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‘Where do we go from here?’ It’s an important but complex question. It is important because 

it forces us to think about the future, it is complex because one might wonder just what the 

future is. When we think about it, do we think about things that we hope will happen, or do 

we feel a fear of what could happen? And, ultimately, does any consideration of the future 

have any influence on it? To what extent is it possible to direct the future from the here and 

now? 

 

In recent months I have frequently been confronted with the question, ‘Where do we go from 

here?’ It has been central to workshops, articles, plays and debates. The Flemish cultural 

journal Rekto:Verso has even devoted this month’s entire issue to the future of art in general, 

and the dramatic arts in particular. But we are not isolated in our preoccupation with the 

future. If you look carefully at weekly magazines such as De Groene Amsterdammer or Vrij 

Nederland you will find that around half of the articles are actually asking the same question: 

‘Where do we go from here?’ 

 

If we assume that it is no coincidence that I am encountering a strikingly large number of 

questions about the future – and that we as a society currently have a great need to reflect 

on the future – then what does that say about our society? I suspect that it is connected with 

a growing awareness. Almost no day passes without some reminder of our society’s 

instability. One crisis has not yet passed, when another comes along. In a more positive term 

you could characterise this instability as a ‘transition period’. Perhaps we are at a so-called 

turning point, or tipping point. A turning point gives us the feeling that we have a choice to 

make – a choice about where to go from here. 

 

A turning point doesn’t come out of nowhere: it is generally a culmination of situations and 

moments. The origins of our turning point are often traced to the economic crisis that broke 

out in 2007, and has called into question our faith in the current economic system. What 

once seemed certain and stable – a job, a house, and money on your bank account – has 

suddenly become unstable, uncertain. This instability prompts us to seek alternatives and 

solutions. On the large scale, this means considering new forms of coexistence; on the small 



 
 
 

  
scale, it means safeguarding your own life by finding immediate solutions to pay the bills. 

 

In his 1967 book Where do we go from here: Chaos or Community?, Martin Luther King, Jr. 

describes a dream, but in describing it he also reveals a nightmare. Like Martin Luther King, I 

have a dream. It is perhaps not as all-encompassing as King’s, but it also concerns the 

future. And my dream, like his, reveals a nightmare. 

 

I’ll start with the nightmare. As I said earlier, I believe that we are at a tipping point. Tipping 

creates shifts, and shifts bring uncertainty, and uncertainty can lead to fear. Fear often 

triggers an inward-turning movement. Last month there was a heavy storm, and everyone 

knew what to do when the Code Red signal was given: seek cover, stay indoors. When the 

storm had calmed the following day, everyone went outside again to go about their daily 

business. But most modern fears are not as tangible as that of trees being blown down by 

the wind. Sociologist Zygmunt Bauman believes that modern fears can in fact be 

characterised by their abstraction. We have an undefinable fear for the end of the world, or a 

second economic crisis. Our fears are intangible; they are in the air, everywhere and 

nowhere. We don’t know when we can go outdoors again, as we did after the storm. As a 

consequence, we tend to turn inwards, to retreat into our comfy nests, and distrust all that is 

unfamiliar. 

 

If this inward movement continues, the wall around Europe will get higher and thicker. And if 

it goes even further, we’ll be building an extra wall around the Netherlands. We’ll be so 

preoccupied with the maintenance of the walls and convincing ourselves of the security the 

illusion provides, that we will forget all about the beauty of the unknown. More even than that: 

we will mistrust everything and everyone that is different – including artists. Art will be under 

suspicion. In this scenario, individualism will take on even more extreme forms than those 

with which we are already familiar. 

 

But there is also the dream. The dream assumes not an inward movement, but an outward 

one. I have come across small-scale initiatives in various sectors that relate to this. People 

are using local initiatives to search for innovative and communal forms within our society. 

Take NewB, for example, the bank that is explicitly resisting the current banking sector, or 

the Broodfonds, which offers affordable insurance to freelancers. These may seem like 



 
 
 

  
small-scale and therefore insignificant initiatives, but together they have a very real influence 

on the balance of powers between civil society and government. The institution of 

government is often receding from view; citizens are communicating directly with one 

another. 

 

New initiatives are not driven solely by practical needs. There is also an idealistic 

component: the desire for transparency, knowing where things come from and understanding 

the production process, so as to ensure that a property bubble, for example, can never again 

cause an economic crisis. 

 

But this movement is still fragile, indistinct and slippery. If we want to get a better 

understanding of it, we must envision it. This is a job not only for writers, journalists and 

philosophers, but also for artists. In my work as both a journalist and theatre maker, I like to 

venture onto this slippery terrain – the untrodden paths, the unexpected detours. That’s 

where I find my stories. There is nonetheless a major distinction between my work as a 

journalist and a theatre maker. While the journalist can observe the movement and report on 

it, the artist is the only one who can get deeper into the movement’s soul. The moment the 

journalist has collected enough material, he or she will be gone, while for the artist this is the 

crucial moment to stay. The artist listens, watches, feels and thinks, often without a defined 

goal. This enables the artist to discover things that are invisible to many. Finding and laying 

bare the soul of the movement brings humanity to the movement, making it accessible. This 

is an important task for the contemporary artist. 

 

If we are to succeed in our quest, we must create time and space – something we tend to 

forget. There is a huge pressure to produce, and an intense focus on success; open just 

about any theatre programme and there will be something about the awards the theatre 

maker has won – as if that is any indication of the quality of their work these days. The result 

is that we are primarily focused on the end product, but not on the search for the soul itself. 

Beckett reminds us: ‘Ever tried. Ever failed. No matter. Try again. Fail again. Fail better’. 

 

Searching means going outside: through the doors of this building. Explore the streets, the 

neighbourhood, the city, the country. Cross over the border, into Europe. Cross an ocean, 

explore the world and everything surrounding it. Engage with the space around you. Inquire. 



 
 
 

  
And do not be afraid of not knowing. Remind yourself that none of us know. Doubt. Be a 

Trojan horse. Infiltrate. Chronicle what you see, and, on reflection, cross it out again. When 

you’re ready, come back to this building. Bring the world in here through the doors, through 

the corridors, into the theatre, and stage it. If you do, my hopes are high that this dream will 

come true. 

 

 

 

 


