Making Public Domain
A Summer School Event
11 - 15 September 2017

This summer school is an open invitation to participate in a research process.
Research has a lot to do with improvisation and not having a clearly defined
expectation. Every participant is invited not to expect a tightly organized event,
but instead to co-create according to his/her own engagement, a refreshing
environment for a 5-day collective learning experience. Feel free to take initiative.
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INTRODUCTION

There is no public crisis that is not also private...
such conditions, and should be further developed in close dialogue and interaction with
one another−with a curiosity for something to happen, without any expectations and/or
void of any prejudices.
During our conversation, one of us looked up the origin of the word ‘invitation’ and stumbled
upon an English Dictionary from 1857*. Here the word invitation is followed by another
word: ‘invitingness’. A curious word, apparently meaning ‘the power or quality of inviting’.
Invitingness goes beyond an invitation as such, it seems, beyond the act of inviting, and
somehow reveals a comment on inviting, suggesting degrees in invitational force.
With an invitation, one opens up spaces for encountering the other, for togetherness.
Isn’t an invitation above all the possibility for a relational space? And is this not what
public domain is also about? Then, what would be the superlative degree of invitation,
or of public domain for that matter...
This introduction is intended as an invitation. When we started talking about the preface
to this programme booklet, we instantly shared the intuition that the only possible
introduction to this summer school event would be an invitation. An invitation that
reaches out and starts an exploration of relations out in the open.
We asked ourselves what it actually means ‘to invite’, and a number of associations
came up in our late afternoon conversation. An invitation should be affective, meaning
that it should be sensitive to how the other is in relation to you. Perhaps it could also be
a gesture that encourages many paces of involvement, and which includes some kind of
wilderness in how we try to do things together? Artistic practices too, we said, provide

To invite indeed means very basically: to ask for a place. It activates! And, in our coming
together, it is important to be not just collective but to be connective as well. Public
space is not a solid ground... it is always trembling, shifting and transforming. It is a
permanent dialogue in between individual actions and a common ground. And while
reflecting together upon the how, what, where and when of public space..., we thought it
was important to include here a few inspiring words from the essay ‘The Work of Local
Culture’ (1988) by Wendell Berry:

For many years, my walks have taken me down an old fencerow in a wooded hollow
on what was once my grandfather’s farm. A battered galvanized bucket is hanging on
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a fence post near the head of the hollow, and I never go by it without stopping to look
inside. For what is going on in that bucket is the most momentous thing I know, the
greatest miracle that I have ever heard of: it is making earth. The old bucket has hung
there through many autumns, and the leaves have fallen around it and some leaves
have fallen into it. Rain and snow have fallen into it, and the fallen leaves have held the
moisture and so have rotted. Nuts have fallen into it, or been carried into it by squirrels;
mice and squirrels have eaten the meat of the nuts and left the shells; they and other
animals have left their droppings; insects have flown into the bucket and died and
decayed; birds have scratched in it and left their droppings and perhaps a feather or
two. This slow work of growth and death, gravity and decay, which is the chief work
of the world, has by now produced in the bottom of the bucket several inches of black
humus. I look into that bucket with fascination because I am a farmer of sorts and an
artist of sorts, and I recognize there an artistry and a farming far superior to mine, or
that of any human.
A beautiful example of the art of the commonplace in which everything touches
everything. A curious complexity of interacting lives that strongly makes us aware
that one has to learn to understand and grapple with what is at stake before one can
re-write publicness. It increases by experience. Like the battered galvanized bucket
growing earth, making earth... we could try−within this coming week of the summer
school event, this week of being together in a public space−to make public domain by
exchanging ideas, experiences, knowledges, practices, hypotheses and urgencies, fueled
by curiosity and deep listening. Perhaps this event can bear the potential of surpassing
the invitation and becoming a comment in itself? Invitingness as a praxis.

So, yes, this introduction is intended as an invitation. An open invitation to...
invent
invert
invest
Let it be more than a coincidence that the verb to invite in the right column of page 230
of this dictionary is counterbalanced by these three verbs in the left column, that all
suggest different ways of transformation: through imagination, action or empowerment.
You’re in now, working the ground.
* Alexander Reid, A Dictionary of the English Language, Containing the
Pronunciation, Etymology, and Explanation of All Words Authorized by Eminent
Writers: To which are Added, a Vocabulary of the Roots of English Words, and
an Accented List of Greek, Latin, and Scripture Proper Names. D.Appleton &
Company, 1857.
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Because the Public Domain is Not Enough
Art in the Civil Chain
Between Creativity and Criminality
On the Liminal Zones of Art and Political Action

Today, a growing number of artists are moving in the direction of political commitment
again. At biennials and art festivals we see more than just flirts with radical political
theory: more and more of the artistically inclined are actually rolling up their sleeves
and even get their hands dirty building civil space, righting postcolonial wrongs, or
at least challenging neoliberal politics. In this article an analytical differentiation will
be made between public, civil, civic and common spaces to better understand how
artistic interventions can and do mediate in political actions nowadays. The theoretical
starting point is that civil action often takes place in the gaping gulf between legality
and illegality, and between creativity and criminality. In the grey area between what is
allowed and what is not or not yet allowed, civilians initiate that which a government or
state has not yet thought of and for which there are no interested markets. Civil actions
and common spaces mostly concern non-regulated domains, areas not yet covered by
law. This is why a civil action is always a risky undertaking in which one sticks one’s
neck out and risks one’s own social, political and – as an artist – artistic position. Based
on research done for the European Cultural Foundation the different steps in a civil chain
are described and the specific role of art and artistic interventions in the political realm
is analysed with several examples.
Image: © Recetas Urbanas
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Reimagining Utopias
Those who have been scouring biennials and arts festivals over the past decade have
been treated to a veritable feast of political discussions and social debates. Sometimes
art is hardly the topic anymore, but rather globalism, neoliberalism, precarity or
ecology, to name but a few. This political discourse is mostly limited to the discursive
space, which in addition hardly moves beyond the borders of the parish of the already
converted. Words and actions are still very far apart here, which means that true
political activism does not materialize. However, this takes nothing away from the fact
that the professional art world is increasingly assuming a political role. The time-space
that is skimped on in education seems to be shifting to biennials and theatres. Add to
that the thinning of the critical debate, the cutbacks on research journalism and the
commodification of the writing and speaking space in mainstream media, and it may
seem as if art institutions are among the few remaining places of refuge for public
debate and critical political analyses.
And there is more than just room for debate. After ‘the end of history’ was proclaimed
(Fukuyama, 1992), advocating the end of ideological differences and de facto the end
of democracy, the idea of utopia as a possible political project was also buried.
The intellectual and especially academic/scientific taboo on utopian thinking erodes
the humus mould of both the political and the civil space, especially that of the social
imagination. The current dominance of ‘realism’ and pragmatism in politics (Fisher, 2009)
as well as in philosophy deprives politics of chances for developing a long-term vision.
Nowadays, any visionary project with an eye on an ideal society invariably runs aground
on the Realpolitik of budget policies. Politics have become policy, and governing seems to

become more and more a matter of bookkeeping. This corners the imagination, or rather:
sends it into exile to the exclusive domain of fiction. Only within the walls of a cinema,
theatre or museum, or in the pages of a novel is there still room to dream of a possibly
different world. There, one can still freely speculate about a possible future society.
Perhaps the current boom in fantasy and science fiction movies in popular culture
need therefore not surprise us. The first genre is a rosy escape from reality, while
in the second genre utopia becomes dystopia (Berardi, 2015). Both genres have in
common that they create an image of a truly post-political society at the end of history.
Whereas in fantasy movies all power relations have been depoliticized−as they are
dissolved in supernatural and magical, but also highly moral decisions about good and
evil—the world of science fiction tends to presents us with societies that are at the
mercy of terror, totalitarian regimes, dehumanized camp-like situations controlled by
machines, or natural disasters of apocalyptic proportions. Convincing stories about
possibly different, utopian worlds are however few and far between. Our future is either
transcendental or catastrophic. This popular field of the imaginary doesn’t seem to offer
many other flavours. The contrast with the boom in political and social commitment in
that other segment of the imaginary domain of fiction could hardly be sharper. From
the heterotopic project of Michelangelo Pistoletto to the activist architecture of Recetas
Urbanas, from the political art of Jonas Staal and Oliver Ressler to the economic,
postcolonial interventions by Renzo Martens, or the utopian but also highly concrete
gestures of Thomas Hirschhorn—they are all concerned with imagining a possibly
different world. Admittedly, many of them are reluctant to use the word ‘utopia’, almost
always stressing the direct relation their work has to the real world. Pistoletto, for
example, does not just imagine The Third Paradise but also laid the foundation for a real
functioning organization, Cittadellarte. Likewise, Recetas Urbanas is building real homes
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and schools that meet an acute social demand, and Renzo Martens is really rolling
up his sleeves in Congo to build a museum and to transform the art exchange chain
between the north and the south. In short, we see here a real praxis where actions are
suited to words. Perhaps this is why these artists are reluctant to call their practices
‘utopian’. Nevertheless, it can hardly be denied that in their quest they are hoping for a
possibly different, indeed, better world. And although, alas, this is often only observed by
those few people in the professional art world, their actions nevertheless demonstrate
the will to break out of this confinement. Driven by their imagination they frequently
jump into the gap between legality and illegality, creativity and criminality. It is precisely
this imaginary potency that gives them the possibility to go further than debates about
politics and civil activism. Not only are artists capable of presenting an imagined world,
their skills allow them to make us also actually experience that world. Perhaps this is
where their extra political potency lies.
As will be explained later, the civil space is an undecided grey zone, fallow land on which
civil actions and political activism mostly settle only temporarily. However, this undecided
space also provides the necessary opening that sets a civil movement into motion and
keeps it going. Especially here something has to happen because no one has seen it yet
or no one cares about it. And this brings us to the importance of art or, more broadly, the
imaginary. In order to see what no one else has yet seen, artists can deploy their powers
of imagination—powers that are being smothered in today’s Realpolitik. To understand
better what strategies artists can follow, it is useful to make a more analytical distinction
between the different realms in which political activism takes shape.

Civil, Civic, Public Domains and the Commons
It is in the gaping gulf between legality and illegality, between creativity and criminality
that the civil space sees the light of day. In the grey area between what is allowed and
what is not or not yet allowed, civilians engage in political actions to initiate that which
a government or state has not yet thought of (or does not want to think of) and for
which there are no interested markets. For the record: civil action does not coincide with
criminal behaviour. Civil actions simply concern non-regulated domains, areas not yet
covered by law. However, within a democracy, at the end of the day it is the legislative
and judicial powers that decide whether to categorize the issue at hand as legal or
illegal. At the moment of the actual action itself this is still undecided: will this practice
be tolerated, embraced, or even passed into law, or rather not? In other words, civilians
who invoke their civil rights, are still uncertain about where they will end up, how they
will be judged. This is why a political action is mostly a risky undertaking in which one
sticks one’s neck out and risks one’s own social position.
Because of this undecided nature of the space in which the civil action takes place,
it seems wise to distinguish between the terms ‘civil’ and ‘civic’. Although both
concepts are often used interchangeably in everyday usage, ‘civic’ mainly refers to the
government, which has ‘civic tasks’ or sets these well-defined civic tasks to persons
or delegates them to places and institutions. In other words, political actions in the
civic place are already regulated (by law or otherwise) whereas those in the civil space
still lay open. Or, to paraphrase Michel de Certeau’s analytical distinction between
place and space: the civic place is a place that is established or has taken root in
policies, education programmes, regulations or laws. By contrast, the civil space, in the
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Certeausian sense, is a space that remains fluid; a realm where positions still have to be
taken up or created (Certeau, 1980).
Governments or authorities who wish to regulate civil space by, for example,
guaranteeing a public square in a city, or public cultural infrastructures such as
(national) museums and theatres, are transforming the civil space into a civic place.
Likewise, the civil movement that demands a better legal framework for a certain
issue, is paradoxically promoting the elimination of its own reason for existence. It is no
coincidence that civil movements, including independent subcultures and squatters often
evaporate once a government supports them. The movement comes to a standstill as it
becomes rooted in a civic law or a civic infrastructure.
Why both the true civil action and the civil space find themselves in between illegality
and legality is perhaps better understood by looking at the problem of—modern or (post)
revolutionary—politics. As Hannah Arendt states in On Revolution:
... those who get together to constitute a new government are themselves
unconstitutional, that is, they have no authority to do what they have set out to achieve.
The vicious circle in legislating is present not in ordinary law making, but in laying
down the fundamental law, the law of the land or the constitution which, from then on,
is supposed to incarnate the “higher law” from which all laws ultimately derive their
authority. (Arendt, 1990, 183-84).
So, the constitutive power and the constitutive body are always outside of the
constitution, since they precede it. They are therefore neither legal nor illegal, which

immediately presents the problem of authority within modern democracies: of whom
is it accepted that they place themselves outside, or rather above the law, precisely in
order to establish that law? Civil space relates to civic place in a similar ambivalent
manner. The former precedes the latter, running the risk of never, ever being recognized
or legalized and thus of remaining permanently in the sphere of illegality.
Like the advocated difference between ‘civic’ and ‘civil’, the terms ‘public’ and ‘civil’
are also best kept apart rather than have them coincide. Here too, a distinction may
prove productive. The civil space, or domain, often requires collective initiatives
and organizations. People have to make an effort, organize something or simply ‘do’
something in order to shape a civil space. By contrast, public space is the space we can
enter freely, that is or should be accessible to anyone. It is the space of public opinion
where people can make their more or less idiosyncratic voice be heard, freely, and
preferably with good arguments, like in the media, in public debate or in the timehonoured salon conversations (Habermas, 1989). We can articulate the relationship
between these concepts as follows: whereas the public space is a space for the
free exchange of thoughts, opinions, ideas, and people, the civil domain provides the
framework for organizing these thoughts, opinions, ideas, and people. Within the latter
space, an opinion or idea is expressed in a public action or in the form of an organization.
The earlier mentioned political debates at biennials and art festivals belong to the public
space in that sense, but they need civil initiatives to organize that space for debate. In
other words, civil space needs the public domain. After all, the second constitutes the
utterly vital source of inspiration for the first. Public space provides, as it were, both
new ideas and new people (new citizens) but they can only claim and obtain their place
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in society through self-organization in the civil domain. Vice versa this also implies that
public space is reliant on civil space, as the latter makes the public domain possible by
organizing it or claiming a place for it; for example by enforcing the freedom of speech
by legal means, but also by founding organizations and institutions such as newspapers
or other platforms, for that purpose. Simply put, public space is all about the free word,
while in the civil domain the action takes centre stage, such as in the already mentioned
activities of Martens or Recetas Urbanas. The interaction between both domains
constitutes a praxis, where the action is suited to the word but also where actions can
and may be put into words.
Before going deeper into the role of art in political activism, there is a last distinction
that should be made clear: the realm of the commons. The concept of the commons has
won much attention in cultural and political debates over the last decade and it gained
prominence both in recent philosophy (Hardt and Negri, 2009) and in law research
(Lessig, 2004). According to Michael Hardt and Antonio Negri, guaranteeing a commons
is necessary to safeguard future cultural production. These philosophers have described
the commons as a category that transcends the classic contrast between public
property (guaranteed by the state) and private property. In the area of culture, Negri
and Hardt mention knowledge, language, codes, information and affects as belonging to
the commons. This shared and freely accessible communality is necessary to keep the
economy running in the long term, to regain the balance in the ecological system, and
to keep our socio-political fabric dynamic (Hardt and Negri, 2009: viii). Already in the
early 1990s, economic studies also stressed the importance of the regulation of (free)
access to the commons (e.g. see Ostrom, 1990). For this reason the commons is defined
here as the space were in fact the access to public and private goods and services is

discussed and regulated. And, as is well known, a lot of political debate and activism
revolves around this issue: in what numbers and under which conditions can people
get access to debates in public space, to civil and civic services (e.g. public libraries,
museums, education, social security) often first claimed by civil actions and later on
organized by cultural grass root initiatives in civil space or taken over by governments
in the defined civic space.
In summary, the relationship between the differentiated spaces can be described as
followed: in public space ideas and proposals (e.g. alternative forms of (sub)cultural
expressions) can be articulated and discussed which can then be worked-out and
organized in civil space, or they can be taken over by a government in civic space or
by the market in the private sphere (e.g. the construction of and support for cultural
infrastructure). But the discussion and regulation of the access to those services is a
matter of the commons (e.g. who and how many people can participate, or discussions
about what needs to be guaranteed by a government and what can be done by the private
sector). Political activism takes place in all those spheres, and art can play different
roles in it. To better understand what kind of forms artistic initiatives may take in these
different spheres, they will be related to the different phases in a ‘civil chain of political
activism’, a concept that was developed in earlier research (Gielen and Lijster, 2016).

The Civil Chain of Political Activism
Civil action is born from emotion, argues the Spanish sociologist Manuel Castells
(2015). Although such actions always imply the hopeful expectation that something in
society can be improved, this initial emotion is often of a negative nature, fed by fear,
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discomfort or irritation. The reasons for this can be manifold. An individual may feel
threatened by beggars or by drug dealers hanging around in the neighbourhood. But
they can also feel ill at ease because there are too many policemen, soldiers or security
cameras in the streets. Employees may feel intimidated by their boss or colleagues
and may also experience stress because of a too heavy workload. In short, feelings of
annoyance, frustration or injustice can have many causes. And, as may be evident from
this range of examples, certainly not every negative emotional experience leads to civil
action and political activism.
Discomfort can be channelled in many ways. Those who choose therapy or decide
to hire a lawyer opt for a private and individual solution to their problem. Indeed,
communication with a therapist or lawyer has little to do with public action or political
claims. In order to ‘enter’ civil society we need to specifically address a collective and
generate public support. The initial emotion must be recognized as a shared emotion
or irritation. Civil action is only possible if we take our personal discomfort out of
the private sphere, when we ‘de-privatize’ the subject matter. However, such a step
towards civil space requires an important skill: the ability of (self-)rationalization. This is
required to articulate an initial intuition or basic emotion. It is the cognitive competence
of analysing one’s own feelings and perhaps point out possible causes. Rationalization,
and especially self-rationalization, therefore precedes communication, although the
causes of certain emotions might be further clarified in dialogue with others.
And, further, after the processes of rationalization, communication and de-privatization, the
skill of organization is required in order to set the civil action in motion and, if necessary,
keep it going in the long run. For instance, one must organize oneself in order to write

an opinion piece, but also encourage others to do the same. Protesting in the streets or
rolling up our sleeves to clean the neighbourhood requires at least a modicum of (self-)
organization. What is important here is that those processes of self-rationalization and of
self-organization can temper the initial emotion that triggered them in the first place.
For instance, having to find one’s way through a maze of legal rules, being obliged
to study political procedures, or having to follow the long and winding road through
bureaucratic institutions in order to arrive at the right form of (self-)organization can
make one lose the energy to go on. Both processes therefore require that we literally
rationalize that initial emotion, to distance ourselves from it and in a sense ‘bureaucratize’
it (all forms of organization presuppose setting up a minimum number of rules and
procedures and sticking to them). In themselves such processes are not dramatic and
even necessary to initiate civil action. However, this points to the fact that the basic
emotion as mentioned determines the ‘drive’ or the energy of the civil undertaking. Or,
in an analogy by Castells (2015): it is an initial fear converted into anger that defines
the engine of civil action. It is the steam that powers civil initiatives with a civil mission.
This also means that political action derives its basic energy from very direct, mundane
and mostly local human experience. The chances of success and continuance of every
civil initiative therefore depend on finding the right balance between rationalizing and
organizing on the one hand and keeping up the energy that is obtained from a basic
emotion on the other hand. This balance is all the more urgent the more organizations
‘scale up’ their activities, for instance from a local to a regional or from the national
to the transnational level. Each step up the ladder demands more rationalization and
organization, and thereby one risks evaporating the initial drive and emotion, as well as
losing track of the local problems that started it all. But, when political activists want to
achieve structural change they need to act on this more abstract systemic level
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(e.g. to change the ‘neoliberal’ organization of society, work and life; or to safeguard the
welfare state; or to reduce our ecological footprint). Political activism often has to deal
with this tension between on the one hand ‘local’ emotions and reasons to act and on
the other hand global issues and political mechanisms. The latter are often articulated
in the described public space where both, visionary ideas and utopias, as well as new
ideologies can be discussed in a quite abstract way. However, ideas alone cannot produce
real social change. This requires actions or acts. Citizens take initiatives to build, for
example, alternative social formations and forms of self-organization in the defined civil
space. Self-organization, however, is again usually initiated locally and may therefore
become stranded in localism or what Nick Srnicek and Alex Williams (2015) call ‘folk
politics’. In this case, social or ecological problems are addressed on behalf of a relatively
small and primarily closed community but this does not build systemic change. In order
to make political activism effective it needs to organize structural change. For this reason
alternative social, ecological, political, and economic models must be distributed and
shared, and that is where the common space comes in. Alternative economies and forms of
self-organization must demonstrate their effectiveness to others if political activism wants
to generate structural effects. This necessitates the preferably free or very cheap sharing
of information and knowledge, of materials and logistics, but also of business models and
new solidarity structures. Political activism dealing with fundamental and deeply embedded
problems should also influence institutional bodies to have any effect. It is exactly
processes of sharing, or commoning that force governments into an alternative legislative
organization, as for example, the Creative Commons licence or the Bologna Regulation for
the Care and Regeneration of Urban Commons show. It is only when actions take place on
this political and legislative level that sustainable reform may actually take place and the
current social, ecological or economic problems can be addressed in a sustainable way.

From the above we may conclude that artists who become involved in political activism
can be situated in a chain of successive, distinctive operations. And that such activities
will continuously have to take into account all the previous stages in the chain in order
not to become alienated from their own source of energy. Analytically, this succession
of processes—the civil chain—looks like this: (1) emotion, (2) (self-)rationalization,
(3) communication, (4) de-privatization (or going public), (5) (self-)organization,
and finally, (6) ‘commoning’.

The Art of Shifting Emotions and Generating Drive
By using the civil chain as an analytical tool to analyse the artistic involvement in
political activism, it is finally possible to detect at least three transitions in which art can
play a crucial role. The first one takes place at the emotional level. An initially negative
feeling must be converted into a sense of positive energy, of simple enthusiasm to ‘get
cracking’ or at least of not resigning oneself to the situation. As already mentioned,
Castells gives the example of fear that must be ‘positively’ converted into outrage and
hope (2015: 247-248). By ‘positively’ we mean that outrage and hope lead to action.
However negative the results of bursts of outrage may be, they always indicate an
accumulation of energy. Through outrage, the paralyzing effect of fear changes from
passive to active. Feelings of discomfort, irritation, insecurity, injustice and the like often
result in defeatism or resignation. Especially when people feel they are alone in their
efforts, they tend to resign themselves to the situation. Only when a sometimes hard to
pinpoint ‘spark’ turns negative energy into positive energy does political action become
an option.
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Artists or collectives such as Renzo Martens or Les Têtes de L’Art often mention this
defeatism when they arrive at the spot in Congo, a suburb or a local community.
Sometimes citizens have already undertaken several steps in civil actions but without
succeeding. In other situations they undertake nothing because they can see the bigger
political and economic picture in which their local problems seem unresolvable, or
they just don’t know where to start. Artists possess the tools to shift such feelings of
defeatism. The most effective one here seems simple ‘doing’. Renzo Martens with his
Institute for Human Activities activated local citizens on a Unilever plantation to make
their own chocolate art works and even to build a white cube on the spot. By engaging
people in creative processes, stimulating and coaching them in realizing concrete
things, citizens get a kind of positive energy and drive because they are involved in
an interactive process with a positive outcome such as a creative work, a theatre
performance or an exhibition. By taking, for example, a closer look at the activities of
Les Têtes de l’Art in Marseille we can see the same mechanisms at work. It is above
all the simple act of making art together with others or ‘doing things’ that plays an
important part. Drive is not so much communicated in words, and energy rarely comes
from a well-articulated view in a debate, a newspaper or scientific report. Rather, they
emerge from the activities that are organized, the artistic interventions that are staged
and the actions that are undertaken. Just like the transference of emotions can take
place subconsciously and non-verbally through mirror neurons, the drive and energy are
primarily communicated through the actions themselves. Artistic activities generate a
‘mimetic effect’, which spurs others into action. Artistic interventions and performances
in public space can point out the social issues within a group, neighbourhood or square.
Cultural civil actions not only bring to light what is not visible, but also make manifest
how the surroundings, a space or a neighbourhood may be experienced differently.

In this respect, artistic activities differ from other civil actions such as protests, opinion
pieces or petitions. Whereas such civil actions are generally limited to social criticism,
the artistic civil action has an extra element: an alternative experience. For a little
while the artists provide an often quite modest, but possibly different, sometimes utopic
world, which in most cases generates positive energy. Les Têtes de l’Art illustrates this
quite literally with their initiatives named Place à l‘Art, a sort of ‘fair’ where people
in the neighbourhood can together engage in all sorts of artistic activities, producing
a very positive social dynamics in places where before drug dealers and other petty
criminals created an unsafe social environment. The outrage over an unsafe environment
is immediately ‘compensated’ for with a positive alternative. At the emotional level,
especially artistic interventions provide opportunities for converting negative feelings
into a positive energy. Conversely, for some it might be precisely this alternative
experience that makes them understand that their living conditions or precarious
social environment are far from ideal. Crucial in this is that it is ‘through’ the artistic
process or the work of art itself that participants are given an experience of alternative
possibilities.
A project of Les Têtes de l’Art in Bel Horizon, a degraded building in the centre of
Marseille, illustrates this energizing shift very well. After a request of an inhabitant
of this high-rise flat, Les Têtes de l’Art organized a collective work of several months.
A group of adults and children from the tower block worked together on a script and
collectively produced a fictional video about a problematic situation that affected all
inhabitants. The fiction involved children and adults of the tower block as actors. The
artistic vector allowed for alternative representations to the negative image attached to
the place and encouraged inhabitants to meet in the tower. After this fiction, a second
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project consisted in realizing five short films about the wishes of inhabitants about
the rehabilitation of the tower. At that moment a rather classic community art project
resulted in political claims and activism.
The Bel Horizon case is just one of many actions that demonstrate how an artistic
experience works within civil action. What we can observe here is how (negative)
criticism of a certain situation goes hand in hand with theatrical action that generates
a rather positive experience of an alternative situation. This positive experience in turn
evokes new criticism and civil action. Or, as mentioned before: the artistic activity itself
is what is keeping the energy alive. If such a positive experience does no longer or
not yet exist in the social reality, this actually provides artists with an interesting tool
to create this experience all the same, especially in a fictional setting. A play or film
creates a distance from the world we actually live in and precisely thereby generates the
context for an alternative world. It is this experience that can make participants reflect
on their real social reality. For them, art generates—in the words of Niklas Luhmann
(1997)—a ‘second order observation’: from the artistic, imaginary or fictional ‘second
order’ experience they can better observe how they live and experience their own
everyday ‘first order’ reality. In the cases of Place à l’Art and Bel Horizon we see how
this experience then encourages people to intervene in real life or at least long for and
demand a different reality.

Expression
A second necessary transition in the civil chain is to be found at the level of
communication, as only through communication a transformation can take place from

the individual to the collective level. We can, for example, test whether we really feel
what we feel by consulting a therapist, in the sense that we can check whether such a
professional recognizes our feelings as also occurring in others or is familiar with them
from the scientific literature. It is only in that confirmation that an individual problem can
become a collective one, in the sense that others share our supposedly individual feeling.
In the same sense city dwellers can have a chat with their neighbours about street litter.
This is also communication in which a basic experience is shared and tested. Only if a
neighbour confirms that: ‘Yes, you’re right, there is a lot of litter here these days’, the
feeling of discomfort is collectivized and the possibility of action emerges.
So, without collectivization there is no civil or political action at all. And, as underlined
above with the work of Les Têtes de l’Art, artistic skills such as play and imagination
are great tools to express and communicate personal fears or suppressed feelings.
The modes of expression that are available in the arts also make it possible to use
alternatives for words or analytical concepts to reflect on and communicate about
sometimes very complex situations. One of the reasons for this is that artists can use
aesthetic tools as aesthesis in which much more senses can be activated beyond the
discursive realm of words and concepts. Singing, dancing, performing, or making visuals
and films are just other forms of communication that can be used to express and to
‘de-invidualize’ unclear feelings or complex social and political issues. Take, for instance,
the use of subversive performances by Pussy Riot in Russia, the guerrilla architecture
of Recetas Urbanas in Spain, or the use of giants by the Hart boven Hard movement
in Belgium and one realizes the important role of aesthetic tools to express and to
communicate in different ways. A striking example of how to express controversial
political issues by artistic means is probably the project Ausländer Raus (‘Foreigners
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Out’) by the Austrian artist Christoph Schlingensief. He had twelve asylum seekers
stay in a sea container in the centre of Vienna and had the public decide who was to
be extradited through Big Brother−like voting rounds. Naturally, this performance led
to much controversy but it also made people sensitive to the immigrant and refugee
problems in a completely different way than by classical opinion pieces or political
debates. This shows once more that artistic tools and fiction can play an important part
in making invisible feelings and private opinions visible and in creating a communal
space in which political discussion and activism can arise.

Performance
These artistic examples of collectivization by expression also illustrate that
de-individualization in itself is not enough to speak of civil action and to get to political
activism. To do so requires yet another transition, from the private to the public sphere.
As indicated earlier, feelings and issues can be shared and therefore collectivized in
both the private and the public sphere. For example, as long as the employee suffering
from stress only discusses the problem with a therapist or only collectivizes it in a
self-help group, we cannot speak of a civil action. Only when this worker articulates
the initial feeling or syndrome in social terms does it acquire civil value. This means
that, say, stress is no longer only explained as a mental condition but is recognized as
a structural problem too. Stress is then not only about the irritated nerves of individual
employees or about the annoying personal character of their boss, but also about, for
instance, high work pressure, about increasingly precarious working conditions such as
flexible project labour, or about the decrease in long-term employment contracts and
job security. In other words, in the transition from the private to the public sphere a

personal issue (being a stress-sensitive person) is not only translated into a collective
problem (a stressful environment, stressful working conditions), but the cause of the
problem of discomfort is then also located in broader social phenomena. This is why
the transformation from the private to the public sphere implies the politicization of the
initial feeling. If ‘the political’ stands for openly shaping our living together (Rancière,
2012), this translation is an appeal to the political to articulate and address the issue.
So, to transform from the private to the public sphere one needs to be ‘performative’,
and it is again artists who are very well trained to perform. The concept of
performativity is understood here in the spirit of Judith Butler (1993). Far more than
being simply a reference to or a representation of reality, the artistic expression can
be an act in itself that gives form to the social reality. One needs to organize oneself
in an alternative way, and one can convince others to share this way of organizing just
by performing it. For the sake of the latter the importance of the mentioned process
of commoning comes back into the picture. How this works in a practical sense can
be illustrated very well by the operations of the Spanish architect collective Recetas
Urbanas. They build houses, schools and community centres wherever associations and
communities deem them necessary, either with legal permission or not. It deliberately
continuously balances on the tightrope between legality and illegality and therefore
cannot operate purely artistically or architecturally but is always forced to also think
and act politically. Only in such a hybrid, open autarky can artists develop sufficient
sovereign power to create personal work and constitute new public spaces. In short,
only when they manage to shape such constitutions−that are both artistic and political−
will they feed urban life with new rooms for autonomous actions. Within this civil space,
artists themselves are the performers of a common ground on which they can develop
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new practices. Recetas went beyond the traditional artistic civic space by the already
mentioned process of commoning, by building a huge national and even European
network (The Group for the Reuse and Redistribution of Resources) of exchange of
knowledge, (building) materials, and practices. In this network, for example, legal
precedents established in one city are communicated and used to fight for the same
civil rights in another city. So, the network is not only used to exchange information,
but also to develop political strategies and juridical practices. Recetas Urbanas not only
experiments with forms of resistance and political activism, but also performs effective
strategies and practices in civil space. Those are used furthermore as testing grounds
that enunciate political discourses in order to activate possible ways of civil governance.
By exploring legal systems, alternative economic exchange practices and by finding
broader public support, they experiment with processes of commoning which are very
necessary to make political activism effective on a higher abstract and structural level.

Crossing Borders
To conclude, it can be stated that although the institutional space for the imagination of
theatres, museums and biennials may serve as a productive breeding ground for political
debate, artists can only be really constituting a civil space if they bet on the liminal zones
between art and political action. Only when they venture outside of the assigned civic
place by crossing the border of the museum and go beyond the public domain of words
and ideas, will they have the chance to arrive in the hazardous civil space of effective
political activism. This space is hazardous because here artists step outside their
acknowledged civic role, thereby putting their very status as an artist at risk.

Just like those spraying graffiti on walls or trains, they run the risk of being criminalized,
or at least not being recognized anymore by their peers in the professional art world. It is
only just before the checkpoint of legality and civic regulated places that artists sketch
the contours of real political activism, in peril of never being acknowledged as artists
again.
Now that the result of elections in the USA and Turkey made the familiar liberal
representative democracy shake on its foundations, the need for political activism has
become clearer than ever. It only adds to the pressure on artists to cross the boarders
of the familiar artistic biotopes. If we wake up tomorrow in a dystopia without a civil
domain, we will find ourselves in a space without freedom and without autonomous art.
It therefore looks as if artists have no choice but to hazard the jump into the unknown,
outside the white walls of the museum into political activism, if only to safeguard their
own space of imagination in the museum. ‘It is indeed an internal exigency of art which
drives the artist to the streets... But in doing so he leaves the universe of art and enters
the larger universe of which art remains an antagonistic part: that of radical practice.’
(Marcuse, 2007: 173)
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DAY 1 - ARTISTIC AND SOCIAL PRACTICES AT THE INTERSECTION
OF THE ON- AND OFFLINE WORLD

DAY 1

11.09.2017
How can digital, artistic and social practices expand
the possibilities of making public domain?
On this first day, we will hear theorists, artists and hackers
about the dangers and possibilities of the digital public
domain. The on- and offline world have become immensely
intertwined, a disconnection seems no longer possible.
What there is to win or to lose with the dissolution between
on- and offline? Not only do social media platforms have an
increasing impact on our perception of the world, but beyond
that, protagonists from the creative industry, Silicon Valleyadepts and policy makers see an opportunity in data mining
for economic and political use, and for the optimalisation of
the management of public space. However, on the other side,
there is a long tradition of activists, artists, thinkers, hackers,
who advocate for the Internet as a free zone to create tools for
resistance.

Daytime programme
09:30 Welcome and coffee in Middelheim Museum
10:00 Morning programme with lectures by Eric Kluitenberg
and Pat McCarthy, followed by a public discussion
moderated by Michiel Vandevelde
13:00 Lunch: Golden Red Lentil Dal with Cumin Basmati
14:00 Afternoon programme with 3 parallel workshops by
Max Dovey, LarbitsLab, Constant vzw, followed by
public debate & conclusions
18:00 Dinner: Roasted Garlic & Tomato Soup with
Sorghum Pops
Evening programme
20:00 Keynote by Evgeny Morozov

Location
Atelier Van Lieshout—Middelheim Museum
Middelheimlaan 61, 2020 Antwerpen
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Lecture Eric Kluitenberg
Understanding Affect Space:
A new dynamic of activation of public space
This talk presents the evolving insights from a collective exploration of the concept of
‘Affect Space’. This concept provides a new model to examine the dynamics of activation
of contemporary urban spaces, where wireless and mobile media, highly charged
affective intensities, and (occupied) dense urban public spaces overlap. The proposed
model of ‘Affect Space’ as an emerging ‘techno-sensuous spatial’ order builds on
previous work on ‘Hybrid Space’ and the recent public research trajectory ‘Technology/
Affect/Space’, conducted with Open!-Platform for Art, Culture, and the Public Domain
(2016 - 2017).
While for the moment this model remains partly speculative, it holds important
implications for the functioning of contemporary (urban) public spaces, and by
extension, of democratic forms of political formation. The emerging spatial order of
‘Affect Space’ is, however, already in full operation, both in terms of its dynamic of
activation and mobilisation, as well as in new forms of affective policing that urgently
require critical scrutiny.
Image: Smart Phone Vigil during Occupy Central with Love and Peace, Hong Kong, October 2014.

ERIC KLUITENBERG
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Lecture Pat McCarthy
Paper is the Stage
Paper is the blankest stage on which to stand. For an individual it can capture infinite
combinations of expression, of details both idiosyncratic and universal. Paper travels
step by step, hand to hand. Presenting itself intimately with others. A zine is simply a
handmade, photocopied booklet. But the zine re-contextualizes photography and written
verse into a much bigger space for narrative performance. My serialized zine titled ‘Born
to Kill’ is at the same time journalistic study and poetic inquiry, revealing a practice in
which mobility, nature, erotica, and bricolage merge art with life. For the reader, it is a
direct conversation with the private sphere of my “field studies” which include raising
domestic pigeons, travel on foot, selling food in the street, and studying gender and
sexuality.
Image: © Pat McCarthy

PAT MCCARTHY
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Workshop Pat McCarthy, 11-15 September
Alone at Sea
The ocean is our world’s dominant public space. It is not only uninhabitable, it is
unpossessable, by even the strongest world powers. It is too large to police, and too
powerful to cultivate or cage. Despite this, there are many human-made objects that
casually withstand its dangers: notably glass and plastic bottles which ride the currents
for weeks or months, until finally collected by woman, man, or land. For millennia
messages have been sealed inside bottles and let loose as ocean vessels, as proxies,
desperate attempts to make contact with the unknown recipient.

I propose a happening ‘Alone at Sea’, in which participating artists are challenged to
put on paper a message. A message written, or drawn, or carved onto paper; addressed
to an individual, a group, or to no one specific. A message that they authentically hope
would, could, and will reach somebody, somewhere, someday. Each paper message will
be carefully and securely sealed inside a bottle and deposited into international waters
of the Atlantic north of Antwerp.
Image: © Pat McCarthy 2017, Babylon roof in light rain
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Workshop Max Dovey, Anastasia Kubrak, Sander Manse
Walking Along The Geofence: Uber, Kremlin, and Blockchain
How is public space shaped and coordinated by networked technologies, mobile devices
and geolocative interfaces?
‘Walking Along The Geofence’ workshop will reflect on how data is augmenting public
space in cities and collectively develop strategies to circumvent geofences and disrupt
algorithmic governance. Urban spaces are becoming increasingly territorialized by
navigational tools and geo-spatial software that direct and govern how we move through
the city. Embedded internet of things and blockchain technology in ‘smart’ cities
turn urban environment into augmented landscapes, shaped by platform economies
and optimised by big data. These apps, platforms and services occasionally lead to
confrontations with the new kind of geographic landscape: Uber dictates financial
scenery through surge pricing, hords of Pokemon Go fans follow their phones to trespass
private property, and institutions such as the Kremlin erect their own GPS fence to
prevent drone flyovers. In response to this, communities have been devising strategies to
‘spoof’ and challenge territorial claims made by geofences; these activities range from
occupying or blockading zones to create ‘no-go’ areas to subverting algorithms through
data manipulation and use of alternative currencies.
What role can we take as citizens and users of locative services to develop methods of
infrastructural resistance and design routes to walk around the geofence?
For anyone interested in data, networks and urban space.
No laptops necessary.

MAX DOVEY/ANASTASIA KUBRAK/SANDER MANSE
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Max Dovey
Cybersyn & the City:
Re-considering how to ‘mine’ value in the smart city
Aim(s): Through a series of workshops develop some performative scenarios that reflect on
cryptographic value creation (mining), cybernetic systems and governance technologies.
Between 1970 and 1973 President Allende in Chile set about building and designing a
technological infrastructure for his socialist country. Before the introduction of the WWW,
Allende and his team were forced to use primitive telex computing to design a system that
would govern and manage citizens through cybernetic feedback systems. The ‘socialist
cybernetic system’ was never realised but the venture offers an inspiring narrative
for considering how engineers tried to use networked computing to build a political
governance system. In 2017 building systems for social governance with networked
computing has undergone a revival due in part to decentralized cryptographic ledger
called Blockchain. Blockchain is a (digital) database, stored via a network of computers
that is continually authenticating transactions through a process called ‘mining’. ‘Proof
of work’ and other protocols are just some of the ways decentralized computers are
producing a quasi automated authority or governance system(s). By creating a way in
which computing power alone can authorise and legitimate payments between individuals
creates a potential system for networked governance. In light of these developments it is
interesting to reflect on previous experiments in networked computational governance to
propose alternative systems for governance in the (smart) city.

Case studies
Delivery services such as Uber and Deliveroo are platforms that manage and
coordinate their employees with algorithms, networked (cloud) computing and GPS
satellite systems. Financial value is created by co-ordinating human labour with GPS
satellites and arranging financial transactions between users of the platform. In many
ways platforms like Uber and Deliveroo are based on cybernetic systems that use
networked computers to manage and control human productivity and economic value.
Unfortunately, the business that have a monopoly in the on-demand economy are
not equitable for employees and hide much of their capital in offshore tax schemes.
Fortunately, tools are available to imagine and redesign alternatives. Geocoin is a
platform that enables users to create alternative economic sites of transaction in
cities using GPS, mobile smart phones and an crpyto-currency digital wallet. When
given the option to design alternative economic zones and financial interactions in a
city what scenarios would you create? Would a smart socialist city have services like
Uber? What economies would you create if you could design your own labour? Geocoin
enables citizens to consider how economic value is created, transferred and stored with
a digital wallet connected to the blockchain. When reflecting on cybernetic socialism
is it possible to reverse engineer existing platform monopolies to create systems that
coordinate value the creation and distribution of financial value in alternative ways?

“The history of project Cybersyn shows that it is very difficult to make technologies that
are capable of creating and enforcing desired configurations of power and authority”

MAX DOVEY
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Group Exercises
What kind of economic zones already exist and why?
• Map sites of economic production/Sites or transitions that decrease in value
(e.g Tax havens)
• Re-draw your own viable system model (using the viable system model as reference)
or a value chain between yourself and the city GDP
• Mapping of Mining networks - network propagation and distribution of power
Cybernetic Systems in play
• Where is cybernetics already at play in a city
• Equilateral triangle games and other physical games that create consensus
Labour & Mining
• Consider Cryptographic ‘proof-of-work’ methods as a labour theory of value
• Every 10 minutes roughly €22,203,769.38 is traded in bitcoins on the bitcoin
blockchain (blockchain.info)
• Physical movement as value metric - connecting physical movement with GPS to
produce economic value
• The Piketty ‘Capital produces more capital than labour’ dilemma

Research Outcomes
A central aspect is to facilitate discussions on computational labour theory of value,
how do cryptographic methods such as proof-of-work demonstrate alternative value
creation in the 21st century. This will be done physically through exercises and games
where possible.
To facilitate reflection about how GPS technology coordinates and captures value in the
‘smart city’.
To consider the city as a data infrastructure and speculate on potential urban futures.
To discuss the difficulty of ‘designing politics’−by comparing both socialist cybernetics
and on-demand companies−what similarities/differences arise and why? Part of this
is to contribute to this emerging field of design with alternative political histories that
perhaps offer valuable resource(s) to advancing how we design with blockchain and
cryptography.

Socialism in Design
• What does software solidarity mean?
• The ultimate freedom machine is the ultimate totalitarian machine

MAX DOVEY
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Workshop LarbitsLab
Claims on public space: On disruptive designs and future
narratives for an open and free internet
Free internet is a lure, a narrative skillfully maintained by net giants. Internet is above
all a market, a conglomerate of walled gardens. Google, Apple, Facebook, Amazon,
Microsoft (the GAFAM), Uber, Airbnb, are the emblematic symbols of this “New Spirit
of Capitalism“ known as “Platform Capitalism”−a form of capitalism that net giants
contribute to forge, legitimise and strengthen by the infrastructures and ecology of tools
they put in place. Originally conceived as a public good for collective emancipation, net
giants above all allow financial logics to penetrate all fields of our social and public life.
Departing from this framework of commodification of public space, we will explore
how, today, the tech industry uses their market power to eliminate any potential or real
competition and colonises the public domain under the cover of free services. First, we
will explore some of the devices and infrastructures implemented by net giants such
as APIs which aim is to promote and strengthen this monopolistic situation, as they
enable the massive exploitation of data on user practices, tastes and relationships−the
value produced by the crowd. Second we will introduce a speculative fiction on a new
resource, the bitSOIL, inviting attendees to explore the plausibility of a virtual fully
artificial republic, based on this new resource. How to transform bitSOIL into a fair
redistribution mechanism for the benefit of all? And would it be enough to tax tech
industry on the added value taken on the bitSOIL resource?
The workshop invites participants to think about the future of an open and free internet;
deploying alternatives by imagining strategies and methods (speculative fictions) to
study topics such as democracy and labour in connected societies, and give them their
right place, and address social and economic inequalities engendered by Platform
Capitalism.
LARBITSLAB
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Workshop Constant vzw
Four freedoms for research and experiment
The public domain, the GPL-licence, the Free Art License, Creative Commons, copyright:
the spectrum of author rights applications is large and possibilities are multiple. Various
new options to share work have emerged in the slipstream of the copyleft culture.
For Manetta Berends (artist/designer), Gijs de Heij (artist/programmer) and An Mertens
(artist/writer) the existence of that midfield is essential. Like all other artists working in
the orbit of Constant, they love the four freedoms that exist in the creation of software
and digital art: the freedom to use the sources, study them, change them and be able
to redistribute them under the same conditions. During their workshop they show the
importance of the public nature of code and data for digital literacy. Those who want
to gain insights in the design of daily intimate computer- and telephone uses, need
concrete examples as study material. Prediction softwares that are globally used for
profiling and marketing purposes, are often hidden behind patents, copyright and
interfaces. This makes it difficult to understand how the applications are made, with
what kind of data they are trained, what decisions programmers implemented and from
which ideologies. The four freedoms offer the artist the possibility to explore where the
belief in the ‘objectivity of the computer’ finishes, and the uncertainty of the software
model begins. During this workshop they present their research and propose a hands-on
exercise. No preliminary knowledge is required.
Manetta, Gijs and An are part of Algolit, a workgroup of Constant around i-literature, free
code and text. Together they develop Algorithmic Uncertainty, a research project about
moments of uncertainty in the process of creating, implementing and using machine
learning algorithms, that will result in a book.
http://www.algolit.net/algorithmic-uncertainty/
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Correspondence with Mathieu Blondel
Legal questions regarding machine learning models
Hi everyone,
In Machine Learning (a branch of Artificial Intelligence), algorithms are developed to
“compile” (“train”) models from data. The goal is to estimate the parameters (e.g.
real numbers) of a model so that the model best fits the data. Because the number of
parameters can possibly be great (e.g. thousands), this can be a complex optimization
problem, the computations of which may take up to days to perform for some
applications. For example, in speech recognition, speech models are trained from
databases of speech and their corresponding annotated text. The models can then be
used to recognize speech. To summarize the “training” procedure with a black box:
input: data => [ training algorithm] => output: model
As can be seen from the arrows, this is a “one way” transformation, i.e. it is possible to
transform the data into a model but it’s not possible to transform the model back into
exactly the same data. The only possibility for someone to find whether his/her data
were used to create the model is to reproduce exactly the same training conditions
and train the data again to see if the resulting model is the same. However, two
implementations of the same algorithm may differ due to design choices and algorithms
themselves can have several parameters, so it’s not easy to reproduce the exact same
training conditions. Even then, there’s no proof that some other data cannot lead to the
same model in some other training conditions.
For efficient storage, the model may be stored in binary format but human-readable formats
(such as XML) may be used, thus allowing easy access to the parameters of the models.

My first question is: Is it possible to distribute the model under a free software license
without distributing the original data that were used to train the model? Likewise, is
it possible to package directly a model in Debian? Although it’s very unlikely, I could
pretend that I found the parameters of the models by hand. In that case, the
parameters can be seen as “magical numbers” with no explanation whatsoever as to
how I found them.
If the answer is yes, it means one can potentially use non-free data to create models
and distribute them under a free license.
If the answer is no, then there is some practical problems to solve. As noted earlier, it
can take days to train the model from data. Furthermore, the data take usually much
more space (from a few mega to a few giga bytes) than the model (usually from a few
kilo to a few mega bytes). In other words, it may not be practical to ask Debian
developers (and to a greater extent, end-users) to rebuild the model from the data.
In that case distributing the model directly is the only practical solution. Would that
be enough to add a README file indicating the URL where the original data can be
downloaded together with the build script, in the model distribution?
Depending on the application domain, it’s not easy to collect data for use in training
because the data need be annotated with their corresponding label. This is a major
barrier to build free software application using machine learning techniques. One effort
called “Voxforge” aims to collect speech samples from contributors and license them
under GPL license.

CONSTANT VZW
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My second question is: Given the difficulty to prove what data were actually used to
train a model, how can we prevent non-free software to use free data such as those of
Voxforge?
I realize that my two questions have an opposite interest but this was to show the two
sides of the coin. Anyway, I think that this kind of legal issue may arise for free software
in such fields as speech recognition, handwriting recognition, machine translation, and.
all other kinds of applications that make use of machine learning techniques so it’s
worth discussing it.
Thank you,
Mathieu Blondel

CONSTANT VZW
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Evening lecture Evgeny Morozov
Against Data Extractivism: How Digital Capitalism Is Eating
the World and What We Can Do to Stop It
The talk will trace the rise of ‘data extractivism’−a new model of accumulation
embraced by big technology platforms−and the way in which it, while promising
universal emancipation and empowerment, ends up subjugating citizens and institutions
to the profit-maximizing logic of Silicon Valley firms. The talk will argue that digitization,
pursued on terms set up by the ‘Big Tech,’ is likely to complete the otherwise stalled
project of global neoliberalism, with data platforms continuing the privatizing mission
that began with the liberalizing legal and economic reforms of the 1980s. This doesn’t
bode well for society at large−and even less so for its artistic and cultural constellations.
The Big Tech’s desire to commodify social life doesn’t just stop at knowledge but also
includes cities, public spaces, and the built environment at large. One way to stop
these trends is by problematizing and politicizing the resource at the heart of the new
extractivism−i.e. data-and to reembed struggles around technology into broader efforts
to oppose the increasingly violent and heavily financialized global capitalism of today.

EVGENY MOROZOV
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DAY 2 - COMMONING THE CITY BETWEEN CREATIVITY
AND CRIMINALITY

DAY 2
12.09.2017

What is the role of art and artists between top-down
decision making and bottom-up initiatives in the constitution of
common space?
The second day of the summer school, we start our morning
programme in Het Bos. In the company of artists, (ex-)
squatters and politicians we will develop insight in how artists
can make public domain, construct civil actions and constitute
common space in cities? Which strategies do they follow?
How do they deal with legal restrictions and authorities? How
do authorities deal with them? Artistic actions that try to
constitute common space are often operating in the liminal
zone between legality and illegality or between creativity
and criminality. How do bottom-up actions meet top-down
strategies? Where do they meet, and how do they negotiate?
During this day artists, mediators, activists and authorities
discuss how they negotiate with each other-or don’t.

Daytime programme
09:30 Welcome and coffee in Het Bos
10:00 Morning programme with presentations by Het Bos, De
Grond der Dingen & Bart Somers, L’Asilo & Carmine
Piscopo, moderated by Karl van den Broeck & Giuliana
Ciancio, followed by public debate
12:30 Individual transfer by bike or public transport to
Middelheim Museum
13:00 Lunch: Zucchini Noodles with Mushroom & Walnut
Spicy Bolognese
14:00 Afternoon programme with 3 parallel workshops by
Het Bos & L’Asilo, Laura Morsh-Kihn & Pat McCarthy,
Karl van den Broeck & Maarten Inghels, followed by
public debate & conclusions
18:00 Dinner: Broccoli Soup with Ginger & Lemon
Evening programme
20:00 Keynote by Harry Gamboa Jr.
Morning location
Het Bos, Ankerrui 5-7, 2000 Antwerpen
Afternoon & evening location
Atelier Van Lieshout—Middelheim Museum,
Middelheimlaan 61, 2020 Antwerpen
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Presentation Het Bos (Tile Vos, Wannes Cré)
A Brief History
Today Het Bos (‘the forest’) is a vibrant arts and youth centre in the heart of Antwerp.
Its origin however goes back almost 17 years ago, when a group of youngsters squatted
a house in the old harbour of Antwerp, in reaction to the lack of free creative space in
the city. In no time this place—called ‘Scheld’apen’—became an important meeting
spot for young artists and people who liked to party hard. The spirit and secret formula
of Scheld’apen worked well, it attracted large crowds and incited numbers of new
artistic projects. But over the years with support from the city and from the Flemish
authorities, Scheld’apen grew up, becoming more aware of its own potential. Its focus
expanded from a rather small inner circle of experimental artists to social, political
and ecological challenges on local and international scale. Moving into the town centre
increased the engagement towards this growing and changing city and raised the
question how a small but dynamic network of artists could come up with small scale
answers to the big questions of today.
The transition from ‘Scheld’apen’ to ‘Het Bos’ indeed shows an interesting shift from
‘occupying private space and making it public’ to ‘invading public space for art/social
projects’ and now, ‘the challenge to make our new house more of a public space’,
a defined but open house with a diverse audience.

HET BOS
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Presentation De Grond der Dingen
(Willy Thomas, Sigrid Bosmans & Bart Somers)
The Foundation (Ground) of Things
Together with ‘The Life Of Mechelen’, ‘De Grond der Dingen’ is part of a five year,
two-fold city project that aims to connect and to activate the people of Mechelen in
relation to their common ground (the city of Mechelen) and bring both citizens and
authorities together in an exercise on rethinking general interest. The project touches on
territorial and personal matters and the tension between the private and the common.
The very start of the idea for this project was a reflection on the consequences of the
privatization of ground.
‘The Foundation (Ground) of Things’ is a project in collaboration with Museum Hof Van
Busleyden. In times of individualism as a retreat from societal questions and political
and ecological responsibility, this project wants to invite the individual to engage in a
common interest. Every citizen of Mechelen therefore will be given one square meter
of ground as a starting capital, and the possibility to either change something in public
space (What bothers you?) or to add something (What do you miss?). All ideas should
relate to a common interest. The Museum Hof van Busleyden will function as a place
of dialogue, debate, reflection, creation and presentation of the ideas. Together with
different social and cultural partners and spaces in Mechelen we will try to make the
project visible and accessible for all inhabitants.
An open call for proposals runs till end of 2018. Individuals can join with an idea or an
individual can open his idea for the public to join. In 2019, a selection of proposals and
ideas will be shown in the museum in a special exhibition that will be the starting point
of a series of discussions on the remaining proposals in order to make a final choice for
the realisation in 2021 on the 20 000 square meters, promised by the city council.

DE GROND DER DINGEN
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The procedure for selection will be based on interaction between the public, specialists
and the city council. The quality of the impact on common interest will be the most
important criterion for making choices. Discussing the meaning of quality will be an
important subject and challenge.
‘The Life Of Mechelen’ on the other hand, develops 7 theatre performances over the
next 5 years, wandering through the lives of the people of Mechelen, from ‘beginning till
farewell or arrival till departure’. The actors are the members of a newly founded city
company (‘the city-company’) consisting of minimum 30 people of Mechelen who are
willing to share who they are and what they stand for. Shared local territory is the basis
of the interaction between people in order to deepen the concept of community.

DE GROND DER DINGEN
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Presentation L’Asilo (Gabriella Riccio, Maria Francesca
De Tullio, Dario Oropallo)
The discourse around public spaces and the commons in Italy owes strongly to
the spreading of the occupy movement. Since 2009, Italy saw many initiatives of
occupations of cultural spaces by artists and activists, mostly theaters and other
symbolic places, thus stating a strong connection between the fields of politics and
culture (Teatro Valle in Rome, Torre Galfa then Macao in Milan, Sale Docks in Venice,
Cavallerizza Reale in Turin, Teatro Garibaldi in Palermo etc).
The experience of L’Asilo in Naples started in 2012 with the occupation of Ex Asilo
Filangieri and by claiming it as an emerging urban common, where direct
self-government by a community of reference was the qualifying element as opposed
to the traditional public administration system based on assignations.
In the case of the city of Naples, it was possible for politics and culture to work
together, albeit in a constant tension. But for their relationship to be ‘real’, some
institutional steps were needed as well. This was evident to the community of artists,
activists and researchers at L’Asilo who devoted four years to the elaboration of the
Declaration of Urban Civic and Collective Use. We also worked together with other
occupied spaces in town, from different political origin, to obtain in June 2016 PA
extend civic uses to seven more buildings. At present other groups and cities, such as
Palermo and Turin, are also following this path. The Naples’ city administration showed
political courage and will to handle according the indications coming from society,
taking up also the institutional steps needed to make those indications become operative
realities. Central to this is the legal issue of ‘property’ and the relationship between
goods/spaces and rights, as it is impossible to speak about rights unless in connection
to the tools that put them in practice.
L’ASILO
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With the question of legality at stake, L’Asilo’s experience reminds us of the abc of
democracy: without conflict it would not exist. Disobedience to an authority can be
obedience to the demands of the conscious, thereby making social change possible.
There are things that some people might disagree with, but that need to be said for
society to move forward. Or, to quote M.L. King: “There is a moral responsibility to
disobey unjust laws”. It is not by demanding rights that this becomes real, but in the
moment these rights are exercised.

L’ASILO
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Presentation Carmine Piscopo
A policy for the commons. The city of Naples
The idea of the commons is taking a central role in public discussions, becoming more and
more persuasive and captivating in many cities of Europe and the world. Despite its ancient
origins, in the West, the concept of common goods has only recently re-emerged from
oblivion.
It dates back to ancient Rome, where collective property of the people and protection
of res in publico usu (things of public use, not for sale, and therefore inalienable and
imprescriptible) were founding values.
In the past centuries, the saga of the ‘enclosures’ at the origin of capitalist development
which reinforces the ‘privatization of the world’ (Ziegler, 2002) and increasingly consolidates
strong forms of individualism, has transformed the commons into an ideological issue, a
revolutionary utopia for few people.
Today, however, thanks to the struggles against the global market and the disasters
caused by neoliberalism and deregulation, this issue is coming back. And it is gaining even
more consensus, becoming a formidable lever to push culture and society towards a new
revolution, a new “reason”, and new models of relating with reality (Dardot, 2014). This is
the birth of a sort of collective “subjectivity”, which in recent years has made possible the
birth of a new form of “benicomunismo” (communism of goods) (Mattei, 2015), highlighting
the constituent potential of the commons. According to common sense, the commons
represent the satisfaction of needs and desires of the citizens that cannot be satisfied
by consumer societies, and this is the reason why commons are fitting to break, but also
to enrich, sterile dualisms between public and private, between use of resources and
environmental sustainability, between freedom and equity, between individuals and society.
CARMINE PISCOPO
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Therefore, the commons are neither private nor public, they are a third element as
they represent neither the individual’s point of view, nor that of the State (Nicolin,
2014). They are goods which produce utilities that are necessarily shared and therefore
collective. In the new social theory, the commons are not only natural goods such as
ecosystems and non-reproducible resources, but commons are also knowledge forms,
social capital, institutions, even human settlements. The theme is enriched and a new
issue is born on the rights of a community to enjoy the fruits of a given resource and on
the capacity to utilize it; the problem shifts from the different legal forms of ownership
(public-private ownership) to the actual steering modes and the management purposes
of these goods. It is important to underline that the common good does not present
only material, economic, practical aspects, but it also includes an immaterial, relational,
and affective world tied to the relationship between the individual and the others:
family, friends, fellow citizens and, therefore, the places where these relationships take
place: the house, the neighbourhood, the city, the territory. If the commons are what a
community, a social group, a population identifies as goods “functional to the exercise
of fundamental rights, therefore necessary to the effective satisfaction of basic needs of
individuals” (Lucarelli, 2011), the subjective and relational side becomes as important as
the economic and material one. This dual aspect of materiality and immateriality makes
the theme of common goods deeply tied to architecture practices, when they become
the fulcrum between the concreteness of the buildings and of the city and territorial
places, and the immateriality of emotional ties and of the collective memory of the
people who live there.
The City of Naples is one of the first Italian municipalities which is active in the
identification of administrative paths that give strength and vigor to the various uses

of patrimony for public interest, as we can see from the various chronological steps
shown below. In 2011, the administration of the Mayor of Naples, Luigi de Magistris,
has changed the City Charter, introducing among the objectives and the core values of
the City the legal category of the common good, a good which is available, accessible,
usable, shareable, a good which can be used to represent and create instances,
projections, and recognizable desires of settled and walking communities.
Then, in 2012, the City has approved the Regulation of the Councils for the Discipline of
Common Goods, goods which belong to the community, establishing with the resolution
of 18 January 2013 the Principles for the Administration and the Management of
Common Goods of the City of Naples, according to which “every citizen must contribute
to the natural and spiritual progress of the City”.
In 2013, the City has sets up the Observatory of Common Goods, which has issued
two new resolutions for the identification and the collective management of public and
private goods, goods which can have civic uses and can help the public welfare. This is
a path whose roots lie in the implementation and approval by the City of Naples of the
Aarhus Convention, which later became an essential part of the City Council Regulation.
Later, on 17 of June 2013, the City of Naples has adopted the Public Space Charter,
approved at the end of the Second Biennial of Public Space (held in Rome from 16 to
18 May 2013), as an active and concrete contribution to the process of democratic
enhancement and study of way to use the urban public space−a fundamental act for the
city of Naples, where you recognize the democratic right to use and the transformative
potential of public space.

CARMINE PISCOPO
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On 7 October 2014, the City of Naples has approved a resolution regarding the
opportunity to ‘adopt’ parts of the city, starting from a participatory process of civic
committees.
On the “ways of participation for the implementation of social policies”, is then
established an additional point of meeting with the Public Space Charter, where you
define the methods of democratic participation and their roles in the formalization of
the proposal resolutions to the Council, through the institution of consultations and
the dialogue with the territories, where the public space becomes a place where it is
possible to respond to the community desires and instances. We must then remember
the resolutions of de Magistris’ council for the establishment of democratic collective
places, starting with the recognition of existing realities on the territory. Starting from
the European Landscape Convention (Florence 2000), the identity of a place is not given
by abstract values, but rather by the recognition of the value that the communities give
to those same places. This principle will be even stronger the day when all the involved
institutions will define a path able to give a practical effect to the relationship between
the “legally intended” landscape and the civil and social rights of the people and the
right to citizenship.
Then, in 2014 the City Council has adopted two resolutions concerning the collective
recovery of public and private abandoned goods, according to a collective and structured
process to identify projects and methods−a two-key resolutions, which triggered
a debate in Italy and which put the prevailing public interest at the center of the
administrative action.

There are many problems to solve, but the Italian debate regarding this issue clearly
indicates legal, ethical, civil, political and administrative rights that identify in the
commons a deliberate choice not only for overcoming the notion of ownership, but also
for any abstract form of urban prevision which is not founded on direct participation and
on the democratic right to use public space. The public space represents the place of
expression of the authentic needs of the community, the place of production of lifestyles
and new economies which are no longer founded on the concept of financial income, a
concept which has historically characterized the allocation of public patrimony goods;
these economies are rather founded on the idea that the social income (with its civic
uses) is an integral part of the economic income, as an essential part of the social
welfare and of the projections of settled communities.
Image: Patch things up: Institution + Citizens, Figure by Architect Michael Palmisciano
University of Naples Federico II - Graduation Thesis - 2015
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Workshop Laura Morsch-Kihn, Pat McCarthy
Secret Garden
The Secret Garden is a way of ecologically considering our common space from
its subsurface. What gestures can be made into the land that are both fugitive and
regenerative?
We seek to use varied techniques of illegal appropriation to impregnate the ground−to
sow sculptural seeds into the dirt of public space.
The Secret Garden invisibly transforms the political garden (made by those on top) into
a vernacular garden (made by those on bottom). We know its existence only through the
alternative publication or by a chance (or fortuitous) discovery, through the centuries.

LAURA MORSCH-KIHN/PAT MCCARTHY
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Workshop L’Asilo
In the workshop, we will share our five-year experience as L’Asilo−an open community
of artists, activists and cultural workers in self-government at the ‘Ex Asilo Filangieri’ in
Naples−from the occupation to how it became a case of best-practice. We will provide
a more detailed insight on how self-government is organized in bodies and functions,
its basic principles, and the decision making process, on the Declaration of Urban
Civic and Collective Use and the balance of powers between the community and the
administration. We will focus on civic practices as ethic, aesthetic and political choices
for the common wellbeing. We will provide a wider panorama of movements and Massa
Critica in Naples in connection also with international experiences. We’ll look at how
in our city different struggles cooperate and move forward together as an extended
workshop for a collective practice of freedom and direct democracy in the city of
Naples. We will provide more details on the creative use of law and on its evolution on
national level. A brief outline will be provided on the link between Constitutional Law,
the Theory of the Commons and Civic Uses in relationship to the concept of property.
Interaction with the participants is encouraged and welcome.

L’ASILO
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Workshop Maarten Inghels, Karl van den Broeck
Writing and Public Space
Anno 2017, public space is censured in many ways, both in media as well as in physical
public space, sometimes subtly but often also in a rather explicit manner.
In this workshop Maarten Inghels and Karl van den Broeck will illustrate some strategies
they adopt in countering the multiform censorship in the public realm. The cases that
they present, like ‘The Invisible Route’, show the essence of writing as a sobering artistic
or journalistic practice−advocating for freedom of speech, expression and action.

’The Invisible Route’ is a map for the pedestrian to cross Antwerp without being seen
by cameras. The map shows the extended network of cameras and the last and only
route to remain invisible in the controlled public space. The map is a result of a walk
performed in 2017. ‘The Invisible Route’ plays upon earlier motives of Maarten Inghels’
work: the friction between the public and the private and the art of disappearing.
Image: © Maarten Inghels 2017, The Invisible Route.
The map and accompanying essay is published in the September 2017 edition of the art magazine Oogst.

MAARTEN INGHELS/KARL VAN DEN BROECK
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Evening lecture Harry Gamboa Jr.
Refocusing The Social Urbanscape
The intrusive methods of virtual media saturation have affected the viewers interaction
with actual social, cultural, physical, visual, and auditory interactions that could result
in temporary/permanent, intellectual/creative/personal displacement. If the tectonic
plates should suddenly shift beneath one’s stance, then all coordinates will be rendered
obsolete leading to loss of footing, direction, and the remaining duration of experienced
time. The retracing of imagined architectures of dreams and memories will be recounted
in abstracted vignettes and narratives.
Image: © Harry Gamboa Jr. 2017, Blooming in Concrete. In collaboration with The Getty Museum. Irises by Vincent
van Gogh, pictured l-r: Carolina Maki Kitagawa, Jazmin Urrea, Jasmine Alvarez, Benjamin Quiñones, Duke Choi, Nico Dockx,
Stefan Wouters, Meghan Gavin
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DAY 3
13.09.2017

What is the role of civil and public agency in supporting
the commoning potential of art in public space?
On Wednesday, we relocate to the city center for a closer
look at the different agents at work in constituting common
space in cities. The morning programme starts in the Permeke
Library (De Coninckplein) with an introduction by Extra City
on the processes, behaviours and strategies of citizenship, in
cities that need to adapt to the diversity of their present and
future inhabitants. The morning panel discussion focusses on
two local cases illustrating the difference in approach by civil
and public agents in making public domain through artistic
practices. For lunch we visit Futurefarmers in the city park
nearby, where we will picnic and learn about their Brick Boat
project. The afternoon programme offers two options to
choose from: while one group hits the town for a collaboration
with artist Harry Gamboa Jr., others meet up in Kunsthal Extra
City for a debate on the interaction between public policy and
making public domain.

Daytime programme
09:30 Welcome and coffee in Permeke Library
10:00 Morning programme with debate (part 1) with
Richard Woods, Luc Deleu, Pieter De Clercq,
Pieter Boons, moderated by Chris Keulemans
12:00 Walk from Permeke Library to Stadspark
12:30 Picnic in Stadspark: Weck Jars with Salad, Pea & Almond
Paté, Rappé of Veggies & Vinaigrette, Za’Atar Pastries
13:30 Presentation ‘Brick Boat’ by Futurefarmers
14:00 Afternoon programme with 2 options: debate (part 2) in
Extra City or workshop (city walk) with Harry Gamboa Jr.
Evening programme
17:30 Keynote by Stavros Stavrides
—introduction by Caroline Bastiaens, Antwerp City
Councillor for Culture
19:00 Dinner break by Fika
20:00 Visit expo ‘Extra-Citizen’
Morning location
Permeke Library, De Coninckplein 25-26, 2060 Antwerpen
Afternoon & evening location
Kunsthal Extra City, Eikelstraat 31, 2600 Berchem
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Introduction Michiel Vandevelde
Beyond a liberal understanding of citizenship
I am interested in the language, the notions, definitions and the dominant ideology that
define cities and citizenship in the West. There is an enormous cultural diversity of
today’s Europe−and smaller scale: Antwerp−as a result of different migration processes.
Now, what interests me is how to contest the dominant cultural understanding of the
organization of cities−or more zoomed in: of citizenship−after, one could say,
‘super-diversification’.
I think the struggle−and this is where a space like Extra City has a role to play−is
to contest the ontology of liberal democracy, of citizenship defined through a liberal
understanding of the term. Liberalism implies ‘openness’, yet there is very little openness
to be found towards that which is ‘different’, towards that what is ‘other’. Liberal values
have concrete borders, the borders of administrative offices, of Europe, and so on.
The mechanisms of inclusion and exclusion are both subtle and obviously visible, but
we like to be ignorant towards these mechanisms. It is more comfortable to act as if
we don’t know. I hope that the least we can do−that art can do−is to lay bare these
mechanisms of inclusion and exclusion, not only through the artists we invite and
through the artworks they create, but also through a critical attitude towards ourselves:
because we can’t solely critically address other public institutions or structures without
critically examining and laying bare the mechanisms of inclusion and exclusion, the
relations of power, that we ourselves install.

MICHIEL VANDEVELDE
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Presentation Luc Deleu
Red and Blue Barricade 2017
During the year 2015, stunned by the iconic quality of the barricade in Liberty Leading
the People by Eugène Delacroix, Luc Deleu decided to concentrate on barricades instead
of today’s boring containers. He started to explore barricades in art and soon realised
that although conceiving and raising barricades goes fast and easily, to rise a ‘barricade’
as a work of art is pretty hard. The theme is tenacious as well as formal (What
differentiates a barricade from a heap?), the positioning (Does the “Barricade” have to
barricade?) as well as its connotation in general and of its materials.
The work started with guiltless models (preferential objects in his work); barricades
from rubble, furniture and books. In an inspiring moment Luc Deleu decided to use
design furniture, leading him to the iconic Red and Blue Chair by Gerrit Rietveld.
This chair has many advantages including its easiness to produce, its historic power
(centennial of the chair next year) and the possibility to express order as well as chaos
when using a bunch of chairs.
In 2016 models were made and two of them even realized. The same year, Luc Deleu
was asked to realize a Red and Blue Barricade at the De Coninckplein in Antwerp within
the framework of a traffic-calmed district party. After a yearlong authorization-odyssey
under the patronage of the Middelheim Museum, the project will end for now in a
sculpture park, maybe a good solution... near the Belgian Funhouse of Dan Graham?

LUC DELEU
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Morning debate, moderated by Chris Keulemans
Civil Agency versus Public Agency (part 1)
In the morning debate we will zoom in on two local artworks in public space, both
commissioned, both temporary although different in length of exposure, but initiated
from a different perspective. Richard Woods (UK) realised the work ‘Nieuwbouw’
(2010) around the Kievitplein, a sort of hidden square behind the central station. It was
commissioned by the City Planning Agency of Antwerp and the NMBS in the context
of a city development prospect. The neighbourhood behind the central station will be
reconversed from a living quarter with houses to an office quarter. Woods’ artwork was
realised on several buildings that would be demolished or renovated, for a period of 4 to
5 years.
The genesis of the ’Barricade’ (2017) by Luc Deleu on the other hand, is an entirely
different story: the artist was approached by local inhabitant Pieter De Clercq to
develop an artistic project for a lively square, the De Coninckplein, on the other side
of the central station in the heart of Antwerp. It was supposed to be the meeting point
for today’s programme, but authorization issues gave the story a new direction and a
different outcome...
The Middelheim Museum, having had the role of mediator in both processes−an official
position in the ‘Nieuwbouw’ project and a more informal role in the Barricade case
where the museum was contacted by the artist to collaborate on this project−is often
a privileged witness and actor in commissioning processes. In this debate the involved
artists and commissioners meet (again) around the question of citizenship in relation to
art commissions for the public domain.

Participants
Richard Woods: UK artist (‘Nieuwbouw’, 2010 around Kievitplein)
Luc Deleu: Belgian artist (‘Barricade’, 2017 in Middelheim Museum)
Pieter De Clercq: teacher – architect, artist and initiating local inhabitant
Pieter Boons: representative of Middelheim Museum
Sofie Schoeters: was project leader City Planning of the Kievit area when ‘Nieuwbouw’
was realized, now working for the integration department of the city of Antwerp
Dirk Lauwers: professor at the University of Antwerp in city development, and mobility
expert
Location
Permeke Library, De Coninckplein 25-26, 2060 Antwerpen
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Afternoon debate, moderated by Chris Keulemans
Civil Agency versus Public Agency (part 2)
There’s many protagonists and actors putting the city’s policy concerning (art in) public
space into practice. There are many players and interests at work. While wanting to
work with each and take up a shared responsibility, they often seem to end up working
against each other, not succeeding in aligning their respective objectives. Zooming
out on the complex netwerk of public officials at work in this domain, we discuss how
the two cases ‘Nieuwbouw’ and ‘Barricade’ fit into the strategy of the City planning
department, the local authority and the property developers, active in Antwerp. In
the presence of city planners, representatives of local stakeholders like the property
developer and the mediator, the dialogue will fillet the motivations, expectations,
conditions, impact and visibility that are intertwined with the creation of these art
works.
Participants
Greet De Roey, project manager Kievitwijk working for AG VESPA
Manu Claeys, representative De Ploeg and local resident
Sara Weyns, mediator and museum director Middelheim Museum
Gert Adriaenssens, artist and initiator of ‘Happy Birthday Gordon!’, a hommage to ‘Office
Baroque’ by Gordon Matta-Clark on the Antwerp Tower, in cooperation with Matexi
Philip Rubbens, representative of property developer Matexi
Luc Deleu, Belgian artist (‘Barricade’, 2017 in Middelheim Museum)
Location
Kunsthal Extra City, Eikelstraat 31, 2600 Berchem
AFTERNOON DEBATE
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Workshop Harry Gamboa Jr.
Fotonovela: 21st Century Visual Narratives
Walking tours of Antwerpen will be interspersed with photo shoots in the creation of
fotonovelas that will reflect on personal and collective ephemeral actions. The element
of “cool” will be inserted into the void of conscious/unconscious moments to produce
absurdist imagery that questions the interplay between reality and surreality. Various
techniques to enhance group participation will be revealed during the photographic and
discussion process. The resulting imagery will be utilized to create fotonovelas for online
and print media.
Image: © Harry Gamboa Jr. 2016, The Sixth Expanse, pictured: Kate deLigne
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Evening lecture Stavros Stavrides
Exploring the potentialities of space commoning
through artistic practices
If art may be a field of experimentations that expand and challenge established patterns
of feeling and thinking, then the practice of art-as-commoning can possibly explore
potential patterns of feeling and thinking shaped in common. Commoning the arts will
contribute to the blurring of boundaries that separate art’s production and reception.
Artists-as-commoners and commoners-as-artists: creativity may possibly overspill the
boundaries of art through commoning.
Potentially emancipatory commoning should not be confused with a process of
homogenization. Commoning has to do with the opening of communities towards
newcomers and with an always expanding ethics of sharing. Sharing spaces and
producing spaces of sharing is crucial in such a prospect. Commoning dies in the
enclosure of identities, as it dies in spatial enclosures which keep potential commoners
outside the boundaries of a closed community. Art may indeed creatively shape and
sustain expanding commoning practices. It may open pores to enclosing perimeters,
it may develop shared capacities to imagine and experience different social relations
in and through alternative spatialities, it may contribute in the shaping of shared
representations of the common. Art may be re-invented through commoning as a means
to explore difference—potential difference—as a means to learn from differences and play
with differences as long as equality and solidarity are not cancelled. Perhaps through art
we can better learn how to be open as urban commoners.
Image: The image is from a Villa 21 favela in Buenos Aires. I participated in a commoning act of collectively helping to
create a self-managed small clinic and kindergarten organized by Movimiento La Dignidad (2013)
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Kunsthal Extra City
Visit to the exhibition ‘Extra Citizen’ in Kunsthal Extra City
The group exhibition ‘Extra Citizen’ is curated by Antonia Alampi and iLiana Fokianaki
and includes works by Meriç Algün, Younes Baba-Ali, Zbynek Baladran, James Bridle,
Bram Demunter, Iman Issa, Cao Fei, Ahmet Ögüt, Dan Perjovschi, Antonis Pittas,
Martha Rosler, Marinella Senatore, Philippe Van Snick and Grant Watson.
How can we describe what a citizen is today? When can we say we belong to a place?
How much have the informal meaning and legal definition of the notion of citizenship
transformed over the last decades? This exhibition draws on the imagination of
contemporary artists to inspire a reflection on the scope of citizenship today, particularly
in cities that are faced with an urgency to adapt to the diversity of their inhabitants.
This exhibition reflects once again on the purpose and power of citizenship, not solely
in relation to the nation state, but also vis-à-vis other organised communities, from the
city to the neighbourhood, and even to supranational bodies. The intention behind
‘Extra Citizen’ is to inspire reflection on what we might inscribe in a new and
much-needed polyphonic definition of citizenship.
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DAY 4
14.09.2017

What methodologies can be adopted from the models,
strategies and tactics, put into practice by artists in the making
of public domain?
Artistic strategies can inspire to new models for dealing with
the public domain. We approach this from a methodological
perspective: which methods or models can we identify in the
cases of The Land Foundation, ‘The Source’ by artist Philip
Aguirre y Otegui and a selection of other projects by Visible?
Which methodological elements can incite new ways of
thinking and activating public domain? The quest for insight
in strategies and models is continued in the afternoon in a
blueprint session and two workshops.

Daytime programme
09:30 Welcome and coffee in Middelheim Museum
10:00 Morning programme with presentations by The Land
Foundation, Jörn Schafaff, Philip Aguirre y Otegui and
Visible, followed by a public debate moderated by
Nico Dockx
13:00 Lunch: Black Beans, Mushrooms, Dried Figs & Kalamata
Olives Burger with Fresh Fennel Orange Salad
14:00 Afternoon programme with 3 parallel sessions:
workshops by Futurefarmers and by Thomas
Verstraeten, and Middelheim blueprint session with
Rudy Luijters, Lies Buyse, Jean Bernard Koeman,
Hans de Beule, Walter De Backer, Jeroen Boomgaard,
Dirk Artois, Gilly Karjevski (Jardin Essentiel), and
Sara Weyns, followed by public debate & conclusions
18:00 Dinner: Vegan Açoda
Evening programme
20:00 Film screening Bruegel Awakens and lecture by
Futurefarmers
Location
Atelier Van Lieshout—Middelheim Museum
Middelheimlaan 61, 2020 Antwerpen
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Presentation The Land Foundation (Paphonsak La-or)
The Land in Our Time
The history and principles of The Land Foundation.
The transformative idea towards new generations.
The combination of collectivity between artists and people involved with the land.
The inter-relation between the concept of ideology and individual needs.

THE LAND FOUNDATION
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Lecture Jörn Schafaff
The Exhibition as a Space for Rehearsal
Finding oneself situated in a work by Rirkrit Tiravanija encourages activities such as
eating, drinking, resting, and conversing, but also making music, reading, contemplating
or resting. Celebrated for their hospitality, conviviality, and accessibility, it is often
forgotten that these situations are exhibited situations, doubly framed both by the
framework of the exhibition and the material sets that provide the scenarios to which
the visitors are invited to relate to and reflect upon. But how does this reflexivity come
into play when works such as those by Tiravanija take place in the public domain?
Taking two of Tiravanija’s collaborative projects as examples−‘Untitled’ 2016 (LA, water
pavilion) and ‘The Land’−this talk aims to suggest some answers to this question, and to
explore the potential of art (and the exhibition) as as space for rehearsal.

JÖRN SCHAFAFF
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Presentation Philip Aquirre y Otegui
Théâtre-Source
‘Théâtre-Source’ is a monument in the public space, mainly because it serves many
purposes: it is used as a place to get water, to wash, to play, to perform theatre plays,
to throw parties, marriages, baptisms and so on. It is an instrument, a useful object
that can only become a piece of art once people start appropriating it. The monument
can only become a monument once it is actually used. But ‘Théâtre-Source’ is also a
monument in the public space because of its origins. From the start, it was discussed
with the local population and neighbourhood committees. ‘Théâtre-Source’ was not a
sudden or coincidental creation, but it has a long history in my work.

PHILIP AGUIRRE Y OTEGUI
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Presentation Visible (Judith Wielander, Matteo Lucchetti)
Visible, when art leaves its own field
The vision around ‘Visible’ introduced a substantial and formal repositioning of
contemporary art, bringing forward innovative ideas on artist driven analysis and forms
of intervention, focusing on geographical, political and social landscapes. Being visible
often means for an artist to be an initiator or co-initiator of a process in which art is
used to legitimize a new idea on reality. These processes in certain in-between areas
come to light, bringing into question our perception of the visible and, as Rancière
says, combining them with invisible elements and significance: “Artists are those whose
strategies aim to change the frames, speeds and scales according to which we perceive
the visible, and combine it with a specific invisible element and a specific meaning. Such
strategies are intended to make the visible invisible or to question the self-evidence of
the visible; to rupture given relationships between things and meanings and, inversely, to
invent novel relationships between things and meanings that were previously unrelated.”
(Jacques Rancière, ‘Dissensus On Politics and Aesthetics’, Published by Continuum,
2010.)
More and more artists have realized that today the public sphere, the communities and
the transformational processes, are their natural and immediate field of action. All over
the world, with very different approaches and languages, artists are making radical
choices, engaging with certain fields that are often marginal in relation to the discourse
produced around the established field of contemporary art. Nonetheless, many recent
theoretical and philosophical studies have analyzed and grasped the so-called socially
engaged artistic practices from an art historical and sociological perspective, however,
few reflections and accounts are showcasing the vast amount of cases studies and the
impact that these are having in redefining a role for art within a globalized society.
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Visible was born to work on filling this gap, calling to action curators, institutions,
thinkers and citizens to describe, highlight and create a dialogical space among
art projects that manages to expand beyond the ordinary spaces for art while
entering directly into the public domain, re-defining its various representations and
interpretations. The role that Visible managed to create for itself in these past seven
years is therefore that of uncovering the potential triggered by these artistic endeavors
and processes, by creating a platform where to study, exchange, analyze and, first and
foremost, to sustain their precarious and creative economies.
Image: 2015 Visible Award−Winning project: Salt by The Karrabing Film Collective
The Karrabing Film Collective is a grassroots Indigenous based media group. Most Karrabing live on a rural Indigenous
community in the Northern Territory, Australia with low or no income. Salt comprises five ten minute films, shot by
Karrabing members on iphones. Filmmaking provides a technique of self-organisation and social analysis and, through
screenings and publications, a means for them to articulate themselves within the knowledge and understanding of
contemporary art and audiences. Film acts as a form of survival, a refusal to relinquish their country and a means of
investigating contemporary social forms of inequality.
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Workshop Thomas Verstraeten
The process of ‘The parade of men, women and
those that from a long way off look like flies’
‘The parade of men, women and those that from a long way off look like flies’, revolves
around a single event: the shooting of a film of a great procession, in which a motley
collection of residents and visitors of the City of Antwerp joins forces. This parade is a
human sculpture consisting of 1000 local Antwerp residents of all possible backgrounds
and origins, brought together in fifty categories. Together they form a picture of the
city, as we know it today. Using a fictitious classification system the parade attempts to
bring order to the current chaos of the street, the city and by extension the increasingly
complex, polarized world in which we live. On the one hand it is an ode to the street,
a celebration of a rich, diverse public space and its residents, but on the other it
problematizes our unilateral view that strives to bring order to the very same public
space. This workshop elaborates on the long and intense creation process of
‘The Parade’. From the conception of the first idea to five minutes before its première.
For a year and a half, Verstraeten searched for 1000 suitable participants who wanted to
be part of this human sculpture. He met a diversity of people and associations: during a
random working day he spoke to beerpong playing students, firefighters who prepared
for running the Ten Miles, a group of residents of a refugee center on the Left Bank
and a bunch of participants of a petanque tournament. On the day of ‘The Parade’, the
participants gathered for a collective rehearsal, dinner and finally the parade itself.

THOMAS VERSTRAETEN
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Workshop Futurefarmers
Brick Boat/Oven Project
During the summer school, Futurefarmers will disassemble their ‘Brick Boat’ in
Stadspark in Antwerp. With bricks in hand, we will walk in a procession across town and
transform this exploded Brick Boat into a temporary baking oven. The oven will be build
during the workshop in Middelheim park. In the action, we will share our experiences
with the ‘Seed Journey’ project.

FUTUREFARMERS
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Afternoon discussion
Blueprint Session Middelheim
In the blueprint session for the museum/sculpture park, a group of stakeholders of
the Middelheim Museum (employees, board members, the city’s green service, etc)
will research the particular identity of the museum as public park, producer of art for
public space and as heritage institute with a public art collection and a responsibility
for the city’s public art. The exercise aims for a blueprint as an institutional lever for the
production of common space and public domain beyond the physical appearance of the
museum.
Participants
Rudy J. Luijters: Brussels-based artist, part of the project ‘Jardin Essentiel’
Lies Buyse: coordinator urban museums, Antwerp
Jean Bernard Koeman: visual artist, exhibitor and scenographer
Hans de Beule: head of the Green department, city maintenance of Antwerp
Walter De Backer: planner at City development
Jeroen Boomgaard: lecturer at the Arts & Public Space Lectorate, Gerrit Rietveld
Academy and head of research Master Artistic Research, University of Amsterdam
Dirk Artois: heritage consultant Landscapes at Real Estate (Flanders Heritage Agency)
Sara Weyns: director Middelheim Museum
Gilly Karjevski: co-curator of the project ‘Jardin Essentiel’

BLUEPRINT SESSION
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Evening lecture and film screening Futurefarmers
Bruegel Awakens
Since September 2016, a feral group of artists, researchers and sailors have been
moving a selection of ancient grains between Oslo, Norway and Istanbul, Turkey.
During a stop in Antwerp, seeds and frequencies were wildly scattered between a water
mill in Pajottenland, Middelheim Park and the Middelheim Museum. Various forms of
display have emerged; a lighthouse sending morse-code messages from farmers met
along the journey, a Brick Boat upon the ‘Sokkel’ and ‘Bruegel Awakens’, a short film
documenting a ‘Boat Oven’ floating along the waterways, carrying a 500-year old wheat
(found in Pajottenland) to the Seed Journey mothership in the Antwerp Willemdok.

FUTUREFARMERS
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Michael Taussig
Let Us Now Praise Famous Seeds
Seed Journey is a Futurefarmers project
scheduled to take place between September
2016 and October 2017. I will be the on-board
anthropologist. This text prefigures the voyage.

27 April 2016
Imagine a fantastic voyage from Norway to Istanbul
in an old wooden sailing boat built for Arctic
voyaging. This boat is carrying an ingeniously
crafted mini-boat, like a chalice, containing a mere
handful of old wheat and rye seeds found in a
museum in Saint Petersburg in Russia and in the
roof beams of a sauna in northern Norway. These
seeds are like jewels. The disproportion in size
between the small chalice and the mother vessel
carrying it symbolises preciousness, as does the
very idea of a prolonged voyage using wind and sail
as the means of propulsion.
A sea voyage such as this offers space for
reflection and the reconsideration of basics.
It offers a chance to slow down the madness that
is the speed up of the present dispensation.

Surreal to a fault, this voyage is at once mythical,
scientific, and political. It is a voyage back through
time and space to the origins of these seeds in
what is now called eastern Turkey or northern
Kurdistan, a region now under siege.
By bringing these seeds ‘home’, the sailors
wish to draw attention to the genetic erosion
of the world’s seed stocks. As reported by the
FAO (Food Agriculture Organisation), some
75% of the world’s food is now generated from
only twelve plants and five animal species.
Check out your local supermarket to verify this.
Whereas even fifty years ago there were many,
in some cases dozens of, varieties of wheat,
rye, potatoes, beans and strawberries being
cultivated, today there is but a pitiful number.
Like the rapid and ongoing disappearance of the
world’s languages, this radical shrinkage in food
species, again according to the FAO, is largely
a result of ‘the rapid expansion of industrial
and Green Revolution agriculture’ spearheaded
by enormous agribusiness companies such as
Monsanto and Cargill. Not only is the variety of
the seeds diminished or lost, but the culture and
skills associated with them as well.

FUTUREFARMERS
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Nowadays the key relationship is not with nature
but with the seed vendor who sells ‘improved’
seeds that, let it be noted, cannot be re-used.
The seeds are engineered so as to prevent
planting from stock set aside from the harvest.
This is fact and also an allegory of the new set
of dependencies facing humankind today.
Over many millennia the domestication of plants
involved a long march through trial and error,
not to mention chance, whereby certain varieties
became reliable foodstuff. Cultivators in each and
every microclimate developed their own varieties of
seed stock. Today there are farmers in Europe and
the Americas who are liable to arrest or law suits
if they continue with their traditional seeds. Such
farmers are themselves an endangered species.
In the near future, it is possible that a handful
of geneticists and businessmen will reconstruct
the planet’s genetic infrastructure. Starting
with the genetic engineering of food and farms,
there will be ripple effects into all sorts of
genetic domains. This is the sort of scenario
laid out in Aldous Huxley’s Brave New World

and George Orwell’s 1984 as well as Edward
Snowden’s courageous revelations concerning
world surveillance. It is what Michel Foucault
meant by ‘bio-power’, where not the power to
kill but the power to make life through bioengineering defines the new forms of governance,
albeit side-by-side with the power to kill. The
sea-voyage from Norway to Istanbul is what could
be called a museum-event, an art movement
with no fixed location but instead, in the phrase
of Gilles Deleuze and Félix Guattari, represents a
line of flight and an inspired ‘deterritorialisation’.
It is mobile and nomadic, moving from wave to
wave and port to port, from Norway to England,
the Atlantic coast of Europe, various ports in the
Mediterranean, until it reaches Turkey. And then...
It is a travelling school that provides a novel
space and opportunity for debate and stimulation
in the various ports where it drops anchor.
It is an illustration in itself of low-tech,
craft-oriented, open-source solutions to
global warming in which the maxim is not the
domination of nature but the mastery of non-
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mastery as with the use of wind to fill the sails.
In a circle thousands of years old, this voyage
is more than a homage of north to south or of
remembrance since the ship sails as much into
the future as it does into Kurdistan. The point is
not to oppose technology and science but to shift
control and oversight of the means of production
from the few to the many.
The so-called ‘green revolution’ with ‘miracle
seeds’ sponsored by the Rockefeller Foundation
after the Second World War was hailed as
the technological fix to world hunger with the
‘discovery’ of dwarf wheat and laboratoryengineered rice. This was at the beginning of the
Cold War when fears of communist parties in the
Third World dominated policy. But by the early
1970s, it was becoming obvious that the miracle
seeds proved to only be a fix for rich farmers who
could afford the irrigation and chemicals that such
seeds require. The pauperisation of the peasant
and enrichment of the large farmers evolved into
giant agribusiness concerns and governmentsponsored bio-power megaprojects such as palm
oil in Malaysia, Indonesia, and Colombia.

This focus on ‘miracle seeds’ was a ‘magic
bullet’ solution, ignorant of real farming
situations and local economies. There was, and
is, enough food in the world to feed everyone.
The problem resides in the distribution of the
food that exists. Most people are too poor to
buy it. All this painful history and complexity is
encapsulated in our beamy boat with its handful
of seeds sailing ‘home’ with stories to tell, as is
the wont of the traveller.
And what stories these seeds contain!
One famous story concerns the new social
configuration set in motion by the conversion
of wilderness into the open field farming that
cut down forests. This basically correlated with
the development of patriarchy, private property,
and the state, an end result of which is today’s
agribusiness. This Neolithic Revolution has
become the focus of another revolution on the
margins of Turkey and in the wheat growing
areas of Kurdish Syria, namely the ‘stateless
democracy’ contesting patriarchal ideas and
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hierarchical political structures while searching
for eco-friendly farming techniques. By chance
if not design, the voyage of our sailing ship is
thus part of a historical trajectory that is bound
neither to patriarchy nor the state.
Of course the other voyage of food is through
our bodies as ‘reverse engineering’. Are we all
carrying the history of grain voyages in our
bodies? When eating, are we not performing
the interaction of planet Earth with the human
marauder, bringing outsides into insides, the fields
and rain and efflorescence of seed into the dark
inner world where history−measured in aeons−
combusts? Welcome to another ‘museum event’
which you carry out in yourself each and every
moment of the day. The return of ancient seeds
takes apart this long history fold-by-fold.
This voyage is an allegory, one forever open to
chance. Our participation from afar breathes
wind into the sails of the future.
All images by Amy Franceschini
(Futurefarmers), 2016
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DAY 5
15.09.2017

What can be the added value of artistic commons in the
spatial dimension of the public domain?
Public space is increasingly considered to be a place where one
does not necessarily have to intervene physically but instead as
a (social) space where common priorities can be negotiated.
The constitution of common space requires a permanent
investigation and dealing with the different layers and forces
at work. The physical, spatial, ecological, aesthetic but also
social complexity puts the caretakers of public space—from
public authorities over architects, urban planners, citizens
and artists—in the position of negotiators between opposing
interests. At the same time, they are the spokesmen for long
term visions for and commitment to a practice of commoning
public space. What strategies and tactics can counterweight
the disruptive force of private players? What is the potential
impact of alternative approaches, such as public-civil or civiccivil experiments, by artists as well as spatial professionals
working in the public domain? By questioning known
conditions and looking at powerful alternative attitudes, we
collect a glimpse of and tools for adequate future practices in
the making of public space.
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Daytime programme
09:30 Welcome and coffee in Middelheim Museum
10:00 Morning programme with presentations by
Tine De Moor, Oda Walpot (Team Vlaams
Bouwmeester), Evi Swinnen (Timelab),
Tim Devos (Endeavour) and Stijn Van Dorpe
& Filip Van Dingenen (piloot.co)
13:00 Lunch: Beetroot Carpaccio and Veggie Hash
14:00 Afternoon programme with 2 parallel workshops
by Kerstin Bergendal and Chris Keulemans, followed
by public debate & conclusions
16:30 Performance by Sana Ghobbeh
17:30 Closure and Argentinian barbebue with Roots
& Curried Vegetable Polenta Kabobs

Location
Atelier Van Lieshout—Middelheim Museum
Middelheimlaan 61, 2020 Antwerpen
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Lecture Tine De Moor
A Difficult Divide: Citizens’ Collective Action in
between the Public and Private Domain
In recent times, more or less since 2005, citizens across Europe have increasingly
started to form their own self-governed and self-regulated organisations for various
purposes, based on collective action. Some aim at creating goods and services for
private use such as energy, others aim at rebuilding public services such as care.
What makes these institutions for collective action different is that citizens do this
collectively but for their private benefit: they own the goods and services collectively
but can use the goods and services individually only to a certain extent. In using their
collective goods they need to respect limits which have been set collectively. This type
of institution is often referred to as “a common”. Until a few years ago, the study of
commons was mainly the domain of historians who studied the commons that had
disappeared in Europe already in the nineteenth century, and of development studies
studying the remaining commons in developing countries. Recently however, it has been
becoming a household word, both among researchers from many different disciplines, as
well as among activists looking for an alternative way to distribute goods in society. In
this process, the term ‘commons’ has however been applied to many different resources
and situations. Here, the hard-to-distinguish line between public and private goods,
public and private spheres also plays a complicating role. During her talk, Tine De Moor
will describe the application of the use of ‘commons’ as a term and will position it in
the present-day developments. She will also reflect on the role commons can play as
a governance model, in organizing the creation, use and management of public goods
and services, and the implications this has for the future of the welfare state and the
functioning of democracies.

TINE DE MOOR
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Lecture Team Vlaams Bouwmeester (Oda Walpot)
Creating Space for People and Nature
Flemish Government Architect Leo Van Broeck places ‘human free’ public sustainable
space high on the agenda. With the 2017-2020 programme ‘Creating space for people
and nature’, Leo Van Broeck sees ‘spatial humility’ as worldwide civil duty. About 70%
of the Flemish population lives in very low-density suburban areas. Flanders has one of
the lowest densities in terms of inhabitants per used hectare of ‘human space’. We have
a wasteful residential model, weak cities that are too sparsely populated, high pressure
on open space and displaced nature. Safeguarding and creating open space is crucial.
We can do this through a quality-driven densification and strengthening of centres and
an increase of spatial efficiency, thus going back to the geographical placemat and the
sustainable connections with the physical carriers that the Earth gives us. Open space
is extremely necessary for biodiversity and a qualitative sustainable living environment.
Balanced negotiations with private parties, forms of ‘negotiated urbanism’ and a fair
division of social and private profit are indispensable to generate added spatial and
economic value and to reinvest economic returns for social aims, such as green space
for creating high-quality public space. This way public space could become one of the
instruments to save the planet.
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Presentation Timelab (Evi Swinnen)
Public domain is a construct. Constantly changing. Deconstructed, reconstructed.
Everything made in public domain creates a set of layers or code that behave as an
operating system of social interactions.
Understanding the elements of this operating system is the key to understand the
abstract of public domain. This is where the hackers’ attitude comes in. We need
hackers to show the infrastructure on which our world is built. Hackers are cracking
the code. They produce new concepts hacked out of raw data. By doing this, they are
breaking down abstracts and by doing so, creating new. An abstract is everything we
know and take for granted. Sometimes it is very hard to find out where it comes from.
We are living it without knowing. How was it produced? In which context? With what
purpose? The abstract of a city, an object, a process, a relationship.
Breaking down these abstracts creates the possibility of new things entering the world.
And the concept of time turns this back into abstracts to be deconstructed again.
So, knowing this, useful knowledge for the hacker is how these abstracts are being
produced, and not the abstract itself. Making something with this knowledge creates
autonomy, but it also means we need to rethink the designing process.
Imagine that you are part of the hackers’ class. You create abstracts and break them
down again. What you create is not yours. You are using the old to create the new.
You don’t possess. Knowing that, by doing so, you are acting within time and nothing
created today is representative for the past, present or future.
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So, public domain is not about who is owning what, it is about movement and
understanding the abstract. Looking at it from the hackers point of view, will open up a
totally new insight in the world we are living in.
Image: NEST, a new established state of temporality is an example of how the code and not the content is the topic of
making. NEST shows how a civil and civic space can be hacked. How this process can lead towards commoning and
commons. Photographer Wouter Mackelberghe
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Presentation Endeavour (Tim Devos)
In Search of a Critical Spatial Practice
In this presentation, we will reflect on our continuous search to shape a critical spatial
practice. We will portray ‘Endeavour’ as a continuous research process. A quest to
develop a deeper understanding of the socio-political systems that regulate the way
space is produced, and to develop approaches to engage in a new way with the
production of public or shared space. Drawing lessons from a selection of projects, we
will reflect on the challenges encountered and opportunities created, when adapting
hybrid and often ambiguous positions such as activists-entrepreneurs and researcherspractitioners. Doing so, we will aim to lay bare some of the mechanisms and logics we
are gradually discovering to be essential to our way of working.
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Film Screening (10’)
Vlassenbroek – Broekkant. A Schelde Riverscape: A multiple
perspective on the social and landscape dimension of public
domain
The short film ‘Vlassenbroek – Broekkant. A Schelde Riverscape’ tells the story of
an unusal art project by Dutch artist Wapke Feenstra that took place in the riverside
localities of Vlassenbroek, Broekkant and Baasrode, along the Schelde some 25 km
upstream from Antwerp. The occasion was the infrastructural works that should prevent
the surrounding lands from being flooded in times heavy rain or due to the sea level
rising. Drawing in open air, capturing the river landscape, is a local tradition here,
which inspired the artist to tap from this innate creative energy.
Feenstra swapped her role of the artists to that of the mediator, while the locals became
the creators of a stream of drawings of the land, the river and its people and left the
role of commissioner to be picked up by civil as well as public enthousiasts.
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Presentation Stijn Van Dorpe, Filip Van Dingenen
Piloot.co—artistic approaches to an art commission in the
context of public-private city development
The artistic platform Piloot.co was founded in the context of the Pilot Projects for
Commissioned Art (2014-2017, initiated as a practical investigation into the conditions
of art commissions in Flanders) and grows parallel with the development of Tondelier
in Ghent. This is a former industrial site in the 19th century city ring, in the heart of
‘het Rabot’, currently known as an arrival neighbourhood with many immigrants and
high turnover rates. The former industrial site is being developed by a public-private
partnership between the City of Ghent and Tondelier Development NV. Soil regeneration
is taking place and over the course of ten years (up to 2024) a new neighbourhood will
be built. The first residents are set to arrive by the end of 2017.
In this complex situation, curator and mediator Danielle van Zuijlen proposed to develop
a long term artistic platform, instead of the realisation of a single art commission.
She invited 5 artists (Filip Van Dingenen−Brussel, Kelly Schacht, Stijn Van Dorpe−Gent,
Lotte Geeven, Petra Stavast−Amsterdam) to develop artistic proposals that seek to find
an entry into the existing neighbourhoods as well as the future developments. The team
founded a not for profit association and meets up regularly, sometimes with specific
guests, to exchange approaches to the situation and develop various individual and
collective projects.
Filip Van Dingenen en Stijn Van Dorpe will discuss their approach, methods and
strategies in the context of this commissioned work at Tondelier. What is their
perspective on the public sphere of Tondelier? How do they relate to the social fabric
of the surrounding neighbourhood? What can be the impact of artists’ interventions
in a context where different partners have different ambitions? What does it mean to
develop a specific project, commissioned by a public-private partnership?
STIJN VAN DORPE/FILIP VAN DINGENEN
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‘In the museum−which refers not only to a specific building but also to a form
of apportioning the common space and a specific mode of visibility−all those
representations are disconnected from any specific destination, offered to the same
‘indifferent’ gaze. Aesthetic separation is not the constitution of a private paradise for
amateurs or aesthetes. Instead it implies that there can be no private paradise, that the
works are torn away from their original destination, from any specific community, and
that there is no longer any boundary separating what belongs to the realm of art from
what belongs to the realm of everyday life.’
Jacques Rancière (2009), The Emancipated Spectator-Aesthetic separation, Aesthetic
community
‘If we wake up tomorrow in a dystopia without a civil domain, we will find ourselves in
a space without freedom and without autonomous art. It therefore looks as if artists
have no choice but to hazard the jump into the unknown, outside the white walls of the
museum, if only to safeguard their own imaginative space.’
Pascal Gielen (2017) Artistic constitutions of the civil domain. On art, education and
democracy, http://www.eurozine.com/artistic-constitutions-of-the-civil-domain/

STIJN VAN DORPE/FILIP VAN DINGENEN
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Workshop Kerstin Bergendal
Artistic Methods for Large Scale Projects
The artist will introduce an existing concrete brief, related to a possible commission
concerning a major and complex reorganization of a very central and historically charged
site in Stockholm City centre in Sweden. Participants will be invited collectively or in
groups to consider the brief, and to explore their different possible proposals for viable
strategies responding to this brief. Subsequently, the actual project which was proposed
to Stockholm City by Bergendal, will be presented to the workshop participants and
discussed.

KERSTIN BERGENDAL
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Workshop Chris Keulemans
Pilootprojecten Kunst in Opdracht ‘Meer dan object’
It is an ambitious process. It is complicated. And, it is fascinating. Three years ago, the
Flemish Government Architect, the Flemish Ministry of Culture and the Flanders Arts
Institute selected five municipalities to commission a new work of art in public space,
in close cooperation with curators, artists and social or commercial partners. The brief,
as the title said: this process had to produce more than just an object. And it did.
The results, so far, vary widely. A homeless art collection, a meadow of plots waiting
to be distributed among the citizens, five artists juggling the interests of a migrant
community and gentrification, a river float that might turn into a bridge, a monument
you can eat. Chris Keulemans followed the process by moderating talks including all the
people involved. In this workshop, he will open the art projects in the making to further
discussion.

CHRIS KEULEMANS
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Performance Sana Ghobbeh
This wall grows at its root
Duration: 40 min
Year: 2017

Midnight (last chapter)
excerpt from “This wall grows at its root”

SANA GHOBBEH
148

149

150
150

151
151

Midnight
I used to know the instructions by heart.
But now the only part that I remember is the last three lines.
Continue!
Two more steps ahead.
Turn your body 90 degrees to the left.
One step ahead,
Pause!
I am right in front of the main entrance of the university.
Few meters away,
This pause is the last one,
Limitless,
Timeless,
Countless.
I am going to stand here in this spot looking at the door and the wall.
How long?
I do not know.
Hours!
Days!
I take off my jacket.
I take off my shoes and socks.
The stone tiles are a bit cold and tickle the sole of my feet.
But tomorrow under the sun they will get warmer
I move my toes a bit to let blood come through.
I wear a very light dress.
A red one with pale colored patterns on it.
With sleeves up to my elbow and the skirt hardly reaching my knees.
This dress belongs to my mother.
She used to wear it when she was quite young.
She used to wear it when the fence was put there between the feet of the arches
for the first time,
When the passage became the border.
A breeze caresses my legs and my face.
The flying dust in the air enters my nostrils.
I can even see the particles in the air.
I am going to stay here until the same amount of dust that has landed on
and passed through the fence, years by years, sits on my body and my dress.
Then the fence and I become one.
We become equal.
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Nico Dockx

Pat McCarthy

Nico Dockx works as a visual artist, curator, publisher and researcher with a fundamental interest in archives. His interventions,
publications, texts, soundscapes, images, installations, performances and conversations−which are usually the result of collaboration
with other artists−embody the relationship between perception and memory, which he interprets differently each time. He graduated
from the HISK Antwerp in 2001. His work has won him a DAAD grant in Berlin (2005), and various prizes like de Grootste Belg
(2005), CERA award (2005), Ars Viva Sound (2007), and Prix Jeune Peinture Belge - the Emile & Stephy Langui prize (2009,
together with Helena Sidiropoulos). Since 1998 he has exhibited his work at home and abroad and has published more than forty
artist’s books with his independent imprint Curious. He is co-founder of interdisciplinary projects such as Building Transmissions
(2001-2013), Interfaculty (2007-...), Extra Academy (2010-..., together with Steve van den Bosch), A Dog Republic (2012-...),
and la Galerie Imaginaire (2015-..., together with Sébastien Delire). He also collaborates with LIGHTMACHINE agency. Together
with Louwrien Wijers, Egon Hanfstingl and many other collaborations, he has been working on a PhD research project The New
Conversations at the Royal Academy of Fine Arts Antwerp and which he obtained in 2014 at CAC Brétigny upon invitation of curator
Pierre Bal Blanc. He also co-organized with Pascal Gielen the summer school Mobile Autonomy (2015).

Pat McCarthy, born 1987, lives and works in New York City. He works primarily in sculpture, zines, short film, and performative travel.
Many of his projects involve him operating participatory sculptures in public. At the center of his practice is the zine Born to Kill
begun in 2009 with 90 issues to date. Printed in black and white photocopy, heavy with handwritten text and print photography,
the zines chronicle and analyze the constructions, experiments, and fugitive gestures of the artist. Since 2012, much of his work is
executed on a Brooklyn rooftop, engaging with the hundreds of domestic pigeons he is raising and studying.

Leen Hammenecker
Leen Hammenecker joined the research coordination cel of the Royal Academy of Fine Arts Antwerp in February 2017. Before that,
she coordinated a pilot trajectory for practical research into the conditions of art commissions in the public domain in Flanders
(Pilootprojecten Kunst in Opdracht), initiated by Team Vlaams Bouwmeester and aimed at new knowledge production in this field.
Having been trained as an ancient historian and archivist, she worked in the cultural and art field for many years. Her current
institutional work at the Academy is combined with a freelance practice, in which her interest in the mediation of mutual exchanges
between the arts and other fields in society takes many forms. She has contributed to artistic projects and reflective trajectories as
coordinator, dramaturg, mediator or advisor. Nicknamed ‘the sharpener’ by an artist she collaborated with, her dedication goes to
maximizing the critical endeavors which artists, institutions, authorities or citizens creatively engage in, connecting different fields
of expression (art, education, journalism, fashion) with urgency and common concern. She is co-founder of Blue Bird Conspiracy, an
ambiguous biotope for practice in and reflection on all of the above.
Pascal Gielen
Pacal Gielen is full professor of sociology of art and politics at the Antwerp Research Institute for the Arts (Antwerp University Belgium) where he leads the Culture Commons Quest Office (CCQO). Gielen is editor-in-chief of the international book series ‘Arts in
Society’. In 2016 he became laureate of the Odysseus grant for excellent international scientific research of the Fund for Scientific
Research Flanders in Belgium. His research focuses on creative labour, the institutional context of the arts and on cultural politics.
Gielen has published many books which are translated in English, Korean, Polish, Portuguese, Russian, Spanish and Turkish.
Eric Kluitenberg
Eric Kluitenberg is a theorist, writer, curator, and educator working at the intersection of culture, politics, media, and technology.
He is the Editor in Chief of the Tactical Media Files online documentation platform for Tactical Media. In 2013 he was a Research
Fellow at the Institute of Network Cultures, Amsterdam. He teaches media theory at the Art Science Interfaculty in The Hague.
Publications include: The Book of Imaginary Media (2006), Delusive Spaces (2008), Open, Journal for Art and the Public Domain:
“Hybrid Space” (2006)/“(Im)Mobility” (2011), Legacies of Tactical Media (2011) Techno Ecologies (2012). Currently works on the
preparation of an international anthology on Tactical Media co-edited with David Garcia, to be published by MIT Press in 2018.
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Max Dovey
Max Dovey can be described as 28.3% man, 14.1% artist and 8.4% successful. He is also an artist, researcher and lecturer
specialising in the politics of data and algorithmic governance. His works explore the political narratives that emerge from technology
and digital culture and manifest into situated projects – bars, game-shows, banks and other participatory scenarios. He holds a BA
Hons in Fine Art: Time Based Media and a MA (MDes) in Media Design from Piet Zwart Institute. He is an affiliated researcher at the
Institute of Network Cultures and regularly writes for Open Democracy, Imperica & Furtherfield. His work has been performed his
work at Ars Electronica Festival, Art Rotterdam & many U.K based music festivals.
Anastasia Kubrak
Anastasia Kubrak (born 10 January, 1993) is a designer and researcher from Moscow, focusing on the politics of emerging
technologies and their social implications. After graduating cum laude from Design Academy Eindhoven in 2016, she’s currently
obtaining MA in Design at Sandberg Institute, where she is set to explore more tangible ways of engaging in technological narratives
around ’augmented cities’. Over the course of last years, she worked as design researcher for Het Nieuwe Instituut, the Institute of
Network Cultures and Metahaven, and her work has been exhibited by VanAbbemuseum, Natlab Baltan Laboratories and WORM.
Larbitslab
Since 2010 social media researcher Bénédicte Jacobs and media artist Laure-Anne Jacobs form the artist duo LarbitsSisters.
The work of the Brussels-based duo is situated at the crossroads of art, technology and social systems. Their collaboration grew out
of a shared fascination on new media, merging research and artistic practice into projects in which concepts such as traceability,
data processing, network analysis, algorithms, automation and interactivity are explored and discussed. Their work process focuses
on the creative drives and patterns in digital media. Central in the approach of LarbitsSisters is the friction between online and
offline, public and private; between the unbridled faith in technological progress and everyday life. Strategies and practices of new
media are above all materials and tools of investigation and creation, allowing works to be developed that questions critical issues of
today’s society. In 2011 LarbitsSisters founded the Research Lab on Digital Visualization, Larbitslab. Larbitslab brings together artists
and scientists around issue of networked societies. The specificity of Larbitslab lies in the methodological approach, which combines
closely observing practices, media analysis and research on the technical and societal implications.
Constant vzw
Constant is a non-profit, artist-run organisation based in Brussels since 1997 and active in the fields of art, media and technology.
Constant develops, investigates and experiments. Constant departs from, feminisms, copyleft, Free/Libre + Open Source Software.
Constant loves collective digital artistic practices. Constant organises transdisciplinary worksessions. Constant creates installations,
publications and exchanges. Constant collaborates with artists, activists, programmers, academics, designers. Constant is active
archives, poetic algorithms, body and software, books with an attitude, cqrrelations, counter cartographies, situated publishing, e-traces,
extitutional networks, interstitial work, libre graphics, performative protocols, relearning, discursive infrastructures, hackable devices.
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An Mertens

Sigrid Bosmans

Since ten years An Mertens works as an artist, storyteller and writer, with a great love for parameters and Oulipian practises. In
personal and shared research she looks for ways in which algorithms and code can transform storytelling practises. An is member
of Constant since 2008. With Constant she initiated Algolit−a workgroup around free code, literature and text−and other research
projects resulting in digital and print-publications, installations, walks, performances. In June 2011 she published with Constant
& OSP the hybrid novel ‘Tot Later-The Author’s Cut’, a story she rewrote for De Bezige Bij Antwerpen and that was published in
September 2013. www.paramoulipist.be

Has a Master of Art History (University of Leuven KUL) and has been working for the Cultural Heritage Division of the City of
Mechelen since 2005. Head of the Department Museums & Heritage Mechelen (since August 2015), she developed participatory
methodologies during the research phase of the development of a new concept for the museum in Mechelen.
She has been an active member of several committees, expert groups and commissions in the heritage and cultural world. At present
she is Vice President of Het Firmament (center of expertise for the cultural heritage of the performing arts) and OCE (representing
the interests of the cultural heritage sector in Flanders). She is appointed member by the Flemish Government of the Strategic
Advisory board for the Sector Council Culture and Heritage and the General Council. Since 2014 she is board member of APPS
(Activation Platform for Participatory Solutions), which aims at facilitating and extending a network for and with the cultural sector
around participatory methods and capacity building. Founding members are the Heritage Division Mechelen, Museums and Galleries
Scotland, Museum Rotterdam and Tapisplein.

Gijs de Heij
Gijs de Heij is graphic designer & programmer and member of the collective Open Source Publishing in Brussels. By using
open-source software he can research and influence the functioning of his computer. As a programmer he writes software as an
application for design purposes but also as tools that helps observing and questioning. www.de-heij.com
Manetta Berends
Manetta Berends combines research and design as a way to question social and political relationships of digital technologies. After
a bachelor in graphic desgin at ArtEZ, Arnhem (2012) she graduated from Master Media Design at Piet Zwart Instituut in Rotterdam
(2016). With an interest in free software, language and communication theory she develops projects with, in and about technology.
www.manettaberends.nl
Evgeny Morozov
Evgeny Morozov is the author of The Net Delusion and To Save Everything, Click Here. Morozov’s monthly column on technology
and politics appears in The Observer (UK), Süddeutsche Zeitung (Germany), El Pais (Spain), Le monde diplomatique (France),
Internazionale (Italy) and several other newspapers. His writings have appeared in The New Yorker, The New York Times, The Wall
Street Journal, Financial Times, and other publications. Previously a senior editor at ThecNew Republic, he has been a fellow at
Georgetown University, Stanford University, Open Society Foundations, New America Foundation, and the American Academy in Berlin.
Het Bos
Het Bos (the forest) is a vibrant arts and youth centre in the heart of the city of Antwerp (Belgium). It is home to a large group
of local musicians, theatre- and film makers, dancers and painters. But also for botchers and crafstmen of all kinds, for creative
thinkers and cooks from all over the world Het Bos is an inspirational workspace. This ‘forest’ is sited in an ancient warehouse
rebuilt into a multifunctional, multi-layered arts centre. It contains a concert hall, an exhibition room, a theatre studio, four different
workshops, a coffee bar and an open kitchen. Het Bos organizes about 6 events a week, ranging from concerts, theatre- and film
presentations to political debates and workshops for kids. Tile Vos and Wannes Cré are both founders of Scheld’apen/Het Bos and
coordinated the organisation’s different shifts in location, focus and professionalism.
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Willy Thomas
After many years of politically and socially informed theater work in Brussels (Dito Dito, KVS) I am currently (since 2016) artistic
director of ARSENAAL/LAZARUS in Mechelen. In this smaller and politically less complexed environment, I am working on a large
scale city-project with the people of Mechelen, in collaboration with the cultural and social partners and the city council. ‘The Life
Of Mechelen’ and ‘De Grond der Dingen’ (the foundation of things) try to connect and activate people in relation to their common
locality. By doing so, this project that runs over 5 years, hopes to play a roll in reimagining the city, or society, or democracy.
My work in theatre started in Brussels, where I studied acting at the Royal Conservatory (‘79/’81). Jan Decorte was teaching
the anti-these of political theatre of the sixties and the seventies. I learned that acting is a political proposition on itself. The way
you act can be a meaningful gesture. Since then, the political, and the acting, remained a presence in my work and life. With the
collective Dito’Dito (’84, Brussels) we tried to develop this idea of the political into a playful proper language. The uprising of Vlaams
Blok (black Sunday ’91) and the implicit legitimacy for racism was was born out of it was as an important turning-point in Belgian
history. But also in our work: we moved from a closed, language-bound tradition towards multilingual and multicultural work.
In 2005 Dito’Dito blended into the artistic board of KVS Brussels (artistic director Jan Goossens). KVS became the first national
theatre in Belgium dealing explicitly with the multicultural and the urban subjects. Since 2009 I started preparing a city-project,
focused on artists working in and with the city of Brussels. In 2012 ‘Tok Toc Knock’ took place in three very different neighborhoods
(modelwijk/Renaat Bream, St. Joost ten Noode and the European district), proposing a complete programme outside the theatre for
this particular season. The participating artists were asked to spend a considerable time (3 to 9 months) on the spot and to conceive
the work from there.
Bart Somers
Bart Somers (°1964, Mechelen) is a liberal politician and current Mayor of the city of Mechelen, Flanders. He took up this public
office for the first time in 2001 and again in 2006. Earlier this year, Somers was awarded the ‘World Mayor Prize 2016’ by the City
Mayors Foundation, declaring him ‘the best mayor in the world’, for transforming this rather unminded city into one of the most
attractive places in Belgium and for making a role model out of the city’s policy concerning the integration of immigrants. As a
politician for the liberal party Open VLD, he was also Flanders’ minister-president 2003-2004, chairman of his political party 20042009 and public representative in the Flemish parliament 1999-2003. Furthermore, he is the author of several books in which the
city as political and social entity, is presented as primary protagonist for addressing society’s local and global challenges.
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L’Asilo

Carmine Piscopo

L’Asilo is a political, artistic, social and juridical experiment creating new institutions: an interdependent center for the production of
art, culture and education directly managed by an open informal community of theatre, art and cultural workers in self-government
at the ex Asilo Filangieri of Naples, a former convent occupied in 2012, then recognized as common good ruled under the Declaration
of urban civic and collective use. The experience of L’Asilo is linked to the Italian national movement of self-governed cultural
spaces which started with Teatro Valle and that is today spreading to other spaces in town and in Italy. These practices are based
on: re-appropriation and direct management of the spaces by workers of the cultural sector; practices of production based on
cooperation and solidarity; free contamination in the fields of art and research; theoretical and practical development and defense of
the commons. Today L’Asilo is nationally and internationally considered a case of best practice.

Since 2013 Carmine Piscopo (Naples, 1968) is Councilor for Urban Policies, Town Planning and Commons Goods in the city council
of Naples. He holds a PhD in Urban Design, is since 2016 Full Professor in Architectural and Urban Design and was since 2010
associate Professor at the Faculty of Architecture of the University of Naples, Federico II, Scientific and Disciplinary Sector ICAR14.
Since 1998 to present day, Piscopo is a researcher at the Urban Design and Planning Department of the University of Naples within
international and national research groups. Editor of the new Enciclopedia dell’Architettura Federico Motta-Il Sole 24 Ore (Milan
2008). Publications “Critica e Architettura” (Roma 2015); “La Città, macchina desiderante/The City Desiring Machine” (Roma 2012);
“Rem Koolhaas. Cronocaos” (Genova 2012); “Architettura: la macchina dall’infinita resistenza” (Napoli 2011) and more.Author of
essays and articles on the architecture and the city and Component of the Scientific Committee of EURAU 2010 and EURAU 2012
(European Symposium on Research in Architecture and Urban Design).

Gabriella Riccio
Artist, activist, researcher and cultural manager. She’s been actively working in the cultural sector since 2000. With a recognized
profile as author-choreographer within caosmos | cie gabriellariccio, she conducts the research workshop Experiments of survival in
space, her latest works are Noli me tangere, La Follia, Magnificat - first study for a better world. With a multidisciplinary background
in dance as well as in political studies and international cooperation, she worked on international negotiations in Euro-mediterranean
cooperation in the field of energy and as cultural manager for international contemporary theatre and dance festivals and other
cultural organizations and networks. She got interested in the Italian national movement of self-governed cultural spaces and the
commons through the experience of L’Asilo actively participating to the elaboration of the Declaration of urban civic and collective
use. She is a regular speaker in international workshops, meetings and conferences: her main focus is on art and politics, performing
arts and contemporary cultural practices.. Recently she presented The practice of civic use as ethic, aesthetic and political choice
for the common sensible at the ‘Istituto Italiano per gli Studi Filosofici’ of Naples in press with ‘La Scuola di Pitagora’ ed.
Maria Francesca De Tullio
PhD Candidate in Constitutional Law at the University of Naples Federico II, with a research stay in Paris at the Université Paris
2 - Panthéon Assas, from February to June 2017. She was an intern both at the Bank of Italy and at the Court of Naples, and she is
currently a practicing lawyer. Scientific secretary of the European Research Centre on Media for E-Society and member of the IACL
international research group “Constitutions in the age of the Internet”, she has contributed articles in national scientific reviews
and presentations in international congresses. Her main research themes concern the crisis of the political representation and the
participatory democracy, with special attention to the online participation and civic technologies. In such research, she dialogues
with the theory and the practices of the commons, also through her experience in the Ex-Asilo Filangieri of Naples. She also analysed
other topics concerning the constitutional law in the web, such as: data surveillance and data infrastructures; competition and free
speech in digital platforms; transparency through open data. Moreover, her first studies, such as her degree thesis, examine the
relations between law, technique and politics in the protection of fundamental rights during the states of exception.

Laura Morsch-Kihn
Laura Morsch-Kihn is an independent curator, artist, and publisher. Aesthetics of the periphery, subculture, work, interactions,
precariouness and contextual projects are part of her fields of investigation. After being responsible for the exhibitions and events
at the galerie du jour agnès b. (2008-2014), she has been running different curatorial and artistic projects through alternative
publications: The New Spirit of Vandalism (2014-), Printing on Fire (2015-), Rebel Rebel zine (2015-), and Edition Précaire (2016-).
In 2015, in conjunction with the museum Fond Régional d’Art Contemporain Provence-Alpes-Côte d’Azurin Marseille, she founded the
free fair Rebel Rebel: fanzine art & culture, and the residence of research and creation Publication Rebel Rebel, taking place in the
popular district of La Busserine. Her curatorial actions have included the exhibitions of: Pat McCarthy - Brick by Brick (FRAC PACA
Marseille, 2016), Saeio - Phases (FRAC PACA Marseille, 2016), Field Effects (Rencontres d’Arles, 2015), Seine Saint-Denis Style (G8,
Cité des Arts de Montmartre, 2015). As well as the programmes: Air Pariétal (Festival Welcome to Caveland!, 2016) and ‘The laugh,
the game, the derision, the rock, the death… or the teen aesthetic’ (Musée d’art Contemporain Les Abattoirs, 2015). In 2017, she
co-founded the nonprofit artistic and cultural organisation OVNI based on the ethical principles of the social and solidarity economy.
Laura Morsch-Kihn graduated with a Master’s degree in Theory and History of Art and Photography at Paris 8 University where she
studied with the art theorist Jean-Claude Moineau. In 2013, she obtained the Master Management of Cultural Organisations from
Paris Dauphine University.
Karl van den Broeck
Karl van de, Broeck, °1966 in Turnhout (B). Journalist since 1987. Editor-in-chief of Apache and coordinator of debate platform
BOZAR AGORA. Editor-in-chief of Knack (2005-2011) and head of the cultural section and the book section of De Morgen
(1999-2005/2012-2013). Author of ‘Waarom ik de Indianen wil redden’. Co-founder of the citizens’ movement De Koep in Turnhout.
Apache

Dario Oropallo
Born in January 1991 in Napoli and lives there, in the western suburb of Fuorigrotta-Bagnoli. Freelance journalist, graduated in
Contemporary History and Philosophy. Journalist for websites and traditional newspapers about crime, culture and hot news. Joined
l’Asilo just 2 years ago when preparing a piece about the self-government process. The research took more time in the end, Oropallo
decided to remain and help the l’Asilo’s community. In this process, he’s involved in the Communication group that is focused on
communications, web and media management, contact with other realities and so on. One of the greatest challenge that at l’Asilo
concerns the use of media to propose and share our artistic, cultural and political view and storytelling. Participates also in other
processes like Massa Critica, Bagnoli Libera and laboratories like Iskra. In his free time Oropallo loves reading (novel, comic-books,
essays, magazines), playing videogames, writing draft about everything that jumps to mind and kick fascists’ asses.
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Apache, restoring the fourth estate. Apache is a news site dedicated to investigative journalism. It is owned by its readers.
They all participate in a cooperative society. Every co-owner has one vote regardless of his/her financial participation and the
statutes guarantee an independent editorial staff. Currently media are under enormous commercial pressure and that hampers
their performance and their independence. Apache wants to restore the function of the fourth estate in our democracy.
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Maarten Inghels

Luc Deleu

Maarten Inghels (°12/02/1988, Belgium) is the official City Poet of Antwerp until 2018. He was a guest at various literature festivals
in Europe (Berlin, Mantova, Hay-On-Wye, Paris, Antwerp, Amsterdam, Zagreb...). Selections of his poetry have been translated to
English, German, French, Croatian, Romanian, Estonian, Turkish and published by various international anthologies and magazines
(Poetry London, Lyrikline.org, Die Horen, La Traductière, Poésie/Première, Edit, 3:AM Magazine, Poetry International Web...).
He coordinates ‘The Lonely Funeral’ in Belgium, a social and literary project that provides poets to speak at funerals of those without
relatives and friends to attend. The eponymous book was published in 2013 and received wide critical acclaim—a German anthology
was published in October 2016.

Luc Deleu (1944) is a Belgian architect and urban planner residing in Antwerp. In 1969 he completed his degree of architecture,
creating and founding T.O.P. office www.topoffice.to in 1970 to question the role of architecture and urbanism in the modern age.
His utopian projects put emphasis on mobility instead of the immobility of real estate, focusing on using urban space in a more
efficient and intensive manner. In 1973 he created the concept of Orbanism (Orban Manifesto & Proposals) which for the first time,
places emphasis on the responsibilities of architecture and building on a global scale. in 1996 he starts the study of The Unadapted
City. Since 2000, the work of Luc Deleu is more and more exhibited in contemporary art contexts and in 2006 he made a research
project Orban Space. Luc Deleu & T.O.P. office also realized container installations in various cities. He also received the Cultural
Award Visual Arts 2012-2013 of the Flemish Community as well as the BWMSTR label in 2013 and a Doctor Honoris Causa, Faculty
of Architecture and Art from Hasselt University in 2013.

Harry Gamboa Jr.
Harry Gamboa Jr. is an artist, essayist, and educator. He is the founder of Virtual Vérité (2005-2017), a U.S./Belgium/México
performance troupe, and is the co-founder of Asco (1972-1985), the East L.A.-based conceptual art group. His work is currently
presented in two solo exhibitions (‘Harry Gamboa Jr. - Asco Years’, Marlborough Contemporary New York and ‘Harry Gamboa Jr:
Chicano Male Unbonded’, Autry Museum of the American West, Los Angeles) and later this years follows ‘See What You Mean’ a
fotonovela project in collaboration with The Getty Museum, Los Angeles. His works have been exhibited at Los Angeles Museum of
Art, Whitney Museum of American Art (New York), Tate Liverpool, Centre Pompidou (Paris) , Museo de Bells Artes (México City),
Statens Museum of Kunst (Copenhagen), and other museums. His work has been featured in Artforum, Art in America, The New York
Times, The Wall Street Journal, Le Monde, Frieze, The Art Newspaper, Los Angeles Times, Pfeil Magazine, and other publications.
He is the author of Urban Exile: Collected Writings of Harry Gamboa Jr., 1998 and is a faculty member of the Photo/Media Program
at California Institute of the Arts. He lectures the Chicana/o Studies Department at California State University, Northridge.
Michiel Vandevelde
Michiel Vandevelde studied dance and choreography at P.A.R.T.S., Brussels. He is active as a choreographer, curator, writer and
editor. He is a member of the artistic team of Kunsthal Extra City (together with Antonia Alampi and iLiana Fokianaki, from 2017
till 2019, Antwerp, BE) and Bâtard (a festival for emerging artists and thinkers, Brussels, BE), of the editorial team of Etcetera (a
performing arts magazine) and involved in the Disagree.magazine. From 2017 to 2021 Michiel Vandevelde will be artist in residence
at Kaaitheater (Brussels, BE). In his work he investigates the elements that constitute or obstruct the contemporary public sphere.
He explores which other social, economic and cultural alternatives we can imagine in order to question, challenge and transform
dominant logics and ways of organizing. He has been developing a variety of projects both in public space and in (performing) arts
institutions. www.thepoliticalparty.eu
Chris Keulemans
Chris Keulemans (Tunis, 1960) is a traveling writer and teacher based in Amsterdam. As the founder and artistic leader of arts
centre Tolhuistuin in Amsterdam Noord, he witnessed the transformation and gentrification of large former industrial zones in his
neighbourhood. He traveled extensively to cities that went through a crisis−Beirut, Sarajevo, Ramallah, Jakarta, New Orleans, Kiev−
always searching for the artists who were involved in reinventing their cities through art, including interventions in public space.
He published several books and numerous articles on these travels.
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Richard Woods
Richard Woods (UK, 1966) studied at the Winchester School of Art and the Slade School of Fine Art. Inspired by his parents 1970s
British house, Richard Woods transforms real surfaces into cartoon-like versions. His art is a mash-up of art, architecture and
design—using household gloss paint, plywood and laminate to playfully transform urban buildings into mock-Tudor cottages, coating
concrete pillars with chintz wallpaper, and covering floors with crazy paving in wild colors. Woods has recently presented work at the
Victoria & Albert Museum, London, Royal Academy of Art, London, Bloomberg Space, London, Turner Contemporary, Margate, Grieder
Contemporary, Zurich, and Milton Keynes Gallery. In 2003, he participated in the 50th International Venice Biennale. Over the years,
he has undertaken a number of major projects that have included an interior for iconic designers Comme des Garçons flagship store
in Osaka, Japan, and the transformation of Cary Grant’s former Hollywood residence for its new owner, art dealer Jeffrey Deitch.
In 2010 Woods realized an artwork (Nieuwbouw) in the Kievit area in Antwerp, on demand of the City Planning Agency of Antwerp
and with the support of the Middelheim Museum. His work consisted of painted bricks in different colours on the walls of several
buildings in this area.
Futurefarmers
Futurefarmers is a rotating group of artists, activists, farmers and architects, who have been working together since 1994.
Wandering might be what Futurefarmers do best; sure, on land and at sea, but also through anecdotes of history, or lines of inquiry
that trespass disciplines, or into the materiality and means of production of everyday things. This kind of wandering, a bit more
directed than flanerie, a bit more open than academic research, has led them from grain fields to nuclear test sites to the brick
pathways of Harvard; from orchards to stock exchanges to the Great Refractor; from studios to picnics to libraries and factories.
Futurefarmers use various media to destabilize logics of ‘certainty’. They often start with pre-existing forms or systems; food policies,
public transportation systems, rural farming rituals, etc. They see these as ‘ready-mades’ that they carefully deconstruct as a means
to visualize and understand their intrinsic logics. Through this disassembly new narratives emerge whereby reconfigurations of the
principles that once dominated these systems offer new agencies.
Stavros Stavrides
Stavros Stavrides, architect and activist, is professor of design and architectural theory at the School of Architecture, National
Technical University of Athens where he teaches graduate courses on housing design (including social housing), as well as a
postgraduate course on the meaning of metropolitan experience. He has published numerous articles on spatial theory. His most
recent book is ‘Common Space’. The City as Commons (2016). His research is currently focused on emancipating spatial practices
and on experiences and forms of urban commoning.
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Kunsthal Extra City

Philip Aquirre y Otegui

Extra City is a Kunsthal that finds inspiration in the city for depicting different visions of our future, by encouraging new links
between contemporary (inter)national art and artists, researchers, and inhabitants of the city. Kunsthal Extra City departs from the
city and connects back to it. It considers urban reality in all its facets as central to the challenges of the 21st century, and believes
in the urgent need to actively build up a broader public engagement with contemporary art. It is a hub for national and international,
intercultural and interdisciplinary cooperation that reflects openly, across borders and through art, on a society in transition.
Extra City Kunsthal was founded in 2004, and initially located in a grain silo in the Antwerp harbour area. In 2006 the institution
moved to a former industrial space in Antwerp North. The Kunsthal inaugurated in September 2013 its new venue in AntwerpenBerchem. A former industrial launderette, the building accommodates a wider range of functions, such as artist studios, a bar and a
small cinema space, and hosts the offices of organizations such as Antwerp Art, Platform 0090, Gagarin and Kunst/Werk.
Extra City updated its mission and vision, and renewed its structure, a process of repositioning that begun in 2016. From September
2016 onwards, director Adinda Van Geystelen coordinates the institution. Antonia Alampi (IT), iLiana Fokianaki (GR) and Michiel
Vandevelde (BE) form the artistic team, which, on the basis of the new mission, will over the next three years (from 2017 until 2019)
create the framework for the exhibitions and public programmes together with Extra City’s staff. They have been chosen for their
varied range of experiences and their shared interest in engaging with the city’s social texture. On 8 September 2017, Kunsthal Extra
City reopened with the group exhibition ‘Extra Citizen’ and its accompanying public programme ‘Unravelling Citizenship’. This is the
first collective project by Antonia Alampi, iLiana Fokianaki and Michiel Vandevelde for the renewed Kunsthal.

Philip Aguirre y Otegui makes sculptures, paintings, drawings, collages, prints and installations. His sculptures are mostly made from
traditional materials, such as bronze, terracotta, wood, clay, and plaster. Reflecting a profound sense of human tragedy, Aguirre
y Otegui’s work frequently draws inspiration from political events, and above all from conflicts linked to migration and the human
being as refugee. With his sculpture entitled Fallen Dictator (2005)−which looks like a sculpture of a dictator that has been knocked
down−Aguirre y Otegui refers to the monument of King Leopold II, who colonized the Congo at the end of the nineteenth century.
With his The African Dream (2004), another type of monument is questioned: the sculpture is a gold-plated football player doing the
bicicleta or volley. The work is a reference to the football career as being the only dream, hope, and way out for many African boys.
An important and recurring subject in Aguirre y Otegui’s work is water. Water is vital for all human beings, but can also be used as
an economical tool for power and as a geopolitical weapon. In 1991 he worked on a series of etchings that proposed how to divide
the water in the world in an honest way. In 2013 his monumental artwork Théâtre-Source was inaugurated in Douala, Cameroon.
In one of the most miserable slums of Douala, Aguirre y Otegui became fascinated by a drinkable water source where thousands of
families came daily. Aguirre y Otegui transformed this site into a beautiful amphitheater, which functions now as meeting place and
village square, after considered improvements to both accessibility and hygiene.

The Land project was founded in 1998−located in the countryside of Chiang Mai−by a group of artists with the aim to open up a
space for public purposes of self-sustainable natural farming and as a laboratory for experimenting in the social aspects of living
together. In 2004 this space transformed into The Land Foundation. The Land Foundation supports young artists, cultural activists
and different groups of people who are interested in exploring their mind through art, natural farming and self-realization.

Visible is a contemporary art research project devoted to producing and sustaining socially engaged art practices in a global context.
Operating since 2010, it has taken a global and interdisciplinary approach to researching the physical and theoretical spaces in which
these practices affect society. In 2011, Visible initiated the biennial Visible Award, the first European award for socially engaged
artistic practices. A nomadic institution, Visible has worked with a variety of formats, collaborations, and institutions, including Tate
Liverpool; Creative Time, New York; Van Abbemuseum Eindhoven; Kunsthaus Graz; Kadist Art Foundation, San Francisco; Center for
Historical Reenactments, Johannesburg; and The Serpentine Gallery, London. Recently, Visible has become part of the Extended
Network of Public Art Producers (ENPAP). The Visible project is curated by Matteo Lucchetti and Judith Wielander and supported
since its start by Cittadellarte - Fondazione Pistoletto in collaboration with Fondazione Zegna. www.visibleproject.org

Paphonsak La-or

Rudy J. Luijters

Paphonsak La-or received a MFA from the Faculty of Fine Arts at Chiang Mai University in 2013. He was a guest lecturer as well as
co-advisor at this Faculty of Fine Arts from 2010 until 2016. He has been working with The Land Foundation since 2004.

Rudy J. Luijters (1955) is a Belgium based Dutch artist. Starting from precise cultural, historical and natural observations and
registrations, Luijters conceives consistent proposals or conceptions, which are associative in a phenomenological sense. The cultural
analysis can also be an objective in itself or determines the use of rather different means, documents and sometimes interventions;
being a beekeeper is just as well part of Luijters cultural practice as growing vegetables in a museum garden and writing on cultural
issues, mostly concerning landscape and public space. www.luijters.be
In Atelier Veldwerk, Rudy J. Luijters and Onno Dirker (1965) co-oporate since 2003 on projects that relate to the (re)design of public
space in its broadest sense. Listing, analyzing and illustrating reality in a new context is their starting point. Whatever the case, art
is always the frame of reference. The method used is that of ‘the unfocused gaze’, that is, doing research from a cultural perspective
without establishing criteria or any guidelines beforehand. www.atelierveldwerk.nl

The Land Foundation

Jörn Schafaff
With a background in Cultural Studies and Art History, Jörn Schafaff researches, writes and teaches about visual art of the 20th and
21st century. One of his main interests lies in exploring the exhibition both as a cultural format of presentation and means of artistic
production – with a special focus on the interrelations between visual art and other artistic and non-artistic fields of practice.
His publications as author and editor include Cultures of the Curatorial (2012), Assign & Arrange: Methodologies of Presentation in
Art and Dance, and Timing – On the Temporal Dimension of Exhibiting (both 2014). In 2010, he published a book on the early work
of Philippe Parreno, and just recently finished a monograph on Rirkrit Tiravanija that revolves around the notions of situation, set,
and scenario.
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Thomas Verstraeten

Endeavour

Thomas Verstraeten (1986) lives and works in Antwerp and is a theatre maker, actor and visual artist. He is one of the six core
members of the theatre company FC Bergman, currently in residence at the Antwerp city theatre, Toneelhuis. The work of
FC Bergman is characterized by its grand, compiled images as well as its study of a theatre consisting of immense spaces, groups
of extras and integrated video. The company has performed its productions at various national and international festivals and
theatre houses including Ruhrtriennale, Foreign Affairs Berlin, Wiener Festwochen, Printemps des Comédiens Montpellier and
Festival d’Avignon. In his visual practice Verstraeten spins narratives from the movements of the city and its residents, from its
visible and hidden stories and lives. In his videos, installations and performances the ordinary is theatricalized into the extraordinary.
Theatricalization is “not about the creation of fiction, but the transformation and idealization of time and space” (Bart Verschaffel,
Over theatraliteit—About theatricality). This was the context in which he created projects in collaboration with deSingel, Toneelhuis,
Middelheim Museum, Kunsthal Extra City, Lokaal 01, CC Strombeek...

Endeavour is a platform of socially involved spatial professionals, open to anyone who is passionate about co-creating sustainable
living environments. Endeavour aims to increase the quality of living in urban environments in a democratic way, requiring entirely
new modes of collaboration. Through concrete projects, Endeavour aims to unlock local expertise and to trigger shared learning
processes, to induce change and rethink the way space is produced. By designing innovative new methods, processes and strategies
Endeavour works on to increasing public involvement in the creation of urban space. Aside from commissioned assignments,
Endeavour initiates critical research and actions. Over the last 3 years, Endeavour was involved in over 30 projects in Flanders and
Brussels, dealing with complex socio-spatial issues.

Tine De Moor
Tine De Moor (°1975) is a historian and environmental scientist and full professor “Institutions for Collective Action” at the Social and
Economic History Group of Utrecht University, the Netherlands. She is the immediate past-president of the International Association
for the Study of the Commons. In her work she demonstrates an explicit choice for interdisciplinary approaches to long-term
institutional change, based on thorough data analysis and the use of methodologically innovative approaches to institutional change
(se e.g. Common Rules Project). As a committed advocate of open access in academia both for publications and data-archiving, she
founded the open-access online International Journal of the Commons (IJC) and is in constant dialogue with stakeholder groups and
participation of citizens in scientific research (Yes, I do Citizen Science Project, Treechecker Software development). This combination
of approaches to historiography has broadened her field of study from the internal functioning of commons in the early modern period
to institutions for collective action from the late medieval period to the present, mainly in Europe. This broad time-frame has revealed
distill parallel developments over time. As researcher De Moor obtained a substantial number of large and smaller grants, including an
ERC Starting Grant (2009) and NWO-VIDI-grant (2012), enabling her to set-up my own research team. She was also the chair of the
16th IASC-biennial Commons-conference, with 800 participants (researchers and practitioners), in Utrecht, 10-14 July 2017.

Tim Devos
Tim Devos co-founded Endeavour and was trained as an architect and urban designer. He obtained a PhD in social geography at KU
Leuven, focusing on coproduction in urban planning and the need to revive the political dimension of citizen involvement in spatial
projects.
Stijn Van Dorpe
By formatting different methods of cooperation, Stijn Van Dorpe infiltrates in realms of urban, social, pedagogical and political
contexts−often in places where the word ‘art’ doesn’t necessarily evoke many images or generate resonance. Within these
environments, he investigates the art space as an area with particular qualities and perspectives. Dissensus as a specific type of
conflict, new forms of visibility, ways of organizing and bringing people together are some of the distinctive elements that define his
work. Simultaneously his interventions and related experiences lie at the base of experimental approaches towards documentation,
which lead to various forms of documents (films, installations, performances, lectures and publications). Over the past 10 years, his
work has been shown internationally. He participated in many artist-in-residence programmes. In recent years, he has developed and
launched long term projects in public space.
Filip Van Dingenen

Oda Walpot
Oda Walpot strengthened the Vlaams Bouwmeester Team as open space advisor January 2017. She graduated as a master in
Landscape architecture – rural planning (University of Wageningen, NL). She was research assistant at the laboratory of Landscape
and taught landscape architecture seminars at the KULeuven. She also worked for the Flemish Land Company for 13 years,
managing projects of land-use planning and new regulation. In recent years, she was involved in central efficiency programmes of
Flemish government reform.
Evi Swinnen
Evi Swinnen (Diest, °1977) is the founder of Timelab (Ghent, Belgium), an art organization modelled in the image of the rising
international makers movement. For the past eight years, Evi has used critical thinking and activism to renegotiate artistic practices
in a society on the move. Evi considers the art institution as a system; an infrastructure for new encounters and self-reflection.
The tension between maker & art, between thinking & doing, and between designer & tinkerer is her playground. Here, new insights
come into being. Dedication, trust and a positive attitude create the values Evi is living by. She is motivated beyond her own personal
sphere. Her goal is to create concrete activities with a true impact on society. Besides her work as the coordinator of Timelab,
Evi is also active as the process manager at NEST – ‘A new established state of temporality’. NEST is a project in Ghent where a
consortium of 100 initiatives create a temporary cultural programme for the old city library. The creative space can be described
as ‘A city within the city’. Since 2017 she coaches the process of RSL OP POST in Roeselare, where a makers lab owned by a
consortium of social partners will become the environment for a new creative space for changemakers.
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Filip Van Dingenen is a multidisciplinary artist and co-founder of the ‘Ecole Mondiale’ in Brussels. He is currently PHD researcher
at LUCA School of Arts (Ghent/Brussels) and affiliated researcher at the Laboratory of Education and Society (KU Leuven). In his
process-based art practice he uses a broad range of different methods and outputs, merging participatory strategies with a social
and ecological relevance, in between leisure and education. The last years, he worked extensively on zoological issues and observed
the phenomena of zoo culture from different angles. With the Argentinian choreographer/dancer Barbara Pereyra he co-founded
Fantaman Productions & Matelisto Contemporary Movements, a platform for developing projects in between performance and visual
arts. He was researcher at the Jan Van Eyck Academy (2013), associate artist in residence with Mark Dion at ACA (2008) and
developed projects in Artist Residency Programs at Irish Museum of Modern Art (2008), Wiels Art Center (2009) Banff Art Center
(2013), Center for Contemporary Art Ujazdowski Castle (2015) and worked in Ireland, Argentina and Equatorial Guinea.
He has written numerous articles for journals and magazines and has authored several artist books. His works and performances are
presented at LIAF 2017 Norway, Royal Museum for Central Africa Tervuren (2013), Onomatopee Foundation Eindhoven (2011), Gallery
fur Landschaftkunst Hamburg (2011), Galway art centre (2010), Museu da República Rio de Janeiro (2009), Centro Cultural Español
en Bata (2008), Santa Monica Art Center Barcelona (2006), 7hours Haus19 - Humboldt University & Museum for Natural History
Berlin (2005). He is represented by Waldburger Wouters in Brussels.
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Kerstin Bergendal
Kerstin Bergendal is a Swedish artist (b 1957 in Gothenburg, based in Copenhagen/Gothenburg), working in the intersection between
critical art practice, participatory urbanism and deep listening practices. She performs temporary, often large-scale and durational
participatory interventions in relation to local public or semi-public spaces, such as PARK LEK (2010-2014), Trekronor Konstplan
(2001-2011) and The Missing Links Project (2008-2010). Currently she is working on three different commissions: ‘A Now-Time Zone’
for Bristol, City Council, ‘Utredningsuppdrag’ for Slussen for Stockholm City and ‘Hjertet’ for the New Carlsberg Foundation.
In addition, Bergendal has co-founded and co-headed several artist-run initiatives in Denmark, among which the nomadic platform
for site-specific strategies TAPKO (1991-...) and OVERGADEN Institute of Contemporary Art (1996-2002). She commissioned public
artworks as a member of the Committee for Art in Public Realm of the National Foundation of the Arts in Denmark (2008 – 2010)
and currently has a seat in the Board of Konsthall Århus, next to being Senior Lecturer at the Academy Valand in Gothenburg.
kerstinbergendal.com
Sana Ghobbeh
Sana Ghobbeh (Tehran, 1984) visual artist and architect. In 2017 she accomplished the postgraduate programme of a.pass
(advanced performance and scenography studies) in Brussels. 2013 to 2015, she was granted an artistic research at Umeå school of
Architecture (UMA) in Sweden. www.sanaghobbeh.weebly.com
Paulo Guerreiro
Paulo Guerreiro is a Portuguese performance artist based in Belgium for more then a decade. Due to his passion for food and parallel
to his artistic work, he has been involved in different food projects. There he took a vegetarian/vegan approach, not only for the
health benefits of these kinds of diets, but also for its sustainable principles. Principles which made him directly use more local and
organic products. As for the preparations and the way he deals with food, he went for a very diverse approach mixing his Portuguese
background with what he has been learning with different cooks, friends through encounters and dialogues.
The principles of organicity, sustainability, proximity that he applies to cooking, are the same that drive his perception of ‘Public
Space’: a platform for possible cohabitations, exchanges and free circulation of different elements. For the summer school event he
is preparing a menu based on both local and seasonal ingredients, with amongst other: Handmade Pasta with Farm Leafs Pesto, Kale
Wraps, Marinated Courgette Noodles, Bean Burgers for the lunch times; and light evening soups culminating with a vegan version
of the Argentinian BBQ with a Roots and Greens pit and Marinated Eggplant & Mushrooms à la Plancha for the last evening of the
event.
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Het Bos

Permeke Library

Language
Antwerp Central Station

All sessions will be in English

Reservations
For participation in the daytime programme, registration in advance is required.
The evening programme however is free. Anyone can walk in.

Stadspark

Mobility tip
Due to some major infrastructural works, Antwerp is a difficult city to get around at the
moment. Our best mobility tip is to get yourself a Velo city bike day pass (4 euro) or
week pass (10 euro). www.velo-antwerpen.be
Berchem Station
Kunsthal Extra City
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Making Public Domain
A Summer School Event
Middelheim Museum Antwerp
11 - 15 September 2017
This event was preceded by the research seminar ‘Artistic Constitutions of the Common
City’ (20 - 21 April 2017), initiated by Nico Dockx and Pascal Gielen in collaboration with:
Artistic Research Institute Antwerp, Urban Studies Institute, and Culture Commons Quest
Office (University of Antwerp) and is part of a 2-years research project by Nico Dockx
and Pascal Gielen supported by Royal Academy of Fine Arts Antwerp and University of
Antwerp, which will be resulting in the book ‘Commonism. A New Aesthetic of the Real’,
eds. Nico Dockx & Pascal Gielen, Valiz/Antennae-Arts in Society series, May 2018.

Communication coordination & website
Leen Hammenecker
This booklet got published on the occasion of the summer school event ‘Making Public
Domain’ as a possible introduction and invitation to a series of lectures, conversations,
workshops, performances, and screenings taking place during this event in the open-air
sculpture park of Middelheim Museum Antwerp.

Publishers
Nico Dockx & Pascal Gielen

Editors
Nico Dockx & Leen Hammenecker

Concept
Nico Dockx & Pascal Gielen

Organization
Royal Academy of Fine Arts Antwerp
Artistic Research Institute Antwerp
University of Antwerp
Middelheim Museum Antwerp
Kunsthal Extra City
Kunstcel Department of Culture, Youth and Media
Flanders Arts Institute - Kunstenpunt

Programme & production coordination
Nico Dockx & Leen Hammenecker
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Contributions
Nico Dockx, Leen Hammenecker, Pascal Gielen, Eric Kluitenberg, Pat McCarthy,
Max Dovey, Anastasia Kubrak, Sander Manse, LarbitsLab/LarbitsSisters
(Bénédicte Jacobs, Laure-Ann Jacobs), Constant vzw (An Mertens, Gijs de Heij,
Manetta Berends), Mathieu Blondel, Evgeny Morozov, Het Bos (Wannes Cré, Tile Vos),
De Grond der Dingen (Willy Thomas, Sigrid Bosmans), Bart Somers, L’Asilo
(Gabriella Riccio, Maria Francesca De Tullio, Dario Oropallo), Carmine Piscopo,
Laura Morsch-Kihn, Karl van den Broeck, Maarten Inghels, Harry Gamboa Jr.,
Kunsthal Extra City (Michiel Vandevelde), Chris Keulemans, Luc Deleu, Richard Woods,
Futurefarmers, Stavros Stavrides, The Land Foundation (Paphonsak La-or),
Jörn Schafaff, Philip Aguirre y Otegui, Visible (Judith Wielander, Matteo Lucchetti),
Rudy Luijters, Thomas Verstraeten, Michael Taussig, Tine De Moor, Team Vlaams
Bouwmeester (Oda Walpot), Timelab (Evi Swinnen), Endeavour (Tim Devos),
Wapke Feenstra, Stijn Van Dorpe, Filip Van Dingenen, Kerstin Bergendal, Sana Ghobbeh,
Paulo Guerreiro
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Design
Drukkerij Stockmans, Bruno Devos, Wouter Van der Wangen in collaboration with
Nico Dockx & Leen Hammenecker

Cover
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l-r: Rogelio Acevedo, Jessica Rodriguez, Fabiola Torres, Antonio Vigil, Carribean Fragoza
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Walter Van Andel, Pieter Boons, Ian Coomans, Rafaelle Lelièvre, Sara Weyns,
Dessislava Jivkova, Joke Desmet, Lotte De Voeght, Caroline van Eccelpoel,
Adinda Van Geystelen, Michiel Vandevelde, Katrien Laenen, Leo Van Broek, Dirk Dewit,
Carl Haase, Bruno Devos, Jozefien Van Beek, Rob Jacobs, Normo, Gediminas &
Nomeda Urbonas, Daniel Faust, Bart Van Nuffelen, Johan Pas, Bence Rohánszky,
Hanka Otte, Recetas Urbanas, Sarah Vanhee, Lies Michielsen, Thomas Decreus,
Kobe Matthys, Lara Garcia, Sorry, Jozefien Van Beek, Rob Jacobs, and all the invited
guests and participants who contributed to the summer school event.
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PERSONAL STATEMENTS
ON PUBLIC SPACE

ERIC KLUITENBERG
After witnessing a successive range of massive mobilisations in (urban)
public spaces around the globe since 2011, we slowly have to come
to terms with the confusing dynamics of such massive gatherings
in dissent. Confusing, because while the gatherings have appeared,
often quite suddenly, in vastly different spaces, across an enormous
variety of geographic, demographic, cultural and political contexts,
they remain uncannily consistent in their pattern of ‘mobilisation’, or
rather ‘activation’: Mobilisations start online, expand exponentially, and
subsequently spill over into embodied public spaces in an apparent drive
to find connection ‘beyond the screen’. These public spaces are however
permeated by wireless networks and mobile media that feed the actions
in the streets and squares immediately back into the media network,
drawing in an even larger constituency.
We cannot reduce these gatherings to singular ‘issues at stake’, they
vary too much from site to site, and most often draw in a highly diverse
constituency in any particular locality. We cannot reduce the dynamic
to the technological element either, as there is clearly ‘too much’ and
always something ‘beyond the gadget’ at stake in these gatherings –
though mobile/wireless media play a crucial role here. We also cannot
ignore the underlying energies feeding these gatherings. Without an initial
intensity these quasi-spontaneous gatherings will not come into being.
Neither social movement theories, nor media theory can adequately
account for this dynamic that we have now witnessed over and over
again (Tahrir, 15M, #OWS, #OCLP, Gezi, Project X, Je Suis Charlie, Nuit
Debout, Make America Great Again). Instead, quite surprisingly, a spatial
analysis can help us piece something of a new model together.
In a long read essay for the Open! platform for Art, Culture and the Public
Domain (2015), and a subsequent public research trajectory named
Technology/Affect/Space we have been examining the contours of a
new model that could be helpful here. We simply call it ‘Affect Space’.
We designate this model as an ‘emergent techno-sensuous spatial order’
that builds on three constitutive elements: A technological component:
Internet, but in particular the massive use of mobile and wireless media
perform a crucial function to mobilise large groups of people around ever
changing ‘issues at stake’.
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An affective component: The affective intensity generated and
exchanged in these processes of activation and mobilisation
instantiated in the body of the physical actors in the streets and
squares. This affective component indicates an insistent ‘somatic turn’
away from the symbolic towards a physically registered, felt intensity
that resonates with other bodies and objects.
A spatial component: The affective intensities generated in the
activation process cannot be shared effectively in disembodied online
interactions at the screen. This lack stimulates the desire for physical
encounter, which can only happen in a physical spatial context,
paradigmatically in (urban) public space.
The model suggests that events in public space have become
extremely unpredictable once they start to operate under the primacy
of affect—a shift that is precipitated by the ‘densification’ of overlapping
urban and (wireless) networked spaces. The new dynamic that has
‘emerged’ here, though unpredictable, is however in no way arbitrary.
It is also crucial to recognise that the emergent spatial order of ‘Affect
Space’ is already in full operation. It operates in the new forms of
public assembly and their often contradictory dynamics. It operates in
new forms of distributed policing and control in and of public space.
It is also part of a highly evolved system of technologically enabled
‘persuasion design’ (mobile and wearable media).
There is an urgent need to open this new dynamic up to critical
scrutiny as it directly affects the functioning of public space as a crucial
constituent of contemporary democracies.
URLs:
Technology/Affect/Space—editorial and commissioned contributions:
www.onlineopen.org/technology-affect-space
Long-read essay: Affect Space—Witnessing the ‘Movement(s) of the
Squares, Eric Kluitenberg, 2015: www.onlineopen.org/affect-space
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PAT MCCARTHY

ANASTASIA KUBRAK, SANDER MANSE

Public space is daily confirmation we are alive. It is the street.
The sidewalk, everybody everywhere seeing and being seen, hearing
and being heard, struggling together, adventuring together. It is the
forest where we go in intimate groups to breathe in life at its thickest.
And it’s the ocean where we shiver and dream and sometimes
disappear.

Luxury & Paranoia/Access & Exclusion
On Capital and Public Space
By instrumentalizing technologies, capital acquires more grip on the
way our cities work. Services previously provided by governmental
bodies are now privatised and optimised through platform economies
empowered by network technologies and big data. Google, Amazon,
Facebook, Cisco, IBM all feed off the augmented city. As a result,
urban zoning today is not limited to regulations on building heights,
but extends to new, intangible spaces. It is a mesh of hectic laws and
virtual borders: private airways, no-fly drone zones and geofences,
places that lure in PokemonGo players or get blurred on satellite
imagery. One physical location is virtually occupied by different actors
on a vertical axis: it is “a conceptual assemblage of territorial claims”.
But what is life like in the privatised city? How are we as citizens
affected by the increase in sensing technologies, remote datacrunching algorithms, leeching geolocation trackers and parasite
mapping interfaces? Digital behemoth corporations colonize this new
virtual ground outside of traditional jurisdictions, exploiting grey areas in
the law. They capitalize on patterns of our movements, monetizing the
so-called ‘behavior surplus’ generated by mechanisms of surveillance.
How do companies exploit these new markets? We might experience
a sense of control with the extended programmability of our spaces,
but in fact navigational tools gain more control on us, forcing us to walk
a certain route, obscuring other places from our view. This structural
surveillance can amplify more urban exclusion and social discrimination
based on Citizen/User profiling — leading to, for example, electronically
controlled gated communities or closed-off ‘elite spaces’, such as
luxury stores or residential areas.
Exclusion will not only take place based on user-profiling, it might also
happen just because we are inside a human body. The accelerating
rate of automation and the implementation of AI controlled distribution
protocols will result in a platform economy that generates inhuman (or
human-exclusive) spaces. Take the way an Amazon Warehouse is fully
operated by machines picking up orders at 1.3m/sec. The work floor
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LARBITSLAB
inhabited by these autonomous robots is dubbed “human exclusion
zone” and is designed specifically for machine vision and programmed
by barcodes, recharging stations and a 24h work cycle.
We wonder if the imposed verticality of platform capitalism can by some
means enrich the surface of the city, not just exploit it. To ‘augment’
means ‘to make something greater by adding to it; to increase’.
Maybe our cities deserve a more truly augmented reality—reality, in
which value generated within urban space could benefit its inhabitants.
So what if more zoning is not an issue, but also a solution—a way to
create room for alternatives?

Does the concept of public space make any sense in the digital space
ruled by Platform Capitalism, privatisation and commodification of
everything, and where social-media platforms are getting more and more
populated by automated bots snapping up fake news like hotcakes?
We feel like we’ve fallen down a wormhole, entered some parallel
universe where AI-patrolled social bots are jeopardising Free Speech.
Net giants like Google, Amazon, Facebook, Apple, Microsoft, Airbnb,
Uber are the new regulators of the public sphere.

Following the example of Free Economic Zones, democratic bodies
could gain control over the city again by artificially constructing such
spaces of exception. Imagine geofenced Uber-free Zones, or places
where Google is forced to invest its data-mining profits back into
public space (see: Google Urbanism). Or states could set-up certain
enclaves, economically protected ‘laboratories’ that would allow
cooperative alternatives to grow without being disrupted and outpaced
by commercial start-ups. Could this meta-economic level of planning
strategically transform the city, reinforcing governmental control
enabling it to take measures against a total Cisco, Amazon or Google
monopoly? And if so, how would this affect our experience of urban
space?
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CONSTANT VZW

EVGENY MOROZOV

The public domain always arrives too late. Seventy years is a long long
time to wait in the culture we live in, of sharing knowledge, works and
sources. (Femke Snelting, Constant vzw, during Public Domain Day in
Koninklijke Bibliotheek Brussels, May 2017, http://constantvzw.org/site/
Public-Domain-Day-2017.html)

As for public space, I’m not sure I have anything very interesting to
say either. Public space is that element of confrontation, friction, and
deliberation that reminds us that democracy is not about smooth and
harmonious coexistence but rather about a continuous back-and-forth
between those with power and those without it. Once public space is
gone, it becomes all too easy to sleepwalk into a sanitized picture of
democratic life, where an eternal harmony of interests rules supreme to
muzzle any dissent and digression.
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WILLY THOMAS

L’ASILO

Determining the space in relation to the official public domain; the street,
the park, the square... is narrowing it down to its controllable size.
Public space can be the gap between the possible and the impossible,
between desire and restriction, between individualistic and common.
For me it is a classless, colorful forum in the first place. Utopian, always.
The practice of an ever ongoing re-imagining of democracy.

Public space is the battleground between common government and
privatization.
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CARMINE PISCOPO
It is believed that the ‘public domain’, in Italian language, isn’t sufficient
to describe the concept of ‘common goods’, as understood by the
Municipality of Naples. The common goods are a third way, since they
represent neither the individual’s nor the State’s point of view.
The word ‘domain’, then, refers to a concept of control and authority
that in common goods is absent. Instead, it is preferred to use terms
such as ‘collective interest’ and ‘right to the city’, to emphasize the
importance of a strong participation of citizens in political and urban
decisions. This is a way to bring the debate back to the ‘public’ in its
authentic meaning. What’s the city but people? (Shakespeare W.) And,
what is public administration, if not the means of expression of the
rights of the citizenship?

Because only through full and real civil participation in collective life,
there is a possibility to build a model that puts the requests and wishes
of the citizens at the center of decision-making process. The transfer of
sovereignty and the realization of new forms of direct democracy have
already found concrete implementation in Naples, through various selfgovernment experiences for citizen participation in “public affairs”.
1 C. Piscopo, “I beni comuni. Verso una nozione partecipata di
paesaggio”, AREA, vol. 136, 2014
2 S. Settis, Azione popolare. Cittadini per il bene comune, Einaudi,
Roma 2012

It is important to build a ‘right of citizenship’ through a repertoire of
active civil practices, in which participation becomes a necessary and
indispensable condition for the success and the development of a legal
theory of the commons. It is necessary to rebuild a relationship between
the body of the citizen and the body of the city, to return to live in the
city in order to use the city, and not consume it or be consumed by it.
The model of self-government of the local communities of Indiana
State studied by Elinor Ostrom (Nobel Prize in Economics for 2009)
for example, is under certain conditions (sharing, concerted usability,
respect for others’ needs, etc.), the most efficient model from an
economic point of view, as well as the most democratic one. Reason
for this is an active participation in the essential decisions of the
community in order to guarantee the right to the enjoyment of a good.
This is the model of the city as a place that produces a social space, as
intended by Henri Lefebvre (1968), with the related issue of the ‘right to
the city’ (equal opportunities for all, not only to take advantage of local
goods, but also to participate in decisions on urban transformation),
which characterizes many demonstrations of these years1.
A new political dimension is emerging, and it is advancing with certain
tred: the citizens policy, whose forms and practices are not necessarily
against but surely in spite of the usual politics policy2. So, the political
innovation of the Municipality of Naples lies in the promotion of a
“proximity democracy”: a government of the people and for the people.
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LAURA MORSCH-KIHN
L’espace public, physique ou non, peut se percevoir tel un espace
élastique, mouvant, entre construction et destruction, situé en dehors
de l’espace privé et en théorie de l’Etat. L’espace public s’active, selon
la formule d’Aristote1 par la mise en commun des paroles et des actes.
Cependant pour échapper à l’aspect globalisant ainsi qu’à une forme
d’homogénéisation et d’exclusion voir de discrimination que comporte la
notion d’espace public aujourd’hui, il est nécessaire de se la réapproprier
pour la transformer en une multitude de micro espaces publics.
1 Ethique à Nicomaque

Image: Saeio - Nolens Volens - Paris, 2015
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KARL VAN DEN BROECK

MAARTEN INGHELS

The public domain is an inalienable space that belongs to us all: today
and tomorrow. It is untouchable. It is virtual and physical. The media are
a public domain where the public debate is organized – following strict
ethical rules. Caring for that domain cannot be trusted to commercial
companies or the government alone. Citizens play a crucial role as the
ultimate guardian of the general interest.

Het publiek domein moet een plaats zijn waarin het mogelijk is om te
verdwijnen, bijvoorbeeld door op te gaan in een menigte.
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HARRY GAMBOA JR.

LUC DELEU

I believe that public space is any area that can be perceived directly or
remotely by others. It is the right of human beings to traverse public
space with the expectation of mutual respect. The reality of conflicts
and control mechanisms to restrict public space requires individuals and
groups to achieve astute knowledge in how to transform these areas into
places of peace, fun, and illumination.

Door de kapitalistische doctrine en commerciële drijfveren, door de hang
naar veiligheid, door massatoerisme, door de auto en de fiets en nog
zoveel meer wordt het begrip publieke ruimte (ruimte toegankelijk voor
elke voetganger zonder restricties) al maar vager en complexer en wordt
het uitgehold. Publieke ruimte krimpt exponentieel en de semi-openbare
of para-openbare ruimte neemt nog sterker toe waardoor de grenzen
tussen openbaar en particulier ook meer en meer vervagen. Hierdoor
staat de openbare ruimte onder hoge druk.

It is vitally important that all observers and actors recognized your
absolute right to be fully human while in public space.

De belangrijkste kwaliteiten van de publieke ruimte is haar diversiteit,
nergens anders komt die zo aan bod. In een goede openbare ruimte
manifesteert zich een goed beleid.
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AMY FRANCESCHINI

STAVROS STAVRIDES

Abandon the idea that there is a pre-given or proper meaning of public
space. Public space is a question.

On public space and the exigency of space commoning

Public space is a space that only emerges from practices by users.
– Rosalind Deutsche
Space is not an entity but a relationship.
– Haacke, Acconci
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What people actually experience today in a variety of ways is that the
public realm has now either been handed over to “the market,” or is
under the control of state mechanisms that secure the interests of
the ruling elites, rather than any “public good.” Privatization itself is a
crucial part of this appropriation of the public by elites. In neoliberal
capitalism, “The state” and “the market”—or the “public sector” and the
“private sector”—are thoroughly complicit, rather than opposed. In many
confrontations with the state and with privatization mechanisms, people
are reclaiming public facilities and public spaces as commons. This is
a potentially widespread process of redefinition of the “public,” beyond
and against its current forms. People in the Latin American periferias,
inhabitants of the European banlieu-type suburbs, marginalized rural
populations which try to live in hostile contemporary metropolises,
refugees and immigrants who don’t feel a stable ground under their
feet: all of these have many reasons to believe that the “public” does not
include them. And they creatively shape new shared spaces: common
spaces.
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PAPHONSAK LA-OR

JÖRN SCHAFAFF

Public space is a space that freely opens up for collecting various ideas
and expressions in terms of our daily life such as communication, social
participation, and political, cultural and economical aspects. It is a space
which is also able to help us expand the different norms in society as well
as the attitudes of people in each time—such as civil and political rights.

Public space, as I understand it, is a relationship rather than a place or
site. A zone of encounter and of exchange between social actors, with
rules and codes that differ from those of private interest. It is a cultural
achievement that requires and fosters an idea of what ‘public‘ means
(i.e. there is no universal definition). Both this idea and the space it takes,
is given, taken or allowed for are subject to and of cultural, social, and
political discourse—or dispute.
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PHILIP AGUIRRE Y OTEGUI

VISIBLE

Each good artwork is a public artwork. Rainer Maria Rilke told us that
an artwork is only good when it is born out of a necessity. And, I believe,
that an artist is only pertinent when his work improves lives, even if it is
only the life of one person and of course even more when it improves the
life of a neighbourhood or a city.

Art in the public space had so far been told from a very Western
perspective, often excluding or artistically minimizing all the other
narratives around art and society. We want to develop bridges between
different scenes and locales, in order to represent the multiplicity and
similarity of issues that artists are dealing with today in a globalized
context.
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RUDY J. LUIJTERS

THOMAS VERSTRAETEN

The public domain, landscape included, is decreasing at a rather
amazing rate, boundaries become increasingly strict, often without being
explicitly visible.

Public space means life to me. It is the territory of an everyday theatre.
A man sitting in his car for hours… alone with the engine running; an
embracing couple next to the parking meter; a woman weeping; a
guy without front teeth… speaking to no one… The stage is there for
everyone, but stays most of the time unnoticed. From time to time we
should be forced to do some of Georges Perec’s practical exercises:

Observe the street, from time to time, with some concern for system
perhaps. Apply yourself. Take your time. (…) Note down what you can
see. Anything worthy of note going on. Do you know how to see what’s
worthy of note? Is there anything that strikes you? Nothing strikes you.
You don’t know how to see.
You must set about it more slowly, almost stupidly. Force yourself to write
down what is of no interest, what is most obvious, most common, most
colorless.
The street: try to describe the street, what it’s made of, what it’s used for.
The people in the street. The cars. What sort of cars?
(…)
Force yourself to see more flatly.
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TINE DE MOOR

ODA WALPOT

When markets fail and governments cannot provide in welfare (anymore),
citizens’ collectivities step in to fill in the gap. The emergence of
bottom-up formed collectivities all across Europe in recent years can
be considered as exceptional. Irrigation communities are just one
example of an institution for collective action, where the members carry
a huge responsibility both towards their own household as to their
direct community, and even to the rest of the world. Whoever harvests
too much water, will affect the future and welfare of the rest of the
community.

Public space is having public, is meeting, is feeling energy from sharing
the same activity, different ideas, knowledge, colors and diversity.
To cherish both private and public places or spaces in balance,
gives people togetherness, personal and social development, civic
engagement and spiritual enrichment.

Image: Medieval acequia (‘ditch’) in Murcia’s irrigation communities, southern Spain.
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ENDEAVOUR

STIJN VAN DORPE

To us, public space embodies and symbolises a collective right to be
involved in the city we all essentially co-create. It is the domain where
new types of coalitions are continuously being created, and where the
commonplace interactions between public society, governmental actors
and experts are increasingly being challenged. Therefore, it challenges
our own professional role, as it is the domain where shared expertise and
dynamic communities of practice, of new ways of acting and working
together are overthrowing the classical role of the architect, designer,
which in our opinion must be radically reinvented. The domain where
different shapes of citizen-expert coalitions are gaining strength.

In contemporary Western society I consider the public sphere as an
arena independent from market (economy) and state (government). I
want to emphasize the importance of the multiplicity of public arenas
and their ability to widen (discursive) contestation (with both conflict and
deliberation) and, eventually, lead to a more equal democracy.
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FILIP VAN DINGENEN

KERSTIN BERGENDAL
To me, public space is more of a vehicle for cultivating or re-awakening a
local public discourse.
I perform interventions into existing places, both commons or semicommons, using the tools and role of the visual artist. This also implies
that I am open to letting a place and its people to interact with me. The
process of exchange is the point of departure for my public, open-ended,
unpredictable, reciprocal and ping-pong processes. My aim is to support
and cultivate a local public realm and an existing local agency.
One might say that in my artistic practice, the physical public space
is being instrumentalized in order to perform a strategic use of the
designated role of the artist in relation to the public space. I work the way
I do, because I am concerned about how we all seem to fall out of the
habit of seeing and listening to each other, out of modes of co-producing
our local responses to the dilemmas we share in contemporary society.
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CHRIS KEULEMANS

SANA GHOBBEH

Real public space to me should be characterized by beauty and a sense
of collective ownership. More and more, it is anything but.

I propose different ways of reclaiming public space by claiming the body
of a presence. New narratives are suggested as modes of practice
that simultaneously follow and create moments of interruption, allowing
a mind-set where subtle gestures can disturb the surroundings. The
disruptions make a minor breach in the stability, predictability and
order of the space. This disturbance is an invitation to change, to make
another rhythm, although very small, in front of the big orchestra of the
urban space diluted in forms, rules and habits. This develops a context
for the body to perform and think poetically.

209

makingpublicdomain.be

