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My table of contents is a collection of
statements that you’ll find on the next page.

My discoveries in scenography
are collected in separate chapters.
Some are short,
others are shorter.

Welcome reader,
Pick a title. Don’t think too
long about it.
Maybe it’s the first one,
or the last one.
Pick one that makes you curious and
wonder why that is. You can also
read it from the beginning to the end.
It’s all connected.

If you read it, I want you to sit.
Get comfortable. Go outside,
sit on a bench if it’s sunny, look at
the people passing by. Notice the
funny particularities around you.
Read the words, my personal
writings, observations,
and opinions.
I hope it excites you to read
them all in the end.
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|. Introduction is positioning myself
Memory 23 april 2019 Tromsø, Norway
Written 8 March 2021 Antwerp, Belgium

My artistic practice comes from the fascination to create a world that distracts us from
our minds. It comes from walking, my gaze on the ground during a once in a life
time experience in Norway. I didn’t even notice that the northern lights were shining above me. There is a lot that I’m missing walking like this, always covered up
with a blanket of music that supports me to hide deeper in my own private cocoon.
How is it that we take things for granted, great places around us? How is it that we
become so familiar with places? Why are we focused on what we say, instead of the
sound we already hear? This immersive experience, the northern lights, opened my
eyes. I was never really aware of my surroundings, mostly because I’m a dreamer.
The light is a good example of an experience that reconnects you with the present,
it’s a distraction, a form of entertainment and a kind of embodiment. For this purpose I want to make. While I acknowledge that I’m often too occupied with thoughts
and not able to let them go, I do notice a certain urge within me. Many people
look as numbed as I am sometimes, and I can use scenography to change this.
Experiences can emphasize on ourselves, on the many narratives there are.
Should I focus on what we’re missing, or on how I can make you see it? How
to introduce this in our everyday life? How to translate such an experience
like the northern lights in our own culture? How to emphasize on ephemeral encounters? How to create a space where you meet yourself, the other and what’s
around you? How can scenography open our eyes and trigger our impulses?
It became the start of my scenographic practice, a research question that’s been developed. It’s the beginning of the exploration to learn about the savage eye, a curious way of moving and looking around you. I started to search for the unfamiliar, looking for dualities, associations, interpretations and I started to observe.
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1. View from the kitchen
Schorpioenstraat Antwerp. 12 April 2020

|. a
a writing from 15 February 2021

From being home, going from the bathroom, bedroom, bathroom again to the kitchen
taking my lunch.
Making sure that everything is in my backpack. Going into the bedroom, slowly, as
quiet as possible but at the same time moving faster than ever. I’m opening the door
to give my boyfriend a kiss saying goodbye. I move down from the stairs, putting
on my black shoes, jacket and scarf. Do I have my keys and telephone? Let’s go.
Five minutes later, I find myself in a parking lot, you blink with your eyes and there
I am on the stairs. Another one, and an automatic one. Waiting for ten minutes now.
Breathe, slow down. Where do I want to sit? Right there, nicely hidden behind that pillar.
In between songs I recognize how impressive the sound of the station is. I can hear
a train from far away, it sounds like an elephant. Or do I hear a real elephant? The
zoo is right next to the station. Wow, this sound is waking me up. This is what I call a
scenographic moment, my senses are activated, and I start looking around with a different state of mind. The echo the space makes. It’s just a train, I’m sure now. What if
they would turn this place into something comfortable. What if there are sensors with
the sounds of the animals every time a train arrives. It would make us think about how
special it is that we have a zoo in the middle of the city center, next to a station. Animals who are used to the sound of trains every day, a bizarre reality that makes me
question a lot more. What about the animals? The purpose of it being in a city, a case
for human entertainment? Is animal welfare not way more important? How does it affect
us? And the station next to it? Every tourist would go to the zoo if they heared about
it when they arrive. That must be fun. Amusing! Waiting for the train is entertaining
now. How can they change the seats, what about that terrible white light everywhere?
There it is, my train to Utrecht. I step through the door and sit.
Taking the train is just functional.

2. View from the kitchen
Schorpioenstraat Antwerp. 7 February 2021
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Time moves slower. I’m travelling.

3. A selection of pictures on my view taken on different days and hours
I made a model of the street to give myself an activity while observing, To capture and discover details.

The scorpion,

a small detail in
the facade across the street, asked my
attention during the time we were captured in our own houses. It became
a time of observation and the people
walking-by transformed into actors because of that. My vision was framed all
the time, so I wondered about how I
could influence the gaze of the people
on the steet, to let them see that there
is a scorpion and to discover if it could
tell a story. I walked around with a city
guide to discover more of these kind of

symbols, and invited him for a scenographic experiment in front of my door.
Which became a documentatory, filmed
from the angle of the model, I recorded
sounds from the environment and strung
a rope between the houses which made
me get to know my neighbors after living
there for years. These scenographic intervention showed me that my work can
exist as a tool to communicate or meet
each other. It made me curious how this
would develop if I would keep on making.
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A scenographic practice where space is shaped in an experience to come closer to our surroundings.

Artistic statement
I make translations of a physical space, to emphasize on
characteristics I find in time and place. Without these interventions we walk by locations without realizing what
it has to offer or may become. I capture their details or
stretch their qualities and press pause on our rush in time.
Distracting you from what’s on your mind in order to let
you look around, to connect you with your surrounding and others. The space becomes a performer and a
meeting place at the same time. It’s about creating an
experience where your senses are triggered, to let you
feel something specific. The place is transformed into
a scenography that shapes how we perceive it. I play
with theatricality and my goal is to reinvent our moment
together over and over again, let’s go in dialogue with
new worlds and associations, let me surprise you and
observe what’s already there has more to offer you.
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||. Merging theatricality & reality
contextualize

The woman of the library told me that
everything has to do with experience
nowadays. I agree, is the art world developed that way? Because there are
more tools to create such new experiences? Because we are used to
travel, used to the virtual world, and
how did our situation ‘Covid19’ influence it? Interesting to hear when your
study is about creating experiences, to
me it’s about finding awareness first.

Scenography is about the experience of space and objects, a theatrical situation is created
where the audience is carefully included. It’s close relationship with spectatorship is due to
the focus on the occurrence that happens within the spectator and the space, a scenographer’s job is not only involved with the story but also by the creation of the whole situation.
Originally, scenography is coming from the
theater world. Think of the setting where
a play takes place. ‘Theater’ and ‘world’
are quite conflicting in a sense. Our world
is where we live, our reality. The job we
perform, our family and surroundings. I experience reality rather individually because
I’m confronted with my own choices all
the time. The theater is the place you go
for entertainment, it’s where you become
part of something, which is still situated
in our reality, but our state of mind lies
somewhere else. We are in a collective
experience, a night on location, a night
where someone else’s story is important.
We are used to share our findings and
feelings. The difference and the similarities
between theatricality and reality is open
for interpretation and philosophy. A personal research that is yet socially involved.
It’s focussed on image, design and on
promise to include it in our everyday life.
||a. Theatricality : the word needs framing

My use of the word theatrical is never
meant as something big or too much. It
is a word with connotations. We associate the word with ‘dramatic’, ‘overdone’,
‘big gestures’. Saying that something or
someone is theatrical implies almost that
I’m judging, ‘it’s too extravagant’. The opposite is actually happening. It can exist
as something very minimalistic. We give
meaning to something that is catching our eye because it triggers associations which in its turn, triggers imagination.
( ‘It looks almost as if …’ ) (1)
It has more to do with its relationship in
the space and it’s entities, with a gesture of time and with bringing up stories.

“Experience’ is such a common benchmark in the world of design that the
term risks becoming meaningless. In
all sectors where spaces play an important role, from retail and gastronomy
to urban planning and heritage, experience is a key term. It might be useful
to define what we’re talking about.”
(Quoting E. Bär, & S. Boshouwers,
WoW worlds of wonder)

4.View Schorpioenstraat Antwerp. 5 May 2020
part of experimentation goal: lifting up your gaze
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Theatricality implies tension. It’s an approach to percieve things in a theatrical
way. Think about light that sneaks in your
room, imagine that it accentuates the

position of a chair. Which is turned
diagonally, as if it’s an invite to go sit
on it. We’re focusing on one part of the
room, it’s called framing. This causes tension, because it gets all the attention. A
position invites you to see from a certain perspective. Like the perspective
of a picture, it’s one way of looking. It’s
almost ‘performing’ because we are
watching it and something is happening on the contrary, the silence of the
room for example. It can be anything.

|||. Awareness first
About our state of being conscious of something. & “The savage eye”
Looking around in a curious way, searching for the unfamiliar.

5. Visitors only Meg Stuart / Damaged Goods. Scenography by Anna Viebrock

(2)

Finding my own awareness was important in being able to design someone else’s experience. The position of the user is where a design starts, but finding locations where
they need to be, is impossible if the maker doesn’t see it in the first place. I needed to research my own ability of directly knowing and perceiving, of feeling or to be
cognizant of events. Although it is never perceived the same as I experience it.

Making is also about knowing what you want to evoke, and reflecting on what triggers
you. I noticed that I’m surrounded by routines that make me feel common with many
places, this makes me and us take it for granted. We become lazy in seeing and searching for the unfamiliar. As if we forget to change our perspective once in a while, when
you do that you’ll discover a lot more. Scenography is linked with awareness because
it’s a form of art that makes you see differently, it can truly suprise you when it directs
you to see in a perspective you don’t know. It can create situations that make you act
differently. Where you are invited to develop your own point of view based on your
own experiences, where visitors are free to move around, make choices and participate
actively. This kind of space is what I want to create. Then I should create a narrative
context that tells the spectator why it’s relevant, to show them that it truly adds something.

“Whereas architects generally aim to make the infrastructure invisible, to hide and to cover, she scratches below the exterior. Anna Viebrocks’s approach is
that of an archeologist who removes the most upper
layers in order to uncover buried pasts of interior life”
(p 31, S Am 09, 2011)

Over time, I discovered details. They were a big addition in my practice. Taking time to
see them was a habit that I had to learn. I realized that I have to capture them, that they
make time, stories and place specific. If you find a way to make the spectator see them,
they can be the element that really surprise you. Or they can provide the information you
want to tell. By adding value on traces, age and time pop in your head, memories and
recognition. Awareness and looking in detail can bring us closer to our surroundings.
Details are also a way to create new worlds, especially when the original function appears to
have gotten lost. Anna Viebrock makes assemblages of different materials, adds details and
contrast. Big volumes are taken from our reality, objects that we all know become performers
as well. Remarkable that they seem to be somehow out of time, but at the same time parasitic,
they try to adapt themselves to the space, but in the long run remain nonetheless homeless.
(3)

Henny talks about the dramaturgical aspect for spatial matters
and about how we understand the world on the basis of duality.
She explains that you might try to stop giving meaning to the
unfamiliar, and just note and observe.

(3)

S Am 09 Anna Viebrock
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(2) The savage eye is a term that we use in the masters. Henny
Dör, dramaturge and our previous coursleader wrote about it in
a very inspiring letter which is the entry of the book of Simon
Donger.

15. Experimentation in Janskerkhof, de kleine zaal, a theaterspace.

16. Experimentation in Janskerkhof, de kleine zaal, a theaterspace.
emphasizing on time and it’s ephermal aesthetic

25

24

17. Experimentation in Janskerkhof, de kleine zaal, a theaterspace.

||||. The identity of space

||||. a

And its always changing character. A chapter about how I
study space, my approach and discoveries.

There is a difference between space and place.
More insights on a theoretical level.

As an interior designer my perspective is
looking back to space from a general floor
plan. It’s an approach towards a physical
space that works in one layer, a transparent one, where I see its true structure
and circulation routes. The floor plan or a
‘top view’ informs you about the scale and
the measures of the interior, it pushes you
to find balance in the relation of objects
across the space itself. The practical side
of interior design includes changing your
own perspective by making side views and
3D models. Is this balance still relevant with
me in the space? Is it a logical construction? The maker changes their position

The identity of space fascinates me because it’s giving me insights of it’s possible theatrical layers. Elaborating on
a space’s temporal identity works as
a generator of my imagination. It works
when I stay true to what is already there.
Not arguing to the fact that it is a kitchen,
a school, or a station. Or it was a factory
but now a place where artists can exhibit.
For example in Culemborg; the old factory that I’m talking about, where I focussed on the traces, paint, old semiotics,
words, material that is perpendicular towards the whole building. I emphasized
on it through movement; if the details

Many thinkers thought about a theory
called “Espace et Lieu”. Michel De Certeau, sociologist, proposes that space
[espace] is the level of organisation
that moves very quickly, which works
on a tactical level and moves through
time. While place [lieu] is vast, strategic,
slow moving. Something that is relatively
concrete. Space is for example, our
workspace in Pastoe. Which is the
scenography department. It’s a space that
changes extremely fast. We all experiment there, so it transforms all the time.
The level of organisation moves quickly.
On the contrary place, where for example

Foucault, a French philosopher talks about
the relation between locations in space,
and about a fundamental principle of
space perception. He argues that a new
perspective of space has arisen in the
modern era: emplacement. He wants to put
the focus on ‘other places’. Also known as
heterotopia. Waiting rooms, prisons, ships,
... are all heterotopia, they are worlds within worlds. It exists by itself. Where utopia’s do not remain imaginary, they truly exist in reality but obey other laws. (6.1)
I stand between both of them and wonder if scenographic situations where a
specific role is given to the spectator can

Merging theatricality and reality is now
adopting the space temporally, to stretch its qualities in a design.
move, you can no longer miss them,
right? I use it, instead of changing it.
I do that because I want you to see them, to
listen to their story, to show what effect they
can bring when it proves how fluid space
really is. This approach is embracing that
every mark tells a little bit of its history, and
that it’s about time. That those experiences
are temporal and that space can develop
later on, it’s this ongoing process that will
bring a lot of inspiration. I’ll conclude that
it’s about the search to those possible ideas, about emphazising on certain qualities
that tell something. Understanding a space
is an act of selecting, a matter of making choices. What is important, what not?
What has to stay and what is distracting?

hierarchy is present. A traditional classroom where the teacher stands in front
and children sit and listen, year after year.
De Certeau himself offered the example of
people walking on the street. “Pedestrians
transform the street from a place that is
geometrically defined by urban planning
into a space that is useful or pleasurable
for them.”
Antwerp, Zurenborg lockdown one 2020: everybody took their tables and chairs into the streets. The space
(a normal street) became a place (like a
square with bars, a playground, entertainment in general.) As an observer I noticed how socially involved everybody became. This research is definitly trying to
do that, transforming space into a place.
(5)

be seen as heterotopia’s, as they exist in
our reality but convey their own rules or
scores. When we frame a place, or we
stage it. “Heterotopias are ‘other places‘
which contrary to utopias do not remain
imaginary” p 36, 2011, S Am 09 Anna Viebrock,
(3)

“The mirror functions as a heterotopia
in this respect; it makes this place that
I occupy at the moment when I look at
myself in the glass at once absolutely
unreal, connected with all the space that
surrounds it, and absolutely unreal, since
in order to be perceived it has to pass
through this virtual point which is over
there” Michel Foucault (6) p4, 1984, “Des Espace Autres,” ,
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to imagine the experience of being there.
Later, I noticed that I needed to discover more tactics to really study experience.
Every room or building inholds a style, a
choice, a history. (4) This quality is hard to
grasp due to subjectivity. We, you and I
and the space as well, is too undefined,
accommodating or flexible to say that it’s
one thing. It’s always changing character,
depending on who and what is happening,
makes it a fluid conception. I’m saying that
I’m schooled to produce a design, as an
interior designer I give space a concept.
Where aesthetic is important such as functionality, but that it’s due its subjectivity that art
comes in. The perceiving of space and our
environment is our long term daily concern.

5. Culemborg Exhibition September, 2020
©Tjallien Walma van der Molen

An old factury where traces of paint, semiotics and material demanded my attention. 90 meters of canvas were placed in the space and became the surface of
replicas painted by hand. The whole space is now captured and ready to shift.
Movement directed by the sound of the train was created in different ways by use of
elastiques, a leaf blower, pully systems, or manually. The work camouflaged itself and
became a challenge for the spectator to discover, that’s why it needed to stay in motion
all the time. When someone was standing on it, unconsciously because they hadn’t really seen it yet, a fun interaction appeared between me, the canvas and the spectator.
We made eye contact and the work through the whole space was not to be unseen
anymore.
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6. The effect of the canvas shifting

31

30

8. Performing and rolling the canvas with a leaf blower
©Christie Bitar (still from a video)
7. Performing with a canvas on elastics.
The work intertwines with letters which is the work of Christie.
©Christie Bitar (still from a video)

9. The spectator interacting with the canvas
©Christie Bitar
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“It became apparent to me that what people do in these spaces - and what these spaces do to them - is clearer when no one is
present, just as an absent guest is often the
subject of a conversation.” Candida Hofer

(7)
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The documentation of my work might be
hard to read in pictures. You never hear the
noise or feel the tension, you never really
know what the process is. I’m not explaining every picture in this book because it’s
fine that it stays a glimpse of what it actually is. Instead, I want you to have an idea
of my make-process, to show you that
the practice starts with the eye (observing)
the heart (what resonates) and the hand
(what material you choose to work with).
(7)

|||||. Documentation is only a glimpse
Insights of the make process.

Public spaces are quite fascinating when
you are interested in social behaviour and
architecture, when you want to know what
impact a space can have on the amount
of different people. Like shopping malls
and stations. I’m always moving there as
if I’m undercover, I feel that I can hide
in between the chaos and the amount
of people. At the same time, it’s not always comforting to be there. I translated
my observations in a visual, the movement represented as little dots trapped in
a frame. We are free but don’t look free
at all (and this was even before Covid19).
The visual became a real object that needed some trials and errors to finally materialize, it got a wind machine which I needed to create action. When the machine is
plugged in, it assures an expanding sound
in time and the dots start moving around.

They tap against the plastic which gives a
fragile contrast. The object had no belonging yet, so I experimented with putting the
installation in different spaces. The hallway,
a staircase, our workspace and the blackbox. I wanted to know when someone would
stop and watch. People passing-by were
intriguiged, some of them approached me,
but all depending to were it was placed.
In the end I understood that by adding
more scenographic layers, it could become a world itself. I discovered that I
had to emphisize on the space and that
In the end I understood that by adding
more scenographic layers, it could become a world itself. I discovered that I
had to emphisize on the space and that
the layers made you experience it on
a different level, it became a moment.
The blackbox transformed into the host

who guided you in, I gave the space a
temporal identity. It told the spectator
how to move and what it was. It added
humour and fantasy. Giving it an identity
came from Dorita Hannah’s vision on how
a space is never neutral. (8) Even a blackbox that is painted black, that has curtains to hide everything, that has all the
tools to transform time after time, where
cables are taped on the floor to make
them ‘invisible’, is specific. “We need to
acknowledge the way that all spaces perform and that an awareness of the spatial
context existing prior to the performance
event is essential”(8) The installation filled
the whole space with its shadows, sound
and scale. I projected the effect of it as
a zoom, as if something was magnifying
the dots. I played with color and added

the voice of the blackbox (see next page),
to emphisize on the temporal identity of
the room. I added instructions for guidance and sound of birds on a low volume. The installation became so dominant
that visitors stayed silent. Once they were
seated, they saw the invite to unplug it. I
realised that its quite scary to do for the
spectator but because other technicalities
of the space were used in the constellation as well, spectators dared and saw it
as a part of the idea. The right amount of
guidance was given. Finally, the creature
faded out, the dots froze in a shape on
the plastic and the spectator was adapting to the silence. Which is interrupted
once a while by the sound of birds who
referred to the beautiful weather outside,
they said I brought in ‘a feel of nature...’
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10. The effect of the installation / the image I projected.
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11. Public space, Hoog Catherijne Utrecht

The machine
12. Zoom in on the effect of the installation
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Credits to Juriaan Achthoven & Eddy Vogel for for the technical support

|||||.a The voice of the blackbox

a monologue

I’m young
I’m dark
I’m flexible

I’m a square
I’m a square
I’m a square.

Many visual artists told me that
I have the right
size of walls.

They gave me
entities.

Many people
used me.

I’m a square
squares are boring,
I am boring.
Being nothing
and having to be
interesting every
day.
Nobody knows
me. I have no
identity.
Yet I have.
I’m nor a
woman

Important ones.
Expensive ones.
You can see me
as a guard
you can see me
as your canvas

I’m a
professional
I know what I do.
I’m born to do
this
yet to blank to
have a
personality.

you can see me
as you
landscape.

Yet to quiet to be
able to speak.

Many dansers
told me that I’m
pretty nice to
move on.

Yet too
characteristic to
perform.

nor a man
why is this
important to
you?
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Deconstruct the
experience of space
Approaching space in a decontructive way,
to find new shapes and meanings.
Playing with the fact that a place becomes space, a place that’s vast can
be freed, is really studying space and it’s identity. Its called; deconstruction.
The link with the environment is meaningful, the awareness of yourself and
the atmospherics give you a notion of what your experience is being in that
space. Deconstruction is a philosophical phenomenon that Nietzche, Derrida,
Saussure, Foucault wrote about. It’s complex because it’s a critical thought
about institutional ideas and it cannot be conceived on the basis of consciousness.(9) Deconstruction places the emphasis on appearance, or suggests,
at least, that essence (which is in this case, scenography) is to be found in
appearance. To stay close to that believe, you can start shifting things around
because it implies a particular type of play based on continued analysis.
First of all, it’s poststructuralist in its refusal to accept the idea that there is a
stable structure with an objective meaning in every text. Language can be interpreted wrong, words are not as fixed as we may think. It exists with different
connotations. Deconstruction is concerned about what is suppressed through
the years, we make assumptions all the time but maybe too fast, maybe we
need to converse first about what you really try to say. The assumption that
exterior is outside for example, works as a beautiful opportunity for designers to find ways to combine the inside with the outside. Borders that’ve been
made over time can be questioned, in words, space, and many more subjects.

To conclude this chapter, deconstruction thinks critically about language. If you
want to understand, let go of your assumptions. It deconstructs vast institutional
ideas, breaks borders and creates new perspectives. You can use it to study
structures that one may detach and disconnect, so we have room to play and
continued transformation can happen over time. It is a method of shaping space
freely. You searched for boundaries in well-known, familiar matters, but you’re
not defining them for good. It allows you to stay away from the old habits and
relationships between concepts that comprise a system of thought. It’s an act of
making and striving towards dialogue within the shapes and surfaces that build it.
The act of rewriting is important when words become fluid, when time changes
and thus spaces. The flow of appearances you’ll find when the work evolves
means that there is not really and end. At least in my opinion, and that of Derrida who sees it as an on-going process of questioning the accepted basis of
meaning. (10) “The end” brings up more questions and maybe problems, I feel like
we can only speak of a final phase and this will surely bring new beginnings.
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When hierarchy is present in place, we can demount it for a while based on
the idea of deconstruction. We can see what it does to turn the teacher and the
students around in a classroom. (It always helped me as a child to rearrange our
desks regain back my concentration.) We can put the audience on the stage and
the actor in the tribune. We can change perspectives. It’s an act of demounting
and replacement where you affront every normal and comfortable habit of thought.
The backstage for example, as a fixed functional place becomes a performative
space with all its entities. An unfamiliar situation is created, and it might take time
to figure this out. And when you do, I want you to be happy that you see a difference. I want you to be happy that you restored the puzzle to how it actually was.

Searching for new challenges, possibilities, invitations is an active method.
It’s a way to take the mind on another path (meditation does the same but
passively, it works in the mind and later the body), here you act physically in
order to change the mind. Living in the skin of a detective is a way to do it.
Embrace what a space gives you, analyse and magnify it, select parts to
emphizise on, it works as a way to create impact towards the space and the
spectator.

Playing is exploring
atmospherics
Playing around is just a synonym. for spending time, I’m not bothered about
what I’m actually doing there. Sometimes it’s productive and I build the
foundation of the work, but I also allow myself to dance, write or dream.

The core of my actions is noticing
the here and now every time again
and again, the atmosphere is surely different in the morning than the
evening, so it’s about seeing and
feeling the difference. This notion
of time is an example of merging
theatricality in our reality. Directing
time includes tension so it makes
a small action to be experienced
as a performance, we can feel our
expectations and we can reflect
on them just like theater implies.
My strategy of playing gives me the flexibility to experiment what I can do. Do I
want to manipulate, accentuate or add?
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The atmospherics are defined by
how much daylight there is, which
sound you hear being there, the actual size of the room, what material
you are touching. The interior decides

its functionality. You can ask yourself
questions like, ‘do I feel free to move,
or do I feel small but cosy? Where is it
nice to stand or where do I feel uncomfortable? It’s everything your senses are
triggered by. It’s the wind you feel from
a gap in the ceiling, the quality of the
light, the smell, the nature around you.
You can change atmospherics through
scenographic tools, such as lamps,
speakers, loopstations, transducers,
haze, beamers, and so much more.
But you can also find them in nature,
or in the things that are already built. If
you play with that gap in the ceiling, by
for example hanging textile in front of it,
we are starting to use it differently. That
is already creating worlds and wonders
with all the possibilities. The playing
part is something we know from being
a child, and that true self is deciding
what kind of world you want to create.

Improv is a way
to stay surprised

The unknown, a time in a process that I absolutely adore. I suggest you,
embrace it as well. It’s the start of a journey where so much can happen.

We

know that you’ll have to be open for ‘…’,
embrace what comes on your path, think
about encounters and why they can work.
These encounters are all the unpredictable moments. Like ways people react
on work, how the atmospherics change,
... Improvising is different every time you
do it and your discoveries are mostly the start where you built further from.

“We live in changing landscapes of movement, people, objects, spaces, light, sound,
words and stories. Improvisation is a way of
shifting the boundaries within which we experience our world. In being receptive to the immediate moment and in tuning in to our own
sensations, feelings, dreams, we begin our
own narrative of discovery that differs from
the received narratives of our culture” (11)

It’s striking in music how it finally creates a
conversation between the instruments and
their musicians, we listen to the action-reaction journey as a song and we watch the
transparency when you observe their genuine actions. In dance its different. There
you can start free, reacting to the music
or you take a choreography and at one
point you let go of it’s structure, you start a
dialogue with the choreography and your
own impulses. While in theater, you rather
free yourself from the expectations that a
certain character has,

Making through improv. means action/
reaction. You start without knowing and
you are mainly doing. It’s a journey where
you discover your direction. Important to

you follow your impulse, not the stereotypes. You play in order to discover while you stay true to yourself or the
personage. The possibility to use sound,
your voice, your body, to stay silent, react in totally the opposite way, … All these
mediums can be used in scenography translated by another medium, to be
clear on how diverse the field actually is.
Improvising in making scenography
is exploring which medium you need.
When it develops in a plan, when ideas
arise or you have a grasp of the space
and it’s potency, you have to find out how
to do it exactly. How can the spectator
relate to your findings? Try to built up a
narrative now, see it as making a puzzle
where you design the pieces. Spending
time and improv goes hand in hand with
discipline and practice. When you do it
more than one time, you profit from the
act of rehearsing. My mistake is often that I
wait too long to improvise together with the

audience. Invite someone and converse
about it, which is absolutely not always
easy to do in this early stage of working.
“Acting is space itself but at the same time
also breaking space, wrecking the space.”
(12) In response, I have to take in account
that my movement can take the attention
away from the space/the atmosphere. I
can physically wreck borders because
I become the performer, the spectator
looks at me, not to the interaction itself.
The most difficult thing about Improvisation
as a strategy is pushing yourself to start and
knowing when to stop. The work becomes
spatial, but it might be overwhelming. This
means that we need to curate, direct what
comes when and how. Do I stay a performer in order to delay or fasten moments, to
be able to reveal pieces or frame space?
Or was this only a start? This playfulness can
be seen as an act of a puppeteer, or it’s the
moment that we need an engineer to program the actions and automate everything?
A choice with influence on the whole
perceiving of it, you might have to go
back to the story you are planning to tell.
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know improvisation in the field of
music, dance or theatre. Saying that it
means ‘just doing something’ is maybe too simplistic, I suggest to approach
the term as a strategy of making, where
you are free to explore all the potentialities. Know that this is only a part of the
process, not the whole process itself.

14. starting to imagine how a scenography could look like

37
49

48

A letter towards time
writing 4th may 2021

Honestly, you went beyond my understanding and I never felt able to grasp
you. How much I thought about and
knew that you are mine, the more frustrated I became that I had no control. I knew that time had something to
do with a clock, with the earth spinning
around the sun, with deadlines and New
Years, and a time to wake up and to
sleep. I blamed you for stress and worry.
Today I see you in another light, I know
now that time is myself and you, reader.
We grow old so we are representations
of time. We can’t stop it, only manipulate
our looks by sport or surgery. Frustrating as that may be, it is the clock which
originates as our own invention that defines us the most. Can I also manifest on
the fact that animals don’t experience you
as we do, and how lucky they are, not
one animal wants to measure it in order to understand. We rush, and feel
pressure, have bucketlists and curfews.
It’s maybe this that makes us go to events
and cultural affairs, the escape of it.
Let me explain, we position ourself in real
time and real space. Facts and information
everywhere to be found. But when you

\position yourself in theater time and theater space, unlimited number of things can
happen. We can start to play, you see?
We play with time. We take a memory as
the subject or make that memory twice
as long. We are repeating, fastening, delaying moments in order for it to be felt.
Hence, play is like an illusion, like a parallel universe where time is not the same in
reality. In theater we can manipulate time,
we can talk about one minute in ten minutes. We can fool our brain, thinking we
are somewhere for ten even if it’s actually
an hour. If we talk about scenography,
we talk about experience. And if we talk
about experience, we talk about time. It’s
turning this around that opens up ideas.
Let’s talk about time and after, about our
own experience. Let’s see how we can
collaborate to tell something so everyone can relate and share. Let’s think of
a shape, the aesthetic, an atmosphere, a
location. So we can use time for change.
Where the real and the unreal are present, this metaphysical act is what it is
about and play is needed to discover a whole lot more. To discover timing
for example, to see how long it takes to
bring you in an experience, and to guide
you out. To see how long it can last, .

13. Sketch finding scorpions. Achter de dom, Utrecht.
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Guidance is giving meaning
notes
Guidance is known in museums
Guidance is known as the job
of the guide
Guidance is known as the job
of a teacher
You can be guided because
of someone.
I can guide you without
you realising it.
You can be guided by our
government
There is guiding vs. forcing
There is a difference.

Guidance through details
Guidance through the eye-catchers
which I remember when we were on the
beach my mom telling me that
when I was lost
I could look for a giant beachball
Guidance through sound
harder to recognise
Guidance is maybe repetition.
Guidance through words

Guidance through water
in the city of Utrecht
Guidance through introductions
to invite you in
Guidance through endings
To round it off

Guidance through me
Guidance through us

Guidance is a kind of path
Guidance is felt through a feeling
Guiding is also deconstructing space

Guidance through music
Guidance through wind
you’ll feel it on your skin

Guidance through movement
our instinct that wants to follow it
Guidance through stories
like film and people do constantly

Guidance through scores
if you feel like doing that

and to guide you back in reality.

Guidance through systems
which shape what you want
Guidance through rhythm
Guidance through crowds
Guidance through mainstream
unconsciously happening
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Guidance through color
easy to recognise
Guidance through icons
Guidance through semiotics,
like the sign of an emergency exit.

Guidance through screens
Guidance through hosts

||||||. Curating the toolbox
About making decisions and keeping an overview.

“Our thoughts shape our spaces.
And then those spaces return the favour”
-Stephen Johson

Wow worls of wonder(13)

The decision making, which is extremely
important as a maker, is connected with
the curating part. Collecting findings, of the
improvisations you may do, in the end require a critical eye and a ‘yes’ or a ‘no’.
It is the base of your story and hopefully, you found something in order to make
something happen. Now you can check
all the boxes you need to tick when you
are building that experience. It’s working
across numerous disciplines where you
take into account that you are responsible
for the spectator not to feel lost, that they
gain something, and get why it’s relevant
by understanding your narrative context.
That it’s connected with the space and the
environment it and the spectator are positioned in. With the politics of our time.
Curation
is
controlling
the
overview, a dramaturge in the theater does
the same. Their job is to reflect on the
meaning of the play, of the interpreta-

tions people will have, and maybe even
the associations if that is even possible.
Scenographers do this as well, think about
when the job implies to design the exhibition space. Which is basically walking through a story that is visualized and
hopefully also to be felt. Performativity exists as a bridge between reality and theatrical experiences. In the end, they are all
objects and materials we use in a special
order, by framing and positioning. The
movement and the atmospherics, the
guidance, the sound, the smell, ... make
them become performers. This is what it
all comes down to, in order to incorporate information into decisions that determine the shape of the scenography.
The toolbox on the previous page is
how I curate all my strategies and findings in this book. I want to guide you
into an imaginary making process.
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||||||||||. a

Toolbox of experimentation
find your
scorpions
observe, and practice
the savage eye
make collections
do a bit of research

share

capture

rehearse

or collect

put yourself in the position of the spectator,
try out & invite.

curate

play
en discover the atmospherics
just start to

improvise

deconstruct

leave space

and find new meanings and shapes

the spectator moves free
makes choices
and can participate freely

guide
frame the subject

materialize,

think of
time

keep your idea open.

positioning

think of
touch

what is the performance space?
where does it belong in the space?

57

56

|||||||. Looking for inter (action)
This chapter is all about approaching an audience. I’m transforming space in such
that it can be experienced by someone. Movement is created, which refers back
to “action” and the same needs to happen within. An internal process is activated,
your imagination, memory, emotions, associations and senses need to incite.
don’t use the word interaction;
It might seem a bit strange in the first
place, but a painting can already interact. If a portrait looks in your eyes
or it demands you to look into it’s details, you feel personally addressed
and you’ll understand that you have to
act in a certain manner. More cleary,
you understand what you need to do,
whether it’s very active or not. Looking
into details is slowing down physically, it’s another way of looking than we
normally do. Interaction indicates most
of all that the maker looks for a way
to let the spectator feel involved, that
they can give input and receive output back. This awareness of the role
of the spectator makes art versatile.
Whether the work is autonomous or
not, it opens up many possibilities.
In scenography we try to dig a little bit
deeper, the work is mostly not autonomous. It’s designed and determined
for the spectator. The place of the
spectator often decides what the performance space is. It’s their perspective that we need to frame to make
something the subject. This makes me
want to play with the interaction between you and material. You can make
common things the main suspect.

Material can trigger our impulses,
which was exactly my main question at the start of this master. I know
now that our curiosity is something to
trust on, that it’s our instinct wanting to
touch something and even interact with
something as long as you invite the
spectator in a good way. How far this
interaction goes is up to the designer.
I use them as tools, to communicate,
to enter a space or to guide. Adding
a suprising function to them, think of
microphones, sensors or technology in
general, ensures endless possibilites of
interplay between you and the work.
Saying this, makes me think of how extremely important it is to be aware that
the corresponding technology stays as
invisible as possible and as ‘human’ it
can be, to avoid distance and apathy.
And that’s how you become invested as a spectator in the space, it
confiscates your focus and opens
up your imagination, as the space
became the protagonist you went
along with it and started a dialogue.
being a part of it;
Difficult questions are for example,
what the spectator needs to gain or
take from the experience. It’s interesting

when you know that nobody is really
waiting for art, but when it’s done well
it’s highly appreciated. In WoW worlds
of wonder they talk about: body, soul,
heart and mind.(14) It’s these topics that
we as designers need to fill in. If our
body is included we can relate on a
physical level, when we enter and we’re
able to perceive the subject, we get invested. Soul makes us believe what is
good, it’s the moral side of the design.
We want that the thing we are making
becomes something that will stimulate
us in a good sense. Mind is less abstract, what is it about? Challenging
the mind is what many people cherish,
which is normal when you think about
the inmense amount of information we

-tions as well, you know it will stick
with them and it might become their
story to tell. Introductions help as well
to make someone feel part of the installation. It prepares them to engage
with the subject or at least to start
thinking about it. Hopefully associations start to flow and their expectations when they entered dissapear.
They are ‘ready’ to follow with whatever follows next. This is also an answer to create surprises, to fool the
brain, to work as layered as possible.
I struggeled with the fact that my spectator stayed the voyeur instead of the
co-subject. They understood but coudn’t
enter it enough. And them standing on
the sideline was never my intention, I
.

absorb everyday. “Dwell on an issue
for too long and the visitor’s attention is gone” (14) multiple layers help
the visitor approach in several ways.
Heart is when it moves you, you need
openness and honesty for this and
space is much better at making you
feel than words or images alone. If you
succeed to adress someone’s emo

want them to incorporate because then
they’re gaining form the experience.
Knowing this now and writing about it
makes you a part of this artistic process
as well. It contains learning, making and
sharing as you see. I almost want to say
that discovering this together is maybe
also interaction, but maybe not quite,
there’s probably a better word for it.

What matters is that visitors realize that their experiences
are part of larger whole - WoW worlds of wonder
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22. Transforming the bar, ‘t Gras van de buren.
In collaboration with Elsa van der Linden.

23. The spectator talking with us through the device that we have built.
Creating an intimate moment, missing spontaneity in times of Corona.

24. Meeting spectators. ©Elsa van der Linden
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21. Traces of the silhouettes of the spectators,
our drawings after conversations with them ©Elsa van der Linden

26. The performance space and technicalities. A project in collaboration with Elsa Verlinden
(15)
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25. ‘t Gras van de buren. A project in collaboration with Elsa Verlinden
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Architecture is destined to become
metaphysical or immaterial, the architecture of the future can no longer
be static and will no longer be concerned with physical things such
as walls, floors, windows. All these
elements would somehow become
images. Kisho Kurokawa

||||||||. Exploring perspectives
Building, thinkering and engaging the spectator are three different things. They even exist as separate starting points too.
I’m wondering how I can combine them to make a multidisciplinary approach, to achieve the goal faster, more efficiently.

I learned different things from
different tutors during the master, they are maybe unassociated
at first sight, but they do resonate
with me. This proves already that
we as people are filled with perspectives of others, that we immediately internalize. Which makes us
attentive and discover more. When
you are aware of this and you
start to listen, you’ll become what
I call sensitive. Which might work

to grow on an emphatical level as
well. It’s crucial now to reflect on
these perspectives to use them to
your own will. So I’m surely exploring them, not only by searching
for physical perspectives in space
which is deconstructing a structure
of a physical space, but also be
willing to utilize someone’s knowledge. I hope that I can show you
that adaptation can be useful and
as such, that it may also be fertile.

Wisdom of E.
Know that you can create your
idea in hundred different ways, but
every material you choose has its
own pros and cons. That’s why,
you have to know what you want to
provoke. Accepting this makes you
stay open for suggestions when

Wisdom of I.
I wrote a lot about her wisdom
already, which is play and time.
She gave me insight of deeper knowledge, on a philosophical
level. I feel a lot of interest and a
big lack within to master it myself so that’s why I’m thank
ful that I absorbed it and reflected on it as much as I could.
The importance to write down
your thoughts in a process added
much, it maybe took care of creating an easier workflow. Answering the ‘why’ question for example.
It’s again these new perceptions
that you find along the way that
you are probably writing down,
your opinions and frustrations. It will
become the content of your idea.
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you converse about it. Finding the
right material for the outcome will
decide the scale, aesthetic, it will
even involve what you want to say.
You’ll have to stay open for a period of trials and ‘killing your darlings’ (a term they use for writing
advice for screenwriters or theatermakers) for encounters that only
add magical layers that you never could envision. Scenography
is a social profession, it requiers
skills you don’t have, asking people for help is the only way to do
it. That’s why the process of how
it looks may need to be flexible...
Which was and still is, quite challenging for someone like me when
you are used to draw and design the shape of your ideas first.

skills you don’t have, asking people for help is the only way to do
it. That’s why the process of how
it looks may need to be flexible...
Which was and still is, quite challenging for someone like me when
you are used to draw and design the shape of your ideas first.

20. The spectator J.W. in the spotlight, listening to audio.
In collaboration with Emma Bourguignon and Morgan Henry.
©Emma Bourguignon
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19. The already there, embracing the movement of the truss as part of the scenography, The big theater space,
Janskerkhof, Utrecht. In collaboration with Emma Bourguignon and Morgan Henry.
©Emma Bourguignon

Wisdom of M
I read M.’s research which is about
the interactivity with objects and our
physical experience, she’s explaining that how and what we think, feel,
and believe is not something exclusively happening in our brain, the
whole body influences this dynamic,
partly through a subconscious process. And by paraphrasing Maurice Merleau Ponty she makes very
clear that “Being in this sense, is a
matter of bodily experience where
the body is the center of the pro

that it’s touch that can connect the
mind and the body, it’s really surprising now as a designer to explore more materials that can give
that surprise or curiosity to stimulate an organic way of interactivity.

cess of action and perception, and
the brain is ‘just a part of the whole
system’.(15) It was very inspiring to
see how she researches this and
with a lot of usage in technology.
The time she takes for processing
and discovering and building further on that subject is something
I admire deeply. Her knowledge
was also given to us, in one of her
classes where we learned to use
technology in a very simple way.
With her work, she convinced me

ality because by making scenog
raphy you tell a story, which is a
kind of perspective you give to your
audience, it’s your opinion or vision about a subject, you start the
dialogue. And that not only these
perspectives inspire me, you have
T, who understood my making process immediately and H. who has
incredibe knowledge and experience and always just says what you
need to hear to grow at that moment,
at that particular moment in time. N.

Let me conclude that we all can
become senstive by exploring perspectives. That you can absorb
knowledge because you’re doing it
anyway, it goes naturally. That this
is also merging theatricality in re

showed he and D. believed in us,
and made me finally write everything
that comes to mind, and he made
me understand that a critical voice
that pushed me back many times is
only a voice amongst many others.
It’s this that you can find all around
you, and conversing about it will only
help you reach the goals you are
setting for yourself. It listening and
listening again to what resonates.

18. Working around nostalgia in the big theater
in collaboration with Emma Bourguignon and
Morgan Henry. The lamps on their lowest volume,
flickering. ©Morgan Henry (still of a video)
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A beautiful destination
Connecting us in spontaneous ways

through scenography establishes environments that are resourceful and
educational, wether it’s about each
other’s stories, experiences or history.
Knowing that much more has to come
and that so much will change around
us makes me feel excited and alive.
This positivity towards perceiv- ing reality and society is not always easy to
hang on to. Life, time, luck and people get in the way sometimes. But
trust in development towards space
and experience is what I believe to be
applicable in every time and culture.
It’s never to late to learn and listen,
to practise the here and now. To learn
how to share, and to converse about
our work. To spread perspectives.
Adding theatricality in our lives is a
way to emphisize on all this, to deconstruct and polish what is suppressed
or forgotten through the years. It’s also
creating a fun way to meet each other
through places and stories, or to interact with them in fresh inviting way.
Let me round off by saying that I hope
I stay as sensitive as I am, to keep listening and observing so I can respond through my making process,
to be able to create situations where
you, dear spectator, can be immersed.
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The objective is to keep our eye
fresh, to keep our judgement low and
our opinion critical. It has something
to do with growing as a person and
this is harder when we stay individualistic as we already are. So many
spaces are about meeting each other, and since were speaking about
emphisizing on them, the impact will
only become larger. There is so much
more to discover about the relations
between fiction, humankind, the space
and it’s entities. Making these relations visible, understandable and experiencable is truly what scenography
means to me. I’m sure we are ready
for a creative appoach, to feel wonder and excitement all around us. To
feel involved and become a part of
something. That we know it’s not always about inventing new things, but
also about using things differently.

Touching takes - and needs - time. It slows you down.
Unlike looking & seeing what can take place in vast
surroundings in one glance, it’s impossible to touch and
immediatly grasp even the tiniest object.
Marloeke van der Vlugt

(16)
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It’s about doing research
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