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Window 
Blind / 
Blind 
Venster

Is our 
house blind 
or myopic?

Nearsighted 
to see far?

I always worry 
that it might be 
too dry.

That’s why I prick 
five holes.

“Das ist sehr langweilig, immer das Hemd zuerst und dann die Hosen drüber zu ziehen und 
des Abends ins Bett und morgens wieder herauszukriechen und einen Fuß immer so vor den 
andern zu setzen; da ist gar kein Absehen, wie es anders werden soll. Das ist sehr traurig, und 
daß Millionen es schon so gemacht haben, und daß Millionen es wieder so machen werden, 
und daß wir noch obendrein aus zwei Hälften bestehen, die beide das nämliche tun, so daß 
alles doppelt geschieht.”

³&¶HVW�ELHQ�IDVWLGLHX[�G¶HQ¿OHU�G¶DERUG�VD�FKHPLVH��SXLV�VD�FXORWWH��HW�OH�VRLU�GH�VH�WUDLQHU�
au lit et de mettre toujours un pied devant l’autre. Il n’y a guère d’espoir que cela change 
jamais. Il est fort triste que des millions de gens aient fait ainsi et que d’autres millions le 
fassent encore après nous, et que par-dessus le marché nous soyons constitués de deux moi-
ties qui font toutes deux la même chose, de sorte que tout se produit deux fois.”

³+RZ�ERULQJ��DOZD\V�SXWWLQJ�WKH�VKLUW�RQ�¿UVW�DQG�WKHQ�SXWWLQJ�WKH�SDQWV�RYHU�LW�DQG�FUDZOLQJ�
into bed at night and crawling out of it in the morning and always putting one foot in front 
of the other like this, there is no telling how it can ever change. It’s very sad, and that 
millions have done the same thing before, and that millions will continue doing it, and that, 
furthermore, it consists of halves which do the same thing so that everything is in duplicate.”

Dantons Tod, Georg Büchner, 1835



Bâtard as Opera
At some point while planning Bâtard we started to 

talk about Opera. Opera is an unfashionable topic of  
conversation in contemporary art (particularly amongst 
artists so young). It is so out dated, so European, so 
bourgeois, so detached from the everyday - but for me, 
it was a good conversation. Part of  that, I’m sure, was 
that as a composer, a musical metaphor makes for a 
comfortable dwelling but mostly I liked it because it was 
such an unfashionable thing to be talking about. I learned 
about opera from an old man with only two teeth. I hated 
the class and skipped it as often as I felt I could get away 
with. It’s a nice thought to imagine those few times I did 
attend had not been wasted afternoons.

For Bâtard, the opera metaphor gave us a way of  
thinking about large-scale structures in which smaller 
parts can both contribute to the overall shape and stand 
somewhat on their own. It came from the composer 
Peter Ablinger’s observation that «there are, at base, only 
2 things: recitative and aria. Or said differently: telling 
a story (narrative) and stopping time.» For Bâtard, we 
began to talk about the individual performances as arias 
suspending time while everything else  - the audience 
moving through the space, the history of  the building, 
this text you are reading now - would be a recitative, a 
way of  moving the story along.

About a month ago, I was speaking with a friend in Berlin. 
We spoke about this operatic model – of  Ablinger’s 
“vertical” and “horizontal” ways of  treating time (“the 
one after the other or the everything at once”) – and my 
friend said something like “very well, but what about the 
third dimension?” It’s true that an opera follows an old 
model of  organising time. The audience sits passively 
(or stands passively for cheap tickets in Vienna) and the 
fiction unfolds in front of  them. The story moves forward, 
the action moves up and down but nothing really moves 
laterally. The audience doesn’t need to make any choices 
or even turn their head to see who is sitting next to them.  

For Bâtard we had been talking a lot about the way the 
audience move and the choices they make. We had been 
asked to map concerns but it soon became obvious that 
people already have concerns, and their movement in 
relation to one another provides a map far more complex 
and dynamic than we could ever put on paper. Originally, 
the idea of  removing the program and artist names from 
the festival had been a way to draw focus away from the 
individual performances and their makers and instead 
to imagine the whole festival as one long piece which 
all of  us made together. We wanted a level field where 
the shape the audience take while walking from space to 
space was every bit as much of  the performance as the 
lines delivered from stage. 

In his essay Politics of  Installation, Boris Groys makes 
the point that in a music concert or cinema “the 
perspective of  pop-concert fans or movie-goers is too 
forward-directed – at stage or screen – to allow them to 
adequately reflect […]  on the community of  which they 
have become a part.” In a more “open” situation however, 
where the audience’s attention is not so forward directed 
but allowed to move laterally, they can see themselves 
and others as both witness and part of  the event. They 

form a community of  sorts – not one based on shared 
past, shared language or shared beliefs but on the simple 
fact of  sharing space. Of  being here and now. 

Somehow, it’s nice to think of  the audience not as 

observers of  the opera but as characters. Imagine a 
hundred versions of  the Don Giovanni opera, one from 
each of  the non-speaking villagers whose wedding 
celebrations are ruined by Giovanni’s arrival. Even in the 
original opera, each villager is the protagonist of  his own 
story. He still has concerns – just not a six-minute aria 
to elucidate them. Imagine 20 young mothers attending 
a school play in which every one of  their children (third 
tree from the left, angry crocodile, sheep who forgets his 
only line) is the unsung hero of  the play (this of  course, 
is true without condition).

A metaphor is a way putting a new thought in a 

recognizable shape and if  the thought can change so too 
can the metaphor. For a long time, we kept using the term 
‘opera’ to talk about Bâtard, long after our planning had 
lost any recognizable link to aria or recitative. At a certain 
point, I think, it just became a way to talk about anything 
that had to do with the audience moving through space 
or with the individual performances coming together to 
make something bigger than themselves. If  it gets across 
meaning I suppose it’s useful as a word and sometimes 
mistranslation is a nice way to move forward. Confusion 
can be fruitful from time to time.

There is an old cliché in Italian comic opera called the 
imbroglio. It’s a plot device (very popular in its day) 
which consists of  “a confusion of  separate plot lines; 
often involving mistaken identities”. Classically, this 
a scene toward the end of  the opera in which all the 
characters meet up for the first time at some kind of  
masked ball. Somehow, some flimsy plastic masks mean 
none of  them recognize each other and everything gets 
more interesting for the confusion. 

Perhaps the imbroglio makes better way to think about 
Bâtard. This lack of  a program, which came to define 
so much of  our planning process, isn’t really a question 
of  relinquishing individual authorship as someone 
suggested (it would be dishonest to claim that all the 
works shown were the result of  group collaboration). 
Instead, it’s a kind of  mask for us makers. Its just there 
to allow for a little more confusion - about which artist 
made which piece of  the whole, about where the divisions 
between pieces are, about who is an audience member 
and who is a character. 

In the end though, imbroglio (like opera) is just another 
metaphor. It provides one way of  talking about the shape 
of  this thing amongst many others ways of  speaking. 
To name something is to exercise power over it and it’s 
true, I think, that none of  us are fully comfortable with 
claiming that power. Even writing this now, I am unsure 
about how much information to give away. I don’t want 
the process of  making the festival to define its reception 
because maybe that robs it too much of  this quality of  
the ‘here and now’ and because maybe its better for you 
to figure out for yourself  how you would like to think 
about it. Or, maybe better still, not to ‘figure it out’ at all, 
but to place yourself  in the imbroglio and enjoy a little 
of  the confusion. 

°shared concern
°specialised skills 
�SHUVRQDO�DI¿QLW\�
°reason to escape your own practice 
°shared language
°personal gain
°together we can / belief in collaboration
°forced / given fact

Reasons for collaboration?



©�7KH�PRVW�VLJQL¿FDQW�SOHDVXUH�LQ�WKH�ZRUOG�LV�WR�LQYHQW�WKH�ZRUOG�DV�LW�LV��ZLWKRXW�LQYHQWLQJ�DQ\WKLQJ��ª��
(Alighiero Boetti in Alberto Boatto, Alighiero e Boetti, Ravenna 1984, p. 122)



[…]

7��,W·V�SRVVLEOH�RQ�D�WKHRUHWLFDO�OHYHO��DEVROXWHO\��,�DP�WKH�ÀUVW�WR�VD\�\HV��:H�KDYH�WR�RSHQ�
XS�WKH�EXLOGLQJ��WU\�WR�JHW�RXW�WKHUH��%HFDXVH��,�PHDQ��WKH�ZKROH�EXLOGLQJ��LV�GLϞFXOW��,W�KDV�
WKLV�EXQNHULQJ�LPDJH��ZKLFK�ZH�UHDOO\�KDYH�WR�ÀJKW�DJDLQVW��$V�,�WHQG�WR�VD\��LW·V�XV�DJDLQVW�
the building. Everything we can do to make it more accessible, I am in favour of. But we 
KDYH�WR�WDNH�LQWR�DFFRXQW�WKH�SUDFWLFDO�SRVVLELOLWLHV��7KDW�NLQG�RI�VWXϝ����7KDW·V�VRPHWKLQJ�
we can talk about but it depends also on the overall program of Bâtard I’m afraid.

%��:H�WDONHG�DERXW�D�IHZ�GLϝHUHQW�WKLQJV��RI�KDYLQJ�LW�HLWKHU�RSHQ�IRU����
hours, if that was possible, or just to keeping it open during the festival. But 
WKHUH�DUH�PDQ\�WKLQJV�WKDW�PDNH�LW�QRW�SRVVLEOH�IRU�LW�WR�EH�D�VWUHHW��ψOLNH�WKH�
heating systems and the fact that it goes down in the cinema room…

T: But that’s also… You can close everything down in that sense. If its only 
Bâtard going on in that time, it’s a question of closing down the spaces that 
are not accessible. One of the main issues at the time that it was reopened 
was that there was two elevators coming down on this street and when you 
push the button you can go wherever you like in the whole building.
 
0��$QG�VHFXULW\«

T: Security is an issue, although I think it is less an issue now than ten years 
ago. I think the neighbourhood has changed in a kind of positive sense. No, 
,�GRQ·�W�NQRZ�LI�WKDW�LV�D�SRVLWLYH�ZD\�EXW�LW�KDV�EHFRPH�D�PRUH�JHQWULÀHG�
HQYLURQPHQW�VR�LW�KDV�EHFRPH�PRUH�VDIH��PRUH�XQLIRUP�PD\EH��:KLFK�PDNH�
LW�D�ELW�OHVV�GDQJHURXV��:KHQ�WKH\�RSHQHG�LW�WHQ�\HDUV�DJR�LW�ZDV�UHDOO\�D�
QHLJKERXUKRRG�LQ�IXOO�GHYHORSPHQW�DQG�DW�WKH�VDPH�WLPH�VWLOO�QRW�JHQWULÀHG�

M: You didn’t have all the bars at Saint- Géry and…

T: No, you felt the tension still from time to time, which now… it’s still there, you 
FDQ�VWLOO�ÀQG�LW��<RX�MXVW�KDYH�WR�JR�WR�WKH�SRVW�RϞFH�LQ�WKH�9DQ�$UWHYHOGHVWUDDW��
which is really around the corner and it is immediately another atmosphere. 

M: But still there are some homeless people sleeping in front of the building.

7��0RVW�RI�WKH�WLPH��,Q�IURQW�RI�RXU�GRRU��$QG�,�DP�OLNH��¶ZH�FRXOG�VFDUH�WKHP�DZD\�EXW�
ZHOO�WKHQ�WKH\�JR�DQG�OLH�VRPHZKHUH�HOVH·�DQG�,�DP�OLNH��¶«:K\"·�,�PHDQ�\RX�FRXOG�ÀQG�
a reason why. Because for an audience it could be scary that there is somebody lying 
in front of our house and they might not come and buy a ticket. But I think if that is 
a social role to play it will be a bit strange to judge and say: “Go somewhere else!” 

0��6RPHKRZ�\RX�KDYH�WKH�LGHD�RI�NHHSLQJ�WKH�EXLOGLQJ�RSHQ��QR"�7R�HYHU\ERG\��,�PHDQ«

7��$V�PXFK�DV�SRVVLEOH��,�WKLQN�ZH�DUH�UHDOO\�ÀJKWLQJ�DJDLQVW�WKH�EXLOGLQJ�
as it is conceived now. If I was to plan the building, it would be completely 
GLϝHUHQW��%XW�LW�LVQ·W��6R�IRU�QRZ�ZH�KDYH�WR�KDQGOH�WKH�EXLOGLQJ�DV�LW�LV��

%��:KDW�GR�\RX�WKLQN�WKDW�PDNHV�LW�VR�PXFK�OLNH�WKDW"�7KH�FHLOLQJV�RU«�:KDW�LQ�SDUWLFXODU�
PDNHV�LW�OLNH�D�EXQNHU"�:KDW�LV�WKH�KDUGHVW�WKLQJ�WR�ÀJKW�DJDLQVW�RI�WKH�EXLOGLQJ"

T: I think the basic choices they didn’t make. It is basically the responsibility of the 
DUFKLWHFWV�EXW�DOVR�WKH�UHVSRQVLELOLW\�RI�GH�¶RSGUDFKWJHYHUV·��ZKLFK�LQ�WKLV�FDVH�LV�
the Flemish government. There’s a whole bunch of people around the table.
:KHQ�LW�FRPHV�WR�WKH�FDIH�IRU�LQVWDQFH���ZKDW�LV�D�SLW\�LV�WKDW�WKHUH�LV�D�ORQJ�FRUULGRU��
It’s a long way towards the cafe. I see many people come in, but if they are to near 
WR�WKH�VHFRQG�GRRU��WKH\�DUH�RQ�WKHLU�ZD\�RXW�DJDLQ��:KDW·V�DWWUDFWLYH�DERXW�D�
cafe is that you can see the streets. You can see people passing by. That’s a basic 
¶0DWWXYXH·�SULQFLSOH��,Q�D�ZD\�ZKDW�ZRXOG�KDYH�EHHQ�PXFK�EHWWHU��LV�WKDW�WKH\�ZRXOG�

WXUQ�LW�DOO�WKH�ZD\�DURXQG��7KH�VWDLUFDVH�VWXϝ�VKRXOG�KDYH�EHHQ�LQ�WKH�EDFN��$QG�WKHQ�
you could also use the street because people will come in through the street to enter 
the staircases to go to the theatre spaces. They would go out to the street again 
and end in our café, which would be in the front of the building - close to the street. 
But basically, what I am describing is a full renovation with everything changed and 
there is no money for it. So… I am kind of dreaming about it. It’s philosophy…

M: But there will come a point when it is necessary. Like in the nineties 
they came to a point when the building was fed up with itself…

T: Yeah, but the building at that time was… If you see images of the building in 
that period it felt like a squatted place but it was not. I think I prefer the building 
at that time than the building now. I am afraid to say this. The only thing we 
still have is history. The building has a long history of being a public place but 
LW�DOZD\V�FKDQJHG�IDFH��7KHUH�ZDV�WKH�JUDϞWL��SHULRG�LQ�ZKLFK�EDVLFDOO\�DOO�WKH�
ZDOOV�KDG�EHHQ�VSUD\HG��%XW�WKDW�ZDV�LQ�WKH�WLPH�WKDW�JUDϞWL�ZDV�VRPHWKLQJ�
cool… if you do it today it is probably something very old-school. 

M. Maybe meanwhile we can tell you something about the other plans of the festival.

%��2QH�RI�WKH�LGHDV�LV�WKDW�ZH�ZRXOG�QRW�KDYH�D�VSHFLÀF�SURJUDP�WR�WKH�ZRUNV�WKDW�
DUH�KDSSHQLQJ��EXW�ÀQG�DQRWKHU�ZD\�WR�KDYH�WKH�DXGLHQFH�SDVV�WKURXJK�DQG�ÀQG�WKHLU�
ZD\�IURP�RQH�SLHFH�WR�DQRWKHU�SLHFH��:H�KDG�WKLV�LGHD�RI�SDUDOOHO�OLQHV��6R�LW�ZRXOG�
EH�PD\EH�WKH�LGHD�RI�WKH�VWUHHW�DV�RQH�RI�WKH�VRUW�RI�¶SHUIRUPDQFHV·��$QG�WKHQ�KRZ�
WKH�DXGLHQFH�LV�JRLQJ�IURP�RQH�SODFH�WR�WKH�QH[W�SODFH��,V�WKHUH�DQRWKHU�RQH"

M: The building up and the building down; the opera. 

B: That is something that’s going on over the three days. Is it something that 
is accumulating or de-accumulating in some way over the three days.

0��2QH�LGHD�LV«�:H�XVHG�WKH�PHWDSKRU�RI�DQ�LFH�EORFN��3HRSOH�FRPH�RQH�GD\�
to the festival and they see how an ice block is melting. They know already 
where it is going to end but still it is something that triggers them. 

B: Maybe the last thing is a publication that we will do – maybe in the form of a newspaper 
that will be available. Including plans of the initial architecture, the stage of it. 

M: The newspapers. There will only be ten editions on a table here. So we won’t 
distribute them in a big amount but the people who come here can discover something 
DERXW�WKH�FRQFHSW�RI�WKH�VWUHHW�DQG�WKH�GLϝHUHQW�SHUIRUPDQFHV��0D\EH�VRPH�PRUH�
LQIRUPDWLRQ�DERXW�WKH�RSHQLQJ�RI�WKH�EXLOGLQJ�WRR�LQ«�:KDW�\HDU�ZDV�LW"�����"

7��������WKH�UHRSHQLQJ��,�ZDV�QRW�KHUH�GXULQJ�WKH�UHRSHQLQJ���6R�,�FDQ·W�VSHDN�UHDOO\�
about it. I know it was for ten days that they opened up the building but it was 
too much. They fought also against the building for ten days and then afterwards 
WKH\�FROODSVHG��$IWHUZDUGV�WKH�EXLOGLQJ�ZDV�FORVHG��,�WKLQN�WKH\�QHYHU�IRXQG�D�ZD\�
WR�UHDOO\�UHRSHQ�LW�WKH�ZD\�WKH\�KDG�WKH�LQWHQWLRQ�WR��%HFDXVH�WKH�ÀUVW�LGHD��DQG�
PD\EH�\RX�DOUHDG\�GR�NQRZ�PRUH�WKHQ�,�GR��ZDV�WKDW�WKHUH�ZDV�UHDOO\�D������DUW�
house that was open all the time. But, of course, if you want that you need much 
more budget. You need at least three shifts of people keeping open the building.

M: But the new team of the Beursschouwburg - you never 
KDG�WKH�LGHD�RI�UH�RSHQLQJ�WKH�VWUHHW"�

7��1RZ�ZH�XVH�LW�PXFK�PRUH�WKDQ�WKH�ODVW�WHDP��:H�DUH�GRLQJ�D�ORW�WKHUH�QRZ��)LYH�
\HDUV�EHIRUH��KDUGO\�DQ\WKLQJ�ZDV�KDSSHQLQJ�WKHUH��:H�GR�LQVWDOODWLRQV�DJDLQ��:H�
are opening tomorrow France Distraction. You should see it. It is a live installation, 
a parcours that uses the whole building. It is interesting for Bâtard to open up the 
EXLOGLQJ�DQG�JXLGH�WKH�DXGLHQFH��,W�LV�FRPSOHWHO\�GLϝHUHQW�RI�ZKDW�\RX�ZDQW�WR�GR�



but you can maybe learn from it. Not to do it like that or exactly do it like that. 
I think we really try to open the street up more and more. It has been used, but the 
hardest part is to open it up really on both sides and make people come in and out.

0��7KH�ÁRZ�RI�SHRSOH

T: Yes, that’s the hard part. 

M: Somehow I am wondering how long it will take before people will go trough 
LW�DQG�XVH�LW�DV�D�VWUHHW��:KHWKHU�\RX�QHHG�VRPH�LQGLFDWRUV�RU�QRW�

T: It’s like a gallery space.

&��7KDW�ZH�ZHUH�DOVR�WDONLQJ�DERXW��:KDW·V�PDNH�LW�D�VWUHHW�DQG�ZK\�VKRXOG�ZH�RSHQ�
LW�LI�LW·V�WR�GRRU�SHRSOH�LQWR�WKH�WKHDWUH"�:H�ZHUH�WDONLQJ�WKHQ�DERXW�LI�LW·V�RSHQ�RQ�
both sides but not open to the bar so it’s not functional. But then comes the problem 
RI�ZKHQ�ZLOO�SHRSOH�QDWXUDOO\�XVH�LW�DV�D�VWUHHW"�%HFDXVH�LW�LV�VWLOO�SHRSOH·V�SURSHUW\��

T: Maybe you can do this… I have this dream of once … the big problem with the red hall 
LV�WKDW�RϞFLDOO\�WKDW�VLGH�ZKHUH�WKH�FXUWDLQ�JRHV�GRZQ��WKDW�VLGH�LV�RϞFLDOO\�DQ�HVFDSH�
H[LW��7KDW�VLGH�KDV�WR�EH�RϞFLDOO\�IUHH��ZLWKRXW�WRR�PDQ\�WKLQJV�LQ�WKH�ZD\��,W�LV�YHU\�
GLϞFXOW�WR�GR�WKLQJV�WKHUH��<RX�FDQQRW�SXW�WKLQJV�WKHUH�ZKLFK�PDNHV�LW�YHU\�KDUG�
,I�WKHUH�ZLOO�EH�VRPHWKLQJ�LQ�WKH�WKHDWUH�VSDFH��LI�WKHUH�ZLOO�EH�VRPH�ÀUH��SHRSOH�
have to be able to get away and get out that way. So we are always stuck on that 
part. But one option that keeps the red hall free is that you make a second level. It’s 
KLJK�WKHUH��VR�LW·V�SRVVLEOH��EXW�LW·V�DJDLQVW�WKH�DUFKLWHFWXUH��<RX�ÀJKW�DJDLQVW�LW��
It would be really nice to do it there once, because than you would have two levels: one is 
the escape route and another which you could enter by a staircase and that would be an 
HQYLURQPHQW�LQ�LWVHOI��<RX�FRXOG�GR�LW�YHU\�FKHDSO\�ZLWK�VWHOOLQJHQ��WKLV�FRQVWUXFWLRQ�VWXϝ��

%��'R�\RX�KDYH�WKLV�NLQG�RI�PDWHULDOV�KHUH�LQ�WKH�KRXVH"

T: No. Then you would have to rent it for the three days. It will look very ugly 
but I think it doesn’t matter that much. I really think it doesn’t matter.

M: I think it will be nice to go from the exit of the golden room above, where 
WKH\�EULQJ�VWXϝ�XS�IURP�WKH�DWHOLHU��WRZDUGV�WKH�UHG�KDOO�OLNH�WKLV�

7��,�VKRXOG�VKRZ�\RX�EXW�ZH�DUH�UHFRUGLQJ����:H�VKRXOG�RSHQ�WKH�ZLQGRZ�WKDW�LV�
on the staircase towards the theatre space. If you could knock out the window, 
just one window, you could make a staircase that went immediately down 
WR�WKH�UHG�KDOO��$�VWDLUFDVH�WKDW�JRHV�XS�IURP�WKH�UHG�KDOO�DQG�WKHQ�\RX�DUH�
immediately in the theatre spaces! Really, I am all the time mentally rebuilding 
this place. Like “I can use a staircase there! Oh there is no staircase…”

%��,�OLNH�WKLV�NLQG�RI�UH�SODQQLQJ�WKH�ZKROH�EXLOGLQJ��¶ZH�SXW�WKLV�KHUH��ZH�SXW�WKLV�
there’. It would be nice to make maps of these potential architectures of the place. 

T: It is also that we decide more and more to change things rather than to 
leave them that way. So we are not constantly re-establishing the building 
LQ�LWV�RULJLQDO�DUFKLWHFWXUH�RU�FRQFHSW��:H�DUH����\HDUV�ODWHU��7KH�YRLFH�RI�
the architects is nice, but now they have to leave it to us. It has become 
more and more our playground and we are more and more adapting. 

%��+DYH�WKH�DUFKLWHFWV�HYHU�FRPH�EDFN�WR�WKH�VSDFH�UHFHQWO\"�'R�\RX�NQRZ"�

T: Yes. One of the B-architects is a nice guy. He did the temporary interior 
GHVLJQ�RI�WKH�PHHWLQJ�SRLQW�RI�WKH�.XQVWHQ�)HVWLYDO�GHV�$UWV�ZKHQ�LW�ZDV�KHUH��
So he really had a… He made it completely black… completely black. That 
was his design. I felt it was horrible, but it was what they meant to do…

R: Hallo

T: Hallo

K: Sorry dat we te laat zijn. 

T: It’s in English, so it is just that you know…

T: Rina is our project coordinator. But as you can see, she’s not 
walking anymore, but more rolling these days. She will soon be 
replaced by Karen, who is also our project coordinator. 

K: Ja

T: I was basically talking a lot so far. Maybe we should immediately jump into the 
meeting and see what the plans are because we should discuss it a little bit.  

R: More on the practical side of what you are wanting to do

B: Maybe the biggest practical question is… we have been doing some 
research about the initial street that was put in here and we were 
wandering how possible it is to reopen this street for either the time of 
WKH�IHVWLYDO�RU�IRU����KRXUV��7KLV�ZLOO�EH�WKH�ÀUVW�PDMRU�TXHVWLRQ«

[Silence]

7UDQVFULSW�IURP�%kWDUG�PHHWLQJ�ZLWK�%HXUVFFKRXZEXUJ�VWDϝ
2FWREHU����²�%HXUVVFKRXZEXUJ�&DIH
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“We all understand that when a 
project must be carried out, immense 
time pressure leaves no time 
whatsoever for anything else. It is 
commonly accepted that writing a 
book, preparing an exhibition or 
VWULYLQJ�WR�PDNH�D�VFLHQWL¿F�GLVFRYHU\�
oblige the individual to avoid social 
contact without automatically being 
judged a bad person. Most projects 
approved in the present framework 
of contemporary art run for a period 
RI�XS�WR�¿YH�\HDUV�DW�WKH�PRVW��,Q�WXUQ��
after this limited period of seclusion, 
the individual is expected to present 
D�¿QLVKHG�SURMHFW�DQG�WR�UHWXUQ�WR�WKH�
fray of social communication.”

(Boris Groys.“The Loneliness of the 
Project”,Going Public. Sternberg 
Press. 2010, p.73)

10 STATEMENTS 
(or HOW TO)
History and Objectives:

The statements can be used to define a specific area 
of  interest within performance, and to elaborate 
and develop thoughts on a certain topic. It relies on 
the form of  manifesto where being precise to the 
point of  excluding other possibilities is desirable. 
The statements do not need to have eternal value, 
but they should trigger you to think differently. The 
tool is about producing opinions and positions that 
can be productive within your work. The purpose of  
writing 10 statements is to clarify your own ideology 
and make it visible to others. It’s also about daring 
to take a stand, exposing yourself  to critique and 
put some fire in the debate.

Description:

1. Choose a topic that you would like to work on, for 
instance “statements on how to work”, “statements 
on site-specific performance”, “statements on 
spectatorship” or “statements on what practice is”.

2. Think of  the format of  writing and decide whether 
or not you want to use a formula. For instance super 
short and precise, long and descriptive or starting 
each sentence the same way, x is.../x must.../x is 
considered...

3. Write the 10 statements on the topic. Try to be 
as specific as possible and write them in a manner 
that is coherent with its ideological content and 
don’t be afraid of  being categorical.
Example:

7 statements on how/why 10 statements

Writing ten statements on something is a quick and 
fun way to help you articulate positions, strategies 
or ideologies.

You can choose to write your statements from 
various positions, also ones you don’t necessarily 
agree with. Take the more difficult option.

Try to be as precise as possible. This could either 
mean being super categorical or trying to completely 
capture whatever complexity exists in what you are 
writing about and anything in between.

Let your statements take the form that is best suited 
to what you are writing about, the position you are 
writing from or how you want your statements to 
work.

Challenge yourself  to write all ten statements or 
more. Don’t stop if  you first think three is enough.

Writing ten statements on something has the 
potential to be a versatile tool with lots of  uses. It 
can function as a starting point for discourse, as 
ideology, as a guide on how to work on something or 
think around it, or as a departure point from which 
to develop stuff, like subjects to work on, practices 
and ways of  working.

Write your statements with a clear intention of  what 
or who they are for, or simply begin writing and see 
what happens. Sometimes the use becomes clear 
afterwards. Writing ten statements can be good 
simply to clear your head.

Collective Statement Game

Write one statement on a piece of  paper and 
pass it to your neighbor. He/she can choose to 
add, change or delete a statement and the paper 
is finished when it has 10 statements. Continue 
passing the remaining papers until all papers have 
10 statements. Read and discuss the statements in 
order to understand what they propose in terms of  
cohesion, fragmentation, perspective etc.

Thu, 01/22/2009 - 18:21 — kr66t 
http://www.everybodystoolbox.net
(CC BY-SA)





Er is een gat 
in de stad 
gedicht.

Excerpts from review of Blanco event (re-opening of Beursschouwburg in 2004).

De Beurs 
is een plek 
waar bijna 
alles kan.

Excerpts processed through Google Translate (Dutch to English).

There is a hole 
in the city 
poem.

The Fair
is a place 
where almost 
anything goes.







Sonogram of  naturally occuring resonances. 
Zilveren Zaal, Beursschouwburg



Maud brought us a book on the history of 
the building of Beursschouwburg.

In June 1997 there was a hearing in 
Beursschouwburg. A Flemish, French and 
English speaking inhabitant of  Brussels 
(this is not a bad joke) were invited to 
speak about what Beursschouwburg 
stood for. In July a competition was sent 
out for a new architecture of  the building. 
In November three projects were selected 
for the second phase of  the competition.

One of  the architectural propositions 
included a public passageway that would 
run through the building. A couple of  
weeks later the three selected projects 
would be commented on during a second 
hearing. Based on the comments that 
were given there, the architects would 
hone their design for Beursschouwburg.

Four and a half  months later, in June 
1998, the final choice was made for 
the architecture office of  Antwerp 
(B-architects). Based on the comments, 
the office had turned their initial proposal 
for a public passageway through the 
building into a semipublic hallway.

This shift from the initial aspiration to 
the final realisation of  the hallway as we 
know it today, is very intriguing.  What 
was said during that hearing in November 
1997? What were the comments on the 
initial proposal of  the architects to make 
space for a public passageway running 
through a theatre building? What would it 
mean to imagine this passageway existing 
today? An actual space running through 
a fictional one. A stage for the real. An 
iconic utopia of  accessibility.

The architectural history of  the building 
surfaces as a trace of  the continuous 
concern to relate the theatre to the city, 
to relate art to society. Re-opening this 
passageway would be an attempt to 
realise the utopia, knowing it is going 
to fail. The passageway is an exhibition 
of  the friction between the concern of  
the theatre to relate to the city and the 
concern that it can’t work. What would 
have to happen to make the public 
passageway possible?

The same day we are talking about this, 
a woman is selling ice cream in front 
of  Beursschouwburg. She is using the 
electricity of  a car to connect the freezer 
box. 

[…
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Uit Op het ritme van de stad, de verbouwing van de 

Beursschouwburg (Ministerie van de Vlaamse Gemeenschap, Administratie 
Cultuur, Jan Verlinden. Die Keure, Brugge, 1998.)

De Beursschouwburg is de eerste podiumkunsten-infrastructuur van de Vlaamse overheid 
waarvoor via een wedstrijd een architectuuropdracht wordt begeven. Op 9 juni 1998 maakt 
Luc Martens, Vlaams minister van Cultuur, Gezin en Welzijn, bekend dat hij zich aansluit 
bij de keuze van de jury om het project toe te wijzen aan architecten D’Hondt-Heyninck-
Parien & B- Architecten Crols-Engelen-Grooten uit Antwerpen. Hiermee komt er een einde 
aan een periode van onzekerheid omtrent het behoud en de toekomst van dit theatergebouw 
in het hart van Brussel. 

Op 2 oktober 1993 neemt de Beursschouwburg een nieuw initiatief. De vzw laat een 
gerechtsdeurwaarder een proces-verbaal opmaken van de staat van het gebouw. Ter 
verduidelijking voegt de gerechtsdeurwaarder 64 genummerde, getekende en gedagtekende 
foto’s bij zijn verslag. De vzw stuurt het dossier twee weken later naar minister Weckx, 
om aan te tonen dat de huidige toestand een gevaar betekent voor de werknemers en de 
toeschouwers, en vraagt het gebouw te saneren. 

In een krantenartikel van 1991 geeft hij drie argumenten. Hij vind het interieur historisch 
niet waardevol. Het concept van de scene, de zaal en de zichtlijnen noemt hij een grote 
handicap om hedendaags theater te brengen. Ten slotte staat de technische uitrusting niet op 
punt. Er is geen brandbeveiliging en geen goederenlift. In een artikel in de krant lezen we 
diezelfde dag de argumenten van de beursschouwburg zelf: de zaal (uit 1946) en de foyer 
(van einde vorige eeuw) zijn niet echt geschikt voor de artistieke werking die erin ontplooid 
wordt; de uitrusting volstaat lang niet meer; vanuit de zitjes kan je de theatervloer niet zien; 
de scene is te klein; er zijn nauwelijks coulissen; in de foyer mogen op last van brandweer 
geen tafels of stoelen geplaatst worden; de drie bovenste verdiepingen, waar lang geleden 
appartementen waren ondergebracht, kunnen niet behouden worden omdat de veiligheid 
LQ� GH� QLHXZH� WKHDWHU]DDO� HQ� GH� YHUYDOOHQ� WRHVWDQG� YDQ� GH� ÀDWV� VORSHQ� QRRG]DNHOLMN�� GH�
Beursschouwburg werd al vaker verbouwd, zodat van het authentieke 19e eeuwse interieur 
maar weinig overblijft. 

Het ontwerp van de eerste fase straalt een aanstekelijk enthousiasme uit en laat aanvoelen 
dat de ontwerpers vat hebben op de stedelijk context van de Beursschouwburg. Als de 
meest overtuigende vertegenwoordiger van de projecten die een doorlopende passage 
programmeren tussen de Ortsstraat en de Karperbrug, stelt ook dit ontwerp problemen met 
betrekking tot de controleerbaarheid van de toegangen. 

In de tweede fase wordt het project uitgezuiverd en een grotere werkbaarheid nagestreefd. 
Het passageconcept maakt plaats voor wat de ontwerpers een driedimensionale ruggengraat 
noemen. 

De monumentale centrale hal als driedimensionale ruggengraat ontsluit heel het gebouw en 
verbindt het stedelijke met het theatergebeuren. Het ontwerp verstevigt en optimaliseert de 
circulatie. Alle ruimtes in de schouwburg staan in relatie met elkaar. Door de diverse functies 
RYHU�KHHO�KHW�JHERXZ�WH�YHUVQLMGHQ�ZRUGW�HHQ�ÀX[�JHFUHsHUG�GLH�KHHO�KHW�JHERXZ�WRW�OHYHQ�
brengt. Deze complexe zonering, mogelijk gemaakt door de driedimensionale ruggengraat, 
vormt mee de kracht van het ontwerp. 

Het ontwerp is sterk gericht op circulatie. Door de functies niet in grote blokken onder 
te brengen maar ze integendeel wat te verbrokkelen, is de interactie tussen medewerkers, 
artiesten en publiek verzekerd. Door in de Karperbrug de administratieruimte te voorzien 
wordt een minimaal va-et-vient doorheen de passage gegarandeerd. De passage en ook 
andere circulatieplekken in het gebouw vervullen in het ontwerp de rol van interne straat. 
Het ontwerp is op deze wijze zeer consequent met het basisopzet.



> Dear Batardfellows,
>
> Last Tuesday night I spoke a while with Pamina on the phone.
> I shared in dialogue with her some of my thinking of the past weeks - thinking during our work month and 
thinking after that. 
> She recommended to put it into an email, so that they are shared and can potentially contribute to our 
collaborative thinking. I was a bit reluctant before to write in this manner, since it feels a bit out of the blue 
and perhaps not so productive for the groupproces. Of course it also has to do with that I am (like many of us) 
quite busy and involved in other projects and thinking.  Speaking with Pamina however we thought it could 
be fruitful and useful nevertheless.
>
> Well here I will stop with the introduction. I have put them in a very old fashion word document.
>
> Unfortunately I can’t be there on Skype tonight, because I am participating in a presentation in the 
framework of my residency here in The Hague. 
> I realize that it can be quite annoying that someone who isn’t there then sends a text to be read, but words/
text was the most physical manner I could be there tonight... 
>
> It would be great to get an update in email or if possible, I would also love to Skype with someone 
tomorrow during the day or over the weekend. 
>
> And you in case you want an immediate response - after 8 I should be able to walk out of the thing for a 
moment and go back in, so you can call!
>
> Lots of warm greetings and wishing you tons of inspirations!
> A.



7 November 2013

Tomorrow at noon starts the ‘24hours’ in the Theaterschool in 
Amsterdam. At 12’o clock precisely the director will hand over the keys 
of  the school to the students and then for 24 hours the school is theirs. There 
will be performances, film marathons, installations, events, music, parties, 
breakfast etc. etc. for 24 hours. Everyone is invited. Especially the neighbors 
of  the school, but also former students, artists, politicians, anyone… Anyone 
can come in to see what the inspiration, the drive, the search of  the students 
that this school has, is about. The slogan is ‘So wie es ist bleibt es nicht’ of  
Brecht. (Trans. It won’t stay the way it is). So wie es ist bleibt es nicht – could 
have been for me also the slogan for Batard. 

If  we quickly look back, Batard 2013 started with a team that sent out 
a call for concerns. They started mapping them out. And then they invited 
young makers to possibly respond to this map. Or to maybe decide to not 
respond to this map. But in any case, for the very least, they were put together 
to shape and form the festival Batard. They would curate themselves. And 
create the collective ‘work’ Batard. This collective work, this festival, would 
possibly also contain and show works of  the individual makers. Either newly 
created or already existing. 

Batard as a festival for young artists - One can add a lot to 
this short looking back and change the details of  how it went. Whatever you 
would change though for me the essence of  their approach is in my view to be 
highly appreciated. A festival where it is not so much about the outcome, but 
much more about the search. Where it is more about facilitating then showing 
the hottest new young artists. This is for me, seeing mostly the theater 
landscape of  the Netherlands and the performing scene in the UK, highly 
unique. It doesn’t fit the logic of  this time, where art should be defended by 
how succesful it is and all its searching seems to get more and more lost. It 
doesn’t fit the logic of  a young artists festival where it is most of  the time 
about discovering the new ‘….’ whatever (becoming) name. 
Batards approach is different. This difference also relates directly to how a 
young artist is made and how he/she is owned. Like Christoffer and Bryanna 
telling about having to pay the school when they perform in Tilburg a duet 
that they had created within the school. 
The Batard approach doesn’t fit in any of  this thinking. 
Pamina calling me and saying that I really don’t have to show a work if  I am 
not up for it… “But what are they ‘paying’ me then for? Why did they ask me 
to come? To be part of  this?” One wonders. So, yes  indeed they asked us to 
think together. Together with not only artists. They invited what we perhaps 
could call makers. Or perhaps even better, ‘practicionners’. Young people with 
a practice in art, in historical research, in sound, in dance, in theater… Not 
to solve a problem. Like a thinktank or other similar formats that put diverse 

people together. But to think together. To work together. Which would have a 
resonance at a festival. Which they would shape together. 
Yes – in that manner there is, after all, a moment where something like 
an outcome will or won’t be visible/tangible. But all of  this feels open for 
discussion. ‘Seeing Batard as a collective work’ was something we came up 
with, rather than it was opposed on us.

For me the map of concerns embodies so wie es ist, bleibt es nicht. 
For it is about things that can’t stay the way they are. If  we speak about the 
environmental crisis, the euro crisis, the political crisis etc etc. if  we speak 
about the situation of  the cuts in the cultural budget or if  we speak about 
education or health care. 
So wie es ist bleibt es nicht. Could be seen as a call for change. The way it is, 
it won’t stay – because we will change it! 
But it could be also seen as a statement. The way it is, it won’t stay – since it 
simply won’t last.  
The way the art is funded it won’t stay.
The way economics is organized it won’t stay.
The way we (not) take care of  our environment…
It all can’t possibly stay like this. 
Whether we act or not. 
It will change.
Many of  the concerns are about things that either one thinks has to change, 
or about things that change and one doesn’t know how to respond to it. 

We spoke a lot about ‘activating concerns’ during the workmonth. 
One of  the strategies we kept coming back to is to try to bring it to the here 
and now. For example the discussion about to close more and more toilets, to 
have toilets without toiletpaper, to cut down electricity et cetera… 
To make it tangible – that the way it is it won’t stay. 

For me the Beursschouwburg 10 years ago in their process of  developing an 
architectural plan was involved in a similar attempt. They asked people to 
come and give their input on how they looked at the Beursschouwburg, what 
the Beursschouwburg should look like, what they found important in theater 
and perhaps the city and society and what this place of  the Beursschouwburg 
could or should be. One could say they were asking for their concerns in 
relation to the Beursschouwburg. Things that apparently came up were the 
accessibility of  the theater, theater as a public space, theater as a space 
where encounters could take place. (forgot the detailed information from the 
book, perhaps we should digitalize this, at the same time the ‘myth’ around 
what happened also seems to have a power). So the design with the street 
came up, but along with presenting it, reality came in and in the second phase 
it was adjusted to something more manageable. Now a few years later, it is 
said to be a building quite hard to deal with. Plus the organization itself  is, 

[24/11/13 12:43:08 PM] A: I also have a lot of problems still with my text [24/11/13 12:43:13 PM] A: not at all ready for publishing [24/11/13 12:43:18 PM] A: or anything close [24/11/13 12:43:50 PM] H: but its a really good start. 
LG�DFWXDOO\�OLNH�LW�PD\EH�WR�EH�WKH�¿UVW�WH[W�EHFDXVH�LWV�VR�JHQHUDO�EXW�ZH�FDQ�¿JXUH�WKDW�RXW�ODWHU [24/11/13 12:44:22 PM] A: but the use of language is rather problematic isn’t it? [24/11/13 12:45:05 PM] H: maybe - its up for discussion 
i think [24/11/13 12:45:23 PM] A: I guess it depends how one frames it as well [24/11/13 12:45:32 PM]�$��LI�LW�LV�MXVW�D�µUHDG\�PDGH¶�HPDLO�IURP�PH��WKHQ�LW�LV�PRUH�¿QH��ZKHQ�LW�LV�VRPHWKLQJ�,�KDYH�ZULWWHQ�DV�D�WH[W�WKHQ�LW�LV�UDWKHU�
problematic [24/11/13 12:46:48 PM] +��GH¿QLWHO\���L�DFWXDOO\�OLNH�WKH�LGHD�RI�XVLQJ�UHDG\PDGHV��HPDLOV��WRLOHW�ZDOO�JUD¿WL�>VLF�@�HWF��WKH�SXEOLFDWLRQ�GRHVQ�W�>VLF�@�QHHG�WKLV�IHHOLQJ�RI�EHLQJ�µGH¿QLWLYH¶��LQ�IDFW�L�WKLQN�WKDWV�VRPHWKLQJ�WR�
avoid) [24/11/13 12:47:02 PM] A: yes I agree! [24/11/13 12:47:12 PM] A: okay ! i’ll be running now

Also, thanks Anne for your e-mail. About the event at de Theaterschool, it made me think of Agamben’s State of 
([FHSWLRQ��LQ�D�NLQG�RI�³SRVLWLYH´�ZD\��2U�WKH�IDFW�WKDW�LW¶V�D�VHHPLQJO\�³SRVLWLYH´�DFWLYH�WKDW�LQ�WKH�HQG�MXVW�UHDI¿UPV�
the power of the institution. The institution as authority has the power to let the students play wild for 24 hours, to 
have a certain freedom inside of a space they already are in. But this said power at the same time has the power to 
take this exceptional situation away. As you said, the question arises to whom the institution belongs, especially 
when claiming that the institution becomes theirs (the students) during those 24 hours. Calling it a “positive” state of 
exception may be faulty, but now that I’m doing it I am highly stressing the “-“. It’s a state of exception in the way 
that it is a demonstration of authoritative power, a giving and taking of rights/responsibilities/etc. C.



like Pamina put it, not up for ‘whatever what’. 
So much for asking for your concerns, your input. But let’s leave the outcome 
for a moment – ,�¿QG�WKLV�SDUDOOHO�RI�DVNLQJ�DQG�DFWLYDWLQJ�
concerns very interesting. That they too went from asking for input and 
thoughts and concerns about this building to trying to shape it informed by 
that. Because indeed I would say that one could argue that Batard is doing 
the same. 

It is a different strategy than the architectural development with Beurs, but 
both are asking for concerns and thoughts and are subsequently giving this 
input to ‘experts’ (the architects in the case of  Beurs, the young practitioners 
in case of  Batard) to deal with the final product. With de Beurs there was 
a competition between different designs, with Batard there was not in such 
manner and like this there are more differences to be named. Nevertheless I 
would argue that their attempt to activate concerns – of  the building and of  
the festival have interesting parallels.

Batard started with calling for concerns, but for me they even more activated 
the festival as a concern itself. Like the Beurs as a building was 
activated as concern at that time. Batard did so, because they put the format 
of  a festival into question. They don’t really give any answers, but give it to us. 
And the question is what do we do with this opportunity and what do we do 
with the input of  the map of  concerns, but also what do we do with the given 
fact that we are in this process of  developing a festival anew. 

If  we realized that concerns are activated when they are close to us – when 
they are in the here and now, such as having no toiletpaper, then it is 
interesting that Batard (and perhaps also Beurs) starts with opening up its 
own structure. 
Maybe if  we want to change the way things are one shouldn’t start with the 
world form the outside as if  one wasn’t part of  it. But one should start with 
the world he or she is building and imagining himself  or herself, in his own 
practice, in his own everyday life. One can reflect upon this world within his 
work. But the context where one works in and which one sustains by working 
in it, could or should be questioned as well. 

And of  course there is nothing new there. I think it is a general trend that we 
start producing products more and more local again and buy biological food 
in the hope this will contribute to a ‘better world’ etc etc.

But I think it should also relate to the institutions we work in. 
During my stay for the workmonth in Brussels I went to “Imagine Work” of  
Spin. The night started of  with discussions around tables. In the discussion 
I was participating in someone brought up the issue that the programmers 
of  Kunstencentra (theatres etc.) are always employed where as the artists 

For the publication: I m pretty agree with all 
what you guys have said, the text of Anne is 
SUHWW\�QLFH��DQG�FRXOG�¿W�SHUIHFWO\�LQ��,�PD\�
produce a kind of poster for it, that I can 
send asap before the end of the week, it is 
just a sentence, that could work as a preview 
for my project, from Danton’s Death of 
Georg Büchner.
R.

are not. The artist is often in a precarious situation where for example the 
programmer has social benefits and the safety of  a stable income and 
job. I think it is rather interesting when art organisations speak about the 
economical situation, critique organizations how they treat their employees, 
how social benefits get less and less - how one organizes their own 
organizations. What politics you preach and you practice.

So Batard opens itself  up. It puts into question the politics that is practiced 
within a festival, within the art structure. What this festival is, is up for debate 
now. The way it is, is to be questioned. 

Of  course the structure of  how an art organization is working or how a festival 
is structured are more often questioned. And in general we can see that in this 
time of  ‘crisis’ structures are being questioned and challenged 
in many ways on many levels. 

One of  the most common used arguments against questioning the given 
structure is; the way it is, is the best way there is. It is perhaps not perfect, 
but there is no alternative. It is what Belgian philosopher Chantal Mouffe 
would call the depolitisation of  the neoliberal society. The idea that things 
can’t be different. 
According to her political questions are questions that forces you to chose 
between conflicting alternatives.  Our social order is often considered as a 
given, because of  sedimented practices. We are used to things in a certain 
way and take them for granted, we forget that they can be put into question 
and that it is a deliberate choice that they are the way they are.

Activation of  concerns could be this for me; the return of  the political. That 
there are alternatives. So wie es ist bleibt es nicht That doesn’t mean one tells 
what the alternatives are, but the given order is put into question. That can be 
done in many ways. 

For me the way the Batard team chose to go about with the festival made it 
political. In the sense that the format is being put up for questioning. 
No matter how problematic or troubling I can have find the process or how 
much one can critique it, I think it is a very daring and valuable approach. 

For us to conclude now – as someone said on Skype last Sunday – ‘I realized 
because of  this working period that festivals are the way they are for certain 
reasons,’ would be to me a very disappointing outcome. Not that we have 
found the alternative or that I am confident we will. It is not about that, it is 
about giving up the questioning and taken the way it is for granted. I think 
it would be a depolitising choice. It would be de-activating where we wanted 
to activate and more directly it would be going solo, where we wanted to go 
collectively. 

I would like to thank you Anne for your text. For me it is a very pertinent 
proposal. Could be very good if the text is on the publication. We can also 
write about the time capsule or maybe imagine the text as a time capsule 
who could be reveal only years later. (For instance: Rosetta stone)
J.



So where does that leave us now, is then of  course a follow-up question. 
I think everything we have produced in thinking – in our meetings, in our 
emails, in our own notes/works – could potentially be useful. Not only as 
thoughts, but also as material. Seeing the thoughts as material. 
There are a lot of  rules the Beurs apparently has about what is possible and 
not. And probably we should create rules for ourselves as well in order to 
shape the whole thing. 

In this relation I had to think back about John Jordan who spoke at this day of  
vti in the Kaai theatre where we went to with Dries, Romain, Henry, Ingrid. And 
where Elly gave a presentation in the afternoon. He spoke about his workshop 
in ‘disobedience’ in Tate Modern. That he was told in an email by Tate whilst 
he was preparing the workshop, that he couldn’t be offending the sponsors of  
Tate. One of  the big sponsors of  Tate is BP. Jordan said ‘when receiving this 
email, I realized this was the best pedagogical material I ever had’. He showed 
the email to the people that came to the workshop and asked them ‘are we 
going to obey or disobey?’. They decided to disobey, he got into trouble, Tate 
pulled out, and they started a series of  actions in Tate. For example someone 
lying naked in one of  the exhibition spaces, being poured over with something 
looking like oil (and in this manner resembling the images we all know from 
the newspaper of  a bird covered in oil). 

I am not a big fan of  Jordans work, but taking the rules as material 
and acting upon this, is I think a useful way of  looking at where we are. 

This handing over the keys to the students at the Theaterschool and claiming 
that then the school is theirs for 24 hours can (and perhaps should) be 
questioned of  course thoroughly. It brings up first of  all the question who 
does the school belong to then normally? Is it in the hands of  the director? 
And will he get the keys back at 12 Saturday. One would hope in some ways 
that the students keep it. But that is quite unlikely to happen. Teachers that 
are in charge of  the artistic coordination of  the happening were wondering 
this week if  the idea lives already enough under the students. Lots of  them 
seemed more up for 2 days off, then for 2 days organizing all of  this. 
Goldsmiths College, the university I went to in London, was occupied by 
students 2 years ago as a protest to the rising fees (one pays 9000 pounds a 
year for a bachelor degree). As Judith Butler argued in her essay on protests 
in public space, the students at Goldsmiths were claiming the school to be 
a public space. Education should be a public good, where now it was made 
inaccessible for lots of  people living in the UK. By occupying it, they made it a 
public possession again. 
The students in the Theaterschool seem thus far not to have this urgency. And 
want to focus on their own development and work.

And that is their full right. 
And when we with Batard decide to focus on our own works and leave the 
‘opera’, the collective framework, aside, then that is as well completely 
justified. 
But personally I would find it a waste to let the potential of  this idea slip a 
way and draw back on what we already know, what already exists. Since we 
were confronted with a map of  concerns, I believe there is an urgency to 
occupy the building. In whatever manner. 

That it will not turn into a forgotten story about a street that is simply closed, 
because it is economically not manageable. 

So wie es ist bleibt es nicht

So, till here. 

A thank you to Batard team for taking the risk.
A thank you to all Batard fellows for going this bumpy road together. 
And a special thank you to Pamina for keeping pushing it to the max.

Note: I have written associative and freely, so my apologies for the poor use 
of  language, it is not a full-fledged essay, I would need more time to articulate 
it more precisely and accurately. So thinking in process it is - in any case; all 
questions and comments are more than welcome. 

merci om je gedachten te delen.
ik heb nu pas de tijd gehad om je tekst te lezen.
ik ben er ook van overtuigd dat Batard als collectief werk een van de belangrijkste elementen is en ik 
denk dat jouw idee daarover (“consider thoughts as material”) goed zou werken.
we mogen inderdaad niet belanden in een gedepolitiseerde, defaitistische vorm, al weet ik niet of 
KHW�JHERXZ�LQSDOPHQ�EH]HWWHQ�GH�MXLVWH�UHÀH[�LV��GDDUYRRU�LV�KHW�JHERXZ�HQ�PLMQ�ELQGLQJ�HUPHH�QLHW�
groot, niet noodzakelijk genoeg.
veel van de gedachten die we deelden tijdens de werkweek stonden in mijn herinnering ook los van 
de Beurs.
ik kijk er alleszins naar uit om over dit alles verder van gedachten te wisselen en zie een aantal 
interessante pistes in het vooruitzicht na het lezen van alle mails…
hopelijk tot snel,
E. 



De kritiek op de instituties wordt vertaald in de architectuuropvatting dat de nieuwe cultuurhuizen 
ontmoetingsplaatsen, en dus straten-en-pleinen-met-een-dak moeten zijn. […] Men meent dat semi-
publieke ruimtes minder-publieke ruimtes zijn, en dat de geheel-publieke straat om die reden ook 
de belangrijkste publieke ruimte is, en de plaats bij uitstek waar men het samenleven moet laten 
slagen. Men verliest hierbij uit het oog dat binnen die instellingen grote delen van de sociale activiteit 
‘voorwaardelijk’ kunnen verlopen en dat die ‘voorwaarden’ garanderen dat bepaalde oneigenlijke 
krachten en belangen ‘buitenspel’ kunnen gezet worden. (Bart Verschaffel, De mythe van de straat: 

Over het begrip ‘publieke ruimte’ en de (cultuur)politiek, in De Witte Raaf, nr. 111, 2004, p. 4-6.)   

The critique on the institutions is translated in the architectural view that the new culture houses should 
be meeting places, and therefore streets-and-squares-with-a-roof. […] It is believed that semi-public 
spaces are less-public spaces, and that for this reason, the fully-public street is the most important 
public space and the place par excellence where coexistence should succeed. One loses sight of the 
fact that within these institutions, large parts of the social activity could progress ‘conditionally’ and 
that these ‘conditions’ ensure that certain improper forces and interests can be put ‘offside’. (Bart 
Verschaffel, The myth of the street: On the concept of ‘public space’ and the politics (of culture), in De 
Witte Raaf, nr. 111, 2004, p. 4-6.)   

Paradoxically, it is the 
moment when the blackout 
occurs, when the server is 
down, when the subway 
workers strike or the water 
pipe ceases to function, 
that the dependence of 
cities on infrastructure 
becomes most visible. 
‘For most of us,’ write 
Bruce Mau, ‘design is 
invisible. Until it fails.’ 
(Stephen Graham, Cities 

under seige - the new 

military urbanism, p. 263)

° translate (find a new form for the same 
information)
° confront to the real world
° speak out loud, materialise
° interact
° change (changing the medium changes 
the context and changes the information)
° juxtapose
° re-contextualise
° decode and recode
° render visible
° question
° observe
° potential
° research tensions in different contexts
° disrupt (the grammar of  how we speak 
about things)
° spatialise, embody*

To activate?

 
* The map of  concerns as the gathering of  
people, circulating through the building, through 
the city. 
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But the practical issues 
are there… And all 
this because people 
want a transparency. 
The Architects wanted 
transparency as the 
main goal. I can say 
they failed. Whatever…
It’s an aim, but it is not 
possible. We are not 
using the building. The 
building is working 
against us. What we are 
willing to do, the kind 
of art we want to show 
here is not the kind of 
art that you can easily 
show in this house. The 
way we work does not 
correspond with the 
building. And that is why 
LW�LV�GLI¿FXOW�WR�KDYH�LW�
transparent. For example 
if we are using the red 
hall for an installation or 
performance, the artists 
don’t want that you can 
see the bar so we have 
to backlight it. Okay 
we built a wall… There 
was another place where 
WKH\�FORVHG����7KH�RI¿FH�
there, they closed its 
door, but the window is 
still … they complain 
to work there and see 
people passing by or…  
It’s an aim to have things 
transparent for the public 
but I can assure you it is 
extremely complicated 
because you have to 
circulate in a logical 
way but there are no 
logic possibilities. The 
doors are not where they 
should be. 


