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Abstract

Framed as an essay on site, listening, and compositional practice, this text reflects on how a musical
composition can emerge from sustained engagement with a historically charged architectural site. Against
the background of compositional traditions centred on originality, authorship, and the search for an
individual artistic voice, the essay asks what changes when compositional attention turns away from inward
expression and toward the acoustic, material, and historical conditions of a place. The aim is to examine
site-sensitive composition as a practice of listening, activation, and response. Rather than treating the site
as a neutral container for musical performance, the essay understands it as an interface between architecture,
memory, sound, and embodied experience. It considers how places marked by historical violence, later
informal use, and partial archival absence can be approached without reducing them to stable narratives or
illustrative representation. Methodologically, the research combines archival inquiry, conversations,
repeated site visits, situated listening, acoustic exploration, and collaborative work with performers. These
practices generate a compositional process in which sound materials, spatial actions, recorded traces, and
instrumental gestures are developed in relation to the specific conditions of the site. The essay shows that
such a process does not simply give voice to a place. Instead, it constructs a fragile field of relations in
which absent, mediated, and partially perceptible presences can resonate. It concludes that site-sensitive
composition can become a form of attentive activation: a temporary making-audible of the tensions between
place, memory, listening, and artistic practice.
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AHHOTANUA

I[aHHLII\/'I TEKCT, Oq)OpMHeHHLIﬁ KaK 3CC¢ 0 MCCTC, CIIyLIaHUU U KOMHO3PH.[PIOHHOI>1 IIPAKTUKE OTPAXKACT, KaK
KOMIO3UIHs MOXKCT BO3HUKHYTb B PE3YJIbTATEC IMMOCTOAHHOTO BSaHMOI[eﬁCTBHﬂ C HCTOPHUYCCKU
HACBIIICHHBIM apXUTCKTYPHBIM O6LeKTOM. Ha q)OHe KOMITIO3UIIUOHHBIX TpaZ[PI].[I/Iﬁ, OCHOBAHHBIX Ha
OPUTMHAJIBHOCTHU, aBTOPCTBE M IMOUCKE HHAUBUAYAJIBHOI'O0 XYJOXKECTBECHHOI'O TI0Ji0Ca, 3CCE 3aaacTCsd
BOHpOCOM, YTO MCHJCTCs, KOT'Jla BHUMAaHKEC K KOMIIO3UIIUH HepeKJ’IIO‘-IaeTCH C BHyTpeHHeFO BLIpa)KeHI/IH Ha
aKyCTH‘IeCKI/IC, MaTCpI/IaJ'H)HI)Ie n I/ICTOpI/I‘-IeCKI/Ie yCJ'IOBI/IH MecTa. HCJ'H) COCTOUT B TOM, ‘ITO6I)I I/I?:y‘-II/ITb
KOMIIO3HIIHUIO, ‘IyBCTBI/ITeHLHyIO K MeCTy, KakK HpaKTI/IKy CJ'IyIHaHI/IH, AKTHUBAIIUHU U peaFI/IpOBaHI/IH. BMeCTO
TOTO ‘-ITO6I)I paCCManI/IBaTI) MECTO KaK HeﬁT’paHLHOC BMCCTUJINIIIC OJIA My3I)IKaHLHI)IX BLICTyHHCHHﬁ, aBTOp
CTaTbU pacCMaTpPUBACT €ro Kak MHTepdeiic MeXIy apXUTEKTYpOH, MaMsAThIO, 3ByKOM H BOIUIOIICHHBIM
onbsITOM. B HEM paccMaTpuBacCTCs, KaK MOKHO HOHOﬁTH K MCECTaM, OTMCYCHHbBIM UCTOPHUICCKUM HACHUIIUCM,
60.1'[66 IIO3HUM HC(I)OPMEU'ILHBIM HCMOJb30BAHUEM U YaCTUYHBIM OTCYTCTBUECM APXUBOB, HC CBOAA HUX K
YCTOI\/'I‘II/IBLIM IIOBCCTBOBAHUAM 1501050 HITIOCTPATUBHOMY IpeACTaBJICHUIO. MeTO,I[OJ'IOFPI‘IeCKI/I
HCCIICAOBAHUC COYCTACT APXUBHBIC UCCIICAOBAHUs, 6CC€,I[I>I, IMOBTOPHBIC MOCCHICHUSA, TPOCITYIHIMBAHNUC Ha
MECTEC, AKYCTUYCCKHE UCCICAOBAaHUA 1 COBMECTHYIO pa60Ty C UCIIOJIHUTEISIMA. DTHU MPAKTUKU MTOPOKAAOT
KOMHO3I/IHI/IOHHBII>1 Hpouecc, B XO0I¢€ KOTOpOFO 3ByKOBbIe MaTepI/IaHBI, HpOCTpaHCTBeHHLIe HeﬁCTBHH,
3allMCaHHbIC CJICAbl U I/IHCprMeHTaJ'H)HI)Ie JKECThI pa3paGaTbIBaIOTC5[ B COOTBCTCTBUH C KOHerTHBIMI/I
YCJIOBUAMU MECTA. B scce IMOKa3aHo, 4TO Takou MpOo1ECC HE MPOCTO MPUAACT T'OJIOC MECTY. BwmecTo 3TOTO
OH CO3[acT XpYIKOE I0J€ OTHOUIEHHH, B KOTOPOM MOTYT PE30HUPOBaTb OTCYTCTBYIOIIUE,
OHOCpe,E[OBaHHLIe U YaCTUYHO OHlyTI/IMLIe HpI/IcyTCTBI/IH. I[enaeTcsI BBIBOJ, O TOM, 4YTO KOMIIO3UIHUA,
y‘lHTI:IBaIOHlaS[ MECTOIIOJIOKCHHUE, MOXCT CTaTh (I)OpMOfI AKTHUBU3AllMM BHUMAHUA. BpeMeHHBIM
MMPOSABJICHUECM HAIIPSZKEHHOCTU MEKAY MECTOM, HAMATBHIO, CJIYHIAHUEM U XyI[O)KeCTBCHHOﬁ HpaKTHKOﬁ.

KuroueBble cioBa: Crneunduueckas xomnoszunus o0bekrta; byHkep Ttuna Bunkens;
Japmmranrepckuit @epueHkypc; ApxuBHele uccienoBanus; [IpociaymmBanue ¢ mMecra;
OnekTpoakycTuueckoe ucnoiaHenue; Kynprypa namsitu

Baarogapuocts S xoten 0bl moOnarogaputb MeXTyHAPOIHBIA MYy3BIKaJIbHBIM HHCTUTYT JapMinranra
(IMD) n {apMiuraaTckue JeTHHE Kypchl HOBOM MY3BIKH 32 TO, YTO OHH CJIEIIaJIM 3TOT HPOEKT BO3MOXKHBIM,
a TaKKe ydpexaeHus roponga Jlapmimranra, KOTOpble OOECHEUYMIM JIOCTYH K MECTy IpOBEICHHUS
MmepornpusThs. Sl Takxke OiarogapeH WCIOIHHUTENSM M COTPYJHHKaM, KOTOpbIE BHECIH CBOM BKJIAJ B
pa3paboTKy W pean3anuio npoekTta “My3bika ajisi 66TOHHOW KOHCTPYKIUHK . DTOT TEKCT OBUT CO3IaH C
MOMOIIIFI0 MHCTPYMEHTOB Ha OCHOBE HMCKYCCTBEHHOT'O WHTEJUIEKTa [JIsI YTOYHEHHUS S3bIKa M 0Omiel
MOJIEPKKY B TIpoliecce HamucaHus. Bee uaen, HHTepIpeTanuy 1 apryMEHTHl IPUHAIekKAT aBTOPY.
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During my studies as a composer, the phrase “finding one’s original compositional
voice” was repeated again and again as the class goal. It was a catch-all metaphor
referencing a vague inner voice which, once uncovered, would express something about
the world, and maybe even about the artists themselves that could be worthwhile to listen
to. It served to justify a practice of inward listening, guided by history and craft, in the
hope of discovering something new and original to say within the field of contemporary
art music. In terms of what exactly the “new” might be, there was and is little collective
agreement. Michael Rebhahn (2012) has pointed to a tendency in established new music
practices toward works whose focus lies “on the effort to demonstrate a ‘state of the art’,
conveyed in the wvaryingly skilled application of material currently considered
‘progressive’” (p. 1). This tendency still resonates, in disguise, with the idea of the
Romantic genius artist: the composer-personality who wills one-of-a-kind musical works
into being. From within, they would draw them out of the self, making instruments and
performers sound and sing with their distinctive voice. Much, though not all, of the
musical infrastructure of art music in the Western hemisphere — conservatoires, concert
halls and opera houses, sophisticated recording and hi-fi equipment — can be understood
as being built around this model. New concert venues are often conceived as prestigious
local architectural endeavours, and their sophisticated acoustic construction offers
perfect, untarnished surroundings so as not to disturb music-making with acoustic
idiosyncrasies or historical weight. They can be admired as architectural achievements or
failures, but this is mostly separate from the requirement that the sound inside remains
unadulterated. Within this framework, extraordinary and awe-inspiring works have been
and continue to be created, its strengths and flaws are being reflected upon, and as a
composer I remain invested in this tradition.

And yet, over the past years, my interest has increasingly shifted toward a different
way of understanding what I do as a composer: not necessarily new, and not necessarily
original. What happens when the focus moves away from listening inward, from
searching for sounds that might fill any given place, and turns instead toward listening to
a place itself: to a building, a landscape, something outside oneself? What happens when
one moves through such a place — listening, exploring, tracing? Is there a way of
uncovering the voice of such a place, or rather of creating conditions of listening that
allow it to be heard? Michel de Certeau (1980/1988) suggests that a place becomes space
through practice; through what one does with it (p. 218). Composition, in this sense, can
be understood as such a practice: a way of activating a place, of framing it temporarily as
a sonic space, and leaving echo-like traces. Since 2020, in a number of projects, it has
become a focus of my practice to create musical situations that activate places in such a
way that they may be heard anew.! This essay develops this question through a reflection
on music for a concrete structure, a site-sensitive composition created for a Winkel-type
high-rise bunker in Darmstadt, Germany.

Spatial thinking has long been embedded in musical composition: from the
polychoral works associated with Giovanni Gabrieli and San Marco, where musical form

! For the context of my compositional work, including site-specific projects such as Osthang (Staatstheater
Darmstadt, 2021), works for music theatre such as Bdr*in (Deutsche Oper Berlin, 2023), and concert
works, see www.arnegieshoff.org.
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is closely tied to architectural disposition, to twentieth-century experiments by composers
such as lannis Xenakis — from Terretektorh (1965-66) to the later Polytope de
Cluny (1972-74) — in which sound, spatial distribution, architecture, and, in the
later Polytopes, light become compositional concerns in their own right. Alvin Lucier’s
work marks a further shift: room resonance, filtering, and feedback are not treated as
secondary effects, but become part of the material itself. In sound-art practices by artists
such as Christina Kubisch and Maryanne Amacher, this spatial thinking extends into
specific environments, architectural conditions, infrastructures, and listening bodies.
Here, listening is not detached reception, but a situated and embodied activity, implicated
in relations between sound, architecture, environment, and the specificity of location.
This resonates with Brandon LaBelle’s (2015) account of sound art as an expanded
relational practice, in which sound is understood through its interactions with space,
architecture, site, environment, and the perceiving body.

The piece was premiered in the summer of 2025 at the Darmstidter Ferienkurse
fiir Neue Musik, a biennial international forum for contemporary and experimental music
founded in 1946 (Internationales Musikinstitut Darmstadt, n.d.).2 It explores how a place
can be activated, how it can become a bodily manifestation of repressed memory, and
how composing can become a way of attending to voices that are only faintly present,
hidden, or unheard. At the same time, it proposes composition as a means of making this
choir of voices perceptible. The following reflections draw on a combination of archival
fragments, conversations, and situated listening practices rather than a comprehensive
historical reconstruction. Through local research, archival work, and engagement with
the sonic conditions of the site, fragile responses to the place were woven and wove
themselves into a musical composite, building a counterpoint to the architectural and
historical structures of the space.

The place I was drawn to — and with which I worked over the course of two years,
between 2023 and 2025 — was a Winkel-type high-rise bunker, one of four such concrete
structures in Darmstadt built in 1939 (Eisenmann, 2002).? Originally constructed as an
air-raid shelter for employees of the Reichsbahn railway company, the structure was later
used informally — possibly as a party venue, a place of refuge, and a shelter for unhoused
people (Fig. 1). Like other Winkeltiirme — high-rise bunkers developed by engineer Leo
Winkel and constructed in large numbers across Germany — it was designed to protect
industrial laborers during aerial attacks (Stadt Darmstadt, 2024). Its conical form and
rounded exterior were intended to make bombs miss the structure or glance off its surface,
while leaving the blast waves of nearby detonations little surface to strike (Eisenmann,
2002). In Darmstadt, the remaining structures are now largely inaccessible: one is sealed,
two are situated on restricted military grounds, but all of them are listed as historical
monuments, acting as reminders of the terrors of war (Stadt Darmstadt, 2024; O. Kéhler,

2 For project documentation, see Internationales Musikinstitut Darmstadt / Darmstédter Ferienkurse (2025).
3 For architectural documentation of the bunker, including laser-scan material and a preliminary building
survey, see TU Darmstadt, Department of Digital Building Research and Archaeological Sciences,
“Spitzbunker auf der Knell: Bauaufnahme und Analyse” [building survey and analysis], accessed May 28,
2026, https://www.architektur.tu-

darmstadt.de/bauforschung/lehre_baufo/lehrprojekte baufo/spitzbunker.de.jsp.
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personal communication, January 22, 2024). Such structures can be understood,
following Paul Virilio (1975/1994), as remnants detached from their original function and
meaning — effectively rendered mute. To work with this place therefore did not mean to
restore or stabilize meaning, nor simply to “give it a voice,” but to attend to what remains
partial, obscured, or unheard — and to explore how such conditions might be rendered
perceptible, even if only faintly, through compositional means.

Figure 1. The bunker during one of my earliest visits to the site, March 2023. Photo:
Arne Gieshoff.

Although I had encountered the buildings many times before, passing them on the
train or on my way to work, I had never clearly identified them: they could have been a
water tower or an old industrial storage facility. With their sugarloaf-like shape, they
seemed almost camouflaged. They remained indistinct, blending into the post-industrial
landscape. Only in the context of this project did the structure come into focus, while
searching for a site for a new composition commissioned by the Darmstdidter
Ferienkurse. As a resident of Darmstadt, I felt it was necessary for me to work locally,
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embedded over a longer duration. I approached the city’s heritage office about a different
place I had in mind (underground catacombs) but was subsequently sent images of the
bunker’s interior with a note that this site might interest me. In these initial photographs
the bunker appeared as a layered environment. They showed the building’s grey concrete
walls covered with official inscriptions urging the invisible user to remain calm (“Ruhe
bewahren!”) and not to smoke (“Rauchen verboten!”); graffiti-like murals depicting
devil-like figures, half-naked bodies, burning rabbits and expletives were clearly added
much later; concrete rubble, candle stubs, half-broken wooden benches, rusty metal
structures and barrier tape from construction sites were scattered throughout. Many
elements, the benches as well as the wooden toilet compartments in the middle of the
structure — now a gaping hole — were evidently burned for firewood. The ceilings were
still covered in soot. These traces of decay and various uses suggested a density of
histories that started to haunt me. Furthermore, the imposing structure of the bunker was
strongly reminiscent of religious architecture, an impression echoed in Bunker
Archaeology, where Virilio (1975/1994) compares the shelters of the Atlantic Wall to
“Egyptian mastabas” and “Etruscan tombs” (p. 11): funerary structures that mark a
passage between the living and the dead. Such places invite sonic interaction: through
prayer, chant, lament, and ritual song. The bunker, too, drew me in as a place that could
become active through sound. Yet its threshold is not only symbolic. As a protective shell,
the bomb shelter mediates between life and death in a concrete and material sense: its
walls, geometry, and capacity to absorb blast pressure may decide whether those inside
survive. One is left to consider what such bunker structures may have absorbed —not only
in terms of sound, but of human presence under extreme conditions, as well as through
their more mundane subsequent uses as sites of gathering, shelter, or informal
appropriation — regardless of the specific and only partially documented histories of
individual sites.

These defensive structures were not only technical responses to aerial warfare, but
also part of a system of oppression and exclusion. The nearby railway repair facility
employed hundreds of forced laborers during the war (Die Sklaven der Bahn, n.d.). Polish
and Soviet forced laborers were generally denied access to air-raid shelters during
bombardments, even as their labor sustained the infrastructures of war (Arolsen Archives,
n.d.). Whether and how this exclusion applied to this specific Darmstadt bunker cannot
be fully reconstructed from the material available to me. The stories of those forced
laborers remain absent. This absence stands in stark contrast to the preserved institutional
memory of the railway repair facility and its regular workforce, documented in two
commemorative publications held by the Stadtarchiv Darmstadt, the Darmstadt City
Archive (75 Jahre Reichsbahn-Ausbesserungswerk Wagenwerk Darmstadt, 1947; 100
Jahre Ausbesserungswerk Darmstadt, 1973). Rather than attempting to recover these
absent voices, the work engages with the conditions of their absence. While it was clear
from the outset that I did not want to evoke or appropriate narratives that were not mine,
these voices, experiences, and histories — left unrecorded, unarchived, and resistant to
direct access — became something like silent guides in my explorations of the bunker.

Any attempt to ascribe a “voice” to the bunker itself — what it might be made to
utter — remains necessarily speculative. Rather than foregrounding this question, the work
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establishes a set of conditions within which such questions can be approached indirectly:
through compositional practices of wandering, sustained presence, listening, and archival
research. The bunker is not ascribed a “voice,” but a heterogeneous ‘“choir” of site-
intrinsic and narratively projected musical responses is constructed through the activation
of its spatial-acoustic conditions and through compositional responses informed by
research-based sonic association.

Staying with the bunker became a practice of learning, following Jacques Derrida
(1994), “to live with ghosts” — voices no longer present, not yet present, or not fully
present (p. xvii-xviii). It required an attentiveness to presences that emerge through
absence, above all to victims of violence whose absence continues to shape the present.
In the bunker, this presence-through-absence became a guiding condition of listening.
The ear seemed the appropriate guide for this fragile endeavour. The bunker became a
musical interface: it allowed sound and loosely woven narratives to emerge while also
acting as an instrument of sound-making and listening. As Salomé Voegelin (2010) has
argued, “hearing is full of doubt™: it does not provide a detached overview, but requires
immersion. To listen is to share the time and space of the sonic object rather than to
observe it from a distance, offering no position outside of what is heard (p. xii). I am not
a historian, an architect, or a scientist capable of measuring and stabilizing the site. What
I could offer was tracing archival fragments, following traces, and remaining within the
temporal, spatial and sonical conditions of the place.

My engagement began in the personal sphere. In conversations with my
grandparents, memories surfaced that did not directly concern bunkers, but cellars,
bombings encountered on open train routes, and later, ruins as spaces of play. German
society has developed highly institutionalized forms of remembrance, yet continues to
struggle with silence in the private and familial sphere. The legacy of historical violence
often persists not in official narratives, but in what remains unspoken — at kitchen tables
as much as at sites such as the bunker. The bunker became a point of entry into these
conversations. It offered a way for us, as a family, to find a voice in speaking about these
experiences. Our conversations could not fully access the traumas and silences of the
preceding generation, but nevertheless made us sense how the past persists in the present.
The work with the site is grounded in a sense of responsibility that emerges from this
historical context. At the same time, the bunker exceeds any singular narrative. It contains
multiple temporal layers that cannot be fully reconciled.

Access to the site was mediated through a range of actors. I conducted interviews
with the head of the heritage office, Olaf Kohler, and with a former mayor, Peter Benz,
who recalled the site both from childhood and from his later involvement as the city’s
social affairs councillor, particularly during periods when the bunker was used by
alternative groups and unhoused people. Employees of Darmstadt’s waste management
services, which now owns the site, supported the project in practical ways — from
providing access by handing out the key to sharing their own perspectives on the space.
Over time, the bunker began to register less as a discrete object than as a body: its interior
carrying faint resonances, its shell like a discarded skin fossilized into the landscape —
“an empty carcass, abandoned, toppled over into the sand, like the skin of a defunct
species” — a “survival apparatus” (Virilio, 1966/2004, p. 12).
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The building itself is organized as a vertical sequence of twelve half-levels,
spiraling upward toward a lookout point at the top. Remnants of technical infrastructure
— such as valves intended to seal the structure in case of gas attacks — are still visible.
Some levels contain niches for equipment and sanitation. Each level was designed to hold
several dozen people, roughly 500 overall, in close proximity, positioned at a small
distance from the walls in order to mitigate the effects of blast pressure (Stadt Darmstadt,
2024; O. Kohler, personal communication, January 22, 2024).

My work developed through repeated visits to the site throughout 2024. I walked
the structure, remained in it for extended periods, and observed how external signals
echoed through its interior. From the outside, faint industrial noise would bleed into the
enclosure during working hours, cars from the nearby street, or, a few times a year, city-
wide test alarms, which left me with unease. The approach was not driven by a search for
heightened affect, but by sustained engagement with the site as a working environment;
the bunker became my workshop, and I learned to wander it with ease. It was comfortably
cool during the summer months and offered weather protection during cold and wet
winter days. One day, after heavy rainfall, many levels and the basement were flooded.
The concrete wall, the site’s protective skin, had deteriorated over time. At the time, the
building was not safe to access; a vertical opening extended through its center where
former wooden structures had been removed. In preparation for the performance, a
wooden railing was installed by the ingenious production team, making the space
navigable for a larger number of people. This intervention remains in place and has
enabled subsequent uses of the site, something I am particularly proud of, since it offers
the bunker a presence within the city’s memorial and cultural activities.

Working with the space meant engaging in close listening practices: examining
surfaces with microphones and stethoscopes, keeping acoustic diaries, and documenting
the process with a head-mounted camera. At home I would study promotional films about
concrete, medical studies, and archival footage focusing on skin and membranes. These
references informed an understanding of the bunker not as a neutral container, but as a
structure mediating between interior and exterior — a membrane of sorts, an interface
between life and death, between past and present, between mute and sounding, between
voices unheard and heard.

Gradually, 1 assembled a heterogeneous collection of sonic materials. Some
emerged directly from interaction with the surfaces of the bunker: contact microphones,
light amplification, and movements across the concrete walls. Others explored the
acoustic behaviour of the space itself: feedback loops generated through megaphones (not
activated by speech, but simply turned on) and my open mouth cavity close to the
microphone, screaming silently — an experiment first developed during my explorations
of the site and later transferred into the performance, where it was carried out by three
performers across three levels of the space. Additional materials were drawn from specific
elements of the structure. I recorded airflow inside the ventilation valves, producing a
layered field of various types of dynamic white noise. I worked with faint traces of
historical sound, including archival recordings of heartbeats, which came to echo my own
bodily presence in the bunker: a body and heart enclosed within the larger body of the
structure.
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Instrumental interventions were developed in relation to the spatial and symbolic
qualities of the site: organ pipes were played into the structure, responding to its vertical,
cathedral-like appearance. The space is semi-open and acoustically permeable — sound
enters from above and below. Two large speakers were installed at either end of the
vertical axis: one at the top, one at the bottom. The audience is positioned on alternating
platforms alongside the musicians, directly experiencing certain actions, while others
remain invisible — filtering in from above and below. A detuned concertina, acquired for
the project, became a fragile, unstable sound source at the centre of the work, suggesting
a form of intimacy or ritual completed by the congregation of listeners gathered in the
space.

{

i
il i f

Figure 2. Organ pipes with microphone and recording device. Photo: Arne Gieshoff.

These materials were not treated as isolated elements but brought into relation (Fig.
2). The piece unfolds as a sequence of interconnected structures, performed by five
musicians in interaction with a fixed electroacoustic layer. The performers of the premiere
were Sun-Young Nam (concertina), Eva Boesch (cello), and Martin Adamek (clarinets)
from Trio Catch, as well as Sarah Saviet (violin) and Paul Hiibner (trumpet). They shaped
the work through their presence and their specific interactions with the site. Our process
oscillated between authorial composition and collaborative development in the bunker,
which, in a sense, became an additional ensemble member itself. I brought musical and
performative ideas into the room as starting points, which were then tested, transformed,
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and sharpened together with the performers. The roles remained clearly delineated, but
the process depended on trust and responsiveness rather than hierarchy. The music that
emerged is not a representation of the research or of historical layers. It is more like
excerpts from a protocol — seismographic readings. The work moves through concrete
conditions and dwells in them sonically. Yet there are deliberate musical interventions,
compositional gestures, performative acts which measure the space. An initial phase
focused on identifying ways of moving and playing within the vertical architecture of the
bunker. Possibilities were deliberately reduced, leading to clearly defined, quasi-scientific
ritualisations of action.

The following examples indicate some of the modes of interaction that emerged;
they do not describe the work in its entirety:

— Paul Hiibner developed a configuration in which a long tube was attached to both
mouthpiece and bell of the trumpet, suspended across multiple levels of the bunker space.
By gradually moving along this axis while creating sound, the instrument functioned like
a measuring device, translating spatial extension into sonic texture.

— Martin Adamek pursued a related approach using extended tubes, three and five
metres long, attached to a bass clarinet mouthpiece, creating very low frequencies, felt
through the entire body, moving through the space as he walked slowly up the spiraling
stairs like a wandering surveyor, equipped with a fantastical measuring tool.

Figure 3. Eva Boesch performing with cello, mini-amp, and contact microphone in a
feedback configuration. A megaphone is placed beside her; behind her is the inscription
“Ruhe bewahren!” (“Keep calm!”). Photo: Kristof Lemp / IMD.
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Figure 4. Sarah Saviet exploring the ceiling surface with contact microphone, speaker
cones, and mini-amps; a megaphone is positioned behind her. Photo: Kristof Lemp /
IMD.

— Sarah Saviet and Eva Boesch developed feedback-based configurations with
violin and cello: miniature amplifiers and contact microphones mounted directly on the
bow established unstable feedback loops in which instrument, space, and amplification
formed a coupled, fragile circuit (Figs. 3 and 4). This approached allowed the space to
actively shape and modulate the resulting sound. From there, we developed sonic actions
with the walls, mapping sonic trajectories with contact microphones, speaker cones, and
mini-amps, turning surfaces into acoustic interfaces and inscribing their movement onto
the concrete while the surface texture of the walls was translated into sound.

— Sun-Young Nam explored the opposite condition: extended stillness (Fig. 5).
Listening became primary, with sparse, carefully placed concertina sounds ranging from
breath-like air sounds to fragile melodic fragments and unstable beatings emerging over
time — less produced than received, like signals transmitted from the past.
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Figure 5. Sun-Young Nam playing the concertina on the sixth level, with the
audience above and below. Photo: Kristof Lemp / IMD

These and other practices form a heterogeneous field of operations. The
composition does not reduce them to a single method; rather, it organises their
coexistence, articulates transitions between them, and situates them within a larger
temporal and spatial structure

At several points, recorded voices or vocal traces enter the work. They do not
function simply as narration or explanation, although they mark dramaturgical shifts and
guide perception. The voices are introduced as mediated presences which are detached
from visible bodies and projected into the architectural body of the bunker.

The first instance appears at the beginning of the second part of the work: a
historical recording of a promotional voice-over that describes the composition of
concrete and its possible uses — all of this in an upbeat, matter-of-fact tone. Its confident
language of utility, construction, and material progress contrasts with the bunker’s
physical and historical weight and reframes the space through a rhetoric of technical
optimism.

The third and final section is introduced by way of a pre-recorded reading from
Virilio’s (1966/2004) “Bunker Archaeology,” a text originally published in Architecture
Principe, spoken by the violinist Sarah Saviet. The selected passage presents the bunker
as a disused and ambiguous monument: a remnant whose former military function has
disappeared, leaving behind a structure that feels at once archaeological, bodily, and
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oppressive. Virilio emphasises its worn geometry, its massive enclosure, and its unsettling
material presence, producing an atmosphere of weight, enclosure, and heightened sensory
awareness (pp. 12—13). The text functions as a guide. It shaped my own approach to the
site; in the composition, it becomes a guide for the listener as well. It offers orientation,
but not authoritative commentary.

A third instance of voice(s) being introduced is more buried and indirect. A faint
harmonic trace appears within the texture, recalling close-harmony vocal writing from
the early twentieth century. The reference remains deliberately unstable, opening an
association with voices interrupted, displaced, or forced into exile. It does not reconstruct
or replace those voices but appears as a distant residue: a memory of collective singing
that can no longer happen.

At the edge of these vocal layers, animal voices also appear. Goats became
unexpected companions in the development of the work. In early blast simulations for
this type of bunker, animals placed inside the structure lost their hearing. This was a detail
I encountered in archival material and could not let go of (Darmstédter Echo, 2022; O.
Kohler, personal communication, January 22, 2024). It points to a condition in which the
capacity to hear itself is destroyed, and with it the conditions under which anything like
a voice can be perceived at all. I later recorded goats on a small farm near Bamberg, while
spending several months there on an artist residency. In the piece, their isolated calls
appear only briefly and from a distance. Their source is left unexplained. they remain as
small, displaced vocal events within the larger texture — ghostlike traces of a listening
situation marked by violence.

All these voices remain within the space as guides, traces, and interruptions. What
started to unfold was not a work in which a bunker alone was made to speak. Rather, a
dialogue emerged: between the site and the sounds introduced into it, between what was
found and what was made to resonate. Within the context of the Darmstddter Ferienkurse
— a festival historically oriented toward renewal, experimentation, and collective
exchange — the bunker became temporarily accessible as a space of shared listening over
the course of several performances. The work opened a situation in which different layers
of sound and history could be experienced in relation to one another, fully aware of what
cannot be heard or appropriated, while allowing presences to emerge. The bunker became
an active space in which a once mute site started to resonate, was filled with voices and
was made audible — if only for an hour, to an international community of listeners. On the
walls of the bunker, the inscription “Ruhe bewahren!”, the appeal to remain calm — once
addressed to those seeking shelter — now read, as one attentive listener remarked, almost
like a mantra meant to calm the ghosts.
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