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Valorization

The research project

Starting out from a practical curatorial challenge, this dissertation has 
always retained an applied dimension. The research question surfaced 
while I was still working as assistant curator in a media art museum, and 
the project took shape through conversations with my supervisors as well 
as through exchanges with colleagues. 

Throughout the four years of research, the project never lost touch 
with the communities of artists and curators invested in exhibiting sound-
ing artworks. Most importantly, this was due to the research design that 
incorporated a total of 51 interviews with artists and curators, who shared 
their practices with me and also showed considerable interest in the find-
ings I had made up until that point. They asked me what other artists had 
told me so far, whether I had already come up with possible solutions, or 
how I thought they could learn from my results. In addition to those con-
versations with curators and artists, I also had the opportunity to include 
museum technicians, audio engineers and conservators in the conversa-
tion early on. Almost all of these professionals, who are involved in the 
planning and realization of sounding artworks in exhibitions at a some-
what regular basis, showed considerable interest in my project, remained 
involved throughout large parts of the research phase, and have expressed 
an interest in seeing the completed dissertation. I can only hope that this 
dissertation lives up to their expectations, but I do believe that my findings 
reveal a new dynamic in the making of exhibitions that will hopefully al-
low them to reflect on the relationship between sensory repertoires and 
institutional taskscapes, and to incorporate visitors’ experiences into 
those deliberations. My research has shown that one of the crucial aspects 
of developing a successful curatorial strategy is the alignment of the listen-
ing history of the artist and the listening situation he or she seeks to bring 
about with the institutional dynamic of the exhibition venue. This means 
that curators and artists have equal share in making an exhibition succeed 
through honest reflection, open communication, and diligent planning. 

 The investment and interest of art world professionals also be-
came clear when institutions allowed me to access their archives and pub-
lish about the traces that visitors have left in those archives. Most impor-
tantly, the media art department of SFMOMA allowed me to conduct my 
visitor ethnography in their Soundtracks exhibition on the condition that 
I share my interviews transcripts as well as the final dissertation with 
them, so that they may learn from my findings as well. Many of those vis-
itors also took an interest in the project, asking for the dissertation and 
following up with questions up until this day. When I sent those visitors 
the transcript for checking and validation, most of them were ready to 
elaborate and clarify. One visitor enthusiastically responded that the 
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transcript “was like a postcard from a really sweet day in my memory” 
and another visitor complemented me on including her daughter in the 
conversation, because “it is […] good for girls to experience that their 
voices/opinions matter and are important”. While some of the visitors 
just wanted to get a better idea of what the interview was for, others 
showed a genuine interest in comparing their own experiences with those 
of others. I look forward to continuing those conversations.

 
Additional engagements and initiatives

Artists and curators also confirmed their interest through various presen-
tation and publishing opportunities that they gave me already during my 
PhD trajectory. Early on, I was invited by the artist collective Thickear, 
for example, to present my project in the artistic symposium Doing Sound-
ing Exchanging Thinking at Foundation B.a.d Rotterdam (2015). Even 
though I could only speak about the research design at that stage, there 
was considerable interest in my approach to mapping and tackling the di-
verse set of challenges that comes with exhibiting sounding artworks. 
Many felt intrigued by my empirical approach of selecting 23 case studies 
and interviewing artists, curators, and visitors about their experiences 
with sounding artworks in exhibitions. In another instance, I was invited 
by Skulpturenmuseum Glaskasten Marl – the institution that hosted one 
of my case studies in the 1990s and kindly facilitated extensive archival 
research – to contribute an essay to the exhibition catalogue of their bian-
nual sound art award show (Wienand, 2019). They encouraged me to 
share my findings from the museum archives with a broader audience, so 
that they may be able to understand more about the history of the muse-
um’s involvement in exhibiting sounding artworks. This text provided an 
interesting opportunity to present my findings in a less comparative man-
ner and focus on the development of one institution’s efforts over the 
course of several decades instead. On top of that, it encouraged me to 
contextualize my research in a way that might make it more appealing 
and accessible to lay audiences, so that they might take an interest in the 
matter as well.

Throughout the PhD, I have also published all kinds of articles in 
art magazines. Exhibition reviews have forced me to return to the role of 
the visitor and refined my analytic looking and listening skills. I had to 
describe my own experiences in detail and, as they usually concerned ex-
hibitions with sounding artworks, I could also often share or try out some 
of my latest research findings. Other formats like opinion pieces or artist 
portraits provided an incentive to weave the sound-specific findings of my 
research together with more general developments in the contemporary 
art world and to make sure that the historical aspect of my research re-
mained connected to the current state of affairs. I do not know for sure 
whether or not these texts have actually reached a broader audience of art 
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professionals and amateurs who read magazines such as Metropolis M, 
but it certainly gave them the chance to relate to them more frequently 
and in more diverse ways. 

As soon as I felt that I had a certain idea of the results of my project, 
I convened an expert workshop at the Faculty of Arts and Social Science 
of Maastricht University. The goal of the get-together was to test my find-
ings among artists, curators and technicians, experienced with exhibiting 
sounding artworks as well as to share them with the Dutch-speaking art 
world. I decided to invite the artist Paul Devens from Maastricht, the art-
ist Edwin van der Heide from Rotterdam, the artist and audio engineer 
Johan Vandermaelen from Brussels and the curator Joost Fonteyne from 
Kortrijk to convene in Maastricht on March 1, 2019. Over the course of 
several hours, I presented the key claims of my dissertation together with 
some exemplary empirical materials in an attempt to generate the first 
complete overview of my research results. What ensued was a lively dis-
cussion in which the participants’ historical knowledge of the develop-
ments of the fields of ‘geluidskunst’, ‘Klangkunst’ or ‘sound art’ was dis-
cussed as much as their practical experience with the realization of 
exhibitions with sounding artworks. Their discussions with me as well as 
with one another were of great help in further refining my arguments and 
the ways in which I could communicate them. I was under the impression 
that the four participants were also intrigued by our discussions that 
brought out many similarities and differences in the histories of exhibit-
ing sounding artworks in Germany and the US and the situation in the 
low countries of The Netherlands and Belgium.

Finally, I also had the chance to apply some of my findings in art 
education when I advised aspiring art students at the Maastricht Acade-
my of Fine Arts and Design in the context of the educational project Par-
allel and when I lectured in the New Arts and Music Theories course at the 
Royal Conservatory in The Hague. Both of these teaching opportunities 
allowed me to share my insights into the history of sound in contempo-
rary art with practical advice on how to collaborate with institutions. 
What emerged here was a new applicability of the accounts that senior 
artists and curators had shared with me on the challenges that they were 
facing, as they could be translated into hands-on advice for emerging 
practitioners to reflect on the listening situation they would like to bring 
about and the sensory repertoire they would like to rehearse.

Now that the dissertation is completed, I look forward to sharing it 
with all the parties described above: the community of artists, curators, 
museum technicians, audio engineers and conservators invested in show-
ing sounding artworks in Germany, the US, The Netherlands, Belgium 
and beyond as well as the broader contemporary art world, students aspir-
ing to work with sounding artworks in all kinds of capacities as well as in-
terested art amateurs. Beyond the ways that I have already found, there 
may be a few more possibilities to involve these communities in the future. 
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These could take the form of an article in a museum trade journal, work-
shops that I could devise for emerging artists and curators, as well as tak-
ing on an advisory role in the development of future exhibitions. A trade 
journal article would probably summarize my understanding about the 
exhibition taskscape in relation to the rehearsals of sensory repertoires 
and show how they can be applied to all kinds of institutional situations. A 
workshop should ideally take place in collaboration with artists and cura-
tors who all have their own practice, and whom I might be able to help 
with suggestions of how to structure their reflections, but also by provid-
ing hands-on examples of situations that I have come across in my re-
search. Finally, I might be able to provide helpful advice to institutions in 
the process of developing exhibitions with sounding artworks through my 
familiarity with a wide array of taskscapes and a certain overview of dif-
ferent approaches of tackling them in line with specific sensory reper-
toires. This does not mean that I will be able to solve any issue that arises, 
but I am quite confident that I have gotten better at asking the right ques-
tions out front to foster realistic expectations.

 
 Beyond the research project

As I am writing this valorization addendum, I am in the process of realiz-
ing a sound installation with Aernoudt Jacobs at Marta – Museum for 
Contemporary Art, Architecture and Design in Herford, Germany. My 
appointment at the museum has thrown me right back into the practical 
domain that I started out from. In preparation for the exhibition Glass and 
Concrete – Manifestations of the Impossible, Jacobs and I have been exploring 
the peculiar Frank Gehry architecture of the museum in search of the 
sounds of its glass and concrete components. We have been walking 
through the museum, putting stethoscopes to the windows and placing 
tactile transducers on the concrete floors, to then share our experiences 
and observations. We have stood above the museum model contemplating 
where he would be able to intervene in the group exhibition, so that his 
work would not be disturbed by other sounds, so that the acoustic situa-
tion in the gallery space would be suitable, and so that the placement of the 
work would make sense with respect to the looks and the content of the 
show. Having experienced some of Jacobs’ installations before and having 
talked about some of his inspiration, I have a certain sense of his sensory 
repertoire, but the practical challenges of working within institutional 
confines still make themselves known. In the context of a large-scale 
group exhibition at a medium-sized contemporary art museum, the artist 
has much less time to develop his piece on site than his practice usually 
requires. While he may have more technical assistance available, his prac-
tice is not necessarily developed to make use of the museum staff in an ef-
ficient manner. As I am returning to the everyday business of reconciling 
taskscapes and sensory repertoires, I have become more aware of what 
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I am doing and am slowly learning to apply my theoretical awareness into 
an effective curatorial practice. I still have a long way to go, but I am glad 
to have the support of artists and colleagues who ask critical questions and 
inspire me to keep reflecting on the limits of my findings as well. 

One of those colleagues, a museum educator who is also a sound 
artist, brought me a significant step further when I was working on a cata-
logue text about the history of sounding artworks concerned with glass the 
other day. The topic forced me to dive deeper into the technical realm of 
working with different kinds of transducers than I had ever come before, 
and I was struggling to write them down in a concise yet comprehensible 
manner. After I had asked my colleague for advice, she showed up the next 
day with a small amplifier and a few little piezo microphones she had built 
herself. She told me to just take them with me into my office and play with 
them while writing, so that I could figure things out for myself and remain 
inspired while putting together my text. After about an hour, I had com-
pleted the piece to my satisfaction, ready to expand this dissertation with a 
chapter about the role that museum educators can play not only as media-
tors for audiences, but as mediators for their colleagues in the curatorial 
department as well. In this way, I hope to keep learning from the people 
around me to expand my insights and to make this research more relevant 
to an increasingly diverse community of practitioners. 




