




the pitch, followed by someone who 

re-enacts events from World Wars 

I  and II. The artists then wondered 

aloud whether �fty years from now 

military-history enthusiasts will be 

re-enacting the events in Grozny. 

The situation of obliqueness, uncer-

tainty, and non-action created by 

Schauplatz was intentional, as the 

artists consciously renounce control 

of the situations they set in motion. 

With their subdued inaction, they 

provoked viewers to stroll about 

the Stadium, to enter the �eld of  

action  �  as if the artists� presence  

were not important. �We had the 

impression we had become a sonic 

background for the audience. It 

may be somewhat disappointing 

for an actor, because it means he 

has failed to attract viewers� atten-

tion. But the Stadium seems to have 

simply been more important than us. 

Experts who appeared at the Schengen 
Control Observation Point included:

Jan W�c�awik, employee Central Sports 
Centre; Filip Pawlicki, Schengen correspon-
dent; Micha� Koz�owski, philosopher, alter-
globalist; Wies�aw Nowicki, ornithologist; 
Radek Py�el, Sinologist, author of China 
in the Year of the Olympics; Aslan Dekaev, 
refugee from Chechnya; Hubert Kowalski, 
expert on military technologies; Ngô V�n 
Tưởng, Vietnamese journalist; Professor 
Barbara Sudnik, botanist, researcher of the 
�ora at the 10th-Anniversary Stadium, and 
Marek Ostrowski, landscape information 
expert; Ewa Mas�owska, linguist; Tadeusz, 
10th�Anniversary Stadium security guard, 
employee of the Ekotrade security company

Schengen � Control Observation Point 
Schauplatz International: Martin Bieri, Albert 
Liebl and Lars Studer, June 15, 2008, noon�8 
p.m., top the crown of the 10th-Anniversary  
Stadium.
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NGÔ VAN TUONG

L
ike Janusz Józefowicz, I come from the provinces. I read about this up-

and-coming dancer and choreographer, a young guy from the provincial 

city of Lublin, in the magazine Bestseller one day in 1991 on a Szczecin–

Świnoujście commuter train. I rode the train daily because I was a market-

trader in Świnoujście. I did not want to do business in Szczecin, where several 

months earlier I had completed my studies. I would have burned with shame 

had anyone seen me: a newly graduated engineer, peddling my merchandise 

on the dirt floor of an open-air market. For the first time in my life I had to work 

to earn my living. For the previous seven years I had been on a Polish 
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blouses. After standing in the cold for a couple of hours, I returned with an empty 

bag and a wallet full of cash. Hard cash turned out to be very much needed; it was 

an incentive and motivation. I lived in a rented room where I both slept and kept my 

wares. For supplies I went to Warsaw. Initially the deals were made in private apart-

ments rented by my compatriots, then on the crown of the 10th-Anniversary Stadi-

um. By the early 1990s, most of the former students had become retail traders. The 

smarter ones, who had completed their studies earlier, as well as the graduate stu-

dents, traded wholesale in small spaces serving as warehouses. In 1989 the Jarmark 

Europa market was launched at the Stadium. On weekend days the crown turned  

into a  genuine flea market, complete with entry tickets. Of course, then, as  

now, it was not only Vietnamese that traded. Poles, too, were leaving their  

public-sector jobs and going to Turkey, Thailand, China, or India for merchandise. 

Pre-washed jeans, Indian jewellery, and decorations were in high demand. 

Necklaces, agates, amethysts, and other semiprecious stones lay on pieces 

of nylon on the crown of the Stadium. No one cared whether the buyer was 

Polish or Vietnamese. Praise to the tolerant Polish importers! Praise to the free  

market! Our Slavic brothers and sisters from the former Soviet Union traded  

in all kinds of stuff in those days: immersion heaters, irons, and the tiny tubes  

of Vietnamese mint ointment, famous in cold Russia and other Soviet  

republics, with its signature yellow star on the lid. Is this what ‘re-export’ means?

After a  year of intense market trading in the provinces, which was always  

accompanied by a  lot of philosophical reflection about work for income, 

I  bought a  second-hand car, and moved to Warsaw. I  rented a  small, cosy  

apartment in the city center on Krucza. Once in a while I went to the Stadium 

to consider the possibility of trading there. There were few Vietnamese at the 

time; there would have been room for me, too. But the Stadium seemed too 

big; I felt at a loss there. After several months of existential deliberation, I was 

persuaded by my friends, the metallurgists and steel-industry engineers, to 

move to Cracow. Trading at open-air markets in Oświęcim, Tarnów or Nowy 

Targ was sheer pleasure, in the exclusive company of holders of a master’s 

degree or doctorate and engineers.

The market on the crown of the Stadium kept growing with the inflow of Viet-

namese traders from the former DDR, Czechoslovakia, the Soviet Union, and 

Bulgaria. Vietnamese Gastarbeiters from the former Soviet bloc very much  

appreciated Polish freedom (and what was called the Polish free-for-all), Polish 

hospitality, the kindness of Polish customers, and the amorousness of Polish 

L
ike Janusz Józefowicz, I  come from the provinces. I  read about this up-

and-coming dancer and choreographer, a young guy from the provincial 

city of Lublin, in the magazine Bestseller one day in 1991 on a Szczecin–

Świnoujście commuter train. I  rode the train daily because I  was a  market-

trader in Świnoujście. I did not want to do business in Szczecin, where several 

months earlier I had completed my studies. I would have burned with shame 

had anyone seen me: a newly graduated engineer, peddling my merchandise 

on the dirt floor of an open-air market. For the first time in my life I had to 

work to earn my living. For the previous seven years I had been on a Polish 

government scholarship. It was not some petty sum, but three-quarters of an 

assistant-lecturer’s monthly pay. The dorm was free, with a change of linen 

every month, and sometimes even a free roll of toilet paper. 

I had come to Poland in 1983. I had one year to learn Polish (having completed 

an introductory course back in Vietnam), and five years for the studies proper. 

In theory, I should have graduated in 1989. But those days everyone tried to 

stay in Poland for as long as they could. If you wanted to take a year off, you 

had to secure permission from the appropriate section of the Embassy of the 

Socialist Republic of Vietnam. That was also true in my case. I graduated in 

October, 1990. A month later I had to move out of the dorm, and my scholar-

ship ended, too. None of us thought of returning to Vietnam. The free market 

had just been reintroduced in Poland, and food rationing had been scrapped 

a year earlier. Polish society had to adapt quickly to the new, tougher econom-

ic realities, and so did the several hundred Vietnamese graduates and doc-

toral students. Our savvy compatriots had secured permits to lease space in 

state-owned department stores. They were now able to sell what were known 

as ‘regional articles.’ They offered merchandise, sent to Poland in parcels by 

post: souvenirs, knick-knacks, embroidered housecoats, and so on. The slogan  

‘Trade is life’ suddenly proved true. Trade flourished everywhere, in open-air 

markets, bazaars, in underpasses, here and there, and everywhere. The con-

sumer market was insatiable; you were able to sell everything you had on 

offer. It turned out that being a market trader was no problem either for me, 

a  mechanical engineer, or for my friends with degrees in steel production,  

metallurgy, mining, or mathematics. 

In the early 1990s, my area of operations was the Szczecin region, and especially 

Świnoujście, a relatively exotic place, where I had one square meter to display my 

merchandise. Early every morning I set off from Szczecin with a backpack full of 

THE STADIUM AND ITS DECADES
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on it full of irony and criticism. He photocopied it and distributed at the  

Stadium. Vietnamese vendors snapped it up as something bold and unprec-

edented. Thus another issue was published, and over time it transformed into  

a  biweekly, and then became an opposition monthly. As the periodical de-

veloped and I became involved in its publication, I started hearing more and  

more ‘stadium legends’ about myself. We increasingly experienced ostracism  

on the part of the Vietnamese community, at the Stadium and in town.  

Well, nothing is free, even at the Stadium. Things as intangible as freedom  

of speech, democracy, or ciil liberties have a  cost, a  dear one sometimes.  

Since becoming involvedin opposition activism, I  had never visited my  

family back home.I did not want to ‘tease the lion’; the authorities could have  

withheld my passport for months. What would have then happened to my  

booth at the Stadium, full of warm leatherette jackets? Today, as a  Polish  

citizen, I  have been unable for a  year to secure a  Vietnamese visa, and  

I probably neverwill. Most of my compatriots do not have this problem and  

do not share my dilemma. When the Christmas and New Year season has  

passed, at a  time when trade is slow and Tet, the Vietnamese New Year,  

approaches, my compatriots flock home for a vacation. The family is happy,  

and you get some rest and a breather before another round of the struggle 

for survival at the Stadium. Combining pleasure with the useful! Air-ticket  

prices soar ruthlessly during that time! Live and let others live in Poland!  

That is the maxim of the Vietnamese working at the Stadium.

People often ask me what is going to happen to the Vietnamese after the 

Stadium market is closed down. Well, some will return to Vietnam, and not 

only because they have nowhere else to go; they want to raise their children 

to be real Vietnamese. That’s what my friends who run a grocery store told 

me. Some time ago they bought a  beautiful house in the posh district of 

Mokotów in Warsaw. Twenty years earlier they had been guest workers in  

Czechoslovakia. They pulled every string they could to secure a Polish  

residence permit. They returned to Hanoi a  year ago. What will happen to 

the Vietnamese? I  trust in my compatriots’ entrepreneurial spirit and ability 

to adapt, so my answer is: they will spread throughout Poland. In America,  

second- or third-generation Vietnamese immigrants learn Vietnamese at 

schools and universities as a  foreign language. And I  know that my young 

compatriots in Poland, too, are forgetting their native language. So I dream 

of a  cushy job as a  Vietnamese-language teacher. The guy who teaches  

Viet! At a public school or university. Certainly not at the Stadium!  

women and men. The Polish market had been taken! The bazaars around the 

Stadium were owned by the Vietnamese. The Stadium Bazaar, or chó SVD,  

trên Sân is a  familiar name all over Vietnam. A  couple of years later, Jerzy 

Urban, then the chief editor of the weekly Nie, paraphrased the well- 

known proverb and wrote, ‘The slanted eye makes the horse fat.’ And it  

does, it does! And not only the Polish horse! If the ‘slanted eye’ had not  

been making the horse fat, we would not have had the market around the  

Stadium, nor the Nhà Trâng (White House), as the Vietnamese rightly, and 

ironically, called the plot of land with the makeshift white trading booths.  

That was quite an address! Many Vietnamese made a  fortune there selling 

imitation-leather jackets from China. 

So one day in the mid-1990s I returned from the royal city of Cracow to Warsaw, 

full of vexations and hang-ups. My friends, who had begun trading roughly  

at the same time as I did, had already accumulated substantial capital. They 

were serious importers, wholesalers employing their cousins and more distant 

relatives to sell in the markets. And I still operated by myself, all alone, like  

Kazik from the Kabaret Starszych Panów song, with a very low account bal-

ance, that is, the all-important — everywhere and at all times — start-up 

capital. And, as the idiom goes, I was hardly able to make ends meet. Usually,  

if someone is not interested in business, he or she will develop an interest 

in politics. In my case, you could put it like this: I was incapable of becoming  

seriously involved in business, so I  became involved in opposition politics.  

Since 2003 I  have been an editor and author for Đàn Chim Viêt, a  Viet- 

namese-opposition periodical published in Warsaw. I  am one of the mem-

bers of the Flock of Vietnamese Birds. Since then I  have called a  jour-

nalist, and people virtually pointed me out, which made it difficult for me 

to do business at the Stadium. Besides, what kind of journalism was that,  

anyway?! Anyone could write a  few stories for an opposition periodical.  

I  never received any remuneration for either my texts or the translations  

from The Gazeta Wyborcza. In fact, I had to put up my own money for their  

publication! Highly unprofitable amateurism.

 

The magazine’s history was also closely connected to the Stadium. One of its 

founders could not stand a poem that and been published in honour of the 

Party in the Vietnamese Embassy’s official bulletin. Even for a  party organ,  

the poem was an extreme anachronism. A friend of mine, a doctoral student 

in chemistry, but also a promising businessman, wrote a short commentary  
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And thus the city is an œuvre, closer to a work of art than to a simple 
material product. If there is production of the city, and social relations  
in the city, it is a production and reproduction of human beings by  
human beings, rather than a production of objects. The city has a his-
tory; it is the work of a history, that is, of clearly defined people and 
groups who establish this oeuvre, in historical conditions.  

Henri Lefebvre

Rhythmanalysis of the Mediterranean City1

I
n this global age the building of the stadium still relates to the  

ruins of the Coliseum in Rome, inheriting the form of the Greek am-

phitheatre and the Olympic stadium, scaled up to pacify the popu-

lation with popular mass entertainment. The function of focusing the 

emotions of the citizens within one central place is expanded into the sphere  

of live broadcasts on TV and radio. Since the Roman Empire, the spec-

tacle unifies audiences, turns them into fans, and lets them forget their  

freedoms and sorrows.

In his classic article on computer culture ‘The Cathedral and the Bazaar,’ liber-

tarian programmer Eric Raymond describes an anarchic bottom-up approach 

as the predominant process of open-source software innovation, in contrast  

to the top-down organization of monolithic commercial systems like 

Microsoft.2 This approach could be transposed to today’s centralized 

model of broadcasting, which must face the global reality of the decentra- 

lized end-to-end architecture of the Internet: digital downloads, mp3 

players and the (still) highly diverse networks of self-organized niche  

audiences. These not only transform the music industry, but also estab-

lish fragmented cut-and-paste forms of listening as an alternative to the  

unified schedule of the radio broadcast. Interestingly, with the decline  

of the record industry a  dramatic increase in live music has taken place.  

The performative unity of body, time and location escapes the digital  

copy. Unlike the data object, the singularity of the event has an irreducible  

value which can only be enjoyed and produced by being there and  

becoming a  part of it. Felix Guattari describes the alternative to mass  

media as a  ‘directiontoward miniaturized systems that create the  

possibilityof a  collective appropriation of the media, that provide real  

means of communication, not onlythe “great masses,” but also to  

minorities, to marginalized and deviant groups of all kinds.’3

Microradio, as envisioned by the Japanese artist and philosopher Tetsuo 

Kogawa, should focus on a  recontextualisation of place: not a  revolution-

ary takeover of the medium of the radio by the listeners as producers, but 

rather a  change of the micro-political situation of listening itself, at the 

basic fabric of everyday life. It is not, as Brecht demanded, a  transforma-

tion of the one-to-many broadcast into a  gigantic communication appara-

tus to include a  backchannel for everyone, a  storming of the cathedral of 

old media, so to say, but rather the construction of temporary zones of 

THE RADIO
AND THE BAZAAR
SONIC MICROSTRATEGIES
AT THE JARMARK EUROPA
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segments of silence, interrupted by broadcasting messages to coordinate the 

activity of the bazaar, to end the work day with a bit of music, while resolving 

the occasional blockage of parked cars or the announcement of a  lost child. 

You can find these public-address systems in warehouses, at public swimming 

pools, and sometimes even in small villages. The sound signature is limited 

to the higher mid-frequency bands, not intended to be high fidelity but to 

resist wind and weather, and to be effectively heard. The public megaphone 

system transmitting the voice of public order might be seen as the original 

modernist model of radio. Here, at the bazaar, even with its limitations and 

despite its chaotic bottom-up structure, it helps to constitute the integrity of 

the space itself and to be one area different from the outside. Depending on 

the program, such a  loudspeaker network can serve as heroic propaganda, 

crowd control, or merely a subtle enhancement of the experience of the space. 

Compared to Berlin, Warsaw as a city is an experience. It lacks a center, and 

the scars and breaches of the war, along with ruthless building projects 

even today, invite us to use the city as a metaphor for cultural memory as 

Freud described it. Here we find rebuilt Neo-classic castles, impressive Sta-

linist palaces, empty signifiers of Socialist modernism, every decade of the 

last century in a  disconnected, isolated, slightly hilarious and hasty expres-

sion of its time, hotels, mini-skyscrapers, and housing projects, all interrupted 

by ruins, empty spaces, even roads or sudden crossroads,  disconnected but 

nevertheless flowering and blossoming in back yards, private paradises of 

small shop structures, pavilions and recreational spaces, right behind some 

concrete wall or cramped multi-floor Plattenbau. The lines of flight are the 

opposite of a  Hausmannian grid, and lead to a  de-constructivist, cubist or-

ganization of space clearly lacking a  functioning dominant central blueprint.  

It seems to open up to a  hybridity and dissonance of fantastic building 

projects whose plans have changed en route, fractures, battles, unnamed  

destructions and memory loss, an expression both melancholic and 

stimulating. Near the river you find one of the large parks opening 

up to a  particular monumental infrastructure built from the rubble of 

buildings destroyed during World War II, including the infamously annihi-

lated Warsaw ghetto. It is, in fact, an undeclared graveyard. Any piety was  

overridden by the heroics of the spectacle of national sports events. Now you  

find a  little city of its own. At the center is a  large Stadium structure built  

directlyinto an artificial hill derived from the sheer volume of the available  

building material. From outside the security fence, the little mountain  

immediacy, atomic structures of hyperlocal broadcasting which allow het-

erogeneous forms of flows and social expression. In his performances  

Kogawa builds and uses simple radio transmitters and modulates their 

fields with his hands to create a  radical local sound of immanence 

which, rather than containing communicative messages fraught with 

meaning, is more a-significant. The ‘logic of basho’ of the modernist  

Japanese philosopher Kitaro Nishida hints at an intercultural non-dualistic 

ontology of logical forms in which the concept of place plays a central role,  

by integrating differences into a field of opponent actors, a field or shared  

space that gives rise to the of enacting tacit knowledge, not so far from the  

unsealed social graph of today’s Internet communities or the fundamental 

vagueness of quantum physics, with the difference that it leads to a mutual  

shaping of these technologies. As he explains, ‘Culture includes technique.  

Technique is an expression of a  people’s spirit as it interacts with the  

environment, and through that interaction forms itself. We create things  

through technique and in creating them we create ourselves.’ and thus we 

relocate the process of production into the area of human experience and 

cultural interaction.4 In 1984 Guattari noted, ‘Technological development,  

and in particular the miniaturization of transmitters and the fact that they 

can be put together by amateurs, “encounters” a  collective aspiration for 

some new means of expression.’5 For the ongoing movement of micro.fm 

these temporary acoustic spaces of listener-producer alliances do not  

follow the logic of communication, but rather one of creating acoustic en-

vironments for a  flourishing co-creation of subjectivity, much like a  loud-

speaker system or a boombox flash mob in a public space. They are small 

interventions into an organization of urban space dominated by commercial 

principles of efficiency, labor and consumption, leaving an æsthetic of same-

ness and emptiness which Rem Koolhaas calls junkspace.6 One goal might be 

in the temporary creation of a positive emptiness, a lightness of being, and 

a unity of experience and human exchange which still respects differences. 

THERE
Applied to the notion of the bazaar, we were confronted with the fundamental 

model of radio functioning as a  distributed loudspeaker system. Much like 

a  megaphone system or church bell, it establishes an acoustic zone which  

organizes the diversity of activities within the space into the rhythm of the day, 

emitting call signs, speaking with an official voice, structuring the hour into 
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FEEDBACK
We were running into a  situation which mapped the social climate at the  

bazaar. Since the event was officially backed by the organization of the ba-

zaar, the shop owners themselves fell into two different camps: those who 

liked it or were indifferent, and those who complained. While the first group 

of happy listeners consisted of foreign residents, mainly from Vietnam, and 

relaxed Poles, the second group was as small as it was vocal and of Polish 

origin. The mapping of the cultural geography which unfolded here realizes 

the worst nightmare of a  right-wing conservative: a commercial, obviously 

globalized, open market which is dominated by foreigners. While the prod-

ucts sold by both groups mostly had the same origin (‘Made in China’) and 

the consumers were, for the most part, Polish, the majority of shopkeep-

ers were not Polish. This recent demographic shift reflected Europe’s tides.  

The rebellion against the polyphonic sound setup consisted mainly of one 

slightly drunk man who expressed his anger against this superiority of the 

global market. The market model, as improvised and chaotic as it might seem 

to some, is in fact well structured. A small group of organizers found a way 

to promote the whole bazaar through the medium of those colorful and  

free plastic bags. Jacek S. ended the broadcast with the announcement in 

German, ‘Radio Stadium ist tot.’

ADDENDUM
A  small theory for a  small medium. The practice of microradio must operate  

within the actually existing acoustic spaces of a  city: in the final chapter of  

our performance, after the horn speakers were switched off, a  car boom-

box took over the soundscape with a  mix of Polish polka, axel rose and 

teutonic techno. As an acoustic answer of the under-represented Polish 

majority it was also an answer to the usual utilitarian message-based pro-

gram in the public-address system of the bazaar. Sounds of people, a walk 

through the alley, passing through various loudspeaker zones, all cre-

ated overlapping soundscapes of rhythmic noise. ‘Collective assemblag-

es of alterance that absorb or traverse specialties,’ a  spatial experience 

like walking in a  bazaar or surfing a  social-network shopping zone is not 

merely an anonymous passage, as it may always lead to an interaction. In 

the best case the transmission becomes an exchange zone, an informal  

micro-market, unlike the classic department store or shopping mall. This  

looks more like a  mix of Socialist mausoleum, Aztec temple, and bunker  

system, giving way on the southwest to a  micro-network of small gar-

dens and fruit trees, garage-like huts, and a grid structure of countless tiny  

box-like houses: the stalls. The Stadium itself is now abandoned. Access  

to it is mostly forbidden, surrounded by fences and barbed wire; you can  

only imagine what it might look like inside. Calculating the size from the  

time it takes to walk around it, the Stadium is gigantic, almost big enough  

to be a  place for everyone. The miniature shop village, with its corrugated-

metal roofs and colorful hand-painted advertisements, may invoke images  

of parts of Kingston, Jamaica, the favelas of Rio de Janeiro, or a  bazaar in  

Istanbul.Week after week, this bazaar-village goes through a  rhythmic cycle  

of early activity ending in an afternoon dinner in the food street and a two- 

hour ritual cleaning, getting rid of trash, cardboard boxes with Chinese lettering,  

and the other remains of shopping activities. A  small private army of  

large security guards in black uniforms patrols the area, and occasionally an  

organizer’s limousine with loud thumping bass breaks through the crowd. 

Their main innovation is a  highly stylized free plastic bag that looks as if  

it could be from any large chain store. Actually this kind of bottom-up out-

door commercial village would be a welcome updating of those expensive and  

unattractive middle-class paradises, indoor shopping malls. The market is 

mainly focused on clothing of all kinds, for the lowest possible prices, imported 

mainly from Vietnam or China.

THE PROGRAM
A day in this imaginary radio station was not based on a schedule, but on 

the rhythm of the place itself. Different phases need different program-

ming. A Vietnamese birthday party, a Tibetan activist, a protagonist of Bol-

lywood music mixed with something that sound like advertisements in Hindi,  

a  Pakistani vendor/music fan, or Romanian shows, interrupted by official  

bazaar announcements regarding missing children, daily menus, and the 

like. All this carefully interwoven with micro-sketches by Adam Witkowski 

and  global music selected by Jacek Skolimowski, neither exotic enough to be 

world music nor familiar enough to be pop. He called it exotic pop, and I rec-

ognized a hodge of rhythms and the untuned organ of Fela Kuti, and called it 

Jazz. Jacek is a music journalist and pop-culture theoretician writing for main-

stream newspapers, while Adam teaches art at Gdańsk University and practic-

es cultural multi-tasking with three laptops and the occasional computer virus. 
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HERE’S THE PLAYLIST:
1 Radio #68, Hymne aux scories, by E. Jacobi, Brussels 

2 Radio #86, NO EXOTIC COCTAILCORE by SERHAT KOKSAL AKA 2/5 BZ, 

Istanbul

3 Radia # 129, Kanal103 / Chess, Aco Stankovski and Nikola Gelevski,  

Macedonia

4 Vietnamese ca-dao, ubuweb.com

5 backyardradio, a tale of two walls #1, Fran Illich, Mexico City, March 2008

6 Los tigres del norte / jefe

7 Radia #75, Underground, Marlena Corcoran, Munich 

8 Radia #108, Eniac Nomoi, Joulia Strauss, Martin Carlé 

9 retour à l’expéditeur dans la logosphère radia#11, France 

10 radia #97, season 10 show 8, Apocalypso: The Cosmic War Dance of Sun 

Ra’s Army of Athropodial Transistors, Peter Dennet, Darius James, Karlheinz 

Jeron

11 Radia/  tilosmix_the_fast_hungarian_lessons

12 Radia/ It all disappeared... adio lemurie, Prague, July, 2007 

13 glossolalia. ubuweb ethnopoetics.  collage of religious performances 

recorded in Oklahoma in the 1980s.

14 RADIA 161 — Reading, UK, Seville, Spain by Duncan Whitley for Soundart 

Radio with James Wyness.

15 Repeated fragments: Hungarian frogs, helicopters (by Karlheinz Stock-

hausen), skyfi (dancehall jingles), guns, thunder, fireworks, rain, frogs, cocks 

(collected via e-mail and chat) 

16 Julian Tuwim, Lokomotywa, Polish Dadaist poem for children, read by the 

Polish text-to-speech, generator Ivonka

is not the Habermasian public sphere where everyone has been given  

a chance to make themselves understood and heard, to express their interests 

and identity. The authoritarianism and dominance of symbols from the  

Soviet empire have been replaced by the those of the turbocapitalism of  

the last tenyears. The bazaar decentralizes and collectivizes all commerce  

to the periphery. It enables the lowest-earning shop owners to sell the  

lowest-price products to the lowest-paying customer. A  place of co-cre-

ation of low-end capitalism where shop owners and customers together 

create a  rhythm of exchange which is sure to bring innovation to the dull  

experience of metropolitan shopping malls.

Radio as a  medium which gives voice to people, which establishes a  flow 

of music and information to create a  stable field of uncertainty, can no 

longer be defined along the borders of national culture. The more you zoom 

into the situation of a city, the more you discover pockets of resistance to  

the dominant flows, clusters of identity, and information which differs  

from the main channels in a way which cannot be circumscribed merely as 

‘colorful’ or ‘multicultural,’ but needs to be understood in much more 

precise fashion.From reboot FM to backyard radio. Our own practice of  

exploring the potential of microradio is a movement of zooming into urban 

space. Our experiments with larger radio projects ended in the exploration  

of Net-based wireless LAN stations, which transmit both digital Internet  

and analogue radio. A  network of people, events, places and things, sur-

roundings in which environments, subjects and objects, external news 

and local work and life are interwoven in an  automatic as well as com-

municative process, can be created within performative situations like  

this. They expose media architectures which are not necessarily planned  

as such, but are nevertheless useful, meaningful, and significant.   

1 H. Lefebvre, ‘Rhythmanalysis of the Mediterranean City,’ in Writings on Cities (London: 1996).
2 E. S. Raymond, ‘The Cathedral & the Bazaar,’ [http://www.catb.org/~esr/writings/cathedral-bazaar/cathedral-bazaar]. 
3 F. Guattari, ‘Popular Free Radio,’ in N. Strauss, ed., Radiotext(e) (New York: Autonomedia, 1993)
4 A. Feinberg, ‘Technology in a Global World,’ in R. Figueroa and S. Harding, eds., Science and Other Cultures: Issues  
in Philosophies of Science and Technology (New York: Routledge, 2003); K. Nishida, La Culture Japonaise en Question, trans. 
P. Lavelle, (Paris: Publications Orientalistes de France 1991); K. Nishida, ‘Nihonbunka no mondai’ [The Problem of Japanese 
Culture], in Nishida Kitaro Zenshu, (Tokyo: Iwanami Shoten, 1965) vol. 12, pp. 291–2, 294.
5 F. Guattari, ‘Plan for the Planet,’ in Molecular Revolution: Psychiatry and Politics (London: Penguin, 1984) p. 269.
6 R. Koolhaas, ‘Junkspace,’ in M. Akiko and H. U. Obrist, eds., Bridge the Gap, (Tokyo: 2001) [http://www.btgjapan.org/catalysts/
rem.html].
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I
n his beautiful essay Jean-Luc Nancy writes that the films of Abbas Karios-

tami are particularly significant for the way they suggest that after more  

than a hundred years of film our perception itself has become cinematogra-

phic.1 Nowhere is this more marked than in the question of sound. For the 

soundtrack is what both exceeds a given space with which we engage, yet also 

what gives the the whole its entirety. The desire to travel while listening to one’s  

iPod is not just a need to separate oneself from one’s fellow passengers, but  

more likethe joy at hearing music from an unknown source. It is also a quest 

 to feel the Gesamtkunstwerk of space. Arriving at the core of the Radio Stadion 

Broadcasts project, coming across a group of people lolling in deck-chairs in an is-

land of idleness in the very centre of the Jarmark Europa, eyes shut, together apart,  

listening to strange sounds expressing both their interaction and separation 

from the space around them, was to get a strong sense of spatiality that was 

ineffably cinematographic.3

This sense reflected the intimate and complex links of space to sound. Sound 

is caused by things moving in space, creating movements of air which arrive 

into the frame of our organism, usually via the chamber formed by the organs 

protruding on both sides of our heads. These movements of sound are both 

inherent to a space and the product of a dynamism that moves outward beyond 

the space, its excess. It is true that the technology of telephones and radios  

complicated this relationship with the discovery of the potential of waves, and 

digital technologies have further complicated this, enabling us to apparently  

pick up certain sounds anywhere. Yet this mobility of contemporary sound tech-

nology simply repeats the primary truth of sound as space’s necessary com-

ponent and that which exceeds it: the feeling of listening to music in space  

is that of being more deeply inserted into the space, the necessary sound-track 

to space. 

Space is thus what gives you sound, but sound is also what you take out  

of a space, demonstrating that space itself is a dynamic and open set of rela-

tions, not something that can be fixed within a frame: sound shows that space 

is not pictorial. In his book on the Baroque, Gilles Deleuze explores Leibniz’s 

descriptions of the body and the soul as a  two-level architectural structure:  

the lower chamber, the body, with its sense-windows, the upper a closed space, 

that of the soul, which reverberates to the impressions of the lower accord-

ing to movements which Deleuze describes as folds, but which might equally  

be termed waves.3 The activity of the soul, thinking, in this description becomes 

a  musical question: a  mind can be conceived of as a  unique echo chamber  

that continually modulates to the resonations caused by being a body in space. 

This tonality of thought is a  relation that is both the product of and distinct 

 from the situations in which we find ourselves. 

For artists, sound constitutes an invaluable tool for examining space. In his  

4 33″ of ‘silence,’ through the disappointed expectations of hearing music,  

John Cage radically turned attention to the space in which making sound 

occurs. Perhaps this was also a  motivation for Jarosław Kozakiewicz’s Pro-
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beaches have their charm in a  similar source.5 Likewise, having ‘Smacznego!’  

shouted at me as though it were a death threat in cheap restaurants or having  

the local baker shout me out for being psychically abnormal enough to al-

most touch the bread seem constitutive of a different quality of social relation.  

A nostalgia for the closure of the Stadion is therefore also that for the passing  

age of noise, of a  space for the conflict between individuals’ sounds. The  

banning of musicians on public transport, while we are all the time assaulted by  

all sorts of manufactured noise, partakes of the same sort of de-democratizing 

of aural space.

Yet, the Stadion also raises the relationship between sound and space in  

a further dimension. For the common sound of a joint language is what creates 

the boundary of space defined as the modern nation. Minority languages, Lem-

ko, Kashub, Ukrainian, Belarusian, ‘Po-Nashemu’ (‘our way’) are tolerated, but 

not loudly trumpeted. What the cacophony of the Stadion announces, however,  

is not the nation, but a  particular series of pathways made possible by glo-

balisation. For the birth of the Stadion from the 1990s is the truest sign of the 

processes of globalization that Jadwiga Staniszkis sees the Communist bloc  

as having been warped by from the ’80s onwards.6 It speaks the changing  

paths of migration made desirable by differentials in development, made  

possible by loosening regulations, and stigmatized and situated here because 

of the restrictions and power relations contained in the misleading phrase ‘free-

market.’ It is remarkable that the Anglo-Saxon version of capitalism has been so 

successful in negotiating the transformation from industrial to post-industrial 

capitalism and has achieved such total domination of the airwaves that, in the 

age of globalization, even alternative music is in English. The Babel of the Sta-

dion is the noise of globalization we would rather think, when we make our pur-

chases in other stores, does not exist, or at least just mumbles somewhere far 

from here. Thus, Radio Stadion sounds like a recipe for a taking back of power: 

of communities that form part of the nation in the time of globalization being 

able to speak in their own name. How refreshing to hear a Polish song about 

a market being introduced and then given commentary in a  language I could 

not understand (Vietnamese, I think), or the classics of Polish poetry being read 

and sung in Vietnamese: in the marked hierarchies of information flow, mak-

ing public other directions of translation and interaction holds the potential for 

real change. Given that most of what we hear on the radio in Polish or English  

is meaningless but comfortingly familiar, hearing things that we can’t understand 

seems uncomfortable and interesting. How does our world sound translated? 

jekt Mars, a  landscape intervention in the post-industrial Boxberg area  

of the Lauslitz Lake District of Germany in the form of a giant ear: a space ena-

bling the production of the sound that will be outside the shape of the land-

scape, but fundamental to it. In a work produced for the Whitechapel Gallery, 

The Missing Voice: Case Study B, Janet Cardiff sent visitors out of the gallery  

into the streets of East London with a CD playing recordings of sounds from the 

same streets, along with her recorded observations, stories and narratives. The 

effect was to constitute these streets themselves as a work of art, while also 

making them strange. Another relationship to space was constructed by David 

Cunningham in his series of installations The Listening Room, which used the 

space of the gallery as an echo chamber in which to record the movements 

of the visitor through a  microphone. These reverberations were played back 

in a feedback loop on speakers installed on one side of the gallery until they 

reached a point of intensity sufficient to close a barrier and start the process 

again. It was the room that listened and reacted in an exer singular way to 

the configuration of the visitor in reaction to the particular space of that room.  

Not the least of the merits of the Radio Stadion project was to pose the ques-

tion as to the role of sound in constituting a space: through its experiments 

with noise and language, in a sense the Radio gave the the 10th-Anniversary 

Stadium, back to itself as space, a  space of multi-coloured sound. Returning  

to the Stadion a  week later I  was struck anew by the range of sounds and 

languages, of modes and tones of expression, of colours of words I could not 

understand, and only sometimes vaguely recognize, and by how much stall-

holders talk to customers and to each other.4 The loud-speakers seemed won-

derful in their sculptural visibility. This time they carried not Radio Stadion,  

but Polish pop, abruptly interrupted from time to time by a  voice giving  

information about the Stadion for the coming day. And this music came into 

conflict with electro-disco coming from a CD-seller or Vietnamese songs emerg-

ing from the store of a clothing seller. In shopping centres, the loud-speakers 

blend unnoticed into the ceiling, salespeople talk unheard, and even the 

ubiquitous music mostly seems to aim at bypassing your attention to infect 

your purchasing hormones: there is musical overlayering between individual 

shops and the space of the centre as a  whole, but this is not sonorous con-

flict of the same sort as at the Stadion. If for Marcel Proust the songs of the 

sellers passing in the streets under his window were a  relic of the long-past 

structures of religious song, for me the ‘Piwo jasne, piwo chłodne’ sometimes  

still to be heard in trains, the ‘Lody owocowe, lody czekoladowe’ of Polish 
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Radio Stadion project have caused? What could the (to me) exotic broad-

casts in Vietnamese have meant for those who understand the language? 

But the verve of this singing couple was a  stark reminder that as well as  

being a force for unification, art can divide, and that in the new configurations 

of post-industrial capitalism art has a quite different power to generate revenue 

than do traders at the Jamark Europa. The new paradigm of work and value 

is profoundly artistic, thus making art a great tool for criticism and potential 

change, but one intimately entwined in the dominant paradigms we are trying 

to resist. Here I  speak less as critic than as an organizer of concerts in pub-

lic space acutely aware of the difficulty, perhaps impossibility, of making such 

events inclusive. One of the positives of such artistic events lies in the way they 

themselves can become diagnostic tools. For instance, only after Radio Sta-

dion did I  realize that those who clean up after markets in the U. K. are very 

often from ethnic minorities, whereas at the Stadion they are noticeably Polish. 

What would it mean, therefore, to analyze the sounds not just of cultural dif-

ference, but also of poverty? This could also lead to reflection on a linked and 

important question in an age of fear of populism: why do people like pop music? 

The Radio Stadion project offered the sonorous space of the Stadion in ways  

that were both exotic and familiar, poetic and banal, incomprehensible and  

indicative of a world that we know exists and cannot or do not want to hear.  

It expressed both the space as it is and the space as it might be. As part of 

the events associated with The Finissage of Stadion X was this project a chance 

or a  liturgy? In the context of today’s Poland, radio and Stadion seem to go  

well together, signalling two dying media: the unimaginative health of radio 

in this part of the world currently is a serious cause for concern. But perhaps 

the project was also a chance: of sounds speaking strangely of the essential,  

ineffable quality of space. Can we listen to our surroundings differently? Rather 

than letting the mechanisms of the media tell us what our city looks like, can we 

find ways to enable those who constitute our city to let their voices be heard? 

Perhaps then, like the do-it-yourself radio project from Berlin, ‘Broadcast Your 

Own Backyard’ (http://backyardradio.de), that also participated in the project, 

Radio Stadion was not a lament, but an exciting beginning.   

1 J.-L. Nancy, ‘L’Évidence du film. Abbas Kariostami, in L’Evidence du film (Brussels: Yves Gevaert, 2001) pp. 13–43.
2 This sense of space as cinematographic has also been an object of research for Paweł Althamer.
3 G. Deleuze, Le Pli (Paris: Minuit, 1988) p. 7.
4 Reactions to Bruce Nauman’s sound installation Raw Materials at the Tate Modern also suggest that a powerful impact of 
this installation was how it resonated in viewers’ heads when they were back in the real world outside the gallery. The Radio 
Stadion project had a similar quality for me.
5 M. Proust, La Prisonnière (Paris: Flammarion, 1984) pp. 211–15.
6 J. Staniszkis, Postkomunizm (Gdańsk: slowo/obraz terytoria, 2001).

Even hearing the description of the functioning of an African bar in the Stadion 

in English sounded like a  use of radio as a  tool for exploring alternative 

cartographies of city spaces, of letting other stories be told. Such alternative  

cartography through sound perhaps moves in the tradition of the socially en-

gaged radio show Là-bas si j’y suis… hosted by Daniel Mermet on France-Inter 

(www.la-bas.org) or the interactive Internet project to provide a  sound map  

of New York (www.soundseeker.org). 

For if one of the challenges of capitalism is the way it hides its systems  

of distribution, the Stadion is startling evidence of the humanity and inhuman-

ity involved in extended relations of trade. In a sense the Radio project simply  

reproduced what was already there: one need only, for example, cross the 

Polish-Ukrainian border to immediately be assailed by a  different level and 

quality of music and sound in public space. Is this noise a striking feature (of-

ten maddeningly so) just of post-Soviet space, or it is perhaps characteristic  

of trading spaces throughout the developing world? What does it mean for un-

derdevelopment to be associated with more voices, more noises being heard on  

the street? Perhaps authority in the developing world is both more dictatorial  

(as we continually read and see in the media) and less complete, more  

vulnerable to the flows of globalization, and thus more penetrated by a range 

of different sounds. It is quite possible that the Vietnamese understand 

more about Poland than Poles, just as Poles may understand more about the 

U.  K. than the British. The position of Poland in this respect, as a  nation at 

the frontier of a new Schengen zone, is a delicate one: in this light, the fact 

that the cacophony of the Stadion is being displaced by U. E. F. A., global me-

dia power on a different level, becomes depressing in a  fresh way. What will 

this mega-event mean for the dissonant voices that live and work in Praga? 

Lying in deck-chairs listening to the experimentations with sound and place, 

we were transformed from the bustle of trade into a  different space. As we 

left the inner circle of those interested in art, a  few alleys further we came 

across a couple of traders performing their own drunken rendition of Czesław 

Niemen’s Warszawski dzień, complete with extravagant dance. This earthy per-

formance seemed like a return to the real Radio Stadion, traumatic but moving,  

and brought up the uncomfortable question of how artistic experiments  

interweave with the day-to-day concerns of the people who work at the  

Stadion. What did the Radio Stadion project mean for people who work there? 

The question is unanswerable: perhaps the couple sang with such energy as  

a reaction to the project; how many other such unobserved events could the 
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I  am convinced that the future is lost somewhere in the dumps of  
the non-historical past; it is in yesterday’s newspapers, in the jejune 
advertisements of science-fiction movies, in the false mirror of our  
rejected dreams. 

Robert Smithson

A Tour of the Monuments of Passaic

T
he passion for ruins, which has been rooted in the mentality of the Old 

Continent for a  hundred years, goes hand in hand with the contempla-

tive consideration of the past that can be compared to a  casual stroll 

through the site of a fire, or again to a superficial reading of pages accidentally  

torn from a book. There can be no denying the spectacle of lifeless architecture,  

destroyed by the forces of nature, war and neglect. The fascination with  

elegant rubble, jagged vertical columns, or headless and limbless torsos  

reached its peak during Romanticism — an era acutely obsessed with  

disintegration and erosion. In his essay ‘Fragments from a  History of Ruin,’  

Brian Dillon writes: ‘In the eighteenth century, the ruin is an image both of  

natural disaster and of the catastrophes of human history. In fact, it is  

difficult to tell the two apart. The aesthetics of the sublime is in part an  

effort to name the confusion that comes over us when faced with wholesale  

destruction: we experience storms, battles, earthquakes, and revolutions 

as equally impressive facts of both nature and history.’1 From the romantic  

eulogists of splendour, dozing among the splintered remains of antiquity, 

we inherit the belief that the perfect monument is a flawed monument, one 

that ostentatiously flaunts its own disintegration. Ruinophilia is rooted in 

carefree contemplation of downfall: irrespective of whether it is the ashes  

of Pompeii, the shell of the Chernobyl nuclear plant, or a  disused platform 

used for Apollo missions in Florida. The past, including what took place  

barely yesterday, imprints itself, then fades away within the urban land-

scape;it is cracked and pictorially illegible. It is in this ‘suspension’ of func-

tional duties that the attractiveness of history manifests itself through 

silent ruins — frozen and ready for instant contemplation, yet also suscep-

tible to quasi-archaeological operations and re-definitions (alternatively  

we can term this the demystifying of ruins). As such, sites of ruin de-

termine a  place for ideological and contextual games. They can become 

places of grief, shame, poignancy and glory as well as places of absurd  

manipulations.

The pretext for the following reflections is the phenomenon of a  specific 

ruin — Warsaw’s 10th-Anniversary Stadium, a  post-war architectural struc-

ture whose fate can be recounted as an interesting and multi-layered story. 

After the catastrophe of the World War II the Stadium arose from the rub-

ble (literally) of the crushed city of Warsaw, and it was the proud venue 

for propaganda and sporting events. The economic transformation of 

the 1990s accompanied the next phase of its metamorphosis. Deserted 
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settings. In December, 1967, two months after the exhibition, Smithson  

published an essay in Artforum magazine entitled ‘Monuments of Passaic.’4  

The article can be viewed as a  wayward ‘contribution’ to the project,  

a response to the guiding principles of Sculpture in the Environment. The text  

was a  philosophical, guidebook-style description of a  walk to view the  

most important local ‘monuments’ of Smithson’s hometown of Passaic,  

New Jersey (earlier described by the artist as ‘the type of decaying industrial 

town where they build highways along the river’)5. During the walk, lasting  

many hours, Smithson observed, and later noted with great fluency and  

imagination, a rusty port crane on pontoons, a closed bridge, part of a highway 

under construction, and an artificial crater filled with dirty water. His  

emphasis was on both the technical aspects of the objects, and their potential  

for metaphor or harmonious integration into urban space. Of course,  

the objects selected by the artist were ‘unintentional’ monuments that  

arose as the result of building malpractice, neglect, or clerical mix-ups,  

and not the result of intentional artistic action. However, the ‘monuments of 

Passaic’ were rediscovered and pointed out by Smithson, using text, to endow 

them with specific meaning, and to someextent he inscribed them into the  

context of the international art-world. At the same time he entered into  

a  critical dialogue with artists gagging on the promises borne by the 

intervention of sculpture in public places by bringing the scale of his work 

close to that of architecture.Instead of creating new objects in public  

spaces, Smithson took note of those already in existence, thosesubject to  

independent, unplanned transformations. This approach reveals a quasi- 

scientific curiosity, which was combined with a  tendency to taxonomically  

omit pre-existing natural phenomena. The aforementioned text from  

1967 does not so much pass for a  travel guidebook (which almost imme-

diately lessens the very eloquent, poetic, and allusion-laden language)  

as it constitutes an attempt to draw attention to the profanity of artistic  

excess. At the same time it emphasises the role of language in the process  

of an object becoming an objet d’art. In this sense Smithson is one of the 

precursors of art as a  form of ‘alternative tourism,’ of exploring unrecognis-

able exotic regions of the banal, of decay and provincial exotica. A  direct  

continuation of this approach can be seen in The Center for Land Use  

Interpretation, a series of projects ranging from geological wells to sightsee-

ing tours.6 CLUI is an organisation run by theorist Matthew Coolidge, who  

first met with Smithson while a student. Many of the CLUI projects are based  

on excursions to contemporary ruins: abandoned military bases, power  

a  decade earlier, the Stadium was appropriated by traders during the free-

market rush, until it was eventually almost completely abandoned, as it 

awaited the time when it would become part of another architectur-

al organism — the new Stadium to be built on its ashes. At the same 

time a  new force began to appear on the site, this time organic, of which 

the most symptomatic manifestations are the rows of trees and bushes 

densely growing throughout the Stadium’s stands. The destruction of 

the 10th-Anniversary Stadium and the endeavours of the last few years 

towards its temporary conceptual revitalisation seem to have set the  

context for contemplation. A series of artistic happenings under the banner  

of The Finissage of Stadium X in Episodes, curated by Joanna Warsza, seems 

to provide a  suitable pretext for summoning up theoretical reflections  

on ruins (rare in Polish literature) from the turn of the ’60s and ’70s based  

around the texts and earthworks of Robert Smithson.

 

In October, 1967 the exhibition Sculpture in the Environment opened in New 

York2. The aim of the show was to present a new phenomenon, characteris-

tic of a particular contemporary American art scene; the idea was to ‘aban-

don’ gallery walls and take sculpture (usually on a  monumental scale) into 

urban spaces. Abstract welded steel sculptures by artists like Alexander  

Calder or David Smith were not created with the traditional interior exhibition 

space in mind. Their aggressive character suited the challenges of the 

chaotic metropolis, where buildings, people, vehicles and plants competed 

for ever-shrinking enclaves of free space. Twenty-four works adhering to the 

concept of Sculpture in the Environment were spread all over Manhattan, in 

squares and parks and at commercial sites.  

Robert Smithson was not one of the exhibitors, though from today’s perspec-

tive he is seen as one of the key reformers of the art scene of the second 

half of the twentieth century. Smithson’s role in form the action of a  new 

creative ‘work ethos’ cannot be overestimated; he encouraged artists to reach 

beyond the studio and interact with the landscape on a  scale of 1:1. In an  

unprecedented way he brought thinking on ecology and science into art, while 

at the same time mercilessly criticizing stagnant art institutions. This did  

not affect him in the realization of his ‘arrogant’ monumental works creat-

ed in the deserts of America and clearly visible from an airplane.3 Smithson  

was sceptical of the concepts behind Sculpture in the Environment, and he  

questioned the point of placing giant abstract welded sculpture in urban  
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19th century for the Second Law of Thermodynamics. On the basis of 

this principle arose the hypothesis known as ‘the thermal death of the 

universe.’ Entropy is a  force causing the universe to irreversibly head 

towards its own dispersal. As Smithson stressed, the drama of the 

irreversible processes of decay, leading to utter chaos and exhaustion, are  

inseparably inscribed in the existence of architecture and artworks, as in  

everything that is material. That is why, more than the  shape emerging  

from a  piece of marble modelled with a  chisel or a  recently inaugurated 

building, fragments and rubble held such importance for him. As time 

went on, rather than the mythical ‘Wild West’ as explored by artists like  

Walter De Maria and Michael Heizer, Smithson became more interested in 

places on the outskirts of urban environments, ‘inferior category’ terrain 

like landfills, disused factories, refuse tips, excavations, and all forms of  

the ‘side effects’ connected to industrial excesses and the expansion of  

the human race. The fascination with decay, ‘suspended’ halfway to  

catastrophein place sit would be difficult to call spectacular, is illustrated  

by Smithson’s work of 1970 entitled Partially Buried Shed, Kent, Ohio,  

in which earth dumped onto a  small building by a  digger led to its  

partial collapse. At the same time the artist prioritised the urban,  

neglected yet ‘living,’ outskirts of American cities over European mauso-

leums. For Smithson the old continent was one big ruin because of its 

sentimental passion for centuries-old architectural wrecks condemned 

to the never-ending adoration of their ashes. A  symbolic act of revenge  

on the museum-heavy continent was the work Asphalt Rundown from  

1969, created in a  disused quarry near Rome. Trucks poured hot asphalt  

into the space, and it spread over the sides of the quarry, creating an  

amorphous form when set.8        

Smithson’s masterpieces and his influence on the artistic practice of today must  

be analyzed not only through spectacular creations like the canonical earth- 

work Spiral Jetty (1970) on the Great Salt Lake in Utah, but also through the 

critiquesand essays which established his position as the leading ‘ideologist’  

of Land Art. The artist’s work on the landscape and that connected with  

language are linked by one of his drawings from 1966 entitled The Heap of Lan-

guage. This modest work on graph paper simply represents the ‘heap of lan-

guages’ of the title by noting words relating to grammar and the functions and 

mythology of language (euphemism, alphabet, sentence, Babel, ABC, terminol-

ogy, hieroglyph, and the like). At the same time this ‘concrete poetry’ is remi-

stations, hypermarkets in the suburbs, as well as to the remains of classic land- 

art sites from the 1970s.

The tradition of trips, walks and guided tours as artistic happenings is also 

echoed in the projects initiated by Joanna Warsza at the 10th-Anniversary 

Stadium. It is enough to recall the second instalment of the Finissage enti-

tled On-Site Inspection, a theatrical narration concerning one of the icons of 

Communist-era Poland. During the performance, spectators could meet well- 

(or lesser-) known ‘heroes’ involved in the creation of the Stadium’s history 

(sport figures, architects, female Party members, and so on) and was based  

on the concept of a  walk to the site, where the artistic happening serves 

 the function of a  pretext or framework permitting the participants to con-

centrate on neglected or overlooked aspects of reality. Under closer scrutiny  

these trivial details (gestures, anecdotes or ostensibly trivial events) become 

a part of the cultural landscape, formed by scripted behaviours rendered by 

artists and cultural producers.

Apart from the phenomenon of ‘overlooked exotica,’ the most important  

repetitive motif appearing in subsequent scenes of the Finissage, one that  

simultaneously played a  key role in the philosophical understanding of  

Smithson’s art, is the subject of entropy, seen as the inevitable conclusion to 

a single architectural structure additionally weighted down by its ideological 

function. Here we are dealing with ideological and linguistic disintegration,  

illustrated by the presence of a  gigantic building located in the city centre  

and stripped of its original function. In his text on Passaic, Smithson de-

scribes one of the encountered ‘monuments,’ a sandpit; he calls it a  ‘model 

of a desert.’ The artist considers this object an excellent example of entropy.  

To illustrate, he uses the story of a child who initially mixes the separated dark 

and light sand as he shuffles about in the box. After a while the sand turns  

gray, and walking backwards does not reverse this process. In fact, it only  

serves to deepen it. In the box of sand Smithson saw the disintegration  

of entire continents, the drying up of the oceans; all that was extant was  

millions of grains of sand, a  vast deposit of bones and stones pulverized  

into dust.7 Entropy was one of the key notions used by Smithson, providing  

a  theoretical skeleton for his later earthworks, constructed beyond the  

confines of the gallery, far from city centres, and usually in places which  

were difficult of access. He used the terminology of entropy in an or-

thodox scientific manner, recalling that used in the physics of the mid-
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the canyon. A reference to this destructive tradition in relation to the urban 

landscape can be found in the contemporary work of Monika Sosnowska,  

particularly in her project 1:1 (2007). The skeleton of an anonymous modern-

ist pavilion was ‘crushed’ by the mass of the Polish national pavilion located  

in the Giardini of the Biennale in Venice. The sight of the building’s ruin,  

frozen in time inside another representative structure, was something  

spectacularly tragic. One can also view spectacularity in an athletic sense.  

Imagine the dramatic clash of two boxers in the ring: we freeze the action 

and undertake a  critical scrutiny from every angle. One of the entry points 

for Sosnowska’s work was the removal of scaffolding from outside the  

Silesia Stadium. This structure, built to the glory of working-class labour, is  

part of a  larger health resort and recreational centre. In the 1960s it was  

the biggest venture of this type in Europe. 

The destruction of the tower, rising above the stadium and abandoned many 

years earlier, is a  gloomy metaphor for the slow demise of this social and  

recreation centre, which was to provide rest and recreation for the elite  

of Silesia’s workforce. In recalling this spectacularity, in the athletic and  

artistic sense, and in linking it to the heroic struggles of the creators of 

landscapes in the ’60s and ’70s, we might also turn our attention to 

the inaugural project of Warsza’s cycle of happenings at the Stadium:  

Massimo Furlan’s Boniek!, a  one-man re-enactment of the 1982 Poland–

Belgium football match. The artist’s effort was a  work before and on an 

urban landscape and it referred directly to the site, with its entire histori-

cal baggage, its need for heroic achievements, emotions that emphasized 

the scale and discipline of the architecture of the Stadium. In that sense,  

Furlan’s performance can be linked to the individual bravura of other artists  

working with landscape and architecture like Gordon Matta–Clark, Richard  

Long and Dennis Oppenheim, or even, a few decades later, Christian Philip  

Müller’s action Illegal Border Crossing Between Austria and the Principality  

of Lichtenstein (1993).

In Robert Smithson’s artistic dictionary, alongside entropy we also find 

other terms relevant to reflection upon the ruins of the Stadium and simi-

lar structures: site, non-site and displacement, in particular. Art, according  

to Smithson, is played out in two arenas. One of them is the Gallery, where  

the viewer has access to ‘geological’ samples of sites, documentation, and  

records. The other, more important field is the Site itself, frequently difficult  

niscent of a geological formation seeming to suggest that natural elements 

(massive mountains, ravines, reservoirs, etc.) and architecture are letters in the 

landscape which combine to form words and sentences, their disintegration 

being the disintegration of semantics.

For similar reasons we can treat the ruins of the 10th-Anniversary Stadium 

as a  specific store of information, knowledge coded in an unusual manner, 

on the basis of erased ‘letters’ and shattered ‘syntax.’ The Finissage was not 

exclusively a  direct operation on materials and the textures of architecture.  

It was also a  piling up of an additional layer of language (The Heap of  

Language), creating new narratives and urban legends. The specific projects 

which made up the Finissage manifested themselves, for example, through 

sports commentary, specialised lectures, or radio plays. Limited in time and 

leaving no permanent traces, the happenings were not accessible to the 

majority of the public. Despite that fact, information in the form of the writ-

ten or spoken word circulated with no difficulty. As in the case of the Land 

Art projects decades earlier, coming into contact with the performances in 

this case was, more often than not, made indirectly through documenta-

tion or through stories and gossip in the first place. Acknowledged by some  

critics as the first Land Art work, Placid Civic Monument (1967), a  hole in  

the ground dug by Claes Oldenburg in New York’s Central Park, existed 

for barely a few hours before it was once again filled with earth.9 It was seen  

by a  small number of people, mainly passers-by; nevertheless more people 

heard about it through word of mouth, even if only as a cheap thrill. The work 

thereby reached a far wider audience.

Analysing the fate of the abandoned Stadium, along with that of other build-

ings pushed out of history, it is worth drawing attention to the aspect of  

spectacularity, which may refer both to contemporary or ancient architectural 

ruins, monumental work of Land Art (peculiarly designed ruins) from the ‘60s  

and ‘70s and to the phenomenon of sport (something important when we 

speak of the Stadium,’ a facility intended for sports spectacles). 

In the pioneering age of Land Art spectacularity was linked to desperate  

attempts at competing with the landscape and architecture, a  true ‘male’ 

trial of domination, an almost grotesque example of which would be Heiz-

er’s Double Negative (1971). The artist created the piece in the Nevada desert 

by moving 240,000 tons of earth in order to cut a  transverse fissure in to 
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to reach, and which directly establishes the terrain of the artist’s operations.  

The Stadium constitutes exactly the site artist-researchers imagine: a capsule  

for unwanted things, multiplying independently, submitting to their own  

organic dynamism of growth and death. Along with their historical ‘bow-

els,’ vegetation pushing up through the concrete slabs, and the smell of  

Vietnamese bars, the Stadium constitutes one of those sites designated 

to be explored by artists and whose history we will shortly be reading, but  

exclusively through documentation, exhibitions and books — in other words 

via travels to a non-site. The ‘uninvited’ remains are testament to the mute 

and wounded presence of what occurred before; they take on the function 

of ‘found’ monuments, illustrating the process of de-industrialisation, rushed 

privatisation, or undesired urban change. These ruins are evidence of some-

thing that Smithson used to call a ‘quiet catastrophe,’ the awareness of which 

brings out in us a  troublesome, sentimental pleasure. As Brian Dillon wrote  

in the forementioned essay on the historical splendour of ashes, ‘For all its  

allure, its mystery, its sublime significance, the ruin always totters on the 

edge of a certain species of kitsch. The pleasures of the ruin — the frisson of  

individual wreckage, endlessly repeatable, like the postcard that is so often its 

tangible memento.’10   

1 B. Dillon, ‘Fragments from a History of Ruin,’ in Cabinet, no. 20 (Ruins), 2005–6, p. 55.
2 The curator of the exhibition was Sam Green, and its organizer the New York City Administration of Recreation and Cultural 
Affairs. See the chapter ‘October 1967: A Corner of a Larger Field,’ in Suzanne Boettger, Earthworks: Art in the Landscape of the 
Sixties (Berkeley and Los Angeles: University of California Press, 2002) pp. 1–8.
3 In 1966 Smithson started working as a consultant with the company Tippets-Abbett-McCarthy-Stratton (T. A. M. S.), responsi-
ble for the design of the Dallas-Fort Worth airport. This fact had a great impact on the way he considered the execution of his 
sculptural works, their location and scale, one example being the unrealised 1967 project Sculpture Park, to be viewed from an 
aircraft and containing works by Smithson, Sol LeWitt, Robert Morris and Carl Andre.
4 Smithson’s text ‘Monuments of Passaic’ was originally published in Artforum in December 1967. It was later reprinted as 

‘A Tour of the Monuments of Passaic, New Jersey.’
5 S. Boettger, op. cit., p. 62. 
6 The Center for Land Use Interpretation was set up in 1994 as a research organisation concerned with the understanding of 
nature as well as the scale of human influence on the earth’s surface. CLUI’s headquarters are located in Los Angeles, although 
the institution also has other research centres in various parts of the U. S., for example, the Wendover residence programme in 
the state of Utah, not far from the site of Smithson’s Spiral Jetty and Nancy Holt’s Sun Tunnels.
7 Boettger, op. cit, p. 63.   
8 In connection with this kind of artwork, one project realised during the Finissage should be mentioned: Palowanie / Pile 
Driving by annas kollektiv from Zürich, where the culmination of the event was the ‘trepanation’ of the Stadium’s field using 
appropriate building equipment.
9 This work is widely known as The Hole, and was realised as part of Sculpture in the Environment. 
10 Dillon, op. cit, p. 55.At, sim zzriustrud dolore tatue tationullum inibh estrud etum eu feuis nostrud endiam nulla ad tissequ 
ipsuscinit, quat praessi. A

series of interventions on the premises of the 10th-Anniversary Stadium 

tested the possibilities of memory in the public sphere in a  prodigious 

manner. Moreover, in the form of reflexive snapshots staged in different 

ways and which drilled deep into the strata of society, the currently all-too-

obvious proliferations of an apparently archaic post-Communist capitalism 

were felicitously brought into focus. On a location layered in nothing less than 

excessive fashion with different levels of meanings, political, economic and 

historical, curator Joanna Warsza has followed the principle of fragmentary 

reconstruction and made the signifiers characteristic of the location dance, 

before the curtain fell for good. 

ROLAND SCHÖNY

RECONSTRUCTION
OF FRAGMENTARY

ON THE
PLAYGROUND
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It seems that only in this fragmentary juxtaposition of seemingly unrelated  

elements that converge solely along the line of the conceptual tangent of 

critical performative practice was it possible to capture the highlights of a situ-

ation marked by the drifting apart of various narratives whose scenic diver-

sity no single rear-view mirror could encompass. Without hoisting the colours 

with a  call to socially oriented art-forms, the biographical plane of history,  

combined with a subjective dimension, came into play. However, the complex 

‘social field as a  multidimensional space of positions’1 that has constituted  

itself around the 10th-Anniversary Stadium was not shifted into an analytically 

well-founded representation, in the framework of activities appropriately  

paraphrased as a  closing event, but could flare up for moments by means 

of a  system of references. Thus, equipped with all the necessary research 

tools and methodological repertory of artistic intervention, the issue of the 

ascertainability of history was categorically raised. At the very moment when 

irreversible measures of restructuring affecting entire districts of the city of 

Warsaw were commencing, this raised the question of which patterns of rec-

ollection would determine the inscription of the consequences of this urban 

renewal into our consciousness.

For in the process of permanent absorption of events by the media, our mode 

of perception seems to be radically changing. All perception of historical proc-

esses is on the verge of dissolving into the orbit of media representation; in 

the process of increasing acceleration every event immediately turns into 

a media event. Images are torn from their respective contexts and random-

ly juxtaposed, their individual meaning leveled. Hence our perception of the  

processes of urban development is no exception. Information on complex  

planning processes and urban renewal measures is being transformed into  

a thin layer of standardized actuality which is reissued day in, day out in the  

format of the news item. Intricate processes are reduced to simple messages.  

By contrast, memory and recollection, as manifestations of social depth, are 

shrinking inexorably. Zoomed-in snapshots of the system of social relation-

ships have already acquired scarcity value. ‘We speak so much of memory only 

because it no longer exists,’ as French historian Pierre Nora has declared. Col-

lective memory shared and passed on by living groups has been progressively  

diminishing. At the same time this has resulted in the increasing signifi-

cance of real sites of memory as a  kind of repeater station enabling the 

release of potentials of retrospection on anything that has been individually  

(or collectively) experienced as special: ‘Our interest in those sites where  

memory is stored or where it retreats into arises out of this particular moment 

in our history. We are experiencing a moment of transition where our aware-

ness of a breaking with the past goes hand in hand with a feeling of a break-

down of memory; yet at the same time it is a moment when this break still 

releases so much memory that we may ask for its materializations.’ 2

Nevertheless any attempt to define the 10th-Anniversary Stadium as a  site 

of memory would set us on the wrong track, as its socio-historical context 

totally forecloses any coherent agglomeration of signs. So we would be bet-

ter off proceeding on the assumption that the Stadium has already served 

as a  kind of ‘apparatus of differentiation,’ not only through the dualism of  

victory and defeat inherent in football, but first and foremost through its  

function as a  platform for highly contradictory situations within Polish  

society. Sociologist Maurice Halbwachs explored such processes and raised 

questions as to what holds living human beings together as a collective. Ac-

cording to cultural anthropologist Aleida Assman, Halbwachs made a  strict 

distinction between collective memory and the memory of historiography, 

as specific memories, even though they form identity and stabilize a collec-

tive, may at the same time block out historical events.3 Halbwachs remarked 

‘.  .  . But there is no universal memory. Every collective memory requires the 

support of a group delimited in space and time. We can assemble the totality 

of past events into a single picture only on the condition that we free them 

from the memories of those collectives who preserved their memory . . . and 

that we retain only their chronological and spatial scheme.’4 

Even though the interventions here touched upon such issues, in Finissage 

Joanna Warsza deployed them rather to only place marks which might be 

defined as ‘memo-coordinates,’ in order to embark on individual episodic  

expeditions. In this way, quite different patterns of memory were thematized. 

Even the English tradition of reenactment, the restaging of war situations, so 

closely bound up with the British population’s drastic experience during World 

War I as allies of France in the 1904 Entente Cordiale,5 was here only practiced 

in a quite fragmentary way, with only one player. As a single signifier brought 

back to life, he was abstracted from the overall context of a complete sports 

event, which was obviously necessary for making this intervention possible in 

the first place. As in Slavoj Žižek’s Lacan-based analysis, the repetition would 

uncover the existential hopelessness of its participants: ‘This is how Lacan 

conceives the difference between repetition of a signifier and repetition qua 

ON THE PLAYGROUND OF FRAGMENTARY RECONSTRUCTION
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its method of ‘turning the city into the mirror image of memory,’ which, for  

example, Walter Benjamin was more than familiar with from Charles  

Baudelaire’s poetry. Moreover, the terminological overlapping of architecture  

and memory can even be traced back to antiquity, as exemplified by the 

concept of ‘mnemonics’ or ‘mnemotechnics.’8 In his highly explorative Arcades 

Project, Walter Benjamin repeatedly compares the act of remembering with  

wandering through architectures. The closing event of the 10th-Anniversary 

Stadium represented an inversion of these two notions, and thus created  

an echo chamber of perceptual contexts around the entropic sign-system of 

our society’s status quo.   

1 P. Bourdieu, ‘Social Space and the Genesis of “Class,”’ [ = « Espace social et genèse de ‹ classe › », in Actes de la recherche en 
sciences sociales, no. 52/53, June 1984. Reprinted in Bourdieu, Language and Symbolic Power, John B. Thompson, ed., trans. Gino 
Raymond and Matthew Adamson (Cambridge, England: Polity Press; Cambridge, Mass.: Harvard University Press, 1991).
2 P. Nora, Les lieux de mémoire, 7 volumes, (Paris: Gallimard, 1984–92). Abridged translation, Realms of Memory (New York: 
Columbia University Press, 1996–98).
3 See A. Assmann, Erinnerungsräume. Formen und Wandlungen des kulturellen Gedächtnisses (Munich, 1999, 3rd ed. 2006),  
p. 131.
4 M. Halbwachs, La mémoire collective [1950], trans. Lewis Coser, modified, cited in Assmann, op. cit., p. 132.
5 See J. B. Köhne, ‘Krieg Trauma Spiel. Ein britischer wissenschaftlicher Film (1918) und eine BBC-Documentary (2002),’ in Frank 
Stern, Julia B. Köhne, Karin Moser, Thomas Ballhausen, Barbara Eichinger, eds., Filmische Gedächtnisse. Geschichte – Archiv  
– Riss (Vienna: Buchreihe der ÖH Uni Wien: 2001 Vol. I, p. 171–3.
6 S. Zizek, Enjoy Your Symptom!: Jacques Lacan in Hollywood and Out (New York and London: Routledge, 2001) p. 79.
7 S. Freud, ‘Mourning and Melancholia,’ in The Standard Edition of the Complete Works of Sigmund Freud, trans. James Strachey. 
(London: Hogarth Press and the Institute of Psycho-analysis, 1953–1974, Vol. 14) p. 243.
8 See D. Schöttker, Konstruktiver Fragmentarismus. Form und Rezeption der Schriften Walter Benjamins (Frankfurt, 1999)  
pp. 232–3.

traumatic encounter with the Real: the repetition of a  signifier repeats the 

symbolic trait unitaire, the mark to which the object is reduced, and thus it con-

stitutes the ideal order of the Law, whereas “traumatism” designates precisely 

the reemergent failure to integrate some “impossible” kernel of the Real.’6 

To integrate opposing players and tell them to lose the match would have 

made the homage to Zbigniew Boniek an absurdity. Yet even as a single signi-

fier, Massimo Furlan acted as an amplifier who symbolized the act of a final 

flare-up. Indeed, it is one of the paradoxes of perception that aspects of pres-

ence can be intensified, of all things, by disappearing. In particular, the experi-

ence of the final discontinuation of the continuous data stream of the existing 

can trigger a backward-looking desire. This logic is particularly effective when 

libidinous forces and desire are in play. That the psychodynamics of the re-

capitulation of commemorative images as an early form of the restructuring  

of the real which results from disappearance is not only triggered by dramat-

ic personal events such as the breakup of a  loving relationship or the loss  

of a  loved one, is something Freud had already observed in his analysis of 

mourning as an extreme symptom of disappearance. ‘Mourning is regularly the 

reaction to the loss of a loved person, or to the loss of some abstraction which 

has taken the place of one, such as one’s country, liberty, an ideal, and so on.’7 

Thus this can also apply to national monuments and historical ruins. 

Referring to what is required for the architecture of a  stadium, the vision-

ary Anglo-Danish architect Ove Nyquist Arup, the founder of Arup Associates,  

the architecture and engineering firm that among its many other projects re-

alized the Beijing Olympic Stadium for the 2008 Games designed by Herzog  

& de Meuron, said that a stadium is more like a machine than a conventional 

building or structure. As stadiums are multiple hubs in the very center of traf-

fic, energy and media networks, and at the same time urban ‘super-signs,’ 

the optimized handling of audience streams linked to the presentation of 

corresponding consumer items is among their key tasks. Beyond this techno-

cratic definition of stadiums as machines, stadiums also serve a metaphori-

cal purpose as desiring-machines with surfaces for inscription, recording and 

projection in whose macrostructures sediments of history and memory are 

deposited. 

Seen from this perspective the notion of architecture comes to be loaded 

with allegorical meaning, in a  way reminiscent of modernist literature and 
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I
n 1954, on the sodden marshlands of a  former island in the Vistula, land 

which was joined to the right bank of the river a century ago, a sports facil-

ity was built. After World War II, rubble from Warsaw’s left bank, an area 

reduced to ruins after the Warsaw Uprising in 1944, was transported to this 

wasteland. From this rubble emerged a large flat-bottomed bowl with a sports 

field in the centre. The concrete interior sides of the bowl were shaped into 62 

rows of terraces, which in turn were divided into 42 sections, creating a grand-

stand for tens of thousands of sports fans. 

For the first 30 years of its existence, the 10th-Anniversary Stadium was a hive 

of activity. Countless sports events, state ceremonies and meetings took 

place there. The arena was kept in perfect condition, and any plant appearing  

within the stands was methodically dealt with. However, the end of the  

1990s saw an end to the mass celebrations. Suddenly the Stadium changed 

functions and its whole life was transferred to the crown. Within the  

Stadium and the surrounding area arose the largest bazaar on the European 

continent, what came to be called Jarmark Europa. Thousands of market stalls 

were knocked together using plywood and sheet metal, creating a  peculiar 

kind of shantytown. Among the traders and clients were people of many dif-

ferent nationalities and races. Business boomed, but the structural state of 

the Stadium suffered with each passing year. The grandstands, formerly the 

showcase of the Stadium, were now relegated to the role of a storage area for 

an open-air bazaar. 

The Stadium was more than a  sports and public-events facility that later  

became a marketplace in Warsaw. These were merely the functions it served 

in its official capacity. As an urban space it was also of interest because of its 

specific climate. In the bowl of the Stadium, many metres high, there arose 

a unique and autonomous environment. The immense concrete stands heated 

by the sun meant that the ambient temperature of the stands was often high-

er than that of the surroundings. 

Warsaw, like every big city, is an enclave of warmth surrounded by cooler 

suburban areas. Within this enclave, the Stadium proved to be a particular-

ly significant site. Heat accumulated by day was released at night. Daytime  

differences in temperature between the sun-heated concrete slabs and the 

cooler grass-covered field could sometimes reach more than 10C°, 18º F. The  

effect was the creation of thermal chimneys, ‘columns’ over the Stadium 

formed by heated air rising and manifesting itself through a  characteristic  

upwardly pushing movement on the clouds. 

The overall shape of the structure brought about the creation of a very specific 

system of vertical and horizontal air currents above the Stadium. The prevail-

ing winds would generally blow high above the whole area. When strong winds 

blew over the top of the Stadium, the interior of the structure was always 

calm. However, during the formation of thermal chimneys formed by vertical 

movement of air, additional currents appeared above the Stadium; they arose 
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crete; a few weeks later it had germinated, and in its place was a growth a few  

millimetres long of the seeded poplar. Birds had stopped for a moment’s rest, 

leaving behind the stain from a  black-and-white dropping which contained 

small seed stones from a wild elderberry. These seeds, partly digested in the 

bird’s alimentary canal, were thus activated for germination. Someone from the  

bazaar spat out some grape seeds. These seeds fell on the stands, and after 

a few years the creeping vines had grown to a few meters in length.  

Warsaw’s rubble, mixed with soil, cracked concrete, rubbish from the bazaar, 

as well as bird and human excrement, created conditions conducive to the 

development of many plant varieties. At first flora was dominated by pioneer 

organisms with a short life-cycle, effectively spreading with the aid of seeds. 

In time, there was an increase in the role of perennial herbaceous plants,  

capable of multiplying via budding shoots, rhizomes, and bulbs; there was  

also an increase in arborescent varieties. The abundance of plant life grew;  

in the case of some varieties current estimates run into the hundreds and 

thousands of specimens.    

From the west the Stadium is surrounded by woodland and overgrown marsh 

meadow adjoining the banks of the Vistula. These certainly constituted a rich 

source of seed from light seed trees like the numerous poplars growing in the 

Stadium. Seeds from indigenous herb plants also came to the Stadium from 

the marsh meadows, including bittersweet (Solanum dulcamara), common 

nettle (Urtica dioica), as well as common hop (Humulus lupulus), whose shoots 

have thickly entwined the decaying benches of the stands. From the riverside 

also came the winged fruit of the ash-leaf maple (Acer negundo), an aggres-

sive newcomer from North America which is now taking over Warsaw’s empty  

lots and semi-natural woodlands. 

         

The idea of foreign visitors in the Stadium thus relates not only to people  

of various nationalities, but also to plants. We find wind-dispersed North 

American varieties in abundance: Canadian fleabane (Erigeron canaden-

sis), redroot amaranth (Amaranthus retroflexus), gallant soldier (Galinsoga 

parviflora), shaggy soldier (Galinsoga ciliata) as well as Canadian golden-rod  

(Solidago canadensis) and giant golden-rod (Solidago gigantea). Golden-rods 

used to be commonly called the ‘Polish mimosa,’ but they are neither Polish 

nor mimosas; it is an invasive variety originally from North America. Also 

noteworthy is stinkgrass (Eragrostis minor), an inconspicuous grass native  

from differences in ambient pressure and existent underlying pressures. Air 

sucked in from the surroundings of the structure flowed into the centre of the 

Stadium and circulated around the stands. Incoming air was generally cool 

and moist, owing to the vast and shady expanses of Skaryszewski Park to 

the east and the marshy meadows of the Vistula River nearby to the west. Air 

masses circulating above the Stadium brought with them all kinds of particles 

like pollen, along with light seeds borne by the wind from fruit plants growing 

in the area.   

One important regulator of the Stadium’s interior climate was the flat  

expanse of seeded and sprinkled grass on the field in the bowl of the Sta-

dium. In the beginning, this was the only part of the structure where a dense 

blanket of plant life could be found. Today the turf is much neglected and has 

not been cut for a long time. It is interesting that various types of cultivated 

grass still prevail; they flower and grow in abundance. Among them English 

rye-grass (Lolium perenne), the most important and highly regarded grass  

usedin sporting surfaces is still dominant. One can also find oat-grass  

(Arrhenatherum elatius), various types of fesue grasses (Festuca), meadow- 

grass (Poa) and bent-grass (Agrostis). However, less desirable varieties of grass 

 also appear, e.g., the rapidly spreading wood small-reed grass (Calamagrostis  

epigejos), as well as dicotyledonous weeds like wormwood (Artemisia), goose-

foot (Chenopodium) and field bindweed (Convolvulus arvensis).

And this is how the Stadium looked and functioned over the last few decades. 

Individual plants undoubtedly appeared in the stands, on the stairs, and in  

the aisles between sectors, but they were generally ‘de-selected’ varieties,  

resilient to mechanical damage or being trampled on. These were such varieties 

as the greater plantain (Plantago major), common knotgrass (Polygonum avic-

ulare), annual meadow grass (Poa annua), and pearlwort (Sagina procumbens).  

Today the list of species growing in places which for years have been minimally  

under the threat of direct impact from man is much longer.

For years nothing has been happening at the Stadium apart from its ongo-

ing demise. Nobody paid any attention to the fact that alongside the bustling 

market, in the abandoned and devastated stands, new life was being born.  

The Stadium began to fill up with new organisms. Initially the changes 

were insignificant, even invisible to the untrained eye. A speck of fluff from  

a  poplar was carried by the wind and lodged in a  gap in the cracked con-
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Nitrophile weeds, plants which need soil with high nitrogen content, also 

prevail in the Stadium: European black elderberry (Sambucus nigra), greater 

celandine (Chelidonium majus), spiny sow thistle (Sonchus asper), common 

dandelion (Taraxacum officinale), black nightshade (Solanum nigrum), bitter 

nightshade (Solanum dulcamara), as well as whole areas of saltbush (Atriplex) 

and goosefoot (Chenopodium). Strengthened by the nitrogen found in waste 

and fæces, these species are unusually abundant, and they are frequently 

found to be double the height of specimens from other parts of Warsaw. They 

can be found among the highest rows of the stands, an area which previously 

served as informal toilets for the market traders. The appearance of nitrogen-

loving species in soil containing this particular chemical element can only be 

viewed as evidence of human intervention.  

One of the authors of this article, Marek Ostrowski, has been observing plant 

migration processes in the Stadium’s stands for years, and he has documented 

them in a series of aerial photographs. Additionally, Ostrowski has document-

ed the temperature ranges within the Stadium by using an infrared camera. 

This made it possible to record the specific microclimate within the basin  

of the Stadium (involving humidity, temperature and heat capacity). During the 

early years of this century, one notes the first plants large enough to be seen 

from a plane, including individual shrubs, and, in a few places, small clusters 

of herbaceous plants. Things continued in this way until 2007, when there 

was a sudden explosion of growth in the stands, and overall plant cover in the 

Stadium significantly increased. Trees and shrubs created large areas of thick 

growth easily visible from an aircraft. In the two sections to the left of the 

VIP grandstand, in the part of the Stadium neighbouring the marsh meadows  

of the Vistula, there even appeared an area of dense scrub. 

   

A  more detailed analysis of the Stadium’s flora required an expansion of 

the study group. In 2007 Barbara Sudnik-Wojcikowska and Halina Galera, 

two experienced researchers of Warsaw’s plant life, joined our team. On the  

basis of their fieldwork (autumn 2007 and spring and summer 2008), a reg-

ister of all plant species appearing at the Stadium site was compiled. In total 

the register listed 160 entries. Some of the varieties appeared in very small 

numbers and quite often in the early stages of development. For example, 

there were seedlings and young specimens of trees like the bush-cherry plum 

(Prunus cera-cifera divaricata), alder buckthorn (Frangula alnus), European row-

an (Sorbus aucuparia), Siberian dogwood (Cornus alba), rockspray cotoneaster  

to southern Europe and western Asia and brought to Poland in the nineteenth 

century. In its native land this species is found in semi-desert areas; in Warsaw 

it has found itself a  suitable habitat in cracks in walls, between pavement 

stones, and along railway tracks — and at the 10th-Anniversary Stadium! On 

the other hand, the introduction of edible juicy fruits like mulberry, cherry, 

black cherry, plum, apple, strawberry and tomato, may be of two kinds; either 

their seeds reached the stands as organic refuse from people, or they were 

brought to the Stadium by birds.  

Excellent sunlight and the fact that the bowl of the Stadium is sheltered from 

the wind created a  favourable environment for herbaceous plant varieties  

demanding lots of light, for example, the two goldenrods native to the Ameri-

can prairies, as well as prickly lettuce (Lactuca serriola), white-leaved goosefoot 

(Chenopodium strictum), toadflax (Linaria minor), narrow-leaved meadow-

grass (Poa angustifolia), and drooping brome (Bromus tectorum). This last  

variety covers whole areas in the sunniest sectors which are exposed to the 

south and west. In turn the prickly lettuce is easily recognisable, as its leaves 

form on stalks oriented north to south. These species feel perfectly at home on 

the grounds of the Stadium, as do certain prominent heat-loving tree varieties 

like the common grape-vine (Vitis vinifera) mentioned above, the common wal-

nut (Juglans regia), or the tree of heaven (Ailanthus altissima), a Chinese variety  

invasive in southern Europe but still relatively rare in Warsaw. Why, here one 

can even find a pomegranate tree! This pomegranate, now more than ten cen-

timetres tall, seems to have survived the somewhat mild winter of 2006–7 

(and possibly the previous year as well) in a sheltered crack in the concrete. 

Plants that spread via long underground shoots employ an interesting expan-

sion strategy. They can grow over large areas by spreading roots beneath the 

concrete slabs. Thanks to this method, plants that multiply vegetatively can  

occupy new areas and in the process take over from the competition. In this 

way, the lowest rows of section 35 and 36 are dominated by a show of 1.5-

metre-high wood small-reed (Calamagrostis epigejos), and hairy sedge (Carex 

hirta) has become a  permanent fixture in the middle rows of section 36. 

With good access to sunlight, elevated temperatures, and fairly fertile soil, the 

major problem is the lack of moisture. The majority of heat- and light-loving 

species can withstand drought very well, whereas moisture-loving plants must  

make do by drawing water from deeper layers.
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case of spontaneous sprouting of this species was at the Arboretum in Kórnik, 

and its presence at the Stadium came as a complete surprise.

At the same time as the Stadium’s plant cover was developing, changes were 

taking place in the structure’s microclimate. The mass appearance of plants 

on the stands caused a  reduction in thermal contrasts and a  mellowing of 

the climate. Gradually an interdependent system was formed between the 

habitat, its climate and ground conditions, and plant and animal species. The 

subsequent chronicle of events could have been predicted on the basis of the 

plant expansion observed so far. Had the reconstruction of the Stadium not 

been undertaken, within a  few years the bowl of the Stadium would have  

developed into a  forest of trees, visible from afar in the shape of a  green 

‘mop of hair’ swaying over the Stadium’s crown. With the contribution by the  

plants, a new and startling form of architecture would have arisen — a living 

monument to nature in a place abandoned by man.   

(Cotoneaster horizontalis) as well as bird cherry (Prunus padus). Yet there 

were also varieties which grew by the thousands in the arena. Among the 

dominant native herbaceous perennials one can find are the common worm-

wood (Artemisia vulgaris), wood small-reed (Calamagrostis epigejos), field 

bindweed (Convolvulus arvensis), and hairy sedge (Carex hirta). Among the 

incomers one can find the pineapple mayweed (Chamomilla suaveolens) and 

the two types of golden-rod already mentioned. Annual varieties are mainly 

represented by annual meadow grass (Poa annua), drooping brome (Bromus 

tectorum), mouse-ear chickweed (Cerastium semidecandrum), as well as some 

particularly abundant North American varieties: Canadian fleabane (Erigeron 

canadensis), gallant soldier (Galinsoga parviflora), shaggy soldier (Galinsoga 

ciliata) and red-root amaranth (Amaranthus retroflexus).

The overgrown Stadium stands are quite impressive with their shapely speci-

mens of trees and shrubs, frequently in dense clusters, sometimes reaching 

heights of many metres. Tree species above 50 cm in height were numerous 

and varied; 24 varieties were catalogued. The most abundant varieties were 

the native black elderberry (Sambucus nigra), ash-leaf maple (Acer negundo) 

and white mulberry (Morus alba), a species native to China (and seldom grown 

in Poland). No one could have expected mulberry bushes in the Stadium. It  

is worth noting that trees dug up in the autumn of 2007 were already found to 

be growing back the following year. Attempting to rid the Stadium of certain 

trees seemed to make them come back with a  vengeance. In the space of  

one vegetation season some managed to grow to their previous height of  

several metres.

Another great surprise was the abundance of a variety not previously recorded 

in Warsaw, the red hemp-nettle (Galeopsis augustifolia). This fragile annual 

can usually be found growing among rocks in the Polish mountains or, very 

rarely, as a  weed dispersed along railroad beds. Who knows what brought  

the red hemp-nettle to the devastated grounds of the 10th-Anniversary  

Stadium? Without answers there remain only questions. From where (and in  

what way) did the seeds of the hemp-nettle reach the stands of the Stadium?  

Could it have been brought unwittingly from the nearby Warszawa–Stadion  

railway station? We have looked for it there, but could not find even one  

specimen of this plant. Another botanical ‘discovery’ was a  young tree, the 

common hackberry (Celtis occidentalis), naturally occurring in the damp and  

fertile soils by riverbanks in the United States. In Poland the only documented 



108 109

THE INTERSTITIAL MULTIPLICITY OF BIG CITIES

that are open and collaborative, responsive and cooperative. The importance of 

the interstitial experiment is borne out in this very register, in methodological, 

formative, political, as well as heuristic terms.

QUESTIONING FROM WITHIN
Interstices ease constraints. And yet this liberating tendency does not relieve us 

from reflecting on the resulting autonomy and how we seek to shape it. Philippe 

Pignarre and Isabelle Stengers put it this way: ‘[W]hat an interstice can do  

cannot be known in advance; we can only say that it is a concept that invites 

plurality. […] The interstice in fact does not provide answers but instead gives 

rise to new questions.’2 The interstitial experiment creates its own dimensions 

based on the terrain it explores and the ways in which it organises it. Its meas-

ure is its own process, namely ‘what it is about and to whom it matters.’3 The 

experiment, in other words, turns back on its initiators and confronts them  

with their own involvement. To whom does the project matter? What is its  

intention? The critical relationship the experiment maintains with itself is  

not primarily determined by an external authority that would give it meaning 

 (an ideal) or from which it would distinguish itself (a form of domination). Rather, 

it is as undecided, open, heterogeneous, and plural as the dynamics it itself  

sets in motion. Following Henri Lefebvre, we could say that an interstice  

opens up onto several levels of reality and that each of these levels is defined  

in relation to the others. Each one becomes, in a way, the critical experiment 

of the other; the different levels of reality interpellate each other reciprocally.  

Here we find tucked away the origin of a host of questions. There we see traced 

the contours and trajectory of a  form of autonomy to come. The interstice  

constitutes itself on a  political level; it wishes to break with the classical  

organization of the city. But it also confronts its own everyday limitations, 

integrating rhythms and rituals, habits and familiar practices. The interstitial 

experiment thus ‘encompasses a critique of art by the everyday and a critique  

of the everyday by art. It encompasses a critique of the political by everyday  

social practice and vice-versa. It also includes, in an analogous sense, the  

critique of sleep and dreams by waking life (and vice-versa), and the critique  

of the real by the imaginary and the possible (and vice-versa). This means 

that it begins by establishing dialectical relationships, reciprocities, and 

implications.’4 The interstitial experiment is thus about, above all, calling 

things into question, a questioning that diffracts into multiple points of view 

at different levels of reality: a  questioning that proceeds from within and 

PASCAL NICOLAS-LE STRAT

THE INTERSTITIAL

PLICITY OF
MULTI
BIG CITIES
I

nterstices represent what is left of resistance in big cities — resistance to 

normativity and regulation, to homogenisation and appropriation. They  

embody, in a sense, what is still ‘available’ in the city. Their provisional and 

uncertain status allows for hint, a  glimpse of other ways of creating a  city 
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the question that was investigated in the experiment and activated in the  

interstice becomes relegated to the background. But is there still time to concern 

ourselves with the nature of a process once its end is no longer up for debate?

SHIFTING, REVERSING, DIVERTING 
OUR PERSPECTIVES
Michel de Certeau urges us at length in his works to shift our perspective, 

to reverse or divert it. For the author of The Practice of Everyday Life, a  so-

ciety is made up of certain prominent practices that are structuring, en-

compassing, noisy, and spectacular — and others that are ‘innumerable,  

. . . that remain ‘minor,’ always there but not organising discourses and pre-

serving the beginnings or remains of different (institutional, scientific) hy-

potheses for that society or for others.’8 If our perspective is limited to what 

is most immediately before us — what reality presents to us as the most 

complete and legitimate — we will miss numerous realities that are quietly 

in the process of becoming. The society described by Michel de Certeau is  

a  society of multiple ontologies that cannot be reduced to its most vis-

ible and encompassing developments. For it is also composed of a multiplicity  

of fragmentary becomings, barely sketched, but waiting only to be activat-

ed: a  multiplicity of becomings, minor or minoritarian, certainly, but with 

a  constructive reach that should not be underestimated. An interstice is 

a privileged space where suppressed questions continue to make themselves  

heard, where certain ideas rejected by the dominant model affirm their  

topicality, and where many fettered and blocked minoritarian becomings 

demonstrate their vitality. Interstices are there to remind us that society  

never coincides perfectly with itself and that its development leaves  

numerous potentialities unexplored — opportunities for authentic sociality or 

citizenship left lying fallow, when they could give rise to the most ambitious  

experiments. It is often art that fulfills the role of disclosure or revelation, that  

deploys or unfolds this potential accumulated by a  society become  

multitude. Such a society-multitude is far from cultivating all the prospects it  

opens up. It neither lives up to its own strength nor manages to raise  

itself to the heights of its own creativity. By working in the interstices, by  

making breaks, by venturing off the beaten path, the multiplicity of becomings 

— denied, scorned, obscured, neglected — fights back and imposes its own  

perspectives. The interstitial experiment is a  privileged opportunity to take  

by way of the inside, making the experiment fundamentally undecidable.  

‘[H]e who already knows cannot go beyond a known horizon. I wanted experi-

ence to lead where it would, not to lead it to some endpoint given in advance.’5

MOVING AHEAD
There is no guarantee that a  fissure, no matter how distinct, will stay open. 

The initial impetus fades; the rupture becomes difficult to maintain. Weariness, 

which weakens the best of intentions, and institutionalisation, which insidiously 

assimilates and neutralises the experimental process, can both cause some of 

the most creative and radical experiments to end by succumbing again to the 

given order. Once the interstice was alive; now its perspectives are narrowing, 

becoming restricted. There is no such thing as the unassimilable initiative or 

the irrecuperable project. Nothing in the way they are defined or constituted 

can protect them. Only their movement toward autonomy, their ingenuity,  

and their intelligence about particular situations allows them to resist; only  

their experimental and existential performativity provides them with the  

resources to endure. Their salvation is neither to be found in an alleged original 

purity (the worm was in the fruit from the beginning, the beautiful souls will  

tell us), nor in a  great divide that would infallibly separate the grain from 

the chaff (sell-out was inevitable, the aspiring attorneys will conclude).  

No, nothing like this could ever guarantee the outcome of an experiment.  

Once opened, the interstice can only stay active and creative by moving  

forward and relentlessly pursuing its task of recomposition, and by preserving  

its indestructible singularity. But in the case of failure, the inventors of  

interstices, both those who find them and those who create them — for those 

who find treasure are indeed known as inventors — will find the hypercritical  

and the dogmatic turning against them. Instead of analyzing why an  

experiment was hijacked or undermined, these critics prefer to ‘attack 

those who took the initiative or put forward an idea.’6 This error in analy-

sis is tragic, because the fact that an experiment was aborted ‘does not 

mean that during a  certain period the concept or project was not po-

tentially active.’7 Concentrating the criticism exclusively on the mo-

ment of failure (the closure of an interstice, an experiment’s return to the  

given order, the co-optation of a  project) prevents the assessment of the  

experiment as a  whole and does not allow for it to be grasped in its entire 

scope and creativity. Focusing on the result (recuperation) prevents taking  

stock of the process (autonomisation). Once the answer is no longer in doubt, 
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intensity thanks to the modes of life and desire it liberates, and that enters 

into opposition only to the degree that it is capable of inventing and creating.  

A politics of singularities
Every interstitial experiment is based on very specific interests and desires. 

It is difficult to transpose what it does into other contexts or to have other  

actors integrate it into their own experiments. What it expresses is not  

immediately translatable. It would be delusional to think that, in an urban  

environment, interstices will end up joining together, naturally unifying so  

as toplot another kind of urbanity in the texture of the city itself. The  

process is likely to be much more risky. Following Michael Hardt and  

Toni Negri, we have to admit that such experiments do not mesh with each 

other as do the links of a  single chain of revolt.11 The impetus, the trigger, 

and the motivations of the various experiments are certainly similar. In every  

case, there is a will to share other forms of sociality, a desire for the ‘common’  

and for cooperation. But these are desires and wills that enact different  

perspectives and play out in very different contexts (political, aesthetic,  

intellectual, social, emotional, etc.). This multiplicity does not spontaneously 

form a discernible and legible unity; it is not, in a word, politically coherent.  

But, according to Hardt and Negri, what these experiments lose in extension  

and generalization, they gain in intensity. They are barely communicable;  

they are difficult to transpose. On the other hand, each one of them, by  

the sole virtue of its own dynamic, achieves a  high degree of  

experimentation and creation and a  great intensity in the elaboration and  

exploration of its assemblages. As the authors point out, precisely because  

these modes of struggle and resistance do not become extended or reinforce 

them selves horizontally, they are forced to leap vertically and achieve  

imme-diately a  high level of creativity and constitutive intensity.12 Because 

they define themselves by their authentically biopolitical character and  

are concerned with creating new forms of community and life, these  

experiments rapidly come into contact with what is essential and engage  

with global questions. This forces them to confront the kinds of  

‘absolute’ problems that directly affect life and existence. What characterizes 

them is their own energy: their ability to initiate, to put things into gear, to  

get things started. Interstitial experiments are emblematic of a  politics of  

singularities, that is, a  politics that derives its strength from its mobility  

and intensities, from its ability to experiment and from the ‘quality’ of its  

up the potentialities and becomings that have been disqualified by the general  

economy, that have been kept on the fringes of society’s development or bur-

ied under a mound of commercial products.9

The art of cunning
Interstices are at work both within and in opposition to the city and its ur-

ban planning. They combine antagonistic (disjunctive) forces with constitutive  

(affirmative) ones. They are a  counter-power emerging at the heart of the  

very reality being confronted. We could just as well speak of a  counter- 

experiment or counter-existence, given how much this form of antagonism 

is nourished by ‘positive’ forces. The interstitial experiment distances us 

from the classical conception of counter-power, which derives its energy (and 

reason for being) from the negative relationship it has with its institution-

al context. There is nothing of the kind in interstitial work: its force comes 

instead from the very processes it is able to initiate. Its gain in strength is 

realised and modulated according to the (lived, perceived) intensity of its 

creations and experiments. The interstitial experiment is a  form of radicality 

and subversion that is essentially ‘positive’; it is directly pegged to the dy-

namic it sets in motion itself. Its power of opposition and contradiction comes 

not from the outside (in the sense of a  reverse reflection of dominant real-

ity) but is developed one step at a  time from out of cooperations and alli-

ances among participants, from the intensification of living assemblages 

(sharing, human cont-act), from the coexistence of multiple singularities . . .  

The interstice disrupts the flattering, aestheticised, efficient image the city 

has of itself, but not from an external point of view — such as a  compet-

ing image of the city or an alternative program — but by being cunning with 

the city, by playing with its internal tensions and contradictions: it embraces 

what the city neglects and disinvests, its vacant lots, whatever it no longer 

manages to integrate, its transcultural mobility. The interstitial experiment 

signals the end of the dream of purity in politics, the idea that the alterna-

tive can be self-determined in a  pure sense (such as an ideal or utopia).10 

If another world is possible, its possibility comes from hybridisation, dis-

placement, détournement, reversal — but certainly not from the imple-

mentation of an ideal or a  program for the realisation of hope. As such, 

the interstice is the perfect metaphor for what could be a  movement of 

antagonism and contradiction in the post-Fordist city: a  movement that 

establishes itself at the pace of its own experiments, that increases in  
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assemblages, from its openness to questions and its ‘commonplace’ and 

immediate relationship to ‘absolute’ questions. (These are ‘how’ questions:  

how to cooperate, how to create, how to educate and think? They are ques-

tions posed by the forms life takes).

The ground floor of the city
Vacant lots and abandoned buildings make up the ground floor of our  

cities today.13 What does the ground floor represent? It is an intermediary 

space between the intimacy of a residence and the global nature of the city. 

It is a  building’s threshold that, once crossed, opens onto the multiplicity 

and the transversality of the streets. It is also a  common area, neither pri-

vate nor public, but a  space that is shared by all the residents. The ground 

floor is a  space-time where our paths can cross, where we can meet or  

ignore each other, where we can stop long enough to have a  conversation, 

or through which we can pass as quickly as possible. It is a place shared by 

the most unlikely objects: bicycles, strollers, pieces of furniture left behind 

after a move, piles of junk mail, letters waiting for their addressees on top  

of mailboxes . . . We use the phrase ‘on the ground floor of the city’ to  

express a  methodological principle. A  sociology of ‘urban interstices’ can  

indeed have no better epistemological point of view than that afforded  

by the multiplicity of the ground floor with its interfaces and intervals, its  

intersection of many working and living communities. This ‘common space’ 

is composed of a  large variety of collective space-times, each rejecting a  

withdrawal into identity or a  supposedly protective intimacy as much as a  

verbose and intrusive ‘publicizing.’ Where are these ground floors of the  

city located? Where are our common places? They are to be found in the  

multiplicity of uncertain spaces — in vague lots and abandoned sites, eve-

rywhere transitions and transversality remain possible, every-where we can  

still imagine there is something common, something shared, something that 

connects us.   

1 This article came out of research on temporary urban interstices, intercultural spaces under construction, and neighborhood 
localities that was conducted under the auspices of the interdisciplinary research program ‘Art – Architecture and Landscape’  
of the Ministry of Culture and the Ministry of Infrastructure. The research was carried out in collaboration with Constantin 
Petcou, Doina Petrescu, François Deck, and Kobe Matthys. The findings are largely based on conversations we had with the 
inhabitants of La Chapelle and with the numerous artists, activists, architects, and nonprofit groups who were associated at 
one point or another with our work. More information on this project, initiated by Doina Petrescu and Constantin Petcoum and 
undertaken between 2005 and 2007 can be found at www.le-commun.fr (Activisme urbain)
2 P. Pignarre and I. Stengers, La sorcellerie capitaliste - Pratiques du désenvoûtement, (Paris: La Découverte, 2005), p. 149.
3 Ibid.
4 H. Lefebvre, Critique de la vie quotidienne 2 - Fondements d’une sociologie de la quotidienneté (Paris: L’Arche éditeur, 1961), p. 25.
5 G. Bataille, Inner Experience, trans. Leslie A. Boldt (Albany: SUNY Press, 1988), p. 3.
6 H. Lefebvre, Critique de la vie quotidienne 3 - De la modernité au modernisme, Pour une métaphilosophie du quotidien (Paris: 
L’Arche, 1981), pp. 105-106.
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It is June 1982, white-and-red flags, a great group of Polish fans, Solidarity  

banners… There have been few changes in the Polish team because it seems 

that after the injuries of Jałocha and Iwan in the match against Peru the team 

led by coach Antoni Piechniczek has now taken its final shape.

The starting lineup: Młynarczyk at the goal, then Dziuba, Żmuda, Janas and 

Majewski. The midfielders: Lato, Matysik, Kupcewicz and Buncol, and the  

forwards: Boniek and Smolarek.

The Poles in white shirts, red shorts and white socks, their first attack, Boniek 

on the left, Smolarek running towards the middle, Grzegorz Lato on the right, 

a Belgian player next to him, Smolarek passes the ball to Lato, Lato now level 

with the penalty area, Lato to the endline, Lato at the sideline of the box, Lato 

to Boniek… Boniek shoots and he S-C-O-O-O-O-O-O-O-O-R-E-S!!! It’s one to 

nil!! Zbigniew Boniek rushed with the speed of a stag into the penalty area!!! 

And in a fantastic shot with his right leg, the ball bounces off the crossbar  

and catches Belgian goalie Theo Custers by surprise. We are now four minutes 

into the game.

Zbigniew Boniek straight ahead, Boniek’s phenomenal run up the right side. 

Boniek, Boniek… Now at the penalty area Boniek… Millecamps slides in and it’s 

a corner for the Polish side.

The middle of the field, up the right side again, again it’s Lato, Waldemar  

Matysik helping him, Matysik on the right to Boniek, Boniek sends a centre 

pass — he’s in front of the penalty area, Włodzimierz Smolarek fails to take 

control of the ball, a pity.

Zbigniew Boniek now by the sideline and talking to the coaches, a gulp 

of water — it’s hot here as I said… You would also have to listen to what 

the coaches of the two teams are saying, but this game is shaping up 

splendidly for the Polish team — we lead Belgium one to nil. We’ve set up  

several excellent situations — the Belgians, except for one shot by Ceule-

mans, haven’t threatened the Polish goal yet. This is a fast-paced game,  

we are nearly eighteen minutes in, Poland leading one-nil against Belgium,  

Majewski collides with Ceulemans. The Pole wanted to clear the ball quickly,  

restart the game smartly, but the linesman immediately showed the referee 

that it was Grzegorz Lato, who a moment ago was sixty metres away from  

this spot, and it was good he came back in here… He takes the ball away from 

the Belgians, and now smartly off Van Moer’s legs, Zbigniew Boniek joins the 

attack, Boniek, Smolarek shoving his way — there’s the referee’s whistle and 

it’ll be a free kick for the Polish side.

Again it’s time for coach Antoni Piechniczek to have his say… It’s the Polish 

team’s fourth match in this Cup, draws against Italy and Cameroon, a victory 

over Peru, and now a lead against Belgium. Again the Polish team advances, 

it’s Boniek again, Boniek, the middle of the field, close to the penalty area  

now, Boniek — he looks around to pass the ball to Andrzej Buncol, Boniek,  

five metres from the corner of the penalty area, to Buncol nicely with his 

heel, Buncol to Kupcewicz, Kupcewicz centres, crossing the ball from the left 

side, Buncol, Boniek with his head — and it’s a G-O-O-O-O-O-O-O-O-O-A-L,  

G-O-O-O-O-O-O-O-O-O-A-L, it’s two to nil. If Boniek ran like a deer with the 

first goal, there he was as nimble as a squirrel!!! A truly phenomenal effort 

from the Polish team.

Młynarczyk by the right post, the Belgians play the corner a little differently 

this time, Ceulemans sends a header and Józef Młynarczyk catches the ball 

nicely, calm, sure, looking the Belgian forward straight in the eye, and now 

a counterattack from the Polish team, Boniek on the left, Boniek, Boniek!  

Approaching the corner of the penalty area! Boniek! Why didn’t he pass this 

ball? He falls, but it’s not because he was fouled. 

The final whistle, it’s the end of the first half of the match, and we are  

uplifted! Barcelona, Monday, the 28th day of June, 1982: Boniek, in the  

4th minute, Boniek, in the 27th minute, Boniek scores twice and Poland  

is leading Belgium two to nil.

It’s the 11th minute of the second half, as I said, a hot evening in Barcelona 

— you can hear the sounds from the Ramblas in the distance, the sounds 

from the harbour. Barcelona parties every day at this time. But especially 

today, during the football World Cup finals. Barcelona, the fifteenth century,  

Christopher Columbus, here in this city, not far from the place where  

we are now, told of discovering the West Indies, but never mind  

Columbus — what matters is what Boniek and the other ten Polish players 

are doing.
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A centre pass, Władysław Żmuda clears the ball with his head  — no, his 

leg… Zbigniew Boniek takes possession of it, this is still in our half, Boniek  

on the right side, wondering whom to send the ball to… He’s past the midline,  

a phenomenal cross, the ball flies 50 metres and lands on Smolarek’s chest, 

Smolarek, Grzegorz Lato is in the centre, Boniek, the penalty area is close 

now, Smolarek to the centre, Smolarek passes to Lato, Lato dupes the Belgian  

defenders nicely, Boniek takes possession of the ball, Boniek one-on-one 

with Custers, Boniek outplays him, Boniek, and it’s a G-O-O-O-O-O-O-O-O-

O-AL!!!! G-O-O-O-O-O-O-O-O-O-AL!!! ZBIGNIEW BONIEK SCORES FOR THE  

THIRD TIME FOR THE POLISH SIDE! As if in a football Louvre, the way  

Leonardo did the Gioconda, so Boniek stamps the Camp Nou pitch three  

times, leaving a Polish mark three times, because Boniek is Boniek — the 4th  

minute, the 27th, and the 55th. Poland leads Belgium three-nil. The  

combination was truly beautiful.

Władysław Żmuda and Paweł Janas lash the balls far upfield, with Boniek  

by the midline, and on the Belgian half it’s empty, the grass as green  

as if it were spring, as if the grain were sprouting only on the Mazowsze  

plains. The Belgians, calmly — what minute is it? It’s dark. No lamp by the  

Polish radio reporter’s post in Barcelona, and I could use even a small lamp,  

a bulb, maybe a candle… The spotlights are on Boniek, like an extra shaft  

of light, an illusion surely, but Boniek is now positioning the ball.

Custers shouting at his team mates to form a dense wall.

The closeness of each Belgian to the other is to be the bonding agent  

here. There’s Lato, there’s Boniek, there’s also a third Polish player… ‘Boniek, 

Boniek’, the fans are chanting, ‘Forward Poland, give us one more’, someone 

seems to be intoning the Dąbrowski Mazurka, the national anthem… BONIEK! 

But the ball rebounds from one of the players and it’s only a corner.

Boniek is close to the endline, but he won’t receive the pass from Włodzimierz 

Ciołek, because the final whistle blows. Boniek! King Zbigniew Boniek.  

Will he pull that shirt off or not? Let him pull it off, let him exchange with  

someone from the opposing team, but let him perhaps throw that white,  

white-and-red, of course, after all, shirt of a member of the national team.  

Boniek is this game’s big hero. Poland sets the rhythm and tone of this  

Cup. After a slow start, who knows, this may turn out to be a great tour-

nament for Poland. Boniek: the 4th minute, the 27th, and the 55th.  

We were here, in solidarity with our players, and so now till next time.  

Good night. We are the greatest! 
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