




What's the Use? 

Fig 1 Labour exchange 
project Cincinnati Time Store, 
2015 

Fig 2 A discussion, meeting, 
or workshop that took place 
within the Museum of Arte 

l/ti/. Discussion in Apoloijna 
$uSter$it's Light Therapy Room, 

2014 
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until the present day serving as a means to inventorize 
or track how artistic thinking has been used to negotiate 

perceived failings in existing social or political structures. 
This could mean setting up an alternative pedagogical 
project such as the Public Schoo/5 or proposing a whole 
new conception of the state as in NSK's State in Time.6 

Presented through a series of groupings, such as 'Use 
it Yourself,' 'A-legal,' or 'Institutional Repurpose,' the 
extended display of the archive went in tandem with a 
series of live projects in the galleries such as Apolonija 
Sustersic's Light Therapy or Grizedale Arts's Honest Shop . . 

Alongside these projects the museum invited the public to 
'use' the museum. As a result well over a hundred different 

discussions, meetings, and workshops took place within 
the galleries ranging from city council policy meetings to 
students from the Eindhoven Design Academy who were 

using the archive room to generate ideas for new social 
design projects in the city.7 All of this was housed within 
an elaborate scenography, conceived as a 'Social Power 
Plant' that aimed to draw on the knowledge generated 

5 See www.arte-util.org/projects/the-public-school. 
6 See www.arte-util.org/projects/state-in-time-or-nsk-state. 
7 See the Museum of Arte Util calendar http://museumarteutil.net/calendar. 
See constructlab, 'Understanding the Social Power Plant' in this publication, pp. 436-441. 



















Nick Aikens Beyond the Exhibition? 

Maleuvre recounts: 'Hegel reveals that what Quatremere 

holds to be the very heart of the artwork, its original 

context, is actually merely incidental. Where the artwork 

once belonged is a comparatively superficial matter, Hegel 

claims.' It is the move into the museum that allows a 

mediation on the artwork and its context to take place. 

Yet when one thinks how the space of the museum 

has evolved into the architecture of the modernist white 

cube, the potential of the distancing of display becomes 

subsumed within a context and political formation all its 

own-namely that of a modernist, Western construction 

with a specific mode of conditioning, both of the art it 

presents and the subjects it speaks to. This becomes most 

explicit with the Western museum's move to incorporate 

artworks form the so-called 'global south.' Think of 

the de-contextualizing move made by the curators of 

Magiciens de la terre at the Centre Pompidou, Paris in 

1989, for example, who purported to present artworks from 

outside the West next to their European and American 

counterparts on an equal footing, giving primacy to the 
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Fig 7 Exhibition view 

Mogiciens de lo terre, curated 

by Jean-Hubert Martin, La 

Grande Halle, Pare de la Villette, 

Paris, 1989 
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materiality and formal quality of the objects themselves.21 

Such a strategy took place within the framework of the 

white cube or its moving image counterpart, the black 

box, meaning the cultural context of the work of art 

becomes determined not through understanding the 

origins out of which it came, but through its colonial 

capture in the museum. Museum framing, far from 

opening up new readings and political potential, freezes 

its contents. Returning to Maleuvre, such a freezing 

is indicative of the contradiction of museum display: 

'Museums are paradoxical: they shelter restlessness but 

in doing so, they build a home around it.' He goes on: 

The museum thus manifests modern culture in the 

grip of a capitalist dynamic of historical production. 

Museums replicate the tensions of capital, with its 

fits of accumulation and expenditure, stockpiling and 

liquidation: museums preserve culture in a permanent 

state of rootlessness, that is they choose rootlessness 

as the principle by which to conserve culture. In 

capitalism as in the museum, rootlessness turns into 

a principle, into permanent impermanence.22 

Such a position is a worrying indictment, yet the 

contradiction is persuasive. For if we accept the 

'paradox' of culture's rootlessness within the museum 

and that this 'replicates' the tensions of capital, the 

supposed political or interpretive potential afforded by 

the space of the museum and the distance of display 

seems increasingly untenable. Viewed in this light, 

the contradiction inherent within a Museum of Arte 

Util is indicative of a wider paradox implicit within 

museum display: that museum display mirrors capitalist 

conditioning. The task today would appear to be how to 

foster, rather than conserve, a condition of restlessness? 

21 See Pablo Lafuente, 'Introduction: From the Outside ln-"Magiciens de la Terre" and Two Histories 

of Exhibitions,· in Making Art Global (Part 2): 'Magiciens de la Terre' 1989, Lucy Steeds et al. Exhibition 
Histories Series (London: Afterall, 2013), pp. 8-23. 

22 Maleuvre, Museum Memories, pp. 38-39. 
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