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Confidence, courage and playing god

Introduction:

This assignment is a reflection on my process and final presentation of my masters project. |
chose to do a scenic concert, that centered around performing excerpts of three different roles
from Richard Wagner’s opera ‘’Die Walkiire’", trying to answer the question: How do you
interpret a god onstage? But this is also a reflection on my personal artistry, vocal development,
personal frustrations and having the courage to end your concert prematurely in front of your

whole school, friends, family and three royal opera singers.

Presentation and questions:

My initial question was: ’How do one interpret a god onstage?”

It since evolved into:

“’How do I find the confidence to perform gods onstage?”.

The question of confidence arose during a brainstorming session, where I had to explain to my

class why I had chosen the subject of “’interpreting gods™.

It all stemmed from continued feedback I had gotten earlier in my career, that something was
missing in my performance of Fricka from the opera “’Die Walkiire” by Richard Wagner. |

came to the conclusion that the missing ingredient might simply be... confidence.

' Richard Wagner. 1870. Die Walkiire. Munich, Germany.



So I set out to build three distinguishable characters around the roles of Fricka, Sieglinde and

Brunnhilde out of the before mentioned ¢ 'Walkiire”

It eventually led to the performance I named °’Wonderful Wagner Women, where 1 was to

perform excerpts from the three different roles out of the “’Die Walkiire ”.

How did I work with the project?

Leading up to my presentation in April 2026, I had a clear idea of what I wanted to do - learn
the three roles of Fricka, Sieglinde and Brunnhilde from the opera *’Die Walkiire” by Richard
Wagner.

Why? 1 wanted to explore my artistic capabilities and challenge myself, by choosing notorious
difficult music that is said to require a particular voice type and character.

I also was very interested in the whole “’god theme” and how to convincingly portray one - or
in this case - three distinctly different deities. I did however discover that my general process of
creating a godly character did not differ from creating a human character. I still had to work out
who these gods were: their personality, backstory, how they relate to the others involved etc.
just like T would when building any other character. So if I wanted to portray a god

convincingly I would have to build a convincing character.

Methods and procedure

During this project I have utilized many different methods, which I will go through in this

section.

After the initial brainstorming and deciding on the overall theme and main questions of the
project I started by learning the characters' individual arias and their connecting scenes. I soon
realized that six months were too short a time to learn all three roles by heart, so I instead opted

to learn the parts I wanted included in my recital.



The only external media 1 used was a singular recording of the opera’that I utilized to
memorize the text and get an overall feel of the music. I did not watch any recordings or look
up any other representation of the opera, because I aspired to make the interpretation as
authentically my own as possible. What I mean by this is that I did not want to replicate the
depictions I might stumble upon if I had for example watched a staged production of the *’Die
Walkiire” - not that they would not be interesting, but because I wanted the cleanest possible
slate. I wanted to make up my own characters, from only listening to the music and trying to

establish my own terrain, from which my godly women could bloom.

When I had somewhat established which parts I wanted to include, I began the character
development by bringing the part I was most comfortable with, to a scenic lesson at SKH
Opera. Here our drama teacher and pianist would work in collaboration, to really get into the

meat of the music and scene surrounding the character.

We first did a quick sing-through, and then started to create the character on stage. This was the
format for every lesson, where I would introduce ‘’new” music. When we would eventually
re-visit a piece of music, we would go directly into forming the scene and getting across
whatever feeling or trait we wanted to. I would mostly sing at a music stand, wearing my
jacket, as I insisted on having no co-player, as to really challenge myself dramatically - this
however changed, when I convinced two colleagues to play, not sing, the parts of Wotan
(Fricka's husband, Sieglinde and Brunhilde's father and king of the nordic gods) and Siegmund
(Sieglinde's brother and boyfriend), which aided me tremendously in finding my focus acting

wise and in where to direct my singing.

During the whole process we were trying different things on the floor to eventually reveal
whatever ‘’portraying a god” looks like. I will return to our discoveries later in this
assignment. Besides working scenically, trying many different things, I also worked a lot with

my singing technique and musical interpretation.

In combination with all lessons at the school (lessons in interpretation, acting, singing,
research) I also took separate singing lessons, with teachers who specialized in the Wagner

repertoire, because I wanted not only to sound good, but also to do it right. Singing this

2 Richard Wagner, Die Walkiire. Wiener Philharmoniker, dir.Sir Georg Solti, (Decca, 1997), Tidal.



challenging repertoire needs to be approached with caution. Fortunately I had the perfect

people around me to explore this safely.

In the last weeks before the examination of the project, we delved into the finishing touches of
the presentation - the scenography. We had to choose which props we wanted, what light and
sound elements were needed and placement of all and anything that was part of the project -
including ourselves. I also directed my two previously mentioned colleagues, as to where to
stand, sit, lay and give them very small “’acting directions” - which was mostly just comments

2 [

such as ‘“’now you are in love™, ‘’now you are terrified” etc.

I chose simple props and lighting, pre recorded voice overs and three different backdrops to

invoke a certain atmosphere in each scene.

All these methods combined, we reached a final result - a 40 minute staged performance, in

three distinct parts, both in character and in musicality, covering all three roles.

Discoveries:
Now, I have talked a lot about these three different characters, but who are they? And why did I

need confidence to play them?

So my first question was HOW do I portray a god on stage, so my first mission was to try and
answer how an operatic god acts. I was very adamant that I did not want to showcase three
“’standard”” Wagnerian characters, who are standing still, pointing their spear and wearing big
metal helmets with wings®. Early in the project I had already reached the conclusion that the
gods in this opera act.. very much like humans. So I took inspiration from interesting human

characters - one of which being Borat*!

I chose to base the character of Fricka on the fictional, but very human, character of Borat. In

Fricka’s excerpt she is berating her husband, Wotan, about letting his two children, the twins

% Unknown photographer for Metropolitan Opera, New York, USA, Kirsten Flagstad role photo, Photo,
ca. 1941, digitaltmuseum.no, (Retrieved: 2026-06-06).

4 Larry Charles (director), Borat (20th Century Fox 2006).



Sieglinde and Siegmund, fall in love without consequences. Wotan is playing stupid, and seems
oblivious to his own wrong doing, which Fricka sees right through. I wanted Fricka to inherit
the character trait from Borat by seeming un-intimidating and unwise, not letting on how much
they really know, which will make the opponent talk themselves into a corner and reveal their
true colors. Basically giving Fricka (or Borat) the upper hand. Applying this trait to Fricka was
the first big step in building all my gods.

When working with Brunhilde I drew a lot of inspiration from stereotypical vapid teenage girls
as depicted in movies like ‘’Meangirls. T wanted Brunhilde to be a carefree youngster,
teasing her father, knowing she is his favorite. I try to get her as far away from the tired old
depiction of a middle-aged woman standing on a rock, wielding a spear, that has often been
depicted in mainstream media, when referencing the character. Giving Brunhilde some sass

made her so much fun to work with, and was the key for me to take her seriously.

Sieglinde was the easiest character to establish, because all I really needed to do, to get what I
wanted, was to just be genuine. Sieglinde was so interesting to me, because she became the
outlet of my vulnerability, that I almost never get to present on stage. Usually I play funny or
mean characters, so being forced to let the tiny blue eyed girl within me free was a sweet relief,
but also somewhat foreign to me. Not only do I often play very dramatic characters, I am also,
in my private life, often judged to be a somewhat intimidating person. Being in my regular life
a tall and muscular woman, often leaves people with assumptions of me being tough, which
often spills over into the characters I portray, even though it does not necessarily reflect my
actual personality. So when having to play Sieglinde, I finally had the opportunity to also paint

a softer picture of me as an artist.

It was such an interesting process, but it took me a long time to arrive at a final characterisation
- especially in the music. Whenever [ would mention my project to people outside of my class,
I would get lightly ridiculed for thinking I could pull such a huge endeavour off. It made me
question myself, and made me slightly nervous. Suddenly the whole ‘’how to play a god” was
not as important. Now it was more a matter of showing everyone that ABSOLUTELY could

pull this off! Being unsure of any character will most likely show up on stage, but being

5 Mark Waters (director), Mean girls (Paramount Picture, 2004).



uncertain of yourself can very well destroy your whole process. So I worked hard not to be

uncertain of myself - or my gods.

But in the end, it did not go as planned.

The ultimate self confidence test: Recital night

The day before my performance I got food poisoning and had been throwing up all night and
morning. That meant my esophagus was not doing too well - and neither was the rest of me. To
add to the drama, my whole family was visiting, and two days before my concert I had gotten
the devastating news that I did not get into the masters program I had worked hard for , which
meant [ had to rethink my imminent future completely - so basically, I was having a tough day.
But nevertheless 1 soldiered on, and the general rehearsal went as well as it could have.
Unfortunately my supposed adrenalin ran out on the very night of my recital - mere minutes
before I was supposed to enter the stage.

In my somewhat panicked state I had to make a decision - call off the performance or let the
show go on.. I chose the second option and proceeded with a few adjustments to the set. After
singing for about twenty minutes, forgetting some text and knocking down props, I called it
quits. I had given the audience twenty, in my opinion, fabulous minutes, and with my head held

high I declared ’the show is over, | have reached my limit - thank you all for coming”.

The feeling of having to cut a concert short was much calmer than I thought it would be. The
wave of relief and silent joy that washed over me when the surprised audience started
applauding, eliminated all fear I had had during the night - however, it quickly returned when I
saw the three royal opera singers, two of whom are my teachers, approach me. Fortunately for

me, they were courteous enough to keep silent, at that moment.

Afterwards I was very proud of my decision to stop before it was too late.
But the week after I was filled with grief and shame over my execution of the whole thing.
As of writing this I have, however, made peace with the whole thing - and I have realised that I

reached what I set out to do - finding my confidence.



Conclusion:

During this year I have challenged myself extensively both physically, mentally, vocally and
artistically. I have gained knowledge and skills that I will carry with me for the rest of my
career. This whole experience gave me the courage to stand up for myself, confidence to trust
my artistic instincts and taught me the lesson that even though I portray gods, I am in fact
human, and sometimes humans make mistakes. But making mistakes does not erase all your

hard work or diminish your progress and personal development. It can in fact ENHANCE IT.

So how does one interpret god on stage? With confidence.
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