‌‌to‌‌                               
develop‌ ‌the‌ ‌strength,‌ ‌individuality,‌ ‌initiative‌ ‌and‌ ‌identity‌ ‌of‌ ‌the‌ ‌ensemble.‌ ‌To‌ ‌develop‌ ‌the‌‌                         
ensemble‌ ‌as‌ ‌an‌ ‌independent‌ ‌organism‌ ‌with‌ ‌confidence‌ ‌and‌ ‌inner‌ ‌strength.‌ ‌Conducting‌‌an‌‌                       
ensemble‌ ‌with‌ ‌identity‌ ‌and‌ ‌strong‌ ‌will‌ ‌is‌ ‌definitely‌ ‌different‌ ‌from‌ ‌conducting‌ ‌an‌ ‌ensemble‌‌                         
without‌ ‌those‌ ‌qualities,‌ ‌and‌ ‌it‌‌is‌‌much‌‌more‌‌rewarding!‌‌My‌‌experience‌‌is‌‌that‌‌these‌‌are‌‌the‌‌                               
situations‌ ‌where‌ ‌we‌ ‌conductors‌ ‌can‌ ‌really‌ ‌contribute‌‌with‌‌something‌‌essential.‌‌We‌‌have‌‌to‌‌                         
understand‌‌what‌‌would‌‌happen‌‌if‌‌we‌‌were‌‌not‌‌there,‌‌and‌‌what‌‌can‌‌be‌‌our‌‌contribution.‌‌It‌‌is‌‌                                 
difficult‌‌to‌‌be‌‌the‌‌conductor‌‌when‌‌an‌‌ensemble‌‌does‌‌not‌‌breathe‌‌together‌‌or‌‌show‌‌each‌‌other‌‌                               
musical‌ ‌will.‌‌They‌‌cannot‌‌just‌‌stare‌‌at‌‌where‌‌our‌‌“beat”‌‌will‌‌land,‌‌but‌‌should‌‌rather‌‌consider‌‌                               
the‌‌conductor´s‌‌upbeat‌‌as‌‌an‌‌invitation‌‌to‌‌common‌‌breath‌‌and‌‌common‌‌musical‌‌movement.‌‌                         
We‌ ‌have‌ ‌to‌ ‌make‌ ‌sure‌ ‌we‌ ‌inspire‌ ‌interaction‌ ‌without‌ ‌being‌ ‌“in‌ ‌the‌ ‌way”.‌ ‌Having‌‌                           
conversations‌‌with‌‌musicians‌‌about‌‌the‌‌conductor's‌‌role‌‌is‌‌good‌‌and‌‌rewarding‌‌for‌‌everyone.‌‌                         
We‌ ‌can‌ ‌strengthen‌ ‌the‌ ‌communication‌ ‌between‌ ‌the‌ ‌musicians‌ ‌and,‌ ‌from‌ ‌our‌‌insight‌‌in‌‌the‌‌                           
score,‌ ‌help‌ ‌the‌ ‌musicians‌‌understand‌‌who‌‌to‌‌connect‌‌with‌‌in‌‌the‌‌specific‌‌situations.‌‌A‌‌bass‌‌                             
player‌‌once‌‌asked‌‌Claudio‌‌Abbado‌‌whether‌‌the‌‌notes‌‌in‌‌a‌‌particular‌‌passage‌‌should‌‌be‌‌short‌‌                             
or‌ ‌long.‌ ‌The‌ ‌answer,‌‌in‌‌Abbado´s‌‌Italian‌‌English‌‌was‌‌surprising;‌‌“You‌‌play‌‌with‌‌Susan”‌‌(the‌‌                             
flautist).‌ ‌ 

It‌ ‌is,‌ ‌without‌ ‌doubt,‌ ‌good‌ ‌when‌ ‌we‌ ‌conductors‌‌make‌‌the‌‌ensemble‌‌safe,‌‌and‌‌create‌‌a‌‌safe‌‌                               
and‌ ‌sound‌ ‌environment.‌ ‌However,‌‌we‌‌can‌‌also‌‌create‌‌an‌‌atmosphere‌‌where‌‌one‌‌has‌‌to‌‌be‌‌                             
prepared‌‌for‌‌anything‌‌to‌‌happen,‌‌so‌‌that‌‌we‌‌do‌‌not‌‌end‌‌up‌‌with‌‌routine‌‌performances‌‌where‌‌                               
everything‌ ‌is‌ ‌done‌ ‌and‌ ‌decided.‌ ‌Both‌ ‌“playful‌ ‌and‌ ‌fun”‌ ‌music,‌ ‌as‌ ‌well‌ ‌as‌ ‌“life‌ ‌and‌ ‌death”‌‌                               
music,‌ ‌demands‌ ‌this.‌ ‌It‌ ‌is‌ ‌interesting‌ ‌that‌ ‌some‌ ‌musicians‌ ‌tend‌ ‌to‌ ‌prefer‌ ‌safe‌ ‌order,‌ ‌while‌‌                             
others‌ ‌prefer‌ ‌risks‌ ‌and‌ ‌excitement.‌ ‌Nevertheless,‌ ‌it‌ ‌is‌ ‌good‌ ‌to‌ ‌understand‌ ‌this‌ ‌variation‌ ‌in‌‌                           
attitudes,‌ ‌which‌ ‌probably‌ ‌exist‌ ‌in‌ ‌every‌ ‌ensemble.‌‌ ‌  

We‌‌are‌‌all‌‌different‌‌kinds‌‌of‌‌people,‌‌which‌‌is‌‌both‌‌a‌‌challenge‌‌and‌‌a‌‌resource‌‌when‌‌playing‌‌                                 
together.‌‌The‌‌music‌‌naturally‌‌demands‌‌flexibility‌‌in‌‌temperament,‌‌but‌‌I‌‌believe‌‌that‌‌difference‌‌                         
in‌ ‌energy‌ ‌levels‌ ‌sometimes‌‌is‌‌the‌‌cause‌‌of‌‌discord‌‌in‌‌music-making.‌‌We‌‌might‌‌for‌‌example‌‌                             
have‌ ‌different‌ ‌perceptions‌ ‌of‌ ‌what‌ ‌it‌ ‌means‌ ‌to‌ ‌play‌ ‌“in‌ ‌tempo”.‌ ‌If‌ ‌we‌ ‌can‌ ‌unify‌ ‌the‌ ‌energy‌‌                                 
level‌‌by‌‌presenting‌‌an‌‌exciting‌‌and‌‌precise‌‌suggestion‌‌of‌‌musical‌‌character,‌‌it‌‌will‌‌often‌‌lead‌‌                             



everyone‌ ‌in‌ ‌the‌ ‌same‌ ‌direction‌ ‌and‌ ‌towards‌ ‌a‌ ‌unified‌ ‌sound.‌‌  
‌ 

For‌‌many‌‌ensembles,‌‌it‌‌can‌‌be‌‌useful‌‌to‌‌play‌‌without‌‌a‌‌conductor.‌‌Then‌‌it‌‌is‌‌interesting‌‌for‌‌us‌‌                                   
conductors‌‌to‌‌ask‌‌ourselves:‌‌“What‌‌can‌‌we‌‌contribute‌‌with?”‌‌We‌‌sit/stand‌‌in‌‌the‌‌most‌‌central‌‌                             
position‌‌of‌‌the‌‌ensemble,‌‌where‌‌we‌‌can‌‌listen‌‌to‌‌everyone‌‌and‌‌hear‌‌how‌‌the‌‌balance‌‌and‌‌the‌‌                                 
sound‌ ‌colours‌ ‌really‌ ‌are.‌ ‌We‌ ‌can‌ ‌inspire‌ ‌and‌ ‌gather‌ ‌the‌ ‌focus‌ ‌of‌ ‌the‌ ‌musicians,‌ ‌and‌‌                             
encourage‌‌different‌‌forms‌‌of‌‌contact‌‌in‌‌an‌‌always‌‌changing‌‌musical‌‌role-play,‌‌depending‌‌on‌‌                         
the‌ ‌score.‌ ‌Additionally,‌ ‌we‌ ‌can‌‌help‌‌the‌‌ensemble‌‌unify‌‌in‌‌form,‌‌phrasing‌‌and‌‌in‌‌the‌‌overall‌‌                               
“story”‌‌–‌‌all‌‌in‌‌service‌‌of‌‌the‌‌music.‌‌We‌‌often‌‌work‌‌with‌‌a‌‌piece‌‌of‌‌music‌‌that‌‌will‌‌survive‌‌us,‌‌                                       
and‌‌which‌‌might‌‌have‌‌qualities‌‌and‌‌value‌‌far‌‌beyond‌‌what‌‌we‌‌discover.‌‌This‌‌knowledge‌‌is‌‌a‌‌                               
great‌ ‌help‌ ‌for‌ ‌me‌ ‌when‌ ‌dealing‌ ‌with‌ ‌pressure‌ ‌and‌ ‌concert‌ ‌nerves.‌‌ ‌  

Many‌ ‌things‌ ‌can‌ ‌become‌ ‌the‌ ‌focus‌ ‌of‌ ‌an‌ ‌ensemble‌ ‌rehearsal,‌ ‌including‌ ‌things‌ ‌that‌ ‌can‌‌                           
interfere‌ ‌with‌ ‌musicianship‌ ‌even‌ ‌though‌ ‌they‌ ‌are‌ ‌important‌ ‌in‌ ‌themselves.‌ ‌Examples‌ ‌are‌‌                       
problems‌‌with‌‌the‌‌score,‌‌bowing,‌‌committee‌‌work,‌‌the‌‌hall/acoustics,‌‌colleagues,‌‌repertoire,‌‌                     
the‌‌director‌‌or‌‌the‌‌outfit.‌‌We‌‌conductors‌‌can‌‌gather‌‌everyone‌‌around‌‌musical‌‌focus.‌‌It‌‌is‌‌my‌‌                               
belief‌ ‌that‌ ‌we,‌ ‌in‌ ‌the‌‌name‌‌of‌‌music,‌‌have‌‌the‌‌right‌‌to‌‌create‌‌a‌‌good‌‌rehearsal‌‌ethic‌‌and‌‌to‌‌                                     
stop‌ ‌that,‌ ‌which‌ ‌prevents‌ ‌the‌ ‌musical‌ ‌work‌ ‌of‌ ‌togetherness.‌ ‌In‌ ‌this‌ ‌situation,‌ ‌humor‌ ‌and‌‌                           
suggestions‌‌as‌‌to‌‌the‌‌direction‌‌of‌‌the‌‌work‌‌often‌‌work‌‌better‌‌than‌‌criticism.‌‌“Low‌‌shoulders”,‌‌                             
honesty,‌ ‌and‌ ‌“playfulness”‌ ‌is‌ ‌often‌ ‌the‌‌key‌‌when‌‌trying‌‌to‌‌shift‌‌the‌‌focus‌‌onto‌‌music.‌‌When‌‌                               
focusing‌ ‌on‌ ‌the‌ ‌musical‌ ‌elements,‌ ‌the‌ ‌conductor‌ ‌simultaneously‌ ‌implies‌ ‌that‌ ‌musicians’‌‌                     
technical‌ ‌challenges‌ ‌are‌ ‌considered‌ ‌“homework”.‌‌ ‌  

‌ 
During‌ ‌rehearsals,‌ ‌I‌ ‌sometimes‌ ‌move‌ ‌less‌ ‌when‌ ‌I‌ ‌need‌ ‌to‌ ‌find‌ ‌out‌ ‌and‌ ‌analyze‌ ‌what‌ ‌the‌‌                               
musicians‌ ‌do‌ ‌without‌ ‌my‌ ‌interference.‌ ‌It‌ ‌is‌ ‌important‌ ‌to‌ ‌me‌ ‌to‌ ‌find‌ ‌out‌ ‌what‌ ‌I‌ ‌should‌ ‌and‌‌                                 
should‌‌not‌‌contribute‌‌with.‌‌When‌‌there‌‌is‌‌a‌‌“motor”‌‌in‌‌the‌‌music‌‌(rhythmic‌‌ostinato,‌‌repeated‌‌                             
figures‌‌etc.),‌‌it‌‌can‌‌be‌‌especially‌‌useful‌‌to‌‌let‌‌the‌‌“motor”‌‌run‌‌freely‌‌and‌‌let‌‌everyone‌‌focus‌‌on‌‌                                   
listening‌‌and‌‌playing‌‌chamber‌‌music.‌‌When‌‌children's‌‌groups‌‌make‌‌music‌‌together,‌‌I‌‌think‌‌it‌‌                           
is‌‌particularly‌‌important‌‌to‌‌invest‌‌enough‌‌energy‌‌into‌‌making‌‌the‌‌rhythmical‌‌part‌‌stable.‌‌This‌‌                           
can‌ ‌be‌ ‌done‌ ‌by,‌ ‌for‌ ‌instance,‌ ‌giving‌ ‌the‌ ‌percussionists‌ ‌sufficient‌ ‌attention‌ ‌and‌ ‌impulses.‌‌                         
When‌ ‌this‌ ‌section‌ ‌works‌ ‌well,‌ ‌for‌ ‌instance‌ ‌in‌ ‌a‌ ‌school‌ ‌band,‌ ‌it‌ ‌will‌ ‌be‌ ‌easier‌ ‌to‌ ‌work‌ ‌with‌‌                                   
dynamics,‌ ‌phrasing‌ ‌and‌ ‌so‌ ‌on.‌‌ ‌  

I‌ ‌think‌ ‌that‌ ‌our‌ ‌conducting‌ ‌technique‌ ‌can‌ ‌also‌ ‌have‌ ‌this‌ ‌headline:‌ ‌Communicating‌ ‌musical‌‌                         
ideas.‌ ‌The‌ ‌movements‌ ‌can‌ ‌be‌ ‌varied‌ ‌every‌ ‌time‌ ‌we‌ ‌encounter‌ ‌the‌ ‌same‌ ‌theme‌ ‌or‌ ‌bar.‌‌In‌‌                               
rehearsal‌‌situations,‌‌this‌‌can‌‌inspire,‌‌adjust‌‌and‌‌balance‌‌in‌‌always‌‌new‌‌and‌‌different‌‌ways.‌‌I‌‌                             
have‌ ‌been‌ ‌taught‌ ‌to‌ ‌always‌‌show‌‌something‌‌rather‌‌than‌‌saying‌‌it.‌‌Professor‌‌Jorma‌‌Panula‌‌                           
claimed‌‌that‌‌we‌‌had‌‌no‌‌right‌‌to‌‌say‌‌something‌‌we‌‌had‌‌not‌‌already‌‌shown.‌‌He‌‌wanted‌‌us‌‌to‌‌                                   
not‌ ‌say‌ ‌much,‌ ‌and‌ ‌to‌ ‌phrase‌‌richly‌‌and‌‌precisely‌‌without‌‌words.‌‌From‌‌this‌‌perspective,‌‌our‌‌                             
movements‌ ‌and‌ ‌the‌ ‌conducting‌ ‌technique‌ ‌should‌ ‌be‌ ‌equally‌ ‌rich‌‌and‌‌flexibly‌‌varied‌‌as‌‌the‌‌                           
music‌ ‌–‌ ‌almost‌ ‌like‌ ‌mime‌ ‌theatre.‌ ‌We‌ ‌have‌‌to‌‌be‌‌able‌‌to‌‌express‌‌everything‌‌we‌‌know‌‌and‌‌                                 
imagine‌ ‌with‌ ‌movements,‌ ‌and‌ ‌only‌ ‌that.‌ ‌The‌ ‌movements‌ ‌will‌ ‌then‌ ‌be‌ ‌motivated‌ ‌by‌ ‌the‌‌                           
essential‌ ‌and‌ ‌by‌ ‌the‌ ‌musicality.‌ ‌We‌ ‌move‌ ‌in‌ ‌order‌ ‌to‌ ‌support‌ ‌the‌ ‌many‌ ‌and‌ ‌varying‌‌                             
characters‌ ‌of‌ ‌the‌ ‌music.‌‌ ‌  

‌ 
I‌‌have‌‌now‌‌presented‌‌my‌‌own‌‌subjective‌‌opinions,‌‌based‌‌on‌‌the‌‌experience‌‌I‌‌have‌‌with‌‌the‌‌                               
kind‌‌of‌‌ensembles‌‌that‌‌I‌‌meet‌‌regularly.‌‌There‌‌are‌‌so‌‌many‌‌ways‌‌to‌‌be‌‌a‌‌conductor.‌‌That‌‌is‌‌                                   
why‌ ‌I‌ ‌do‌ ‌not‌ ‌say‌‌that‌‌a‌‌conductor‌‌shall‌‌or‌‌should,‌‌but‌‌that‌‌a‌‌conductor‌‌can.‌‌However,‌‌I‌‌still‌‌                                     



think‌ ‌that‌ ‌some‌ ‌of‌ ‌these‌ ‌ideas‌ ‌can‌ ‌be‌ ‌applied‌ ‌in‌ ‌most‌ ‌types‌ ‌of‌ ‌ensembles.‌ ‌The‌ ‌surplus‌‌                               
energy‌‌that‌‌some‌‌really‌‌high-level‌‌ensembles‌‌have,‌‌also‌‌due‌‌to‌‌a‌‌high‌‌technical‌‌level,‌‌makes‌‌                             
it‌ ‌possible‌ ‌for‌ ‌them‌ ‌to‌ ‌really‌ ‌relate‌ ‌to‌ ‌what‌‌the‌‌conductor‌‌is‌‌doing.‌‌However,‌‌I‌‌do‌‌think‌‌that‌‌                                   
this‌ ‌attentiveness‌ ‌can‌ ‌be‌ ‌created‌ ‌in‌ ‌every‌ ‌group,‌ ‌especially‌ ‌in‌ ‌concerts,‌‌if‌‌the‌‌repertoire‌‌is‌‌                             
well‌ ‌adjusted‌ ‌and‌ ‌if‌ ‌the‌ ‌musicians‌ ‌are‌ ‌used‌ ‌to‌ ‌being‌ ‌attentive‌ ‌to‌ ‌the‌ ‌conductor‌ ‌and‌‌to‌‌the‌‌                                 
other‌ ‌players.‌ ‌ 

‌ 
No‌‌matter‌‌what‌‌kind‌‌of‌‌ensemble‌‌it‌‌is,‌‌the‌‌players‌‌will‌‌usually‌‌react‌‌positively‌‌to‌‌working‌‌in‌‌an‌‌                                   
atmosphere‌ ‌where‌ ‌constructive‌ ‌input‌ ‌is‌ ‌key.‌ ‌This‌ ‌promotes‌ ‌self-confidence,‌ ‌courage,‌‌                   
freedom‌ ‌and‌ ‌room‌ ‌for‌ ‌creativity.‌ ‌I‌ ‌am‌ ‌confident‌ ‌that‌ ‌we‌ ‌can‌ ‌leave‌ ‌such‌ ‌rehearsals‌ ‌feeling‌‌                             
more‌ ‌energized‌ ‌than‌ ‌we‌ ‌were‌ ‌when‌ ‌they‌ ‌started.‌‌ ‌  

‌ 
Will‌ ‌you‌ ‌participate‌ ‌in‌ ‌changing‌ ‌Norway*,‌ ‌at‌ ‌least‌ ‌for‌ ‌six‌ ‌months?‌ ‌Until‌ ‌Christmas?‌ ‌What‌‌                           
would‌ ‌happen‌ ‌if‌ ‌those‌ ‌millions‌ ‌of‌ ‌statements‌ ‌were‌ ‌good‌ ‌ideas‌ ‌and‌ ‌impulses?‌ ‌I‌ ‌think‌ ‌the‌‌                             
impact‌ ‌could‌ ‌be‌ ‌as‌ ‌if‌ ‌every‌ ‌musician‌ ‌got‌ ‌“seven-mile‌ ‌boots”.**‌ ‌ 

‌ 
Deal?‌ ‌ 

‌ 

‌ 

*Please‌ ‌replace‌ ‌“Norway”‌ ‌with‌ ‌any‌ ‌country‌ ‌of‌ ‌preference‌ ‌to‌ ‌make‌ ‌sense‌ ‌of‌ ‌this‌ ‌sentence‌‌                           
wherever‌ ‌you‌ ‌are‌ ‌situated.‌ ‌ 

**A‌ ‌concept‌ ‌from‌ ‌a‌ ‌Norwegian‌ ‌fairy‌ ‌tale.‌ ‌Magic‌ ‌boots‌ ‌that‌ ‌make‌ ‌you‌ ‌walk‌ ‌seven‌ ‌miles‌ ‌in‌‌                               
each‌ ‌footstep.‌ ‌ 

‌ 

‌ 

‌ 

‌ 


