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Here is the logo: "Centre Pompidou–hyphen–Metz", a logo that everyone 
wanted to change at the Pompidou Centre, but that it was suggested we take 
up along with that hyphen that effectively communicates the association 
between our two establishments.  

 

 
The site has the great advantage of proximity to the station, located 

two minutes’ walk away, and of being the bridgehead of an urban 
redevelopment area, destined to become a mixed-use neighbourhood. This is a 
project launched by architect and town planner Nicolas Michelin. On the 
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ground floor of the buildings there will be shopping, with offices on the first 
floors and residential apartments on the upper levels. People thought this 
would not work at all, given the economic crisis, but in fact everything has 
sold. Last weekend, and this is a first in France over the past six years, the 
60 apartments of the building closest to the Pompidou Centre-Metz were put 
on sale at 9 o’clock in the morning, and by 6 o’clock everything had sold at a 
price of 3,500 Euros per square metre. I can show you virtual images of the 
site and of the building. I am able to show you these artist’s impressions 
before showing you the actual photos, because as Shigeru Ban, the Japanese 
architect who won the design competition along with Jean de Gastines and 
Philippe Gumuchdjian, likes to say, a little jokingly, "for once I’ve built a 
building that corresponds to the artist’s impressions," - quite a rare 
achievement for an architect. And there is something in what he says. 

This is the key to the project: on the left, you can see what the 
architects did not want, and on the right what they were aiming for. In other 
words, on the left, a cube cut off from the rest of the world, on the right a 
welcoming roof arching over the varied populations and all of the arts. The 
realities of a cultural site where somewhat fragile artworks like those of 
Matisse and Picasso are exhibited obviously meant that the final outcome is 
somewhere between these two project concepts. But this museum has been 
visionary, because the curators of the great museums of the world got 
together recently and issued a declaration-manifesto saying that, in theory, in 
the next ten years they hope finally to create museums in which air 
conditioning will not be a fundamental constraint in maintaining hydrometric 
and thermal stability. That may not seem like much, but it is completely 
revolutionary in the museum world. 

Here is the building, the ground floor and the three galleries. 
Shigeru Ban’s temporary workshop, with its cardboard tubes, which 

stood on the terrace of the Pompidou Centre in Metz for several years and 
housed the team of architects, is up for sale for 150,000 Euros. 

Among the photos of the construction site, I like this one of the 
roofing where they are laying the polytetrafluoroethylene membrane on the 
roof structure of glued laminated larch and spruce; you can clearly see the 
architectural folly of this framework, which is associated with a folly of 
computer design, because a computer had to churn through a thorough risk 
assessment for a whole year – and in fact we got it all in real life, too: wind, 
rain, snow, and then we also had fire, people climbing up it, and so on. So we 
experienced all possible types of break-ins and damage before the opening, 
and the roof holds up! I would also like to point out the craftsmanship, 
because each one of the 1,600 pieces of timber in the roof frame was hand 
laid by craftsmen. 
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Here is the building, with the first gallery, so three rectangular 
parallelepipeds 100m long by 15m, superimposed in three different directions, 
beneath the wooden roof structure. 

Here you can see the Grande Nef, the great nave, which Frank 
Madlener has seen close up, as has Jacques Mercier, the conductor of the 
National Orchestra of Lorraine; both of them were fascinated by this place 
with its magical aura, which, by the way, could host the activities of Réseau 
Varèse.  

Here is the forum, with the 40m high hexagonal tower. We have a 
multidisciplinary hub with a studio that can take 600 people standing and 300 
people seated, with a technical grid across the entire ceiling area. It is linked 
to the auditorium. 

And here are the galleries, quite spectacular, which make it possible to 
set up all kinds of exhibitions, very flexible. Each of them is 1,200m, which, if 
you count the three exhibition galleries plus the Grande Nef, means that we 
have the biggest temporary exhibition space in France, bigger than those of 
the Pompidou Centre or the National Galleries of the Grand Palais.  

The view at night is quite magical, because that celebrated 
polytetrafluoroethylene lets you see right through to the roof frame. 
 

By way of advance preview, I will show you some photos of the 
exhibition scenography. Here, you can see gallery two, “Masterpiece Dreams”, 
empty. The inaugural exhibition is called “Masterpieces?” You will forgive me 
the pretention of the title; it emerged from a simple observation: our friends 
from Metz were afraid they would not have enough masterpieces, and I made 
another observation myself, which was that the notion of the masterpiece 
ceased to be worthwhile in the Twentieth Century, at least in the plastic arts, 
and then finally, in a kind of reversal, or rebalancing of the scales, I feel that 
it is returning a little today. Of course, we now use more politically correct 
terminology: “historic work”, “fundamental milestone”, “essential work”. But 
basically, when my conservator colleagues at the Pompidou Centre in Paris try 
to improve the national public collection and do better than their 
predecessors (by way of reminder, the first Mondrian entered a French public 
collection in 1975, 31 years after the artist’s death; the first Picasso in 1947, 
or 40 years after Les Demoiselles d’Avignon: the record could hardly be 
worse), because public money is at stake they always ask themselves, without 
voicing the thought too loudly and always careful to use oblique turns of 
phrase, what the benefit of bringing in a given work will be. This is perhaps 
more the case than for music or the performing arts or the cinema, where 
every week you see works being described in the newspapers as 
“masterpieces” or the reverse, “anti-masterpieces”. To give an example of this 
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recent turnaround, I would mention a great French collector, François Pinault, 
who, when he opened the Punta della Dogana in Venice, announced to the press 
that at the Punta della Dogana only masterpieces of contemporary art would 
be seen. Behind that announcement was the clear and simple aim of conveying 
that these were the fundamental works of each of the artists on display.  

In Metz, at the end of the day we have concentrated relatively little on 
the field of contemporary art. Rather, we have followed the idea of going 
back through time to lay out a chronological history of the concept of the 
masterpiece, something which, I might add, surprised visitors a little. What 
we have done is trace the word masterpiece back to its origin, which dates 
back to 1280 in the French language – that was its first occurrence in a 
European language. But what is much more important in the title is the plural, 
and the question mark rather than a statement of the word “masterpieces”. 
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Risto Niemenen, Music Department Director at the Gulbenkian Foundation, 
Lisbon 
 

Antoine Gindt has asked me to give a short presentation on my 
experience, particularly with regard to two European countries quite far 
apart. They are Finland, at the far north east of the continent, and Portugal, 
in the far south; you could hardly take it further. But there are, nonetheless, 
points in common between the two countries. Apart from the fact that they 
are located at the extremities of Europe, both are small countries in terms of 
size and, because the major centres of Europe are far away, it may be, if you 
will, that they have their own distinctive characteristics. And so I am simply 
going to offer a few comments based on my own experiences and, I hope, 
through those experiences perhaps demonstrate the need to set up, to 
participate in and to develop networks like Réseau Varèse, that bring us all 
together. 
 

Portugal, while a small country, is a country with a glorious past: 
explorers, the colonies in Asia, India, Africa, and the Americas, a great 
literature, and so on. It is a country, therefore, that is truly proud of its past. 

In Finland, in contrast, the very first work of literature in the Finnish 
tongue was published a mere 150 years ago. Since then, things have 
accelerated somewhat, but until that point, in terms of Europe, Finland was 
more the forest between Sweden and Russia. That, to my mind, gives it a 
distinctive feature, which in truth is a fairly natural one, and that is that it 
defends its originality, its national values, it tries to demonstrate what we 
Finns know how to do. And it is true that culture played a very important role 
in building the Nation. Today, we see Finland aiming to export its culture, its 
musicians, and sometimes it does so successfully: in France, people know the 
contemporary composer Kaja Saariaho, who has lived in Paris for 30 years. It 
is very important for Finns to be able to witness an artist or other creator’s 
success at an international level. But what you see, if you live in Helsinki, or in 
Finland, is that there is not a great deal of exchange. It is more a matter of 
exporting talent; we have fewer imports. So, for example, there is no 
structure in Helsinki to host foreign orchestras or productions, international 
productions, with the exception of a few festivals: we have here with us 
Johan Tallgren, representing Musica Nova in Helsinki, but institutions like the 
National Theatre, the city theatre and the concert halls have their own 
artistic teams and do not feel the need to invite in and host international 
artists. 

In Portugal, and perhaps this is a legacy of its past, the doors are open 
wider. I came to the Gulbenkian Foundation to find a history dating back 50 
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years, and over those 50 years, for example, the list of musical works 
commissioned by the Foundation is a very long one. There are hundreds of 
works, and they are not just by Portuguese composers but by the great 
composers of our time: Xenakis, Berio, Cage and more.  
 

I wanted to give you a small example of a project we ran a few weeks 
ago, and which perhaps brings us back to our theme of networks and the need 
for them. It involved the composition of a chamber opera by a Portuguese 
composer, Pedro Amaral, who had this idea of writing an opera around an 
unfinished text that I believe is not well known, by the famous Portuguese 
poet and writer Fernando Pessoa. I think that there are perhaps quite a few 
people who are familiar with his personal history, but maybe fewer who have 
read The Book of Disquiet all the way through. In any event, the text chosen 
by Pedro Amaral is a play called “O Sonho”, “The Dream”, and in fact it is the 
story of Salomé, therefore a Biblical story, the tale of Salomé dreaming her 
own story and dividing into three characters. So, in the work there are three 
sopranos playing Salomé, and the story is told in parallel by three characters.  

For the opera, we were looking for an international collaboration 
because we felt that it would be a work that would also be of interest to 
other audiences. That is how we ended up getting together with the London 
Sinfonietta, and we found a venue in London, The Dance Theatre, a theatre 
that is very well known for new creation in dance and therefore in principle 
has an audience with quite a high level of curiosity. We presented the work 
before an audience of 50-70 people, and then we read the press only to find 
there were no reviews and that we had put on a beautiful piece that had made 
no impact at all at the venue where it had been presented.  

Three days later, the team went back to Lisbon, where the opera played 
in the Great Hall of the Gulbenkian Foundation to an audience of 700. When 
we opened the newspaper on the morning of the performance, there was a 
double page spread of articles about the work, photos of London, the 
composer was interviewed on the radio, on television, and then there were lots 
of reviews. And so it was a resounding success for a 35-year-old composer.  

So this was a great project, but I am wondering why we were not able 
to cross borders with it. And that was when I thought of Réseau Varèse. We 
had become a member just a few months earlier, and so did not have the time 
to present the piece within the network. But when I see the work that the 
Réseau Varèse has done, how works travel, how the right public contexts are 
found for new works, it seems to me that you can truly see there the 
importance of a network like Réseau Varèse.  

I think that, if we are speaking on a more general level, in order to have 
a network you need to have a project, and we talked about this in our General 
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Assembly this morning. You need a strong project that, at the same time, is an 
artistic project and takes into account the difficulties, the aspects of 
production and the communication side, so that we do not remain hermetically 
sealed within our small minority. Because, in any event, as you know 
contemporary music is a minority within a minority. In the world of music as a 
whole, classical music is a minority, and contemporary music constitutes yet 
another within that. So we must develop a project that not only involves 
artistic creation but also takes into account the other aspects. And I consider 
that Réseau Varèse constitutes a very powerful project that is not only useful 
but also necessary at the European level.  
 

Just to conclude, I will take the example of another project, non-
European this time. Maybe this will let me raise a question by comparing the 
two afterwards. I am referring to El Sistema, which is a musical project born 
in Venezuela 35 years ago. Originally, it was one musician, who saw that there 
was only one symphony orchestra in the entire country and that 80% of its 
musicians were foreigners. There were two schools of music for the whole 
country. He placed an advertisement, in the newspapers probably, announcing 
that he was setting up an orchestra and giving the time and place of the first 
rehearsal. Eight people turned up. One week later there were twenty, and 
eighty the week after that.  

Today, El Sistema has 250,000 participants, 90 orchestras across the 
country, and a flagship orchestra of the best musicians representing El 
Sistema. Now, when you go to Carnegie Hall in London or to concert halls in 
New York, Berlin, you cannot get hold of tickets to see this orchestra’s 
concerts it is in such high demand. The conductor, Gustavo Dudamel, who came 
up through the orchestra, has become the most sought-after conductor of 
classical music today. He is the new musical director of the Los Angeles 
Philharmonic Orchestra. And so, it is as if a miracle took place. When you 
listen to a concert by this orchestra, you cannot fail to be moved by the 
energy and the musicality of these young people. This is a project that, to my 
mind, has given the world of classical music a new sound.  

Now, we can wonder what the next stage of this project will be. What 
are the results? The emergence of musicians, yes but the composers and the 
local music that they play remain fairly folkloric. And maybe the project itself 
also needs to be re-examined.  

 
The question I wanted to ask, or throw up in the air for consideration if 

you prefer, is this: is a project of this type possible in Europe? Do we need to 
do something that transgresses boundaries? And I am not saying here that we 
have to bring young people together and give them instruments, I mean a 
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project that becomes an absolute necessity, which finds an audience, that 
communicates not just to specialists in a hermetic bubble but which 
communicates and dialogues with society. I think that that, for us, would be 
the next challenge. 
 

Antoine Gindt: I think we have pretty much closed the loop with regard 
to the question I raised about a generation without crisis. When we feed 
into the institutions made available to us, obviously the questions are not 
asked in the same way as when the project is written in a more organic, 
experimental manner. 

Furthermore, it is true that Europe is criss-crossed by many 
different cultural territories. Risto Niemenen drew a very interesting 
parallel between two countries, which, ultimately, is something that you 
tend to think about very little when you are simply a citizen of Europe, 
and it brought to our attention a centuries-wide difference in terms of 
history and culture. On the subject of the very distinctive history of 
Finland, I was very surprised to hear that, at the end of the nineteenth 
century I think it was – I have a feeling I read that in the biography of 
Sibelius – some thirty operas were written in a period of about ten years, 
with a rivalry between the Swedish-speaking and the Finnish communities 
that made for a double forum for opera, and that a Puccini opera was 
performed there six months after it was first put on in Italy. 

As for the matter of the emergence of forms, that is highly 
complex a kind of quest when we are living within a very organized 
system without which, in objective terms, we could neither live nor 
function, at least in the Europe of today. From that perspective, the 
example of El Sistema is a most edifying one. I doubt, however, that it 
constitutes a prototype in the sense that Frank Madlener was describing 
it because, while it is an absolutely extraordinary experiment both in 
artistic and in social terms, at the same time you constantly wonder 
whether Europe is capable of living without regulation, and you must 
never forget that it is the absence of regulation that makes it possible 
for this kind of thing to emerge. You can clearly see, as soon as you have 
responsibility over a structure, how regulation, in other words how to 
formulate things, becomes almost more important than content. As the 
President of Réseau Varèse, I know how the European Commission 
establishes a number of rules from which you absolutely cannot depart, 
regardless of the content of the project, if you want to end up with the 
funding for the activity. Afterwards, once you have secured that, 
fortunately you can be a bit cunning. But those are the essential 
conditions. In a country like France, even just through cross-financing of 
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the kind Laurent Le Bon talked about, when this occurs at the highest 
political levels it can generate a powerful spirit of competition. When it 
happens further down the hierarchy, however, it corresponds to a five-
fold increase in the amount of administrative form-filling which, 
naturally, in general tends to stifle initiative. 

I am making this comment to criticize not administration, which is 
absolutely indispensible, but rather this kind of piling up, which has 
become a virtually unthinking phenomenon. For example, on the subject 
of cross-financing, on occasion you could doubt whether it is absolutely 
necessary, other than for dealing with lack. But it sometimes does 
consist simply of saying “There is no more money here, and so we have to 
cross-finance.” If everyone does the same thing, you cross all the 
financing and you end up with exactly the same state of satisfactory or 
unsatisfactory funding from the public authorities, whether they be 
local or European. 
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Queries 

 
Jean-Baptiste Barrière: I have question that in some ways relates to that 
last point, and it is a question that is both about the theory and the practice 
of Réseau Varèse. As I don’t know anything about how the network functions, 
I am wondering whether you have explicit criteria, explicit rules in fact, for 
the selection of projects, or does it function instead like a kind of project 
exchange centre, where everyone brings in the projects they would like to 
promote, defend and see diffused? 
 
Antoine Gindt: Like any grouping together of people and even of institutions - 
because the two are combined within Réseau Varèse – of course we have a role 
as an association, given that Réseau Varèse is an association, with its rules of 
procedure without which conversations would be likely to degenerate quickly 
into a battlefield.  

What you need to bear in mind, and what seems to me the most 
important thing, is that Réseau Varèse made a fundamental choice when it was 
set up, and that is the choice of legitimizing, in a sense, the artistic autonomy 
of each of its members. In other words, no decision in Réseau Varèse is taken 
from the top down, or in order to make the diffusion of projects something 
obligatory or at any rate uniform across the network. And this is for the 
reasons, moreover, that Risto Niemenen gave with regard to the difference 
between Finland and Portugal. That is that we know very well, at the risk of 
provoking something like that lack of understanding of Pedro Amaral’s opera in 
London, that if we do not have the expertise ourselves concerning the 
audiences, our capacity to host productions, the technical aspects, a certain 
number of things that fall within the professional domain but which remain 
closely linked to a given territory, then there is a great danger of not 
achieving anything productive. On the other side of the coin you have the risk 
that that autonomy will give rise to a number of monologues, in which each 
proponent simply wants to defend his or her project in order to convince the 
next person to support it, hoping to get at least three participants and 
therefore qualify for funding, because that is our minimum requirement. So 
that is why earlier I was talking about the importance of exchange and a 
spirit of competition, including the search for works that bring together 
several different forces, not just in terms of who interprets them but also 
the authors of the project and so on.  

We do not impose this as a rule, however, because Réseau Varèse is a 
gathering of artistic directors, and that is an important feature. For example, 
one of the conditions for being a member of Réseau Varèse, aside from the 
fact that you must be co-opted in, is that the person who speaks must be the 
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person who makes the decisions. If Frank Madlener, Risto Niemenen or Heike 
Hoffman commit to a project, we do not have to have that decision validated 
by a hierarchy or by a board of directors. That is a fundamental rule in 
ensuring that dialogue remains fluid. Once someone expresses an interest, a 
genuine commitment is made to carry things through. But beyond that, Réseau 
Varèse is a project, a project that brings together projects, which is to say 
that its vocation is not to serve as a kind of funding structure like the 
Franco-German fund for musical creation or the Franco-American fund for 
musical creation. In those cases, indeed, you have to submit an application and 
you will find that there is a system of experts who will say, “This is an 
interesting application, we will give it $15,000”, and so on. In our case, it is 
the administrators themselves who are assuming their responsibilities and 
who, thanks to this ability to federate, thanks to the call of the European 
funds, are able to develop this project. 
 
 
Query: I know the Huddersfield Festival is one of the members of this 
organization, and it’s something which could concern Metz as well, because 
Huddersfield is like the Metz of England, if you like. It’s a small non-identity, 
northern town in a sense, which there is not any culture background in serious 
music or art. Anyone that is it has the much better festival, anybody know 
that, even in London. I think it’s quite a simple secret, and it’s the reason why 
it has interested your network to involve in. It’s because every Huddersfield 
festival the last twenty years has had a big educational project involved in 
local schools, and which in the last moment famous composer are involved at 
the last stages. And because it has educated also the public which cost to it, 
young public, you know why people go to this minority occupation contemporary 
music. But it’s also, a way you get someday when you want to extend your 
organization to involve in educational projects as well. Because I have heard 
of the several people here and it seemed that there is no education in 
contemporary music, even in schools. So at Huddersfield, in a sense, they do 
their own project. I also know that they start two months before each 
festival, and there is always one event in the festival which involves children 
and usually a media composer imitating even there. What is your thought 
about the education side, bringing projects along with some kind of 
educational aspects?  
 
Antoine Gindt: That is why each member retains his or her autonomy, because 
we respond differently to the issue of education according to whether we live 
in Huddersfield or are at IRCAM. And that is first and foremost because it 
can be integrated into very different missions, because the populations are 
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not necessarily the same, because you also need to have the logistics and so 
on. In short, on these educational matters Réseau Varèse can only respond in 
terms of projects and of programmes that can bring together several 
members and that the members may wish to share and even to customize. 
This example was not a pedagogical experiment in the educational sense of 
the term, but I remember Momo, the show for children that we produced 
with the music of Pascal Dusapin, directed by André Wilms. Thanks to Réseau 
Varèse, a German version was created, a Portuguese version, a Greek version. 
That was a way of being able to continue the work being done, each time and 
in each country, without having to start from scratch. 

Huddersfield is a place for which I have a lot of esteem. I don’t know if 
you could consider it the English Metz, up in the north of England, although 
Metz is a somewhat larger town. You will not find blast furnaces in 
Huddersfield, but you can still see the ruins of the textile factories not far 
away. But, it must be said, Huddersfield is propelled by its university in an 
amazing way. In particular, the university has put up a building, which might 
not have the architectural flair of the Pompidou Centre-Metz but which is a 
powerful move in a town like that, to house both the music department and a 
renowned design school. So the environment is quite propitious. Here, too, the 
question is how Huddersfield, and I am talking here about the festival rather 
than the town, can be cross-pollinated with programmes that are not only 
English or British programmes. And it is true that Réseau Varèse has played 
an important role here, particularly in the first years of this decade when 
many programmes supported by Réseau Varèse were put on at Huddersfield. 
And that constitutes another aspect of educating the public.  
 
 
Query: Is there an equivalent of Réseau Varèse for the plastic arts? 
 
Antoine Gindt: I am sorry that I am not able to give you a precise answer to 
that. There are many networks, and I am more familiar with those in the field 
of the performing arts. There are a great number of networks under the 
aegis of the Culture programmes of the European Commission. They may bring 
together very different activities, not just from different disciplines but also 
from within the same discipline. There might be, for example, networks that 
bring together proponents of choral singing, or of certain folk music 
practices. The European Commission’s conditions are neither aesthetic nor 
particularly content-sensitive. The Commission is primarily concerned with the 
European dimension of the programmes and projects, and after that with 
ensuring that the networks conform to its wishes, in other words that they 
involve a minimum of five partners from five different countries, along with a 
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certain number of criteria that you can consult on the European Commission 
website. On that site, by the way, you can also find a list of all of the 
networks that are funded year by year under the Culture programme. By 
looking at that, you can quickly find out whether it lists any networks devoted 
to the plastic arts. In addition, and fortunately, there are also networks out 
there that are not funded by the European Commission! 
 
 

 


