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I ntroduction

In the summer oR016, three recurringontemporary art exhibitionshe Berlin Biennalein Berlin,
Manifesta this year in Zurich, and Sonsbeekn Arnhem, focusedon the sociopoliticalvalue of
contemporary artn dealing withcurrentlocal, national and international issuthe three exhibitions
exploredthe question whatole contemporary artight play inbetter understandinthese issuedt
was as ifan European zeitgeigif political and economic uncertaintalled forsociopoliticalcurating
and antvorks. Unlike thecurators of theBerlin Biennale the curators oManifesta 11and Sonsbeek
0 1 8ansACTION built ther approachon the involvementof (local) citizens.They worked from the
belief that arthasan important purposén contributing tohow people organisand give meaning to
theirlives, not justindividually but alsocollectively.

While working as an intern and tour guider So n s b e:erknsAGCTI®N (4 Junel8
September 2016), was intriguedby the different long-andshortlived participationsof different
individuals and groups. What struck me in particular th@Open Call an invitation to the public to
make use of artworks locatedpark Sonsbeek. By inviting and empowering people to organise their
own private or public activities, such as a party, yoga class, or lectu@pémeCalldemonstrated the
numerousunexpectedvays in which artworkscould function as platforms. The lackfaules and
guidelines dared people to think big and outside lox, giving them freedom to carry out their
specific aspirations and plandnless a certain activity may have brought damage to a v@pé&n
Call proposalswere generally approved by the ators ofS 0 n s b eraakgiupes and members of
the team ofSonsbedk 1'@he production and promotion was in the hands of organisers themselves.
Yet, many times the production team®b n s b easdisted) fbr@xample by temporarily turning off
the sound, and activities were often promoted on the website and social media chaSnakbetk
016

After witnessing severaDpen Call acitivities, | realisedthat because ofthe Open Cal
S 0 n s b e wds sordeWltatdifferent from manysoc a | |Secihl Practicé exhibitions Whereas
Social Practicartworksare typicallycreated by means of tpu bl i ¢ 6 s @whichisoftei pat i or
partly imagined andegulatedby the artist(s)theOpenCall was separated fromtler t i st sé cr eat
the works Thus, hstead oto-creating artworkasparticipants the organisers ddpen Callactivities
were userswith a considerable freedoto appropriate artworksx any way that was beneficial for
them andoftenalsofor their audiences anghrticipants As activities did not have to match with the
materiality of the artworks, or the approashand ideas of the artistshe activities were not
necessarilyneaningful orbeneficial for artists as welllhe Open Callof S 0 n s b eig & valdahlé
entry point of analysis, lsauseunlike many participatory art practicei, challenged people to

repurposeartworks in wags that transcended presupposeds (e.g. baking bread, playing ping pong,

! Information retrieved from the report of Marloes Verhoeven, one of the coordinatorsQ@yéneCall



sending in opiions).

Out of the seventeen artworks located at park Sonsbeek, most ofettedied anceven
encouragedhe public to invent uses for the workkhis master thesisxamines six artworks from
S o n s b e dansAGTIGN: and theOpen Callactivities that took place inside or around these
works. The six artworks includéhe ping pong tables created by Mashlarn and-based artist Louie
Cordero; an Indonesian playmind, reinstalled by Amsterdabased artist Maze de Boéne bamboo
pavilion o f Eko Prawot o, an architect and | ecturer f
hidden <church, designed as f a; the stashapedftentrof tlkeo n't e my
Berlin artist collective KUNSTrePUBLIKwhich served as a platform tevoke discussiomn the
European refugee crisis; anldetinstallation ofArnhembased artisRob Voermangdesigned as an
alternative bank thaiddresedthe problem of global pollutiorOther useful artworks, which will not
be analysed (primarily due tewerOpen Callactivities) are: Alphons ter Aveét bakehousgwhich
was used by bakers from Arnhem and the public during the weekends for backing breads, cakes, and
pi z zSahdisl;pa Gu p towmkssped land arawokk,, where people could maeheother to
enjoy the silenceRi char d Bel | 6 s waithealledgttemianito the mbgaatity between
Aboriginees and Australians and Jan diginal hahdudetazilednnéag of park Sonsheek

All in all, many of the artworks wermodelled after or functioned asommon buildings and
services: a bakery, a parliament, a bank, a playground, a church, a workshop / factory, and an
embassy. As Ade Darmawan surmised in an intervi®w,n s b eeeskt adbll6i s hed fAa ki nd
the city with new ver si®mnspite af fobvious diffeieresy thésia n a | st
abovementionedorks are similar in the sense that thetypeoplereflect on the possible functisiof
artworks and theusefulness of art in generdh generalS o n s b e &rdnsACTION :undermined
the autonomy of art and the modernist concegaaf t f o r§ favernt@rsd fasm@uklyeromoted
by influential art critic Clement Greenbef@mongst othejs

The question about the function of art was already important when the ver$ditsbeek
exhibition was organisednly a few yearsfter the end of the Second World War in 1949. The first
Dutch, public art exhibition in the opeair, Son s b e ek &4Bgeldholivkungi m els Open
Lucht(1949)( 6 Sonsbeek 49: Eur o p-e b méoiparatet mpearly twe lsundiech t h e
sculptures, created by over eighty artists (mostvbbm were Dutch, French, and Belgian). The
concept of the exhibition at parloSsbeek was inspired by a sculpture exhibition at Battersea park in
London, attended by Arnheoouncillor Marga Klompé in 1948 At the time, Arnhem was still

coping with past German bombardments, which had not only left many physical steasity, but

Exhibition catal tagplA€TBSONSBEE&KoOkBown as the O6Acti on
’Siegal, Nina, #ADutch City Mak HewYorkhTénedbolene 2006fsed t s Par k
https://www.nytimesom/2016/06/16/arts/international/dutcity-makesthe-mostof-its-park-andits-

history.html(last accessed on 10 December 2017).

“Janssen, Nanda, AiHet ont st aaniWersch (ed.S®usbeskireraréspectiefi n C. J .
(Arnhem: Presikaaf Grafische Diensten), 2008,.40


https://www.nytimes.com/2016/06/16/arts/international/dutch-city-makes-the-most-of-its-park-and-its-history.html
https://www.nytimes.com/2016/06/16/arts/international/dutch-city-makes-the-most-of-its-park-and-its-history.html

also in the collective memory of its inhabitants. The municipality of Arnhem envislbreed s be ek 0649
as a means to mitigate the collective trauma caused by the Second Worl@iganope to revivéhe

city with art, also in terms of city markeg, was ostensibly fulfiledabout 125.000 people from

Arnhem and beyond saw the exhibitfbm terns of the function of artS o n s b eas k whdldah

be seen as a political, but also a social and economic instrument; artworks were put to use for the
betterment of a city. Given its immense success, the formulacoh s b eeak repeated in 1952

(fig. 1), 1955, 1958 and 1966, followed by six irreguladsganisedSonsbeelexhibitions in 1971,

1986, 1993, 2001, 2008, and 2016. Before the-kwedhvn Daumenta (1955) and Munster Skulptur

Projekte (1977), Arnhem managed to establish a pioneering, recurring public art exhibition.

Each of theelevenSonsbeelexhibitions, in particular the last six editioriffer in terms of
boldness oturatorial and artistic visions and approaches, strategies to involve or appeal to citizens (of
Arnhem), and relationships between politicians, curators, artists, audiences, artworks, and public
spaces. Yet, on some levels, the same challenges oceactetimeit was decided that the time was
right for a newSonsbeekFor example, the support of people from Arnhem, whose tax niuaey
beenused, is never a given. At the same time, every edition falls under the gaze of art professionals
from the artworldEach new team of Foundation Sonshedpecially after theontroversialSonsbeek
6 7aln d S o n sdgaabli hago Aenl with the gap betweeminterestear uninformed citizens
and expectations from art enthusiasts and professionals. While lookikgabahe failures and
successes of predecessors, thayeto find ways to make the exhibition relevant from the point of
view of different publicsincluding people living inside and outside Arnhem, people from various
neighbarrhoods, peoplerom different milieus as well ashe point of view of the artworld, with its
changing curatorial and artistic tendencies. In this respect, it sbatiise question about the function
of (public) art, which som&onsbeekuratorshaveaddressed more explicitly thehers’ has been
right beneath the surface of ev&gnsbeek

Sons be é&rd&sAOTION :was curated by the Indonesian collective ruangriyed. only
was it the first timen the history ofSonsbeekhat theexhibitionwas curated by a group of curatdts,
was also unprecendentttht they werenot Dutch, European or American. Ruangrupa has been based
in Jakarta since its foundation in 20@M artist collective at the beginning, they have since grown
into a very mixed contemporary axdsganisatiorwith about forty members of different generations,
with various professions and backgrounds. Seven

S o n s b e €fig. 2)0 Sighificantly, most of them started out as artists, and later engaged in

*Janssen, Nanda, AHet ont st aaniWersch (ed.gDosbeskineratréspectiefi n C. J .
(Arnhem: Presikhaf Grafische Diensten), 2008, 40.

® Gelders ArchiefArchive of province of Gelderland), inventory numi2€58.1.

" For example, Anna Tilroe (curator 8bnsbeek 2008 envi si oned art as a means to

desire for greatness. Accor di ngkingartwarksthatprovide iasiglgs, i n Ti
into who we are as human beings, and how we may want
dusto, in Heijne, Bas, Hill aer Sonshaslo2a0@8eGrandeur.adAdubjee n Nan

(Deventer: Thieme Art), 2008, 115.



esthablising cultural projects or curating exhibitions without having receimedh if any, trainingin
curating. The artisturator is not a new phenomenon, and perhaps it has become more accepted in
recent decadésbut on the other hand this double role is ffam being the standarduRa ngr upaé s
involvement as artisturatorsn S o n s b ecenstituted/ed anothebreak with previous editions.
Thetheme oS ons b evwagdradsA 6T ONO6. The word o6transacti o
of exchange between peopieat involves money.However, ruangrupa used the term in a more
general sense to denote fAany exchand’droughtbatht happ
verbal exchanges of ideas, stories, memories, and so forth, and exchanges of objects sy service
people continuously shape and reshape many different kinds of relationships with each other.
Understood like this, exchanges are not just at the core of the economic system, but also underlie the
countless ways in which human beings relate to the wanddnd them and give meaning to their
l i ves. Taking into accottrangd tamael dIAfCEMpIadsedinaw &y s |
italics and capital letters), the theme of the exhibition conjuresidjtionalmeanings. A prefix word,
6transd ymeawnds oler osso, 6t hr o u'gsh t,combimatibn With h angi r
0 ACT I ONé&mseamb econjureupd beyond acti on 6 ,thorougldyrchasging act i o
acti ondultpE@meari ngansA©T | BN 6 , any type of exchange
beyond actionsuggest the active role of the public in their engagement with the artworks of the
Sonsbeld&r &©,16i t is important to be aware that the
itseff. For various reasonpgople areftenreluctant to(physically) use artworkgor instance because
they are shy or questiamhat isin it for them.DuringS o n s b e differenbinie@ningfultransactions
with artworks were not only encouragedthg OpenCall, but also by a group a devoted hoBtay in
day out, more or less every artwork at park Sonsbeekmeased by a host. The hogisovided
visitors and users with valuable information about the woukimately enablingthemselvesand
visitors © gdn insight into the artword possible meaningfulnesshanks tothe hosts anthe Open
Call program, the transactions duri®jo n s b e, ankl byéettéhsion the aim and the scope of the
exhibition, became more visibénd tangibldgo a larger public.
S o ns b e #aksAGTION clearly fostered the notion of art parposeflt The artworks at
park Sonsbeek were not createdhe name ofast but r at her f ofthédiceesssake o

of shaping meaningful relationships between people threadtalcommunicationAn investigation

8 Reviews ofSonsbeekl 6 in magazines and newspapers seem to support this: art critics generally did not pay

any attention to the implications of the double occup
? Seehttp://www.dictionary.com/browse/transaction?fast accessed on 26 February 2018).

YExhibition catal tagB ETEONSBEEKoOkBOWwWNn as the 6Action
1 Seehttp:/www.dictionary.com/browse/trandast accessed on 2 December 2017).

“The term 6socialityd was coined by English sociologi
intersubjective communication t o t h&wlichpeeplemare a way t o
above all consumers. iSeeSolcasah,i tSdgt ti,MowdrDs afffipesyadnn c e o h n
the Image (Maastricht: Jan van Eyck Academie), 1996,-129. Dutch artist Jeanne van Heeswijk promotes

Lashés term whilst describing severalnwé, h2dA Calmmumnhot
Socialityo, i WhaPwewantisfree: Jeredsity andlexghange in recentAdbany: State

University of New York Press), 2005, &8.


http://www.dictionary.com/browse/trans-

into the artworks at park Sonsbeek therefore requires first and foremost a thorough analysis of the
relationships that sprung from the works. From a practical point of view, this poses quite a challenge:
it is an ardous if not impossild task to observe artworks and-asersn situ for a length of time long
enough to gain a critical understanding of such relationships. Yet empiral research is arguably of
crucial importanceAs for So n s b e, & kwas passible to ecoplement empirical research on the
Open Callevents with onlinenformation.Apart from certain facts, such as the duration, the aim, and
the question ofvhether it was private or public, descriptions and visual documentation of many of the
activities (priarily the ones that were publicdn be accessed onlitféTo comprehend th®pen Call
activities, the artworks of course also need to be taken into account. Examining their material
characteristics hel ps t dnsofat as rthisfisypossibies well astthies t 6 s
practical limitations, which may have directly or indirectly influenced the activities. Thus, in addition
to theOpen Call the artworks are the second point of reference

Through the analysis @pen Callevens, andthe artworks, this thesis attempts to give insight
into the transactionshat took placed ur i ng S o riranBAEEHON, and thus the types of
relationships between people that resulted from the artwivkbin the frame of theDpen Call
which was essentially created by the public without interferences from artists and curators, it can be
argued that people were turned into users, as opposed to participangsrodads always partly or
even entirely predetermined by artisthe investigationrito the relationships is therefore based on
the assumption of seifivented uses and not participation. The research findings nosloedlylight on
the usesof the artworks, but also allofer a critical evaluation of theisevalue Ultimately, the aim

is to analyse the uses and tis®value of the artworks to form an understandindaf n s b eas&n 6 1 6

6Usef ul Artd exhibition. The main research ques

corresponding usealues of st representativeusefular t wor ks of traBAQTEOD ¢hatk 6 1 6 :

were integrated in park Sonsbeek?
Three suklguestions underpin the examination of the uses anglaises. First of all, who are
the users and what did they aim at? Secondly, liatioe to the usevalue, what did the users

contribute to the works of art, and what did they seemingly gain from their uses of the works? In other

words, what did the users give and receive, and

Thirdly, and correspondingly, to what extent are the uses connected to the artworks? That is, their

materiality, that may reflect theinscribedme ani ng and the artistsd int

communicated). On the one hand, if an artwork does remtyrapparent way encourage or effect-self
invented usesthese uses can be considered arbitrary, thadusevalue of that artwork becomes

redundant, accordingly. If uses are, on the other hand, already to a large degree predetermined by an

13 The fact that information about many of fBpen Callactivities is available dime testifies to the influence of

the internet, and in particular social media channels like Facebook, Twitter, and Instagram, in promoting and
supporting transactions. It can be argued that many of the fidin Callactivities relied on the internethis
hardly comes as a surprise, but it t=esACHONIsthefistr t ant
Sonsbeekxhibition in a time that is undeniably dominated by social media.

t
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artwork, selfinvented uses are inevitably thwarted, ior extreme cases$\o longer a possibility. |
would argue that the key to determining the-uakie is a critical analysis of a process of reciprocity:
by using a work of art, users could gain something from itttlegt would otherwise not have attained,
and at the same time, the artwaquires an additional, untseen layer of meaning as a resaft
specific uses. Simply put, the useeds the artwork, and vice verslhagy are not entities on their own.

In theend, the us@alue of a work of art is arguably not a matter of quantity, but rather of quality.

In addition tothe aforementioned practical difficulty conduct enough empirical researttie
assessment of uses and the-vmee of artworks remain glippery terrain. Similar to the function of
an artwork, its uses and ugelue are bound byme, place, and circustances, and therefore prone to
continuous, unpredictable, and perhaps even imperceptible changes. This thesis departs from the
descriptionof artrelated use by Nick Aikens, Thomas Lange, Jorinde Seijdel, and Steven ten Thije,
the editorsoiWh at 6 s t he rsefAr, Bistorys dned Knowdige (R016). Theyexplainuse
and usefulness as fundamentally contingent concepts, makingassibfe to draw up hard criteria.

Two particulartheories of Useful Art, incorporated WWh at 6 s  and briefly imteduced below,
serve as the primary theoretical framework and foundation for this thesis.

One of the most important champions ko€ wtility and subservience of art is Cuban artist and
activist Tania Bruguera (Havana, 1968) . She has
Ar t 0 manyf yearsparticularly through her lonterm education project Catedra Arte de Conducta
(6Behavi our A+2009),Sealised anl Havana, (a@dot@ Betwork Associatofirte Util
(ongoing since 20)1In a nutshell, what Bruguera proposes is a differengoayeof art, an art which
is embedded in the sphere of reality dinst and foremost deals with the questioow works of art
mi ght function as tools for accommodatequa) peopl
rights).*®> Arte Util not only breaks with many notions prevalent in thmainstrear art scene and
market, such as authorship, objecthood, and spectatorship, but also undermines common ways of
Adi st r i bcantmerniaisingd, hikd art fairs, exhibitions, and publications.

Canadia philosopher, writer, and curator Stephen Wright (Vancouver, 1963) has also been
researching and advocating the uses andrakes of contemporary art, in conference papers, essays,
and as a curator of exhibitions roughly since 2000. Around-2013, Wight and Bruguera teamed
up for Br ug uMusean of Aree Ktif20182014) ab the Van Abbemuseum in Eindhoven,
The Netherlands. Wrightodéds essay OTowards a Lexi
Bruguera and curators of the Van Ableseum, served as a theoretical support for visitors. The essay

has since then also been used as an instructive theoretical framework, for instance by Polish curators

14 Aikens, Nick, Lange, Thomas, Seijdel, Jorinde, and Ten Thije, Steven f@tis)at 6 s Editees Us e ?

i ntr od uAikemsoNick, |.ange,mThomas, Seijdel, Jorinde, and Ten Thije, Steven s, t 6 s t he Use?
Constellations of Art, History, and Knowlgel A Critical Reader (Amsterdam: Valiz)2016 10.

®Seeforexampl8r uguera, Tani a, i Ref | e dntAikems)et al.@ds.)Vir ated sbttiHhe (U
Use? Constellations of Art, History, and KnowlegdgeCritical Reader (Amsterdam: Valiz), 2016, 316, 317.
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Sebastian Cichocki and Kuba Szredfar the exhibitionMaking Use: Life in Postartistidimes
(2016), at the Museum of Modern Art in Warsh&w.

Tania Brugueraods ideas on Arte Dtil and Step

in the first chapter fothis thesis, which deals with Useful Aas a type obr new form of Social
Practice. The second chapter focusses on the artistic and curatorial practices of ruangrupa, within the
context of Jakarta and Arnherm order to create more insight mangrupa as an arts collective,

sever al of Bruguerads aAdt Waight o8 pdsasblbpurt e

practice.Six artworks at park Sonsbeek, as well as their uses andhluses, are analysed in the third
chapter. For the most part, the analysisSob n s b e askan Udefub Art exhibition draws from
Steghen Wi g ht 6 s, bdcauseiitcs@ems that his proposed theoretical concepts lend themselves
bettert han Br ug u aeoraaéxamination of usefufastworks that were not explicity created as
Arte Util / Useful Art. Although Bruguera aptly explains defigicharacteristics of Arte Util in
seveal short (conference) papersystallised in Arte Util criteria that are adopted by the Assoaiatio

of Arte Util, she has not yet written an extensive theoretical essay like Wrigicon. In
comparisonto Bruguarb6 s t exts and criteria, which partly
provides a more detailed and elaborate description of Useful Aetfourth and final chaptdirst of

all briefly touches upon the position of contemporary art within spcietorder to reflect deeper on

the possibilities and risks of pursuing useful artworks and the implicatid®®af s b eas & Uséful 6

Art exhibition. Secondly, | will examine the heteronomy of Useful Art, that is, its embeddedness in
society, by usinghe ideas of French philosopher Jacques Ranciere (2®8bfthe heteronomy and
autonomy of art to shed | ight on UWndeelyingtlefinale pt s
chapter, and this thesis in general, is the assumption that an intensified fodwesusaes and use

values of artworks becomes increasingly important within the field of contemporaty attenghten

the position of art in society in the future.

18 Seehttps://artmuseum.pl/en/wystawy/robiazytek(last accessed on 10 December 2017).

(0]
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CHAPTER 1

What is Useful Art?

The only moral act is the useless one, and the only useless act is the aesthetic one. The artist is the
only man who performs an act for no useful purpose; he is, indeed, opposed to its usefulness. His
behavioris completely, ung&rably, and profoundly futil¥.

T Barnett Newman

In this fragment from an unpublished tribute to Arshile Gorky, American painter and sculptettBa
Newman (1908L970) singlecbut the profession of the artist as the one and only genuinely moral and
useless occupation. N @utilenveonk Of aartists tseemsesorsewhahilistio, o ut  t h
and perhaps surprisingince he is an artist himself retrospectwe knowthatin Newmanoés t i n
artistic practicewas not justconsidered uselesby secrely promoting Abstract Expressionisnthe
CIA used artfor the sake of political ideology during the Cold WaBimilar to Newmanpolitical
philosopher Hannah Arendl9061975)has alscar gued f or artés superior
uselessness According to Arendt, -1i9 89 T telhardayiremovell i n Cu
from the processes of consumption and usage and isolated againsthéme ep human life
neces i t ¥ Today manyartists and people working in the field of contemporaryraght disagree
with Newmanand Arendt emphasising that many artisted art practitioners deliberategngage
critically in developing socially relevapractices that araseful for society. It is safe to say, however,
thatfew people have discussed or are nowadays discussing (contemporary) artworks and their affects
in terms of use and usefulnedisis generally believed that art hascertain purposehough some
peoplewill of coursesteadfastlyconsider art uselesand yetthe union between art and utilitarianism
seems to be a no go.

By taking as its point of departufeaniaBr uguer ads <conceptualisatio
essay O0Toiovaaf dserglp &L e(x2 01 3) by thB chapteh analysedhatio ¢k € f u |
A r tmight entail and how it mightbe considered an alternative contemporary art practice. To

determinenow Useful Artisd i f f e r emaibstreflam aitim méiseums and gallerigswill examine

"Newman, Barnett, fAArshil e GNewrkay,:BarfetaedOo&Ard|l | mmdbanoPod
(ed.),Barnett Newman: Selected Writings and InterviegiBerkeley / Los Angeles: University of California

Press), 1990, 112.

18 See for example Wilford, Hugfthe Mighty Wurlitzer: How the CIA played Ameri¢@ambridge, MA /

London: Harvard University Press), 2009, 108.

YArendt, Hannah, fAThe Crisis in Culture: |BesveeSBoci al a
Past and Future(New York: Viking Press), 1961, 209.



what can be called theModernist paradigm and its perhaps to some extestill T dominant

theoretical concept-or t he | ack of a better term, I use fn

which is generally considered and acceptedad, andsupported by certain (unspoken) accepted

beliefs, vocabularies, theoretical frameworks, methods,Aslicle from its ambiguous meaninte

term fAmai rpoibdlematie recaude st is oftdeft unexplainedwhy and howcertain art

practicesbecomemore mainstream than otlseAs artist and theorist Luis Camnitzer rightgfaims

mainstream art i® gatekeeper phenomenon as in@ buld upon a democratic foundatiofi:1 n

real i ty, piesumesraseduces group of cultural gatekeepers and represents a select nucleus

of nations. It is a name for a power structure that promotes-a gelp oi nt ed heg®emoni c
The mainresearch questioaf this chapteilis as follows what is Useful At, andhow is it

different frommainstream arth order to examin&onsbeeld 1&an6 Us e f u | Art o6 exhib

important to consider to what extent Useful Art differs frommparablesocialy engaged anpractices

that started to emerge in the beginning of the 1980&h seerimgly take the use of works of arts as

their trademarkoften howeverwi t hou't adopting t heThesecoddsresdanels e 8 or

guestion is, thusto what exent Useful Art can & seen as different frothe wave of diverseocially

engagedgractices from the last two to three decades

1.1 Defining the useand usefulness of art

If art did not haveany specificusevalues, its centuriedong tradition wouldikely not have existed.

Yet, in general relatively scarce attention has been paiditie use and usefulnes$ works of art

resulting in the facthatthey havebeen gravely understudiedn importantearly contributor tothe

study of art in relation to use and usefulneasthe English art theorist and critic John Ruskin (1819

1900) Influenced bytransitionsin the Industrial Revolutioerg Ruskidm s wr i t i ngs and | e
art are strongly imbued withideas abouthe nature of (English) society and human.lifen Rus ki nd s
l ecture o6The Re I(fisst puished infectubes bn Att 18703 skl obeauty, and
likenessweredescribed as the three main elemagitartistic practice. The mastering of $kilvhich
Ruskinrepeatedly underscoreshdextensively elaborateoh, is determined byhe ability to truthfully
representhe world By drawing parallels to botanygeglogy, and zoology, he stresdbé importance

for artists to possess knowledge of other scientific fieldsdoing so, Ruskindenouncd the
autonomougposition of artists and thelater modernist idea thaartistsare retreated from socieﬁ/

Ultimately,thear t i st 6 s iirn mBu y k itomé kloser yabestruthof human lifeby

%0 Camnitzer, LuisOn At, Artists, Latin America, and Other Utopig@ustin, Texas: University of Texas

Press), 2009, 37.

ZRuskin, John, fThe Rel at ileduresdn Af{New YdrkoGatlemcePih.), i n Rus ki
1978, 76, 77.

21t [art] mu sineverdor iself; it@xists sghtly anly whee it is the means of knowledge, or

the grace oflbid,g&ncy for I|ife. o
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producingworks of art.What therefore defines art more than anythitgpis its fiserviceableness
( Ru sskhioicedof wal)?>Rus ki nds vi s iwasnepletenwithatoptan impications asde
seemedo positart asthe maininstrumentfor gaining knowledge of the world, and ultimately for
creating a bettesocietyfor everyone T hu s , under |l yi ng pphodwtlonohadts | ect
and its values his belief that udelinessis theuniversalfoundation of art, which perhaps makes him a
Social Practice ddseful Art theoristavant la lettre
Over the pasfour years;t he conf eder at i o heentakingdobhreRuskiist i onal
legacyforward with the research prograifhe Uses of Arf The Legacy of 1848 and 1982013
2018 . L6l nt witessaxtmodem and eontemporary museufmrom Europe: thévioderna
Galerija (Ljubljana, Slovenia)Museo nacional centro deta Reina Sofia (Madrid, Spain)useu
doéart Cont emp or anlona, &eain)BMuseane Van Heaeadjs® ldunst Antwerpen
(Antwerp, Belgium) SALT (Istanbul and Ankaralurkey), and Van Abbesuseum (Eindhoven, The
Netherlandp Partners of L6l nt er n athd reseaach @rogtam antludeh a v e
Grizedale Arts (Conistgrunited Kingdom),?* The University of Hildesheim (Hildesheim, Germany),
Liverpool JohnMoores University (Liverpool, United Kingddmand University College Ghent
School of Arts (Ghent, Belgium).
In exhibitions, symposia, publications, education programmes, and staff exghEngdJses
of Art T The Legacy of 1848 and 1988cusses on th@roduction of art in relation téwo key
historical periodsof political and sociakchangein Europe:the emergence of democracy in thed-
nineteenth centunyand the 1980s towards the end of the Cold /& addition, theresearchers of
the program embarbn discussios of theuses of art and thduturerole of artists anartinstitutionsin
building transnational, European bondskofowlegde,culture and identity. The overlap between the
three research directions are formulated in fbvemesi Pol i t i cs of Life and De
Practiceso, AReal De mo c r a Resach reslts degardiad these fout n st i |
themes can be found on t h®&Wheditconfeote mhL &1 hi ensabinc
uses and usefulness, the Van Abbemuseupaiticularhas made important contributions. In 2013
2014, they cerganisedMuseum of Arte Utiltogether with Tania Bruguera (this exhibition will be
discussedlater on). The exhibitionConfessions of the Imperfect, 184883 Today (20142015)
followed, which wasco-curated by Alistair Hudson (director of the Middlesbrough Instititért).
All in all, The Uses of Ari The Legacy of 1848 and 198@&s beerdelivering a wide range of

differentstudies(e.g.artistic practicecurating educatioh ondifferenttypes ofartistic productionand

BRuskin, John, fThe Rel at ileauresdnA{Netw YdrkoGatlasl Pub.), i n Rus ki
1978, 76, 96.
% Grizedale Arscreatedd The John Rus k itoexpai@l mcrni aRlu s BliCerdifsutors ® thia ¢ y

online blogexploren what Ruskin might mean to artists, curators,
https://www.grizedale.org/projects/force.of.culture/the.john.ruskin.memaorial.blog/ (last accessed on 30 October
2017).
%5 Seehttp://www.internationaleonline.org/abofliast accessed on 30 October 2017).
26 i
Ibid.
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traditiors arisingin different historicalcontextsacross EuropePast and presenbrrelationshetween
art and polical and socialhangesseemto be one of theentral entry points through which the
researchers attempt to formulate the uses and usefulness of art.

From the perspective of art, it is semantically difficult to define use and usefulness.
Hypothetically speakingthese conceptsould apply to every experience of a work of drt. the
context of art,hec onnot ati on of t he vpbyscdl in@racion between ¢hmms t o
viewer and the artwork, but use can also signify a mental prdcesastancewhen a viewer gains
insights from the artwork just by looking. In addition to physicalgnitive,and psychological uses,
which can producéoth visible and invisible results, it is also possible to distinguish practical uses,
like stting, from nonpractical useslike playing 60 Us e f ud wntansdl® idtsyad ,,uvbich
permeate many of our daily activitiepertain to the adequate and advantageous functioning of
something or someon€ontrary tothe Oxford dictionary, which defineshe worddisefulnes§asi a
qual ity or f at the edifors tf ¢he preyviouslys mehtioded volukwh at 6 s t he Us
argue thatthe usefulnessof art is a subjective and timéound notion In ascribing usefulness to
something or someonthere is the risk ofaluing ordescribing something that is only useful to some
people, under (a) specific circumstance(s), or at ()ifipenoment(sf® Usefulness is, in anyase
always a result gfoften varioususes; by usinga work of art,an individual or a groupan identify its
usefulness (or uselessnesigcordingly, t can happen that a work of art is classified asulisand
uselesssimultaneously or successivelyhi s makes the noti,dfnotmoie 6usef
i ffy than O6useb.

A recent volume that gives insight into the uses and functiopsitdic artworksis The Uses
of Art in Public Spacg2015), eded by Julia Lossau and Quentin Stevens. The research is mostly
empirical, basedn parton many hours of observation ahdinterviews with locals and passersby.
Notably, the book combines explorationsfiglurative, static sculptures, amdtworkswhich seem to
belong to Social Ractice For example, Laurent Vernet discusses the uses of the bronze sculptures
Taichi Shadow Boxin{L983) andraichi Single Whig1985) by Ju Ming, and thdonument to Queen
Victoria (1869)° all situatedon Victoria Squee in Montréal, whereas Julia Lossau examines public
participation i n T@e Rahtiagi99820@lE’Mossof therconjrileuting authors
pay attention to slippery concepts like public space and publics, but neglelcicidatethe other

elusive terni use.

%" Seehttps://en.oxforddictionaries.com/definition/usefuln@ast accessed on 1 March 2018).

% Ajkens, Nick, Lange, Thomas, Seijdel, Jorinde, and Ten Thije, Steven ftis)at 6 s Editaess Us e ?

i ntr od uAikemsoNicketal.feds)What 6s t he Use? Constell at,hons of A
Critical Reader(Amsterdam: Valiz)2016 10.

®Vernet, Laurent, fAThe Social Life of Artworks in Pub
I nternational de MandStev@nduentn (edsiThd Uses sfd in Public Spaddlew

York: Routledge)2015 149166.

®lossay Julia, ATree Planting: The Use a@idSevensl i c Art as
Quentin (eds.)The Uses of Art in Public Spad&lew York: Routledge)2015 83-97.
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In her study of public artworks, Karen A&ranck defines two modes of usertworks are
either usedas a symbole.g. for protesting, wrt i ng messages, commemor at i c
prop6 (e.g. Vv a na alimbing on top lofyaitworgs). Acsording td Framgk, the first
mode of use sometimes also includes the use of a work as a prop. The second mode of use is
characterised by a resistance of the meaning of an artwork, and therefore Franck seems toisuggest th
i's a bad mode twomodas sfeuse arBomewnatpkoblesnatic given the fact thad
difficult and perhaps erroneousddferentiatefigoodu s e s 0 ( meani ng ifremfitbaakde n i n
use® (meaning i s n)ltis notankomaeivabldhat meople ase artwarks gsops,
whilst alsoslightly referring to the (possible) meaning or message of the wdtles.way in which
someone sits on top of a work, or takes a selfie witmigght correspond to the works Julia Lossau
and Quentin Stevens remind usersoften fifind their own purposes in the aesthetic objectd an
experiences p.fé&sanibe agied that the meamng of public art always partly or
entirely follows from the various ways in which they are qused, be it as a physical prop or
otherwiseThis, thus, makes it hard to delineate the uses of workg aé symbols or props.

Quentin Stevens and Julia Lossau distinguish symbolic and performative uses. Symbolic uses
pertain to t laéyasacarieoaf ldasing; performative uses concern the production
of meaning through the bodily engagement of the spectaftiese proposed categories can be related
to thetraditional frameworks of Asthetic{symbolic usespn the one hand, andn the other hando
t he real m ods tiR¢driaoativeunea) Whefeas study of Asthetics igraditionally
concerned with the often staticaterial qualitie®of art, a study of Relational&sthetics is focused on
the role of artengages in bringing artwork to life Thus, with Relational ésthetis artworks, the
relationship between peopéend worksis key, and the materiality often becomes a byprodtigie
consider Relational Aesthetics or should we say Social réttice? T, St eawnedh sbossauds
description of performative uses seems only useful insofar as it enablesidentiy Relational
Aesthetics artworksThe term performative uses seems insufficient for further analysing and
categorisingheseartworks; wen scrutinizing the puzzling hybridity &felational Aesthetics Social
Practice artworks, which pop up in streets as well as museums, a new vocabulary is needed for
graspingdifferenttypes of performative uses, dependent on different artistic medindh&raultiple)
roles of the public (e.g. audience members;raators, passershy).

INnWhat 6s the Use? Constell at (2016)sthe editorekplain, Hi st

use and usefulnessrelative categories, continuously under construchiprnuman relationships in

% Frank, KarenAfiAs Prop and Symbol: Engagi ngnlossan Huliaggwdr ks of A
StevensQuentin (eds.)The Uses of Art in Public Spad@&ew York: Routledge)2015 184.
#Lossau, Julia, and Stevens, QuSepnatciend,, fi Firasdwisnsga uAr tJ ual ni
3SatevensQuentin (eds.)The Uses of Art in Public Spag®&lew York: Routledge)2015 5.

Ibid., 9.
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the presence of the artwotkThe contingencies of use and usefulness thus have to be traced in
affective responses, an endeavposing a whole new range wfethodological challengeslow can

we, for examplearrive at proceduref®r conducting empirical research tre usesand usevalue of

art? Giving impetus to research on the use andvadge of art today, through the lens of the past, the

volumeWh at 6 s ,indnetheless, eiemonstrates that use offers a valuable starting ptatifoy
the functionings of art withih o d @ociéhg®

1.2 Arte Util

Tania Bruguera has been devoting distic and activistvork and teaching to developing Arte Util
(6UWslefArt 6) f or nAs anealtetndtieerart mosememrte dtit véas however, not

officially coined by Bruguerdeforeher essay ORef |l ect i oAmesUtilchastoAr t e D
be understood as a different vision on the functiocootemporary art in society. Taking the potential

of art a step further, beyond its ability to (re)present critical reflections on or possible solutions for
societal issues, Bruguera advocates artworks that produce something visible from which people are

able to profit in their daily lies. To accomplish this, artworks have to be embedded in everyday life

order to becomeffective tools for social change, up for lgsefor those who want to use Bruguera
envisages artists n opressamligical expesencesyoe thoughts, g isteadh o e
as teachers, negotiators, behavioral builders, giving up their individuality altogethéir as social

structures transforming viewerinto users® The mergingof art and everyday life calls for ameal

(@)
(7]

evaluation of aesthetics and conditions in sodietyd e t e r mi n i n gpolitidaleffectivenhessp r k
according toBruguera, art and ethics atkereforeinterdependent. She proposesto think about
aestheticsirst of all in terms of dtics, hence her division of the o r aksthétio8into 6 a eestt ifffc s 6 .
Arte Util also inevitably intermingles with politic€mphassing the transformative quality of Arte

Util in interviews lectures and essays, Bruguera alluethe urgency to transformoci ety ( i Ar

3 Aikens, Nick, Lange, Thomas, Seijdel, Jorinde, and Ten Thije, Steven f@tis)at 6 s Editees Us e ?

i ntr oduAikemsoNicket al.feds.)What 6s t he Use? Constell at,Aons of A
Critical Reader (Amsterdam: Valiz)2016 10.

% Following the proposition ofWVh at 6 s ,t hteo Ucsuaeesstaralingeohthefpresent through reflecting on

the past appearing in the presgnit might be interesting to do a comparative study of the utility of art during

the firstSonsbeekxhibition in 1949, and the lateSbnsbeein 2016.

®Bruguera Tani a, fARefl ect i onisAikens, Nidkietab(ed®)Whlat 6$s @ fhiel UASret?) o
Constellations of Art, History, and KnowleddeCritical Reader (Amsterdam: Valiz)2016, 317 Originally
published as ARefl exiones sobre el ArAREEABTUAL: O, in Azn
Lecturas para un espectador inquig{Mardrid: CA2M Centro de Arte Dos de Mayo and Direccién General de

Bellas Artes del Libro y de Archivos Comunidad de Madrid), 2012;1194

06 Nei ll, Paul, AArt:BOMBVWV® 128 ({Semmer2Baseé a Bruguer ao,
http://bombmagazine.org/article/10071/tabraiguerglast accessed on 6 November 2017).
¥Anne Fletcher in conversation wit hoihAikehsaNicBetalguer a, f

(eds)What 6s t he Use? HKasborysahdKhdwlaedgéh Gritical Reaider (Amsterdam: Valiz),
2016, 322.
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Util has a different society in mimi#®). Indeed, she not only classifies Arte Util as a form of social
practice, but also as activism By referring to Arte Dtil as fAa f
e ¢ o | whgre éxploiters anché exploited share the same morals, she embarks on a future purpose
of art to battle power relations and inequalfty

In collaboration with curators frorthe Queens Museumf Art (New York) and the Van
Abbemuseum (EindhovenBruguerahas describecight criteria for Useful & projects These
guidelinesare being uselly the Asociatin of Arte Util, a network of art institution&Sfizedale Arts,

Van Abbemuseum, Tate Liverpool, Ikon Gallery Birminghamd Middlesbrough Institute of Modern
Art), the Liverpool John Moores Universityand the previously discussedconfederation
L6l nt er mhe eighocriterib ae:rppose newses for art within society;se artistic thinking to
challenge the fieldvithin which it operates;espond to current urgeies;operate on a 1:1 scale;
replace authors with initiatorand spectators with usersaue practical, benefial outcomes for its
users; pursue sustainabiligndre-establish aesthetics as a system of transform&tibnese Arte Util
criteria read ke successive goals, of which the final two appear tedpeciallyambitious As
discussed before, theses and usefulness of aen be considered dsghly unpredictableand often
temporary, demanding constant criticalkassessmentGiven the seemingly inevitable need for
occasional revisiongnd thelikelihoodt hat usef ul ness pudsuingsustainalplity af t er
is arguably very challengingPerhaps sustainability isnly feasible to a certain exterithe same
might be said of the final criterion to reestablish aesthetics as a system of transformation.
Repurposing aesthetics as a system of transformatipmwhich Bruguera seems tenoteboth a
political and ethical transformatidor the sake of a more equal andtjasciety,seemsan ambitious,

and also a somewhat ambiguauieria. Even if anArte Util projectmees the first six criteria, it is
possible that ihardlyinspires any political and societathange or onlyresults in(a) temporary and /

or smaliscaled change). In case an Arte Util projeatontributes to, for examplehe positive
adjustment of gentrification policyin a certain city, this issue remainsensitive andomplex topic

of debate in othecities around tle world. So what arepossibleparaneters forsuccessfully re
establishing aestheties a system of transformation?

Tani a B rmogtumportariresearch projects on Arte Util include thengterm
community projectmmigrant Movemerinternational(New York, 20162 01 5) , and t he fex
Arte Util Lab at the Queens Museuaf Art (2013) andVluseum of Arte Utiat the Van Abbemuseum
(7 Decembe013- 30 March2014). Additionally, Bruguera and the Asciatio of Arte Util have

®Bruguera Tani a, fARefl ect i onisAikens, Nidkietab(ed®)XWhlat 6$s @ fhiel UAret?) o
Constellations of Art, History, and KnowleddeCritical Reader (Amstedam: Valiz),2016,317.

“Oln an interview, Bruguerastated A Ar t e Dt i | is not about opportunities
career) but about changing the balance of power. To d
i mpl ements socially beneficial oodbacMegneBh ot hatimake It hte
Tani a B BOMBuMIrlagd(Summer 2014), sédtp://bombmagazine.org/article/1007 1/tabiaguera

(last accessed on 6 November 2017).

“1 See http://www.arteutil.org/about/colophonfaccessed on 22 February 2017).
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alsobeen compiling Arte Util case studies in an online archive since 2013, partly through initiating
open callsBy December2017,the archive incorporateal total of 269 casstudies. Already ovewo
hundred case studiegeredisplayed duringMuseum of ArtéJtil (fig. 4). This exhibitioncan be seen
as the final stage dB r u g u eseadh,sin which she paséhe question how a museum might
become usef |  aaisic irfstitution for production and outpt®

Upon entering the Van Abbemuseum during the running timéuseum of Arte Utjlvisitors
weregiven the choice to enter the museum as a user, granting them free access to the exhibition, or as
a regular visitor, in which case thégadto pay andcould seeboth the exhibition and the permanent
collection?® Rather than exhibiting finished artworkduseum of Arte Utiinvited people to freely use
the rooms in the museum for their own purposes, for instance for meetings, workshops, or rehearsals.
Toallowvis t or s t o cont e mp-Valme, and to mepirerthers ® use d and add ease
studies to the O0Ar chi v wwereresemsin sevar thematirooms. Theas e s
themes reflecceverals t r at egi ¢ ai thse oift Atbesdli-indppoak, Red A
Leg®dlSpace Hijack,bdbegOpetmt Aveeshadge, dmormithd O Ref o
diverse case studies, of which most are-sitecific,were projects from across the world dating from
the 1950s until (March)@L4. In the room Legislative Change, for instance, visitors learn about the
Dutch movemenProvo (19651967)* and Theater of the Oppressed: Legislative Thedtergoing
since 1956) established by the Brazilian politician Augusto Bo&lmore recent case study shown
here is Jeanne vFRerhoude RalivalizingtbesLocglart ofj the eodighhohood
Afrikaanderwijk in Rotterdam since 2008. Apart from Arte Util projects taking place outdide
Eindhoven,other documentedhitiatives are specifically developed for this city and the exhibition,
like the Honest Shopfig. 5), cocreated by the British organisation Grizedale Arts. A trade shop
where people can sell seffade items like scarfs, ceramics, and jewelry, and hapayta relatively
small percentage of the profit, thilonest Shopromotes the local productionandpgura s e of GO6hone
products®®

Projects like theHonest Shojnvoke questionsbout the agency of people in relation to the
museum, and how a meism of modern and contemporary art might function differeatya more
progressive institution serving the local needs of pedpleseum of Arte Utitan bedescribed asan
experimental exhibition, speculatiran the future role of art and museums. Hoegvby showing

historical examples of Arte UfilBruguera demonstrates that Arte Util calso be seen as an

“The exhibit imam issh onwdt, -aeatédovithethé durators at the Van Abbemuseum,

AArt: I nterview. TaniBOMBVolIR8 SumaerR0id),Reeu | O6Nei ll o,
http://bombmagazine.org/article/10071/tabraigueralast accessed on 28 February 2017).

43 Aikens, Nick, Fletcher, Annie, Hudson, Alistaifen Thije Steven, and What, How & for Whom/WHW,

AReal | y Bt i inAikepsrNicle et al.{fedsnWhat 6s t he Use? Constellations
KnowledgeA Critical Reader (Amsterdam: Valiz)2016 461

“4 Seehttp://www.arteutil.org/projects/provo(last accessed &l November 2017).

“5 Seehttp://www.arteutil.org/projects/theatref-the-oppressedegislative theatre/last accessed on 21

November 2017).

“6 Seehttp://www.arteutil.org/projects/honesshop/(last accessed on 21 November 2017).
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unofficial, and perhaps slightly subversive movement with a long tradjgiogressing largely under
the radar of the art world. Explaining the idea beHifuseum of Arte UtjlBruguera refers to the
position of Arte Dtil i n todayo6s art worl d:

What we propose is the right for this [Arte Util] to be part of the conversatiart,ibecause it

seems that when things are useful or they go beyond this kind of traditional way of seeing art,
then they are dismissed as not art. We want
but there caff/ be another wayéo.

B r u g u eaimahatsUseful At is not acknowledged as art begs the question wbatwhoi needs

to change in order for it to be taken seriously by the mainstream art world. Stephen Wright deals with

t his i n hi s essay 6 Towar, the fat mleedxii ccaoln toofo | Uks & ros hai c
Museum of Arte UtilThe next subchapter examines to what extent andusbful Artis atodds with

common, Western ideabout whatonstitutesart and how ifunctions.In the third subchapter | will

t hen use Wrtospdvhét kind lofdexidalcltange might be desirable or necessary.

1.3 The Modernist paradigm

If you would randomly ask people to describe art, everyone would likely give a slightly different
answer. Yet,tie ontology and evaluation of art are of couiemefrom merely subjective. There are
many (unspoken) assumptions, traditions, vocabularies, nwtgiels, theoretical frameworks, and so
forth, which we consciously but also unconsciously use to identify, evaluatesamatiseworks of

art. Stephen Wght refers to them as conceptual edifices, and he alludes to their omnipresence:

We dwell in conceptual edifices. They shelter and confine us, with or without our consent, even in
the great outdoors. (...) We use them for our purposes, for without tlseysare just empty
shell s; with ti me, they come to bear the brunt

l onger contain th#& uses to which they put. o

Some voices in the art world are arguing that a number of conceptual edifices are nadehdead
indeed the ti me thénma as Weightnpeit it.t This speciically corcérns the edifice

delivered by Modernism ithe twentieth century.

“"Fletcher Anni e, and Bruguer a, Tani a, AEXhi biting and | ns
wi t h Tani a ARang Nicketalgetls)What 6s t he Use? Constellations o
KnowledgeA Critical Readey (Amsterdam: Valiz)2016 433.

“wrightt Steven, fATowar d aAkéng Nicketaneda)Whids @éss hihgpo Usier?
Constellations of Art, History, and KnowleddeCritical Reader (Amsterdam: Valiz), 2016473 Originally

published on occasion of the Museumtafe Util, Van Abbemuseum, Eindhoven, 7 December 28a3arch

2014.
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Barnett Newmanés thinking on artés wuselessn
chapte, and the writings obther artistslike Ad Reinhardt continue to beovershadowed by the art
criticism of an American critic ofheir generation: Clement Greenbgii091994) Often named in
one breath with Modernism and Jackson Pollock, one of itsfigayes he admired and promoted,
Greenberg s b est k n opvimarilwfodusedomagiawmabst cetique of abstractiping. Put
simply, he proclaimedhat a good paintings about he intrinsic qualities of the medium (flatness,
rectangular shapand paint) whichmust be the sole subject matteheTaesthetic value of a painting
should therefore be measured by its abilityshmwthe mediurespecificity of painting. Whenever a
painting is suggestive of something elgels no longer avangardist buttendingtowards kitsch, a
term Greenberg us es Avantgatde and Kitsoh e iil®©&8I19) e € vayc o d
commercial and sentimental domain of art for the masses that easily falls prey to political idédlogies.
Ony by establishing an autonomous reafpameértased o
mi ght ensur e dnuthetmidst aflideofgical gcontusiomnd fiolencé.*® Greenberg
believesthat artistsought tomake art thaself-criticises art itself by focusing on its owpotential. h

his article 6Modernist Paintingd (1960) he decl a

The essence of Modernism lies, as | see it, in the use of characteristic methods of a discipline
to criticize the discipline itself, not in order $abvert it but in order to entrench it moraxfiy

in its area of competencé.

Greenber gbs ireferrial obfedtive ard eutosomiy df art are echoed in the writings of
younger theorists like Michael Fried and Rosalind Krauss, and rechegmy influertial at least up

until the 1970s. With the arrival adhe New Art History of the 1970showever, Greenbergian
formali sm was also denounced by theorists, for e
and the Mass Mearikads (€els9sba8y) ,6 Al.eJmendl Gr eenber gbs
Lar s on o sArtfarumwiictlhe tihne fi erce title 6The Dictators
worth mentioning i €lemerd Gradnlibrg: KAICKtip {1979),sonebthe ahbest

l engt hy, critical examinations of the criticds |

they seem a I|little prophetic: ARThe significance

9 fKitsch: popular, commercial art and literature witleir chromeotypes, magazine covers, illustrations, ads,
slick and pulp fictioncomics, Tin Pan Alley music, tap dancing, Hollywomdvies, etc., etd. SEzeenberg,
Cl ement , O 6 B rdlement Gregrbdrgn Theg Gollected Essays and Critjcidmlume 1: Perceptions
%nd Judgements, 193944, (Chicago London: University of Chicago Press), 1984.

Ibid., 8.
®Greenber g, Cl e me n Clemef &idenbery Mhe Cdllectech Esgays dnd )Criticism, Volume 4:
Modernism with a Vengeance, 195969 (Chicago / London: University of Chicago Press), 1993, 85. This
statement of Greenberg summarises what StepheightV(and so many other theorists) dislike about
Modernism. Wright statesi Art judged by artés standards c%a be ea
Wright, Steven, fi T o wa rAdkena, Nitkeeixal. (eds.hWhoaft 6$s eCdrstbllatiosde,? i n
of Art, History, and Knowledgé\ Critical Reader (Amsterdam: Valiz), 201671
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the designer and subtle manipulator of nradam, which is the single most important theory of
moder ¥ art.o

ClementGreenberg may bithe designeand subtle manipulataf Modernisno, but to some
extent we have the Enlightenment philosopher Immanuel @&2%1804)to thank for thisNo doubt
Greenberg was inspirddly Kant , whom he appoi nt’cd havdediewhe fir
uponmajor works ofthe philosophehasbeen a topic oflebatestretching several decadesd goes
beyond the aim of this thesis to discuss in itlétadere, | will briefly outline the main themes from
K a n Criique of the Power of Judgemgiifr90), considered as his most influential work on art, to
show how Greenber gbdos andaguably endesl ambaihgehe wornerstonds afnt 6 s
the Western, ModernigbaradigmK a n Crilique of the Power of Judgemertntains two parts; first
the O6Critique of Aeandb et badEiguedh ElediogichRoday afe nt 6
Judgmeri . The O6Critique of A eis which Kant addreeseseaffirst o f Jud
examines aesthetic judgements on the premise of four moments, matching the four functions of
judgements (quality, quantity, relation, and modality).

With respect to the first moment, Kant writes that judgementbeamuty are at all times
6disint®iésteeeddt from subjective judgements ab:a
aesthetic judgements are objective and cannot be
paintingo6o). d¢&jodgeménts mare also the enly free judlgements, independent from both
the senses and reasSrAccordingly, he believes an experience of beauty equals experiencing the
freedom of the imaginatioHKant® s oufs et he word o6fr eedo mdforbeautyr eser v
and aesthetic judgements seemlatedt o Gr eenber goés motives for un
specificity as the one and only correct subject matter. So long as painters would concentrate on the
medium specificities of paintingyithout makingconcessions to elements external to art, like politics
and mass culturé&reenberg imagined they would be able to secure the autonomy and progress of art
i and therefore its freedom.

Concomitant with the first moment, the second moment conceensirtiversal validity of
aesthetic judgements. Utterances | ithkaeeveiybodyi s i s
would agreeeven though in reality this would probably not be the &Ber the third moment, Kant

defines the concept of purpuesness. By this he denotes the one and only purpose of beauty: to remain

2 Kuspit, Donald Clement Greenberg: Art CritiMadison: University of Wisconsin Press), 1979, 3.
“Greenber g, Cl emen Cleme@GdenbérgTine Collectdd Essdy=and Critjgistmlume 1:
Perceptions and Judgements, 193814, (Chicago London: University of Chicago Press), 1986,

“See for example Crowther, Paul, fGreenThebBritsh s Kant an
Journal of Aestheticd/ol. 25, Issue 4 (1985), pp.3B25 and Masbeck, Joseph, AOn Ku
Greenbergdo, in Craven, DavDida | emtdi W4 In k@onnwedres g t iBan sa:n

Criticism, (Liverpool: Liverpool University Press), 2011, pp. 1135.

5 Kant, Immanuel, Guyer, Paul (ed. & trans.) and Matthews, Eric (traitijue of the power of judgement
(New York: Cambridge University Press), 2000, Qtiginally published a&ritik der Urteilskraft, 1790.

*® |pid., 95.

> Ibid., 228.

*% Ibid., 96,97.
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totally purposdess>® Transferring this purpose of purpelessness to art seetrisky, because artists
arguably never start workingvithout having anything in mind Even if artiss make anvorks
intuitively, they will probably know for themselves what drives them as artists, and perhaps they also
have an opinion about the purpose of artists or art in gerferaln t woul d state tha
purpose§ mor e accur at @urppses mye nghing t® dowdtlsaesthetic judgements as
the notion of beauty can never be fully spelled out and therefore has to sthyeeads . iBeauty |
form of the purposiveness of an obj ectwithoutaccord
represent at ¥ ;mmascribihg parposessmedso art, heeffectively places aworks in
oppositionto utilitarian objects, which do not possess opededness since their forta a great
extent follows their function @r example, all tepots have similar shapes and measurements to make
them suitable for paring teg. In addition, the concept gfurposelessnesmplies the freedom and
autonomy of artworks

Kant claims thatin addition topurposeséharm and emotiod® are far removed frompure
aesthetic judgementflthough experiences of beauty usually involve feelings, he argues it is a
mistake to see affects as the source for judgements about Felmstead, the formal qualities of a
painting or sculpture (e.g.sit col or s) , whi ch can be pl easant
communi®®catedd t he pbhrposelessnesanfd aeatheticdjiglgements. Because of his
emphasis on form, Kant has been appointed as the father of forfialisrike Kant who describes
form as oneamong other conditions for aesthetic judgements, it can be said that Greenberg ranks form
as the principal condition for aesthetic judgement. Furthermore, Greenberg seens leagione
step further by demanding that formal qualities ouglite seHreferential.

A fourth moment and final criterion for aesthetic judgemewtording to Kantis necessity.
This criterion follows from the claim of universality of aesthetic judgements introduced in the second
moment; for Kant, a claim to urevsality is automatically also a claim to necesSifjhe validity of a
claim to necessity, and thus the validity of aesthetic judgemeéepends on whether it qualifies as an
fiexemplary necessilyan d not a fit h emecessitygl’ 8y dxempldryj neaedsity WKant
means a type of necessity whicdwoes notstem purely from certain laws, ruleer praocols.
Exemplary necessithas to be grounded ancomparison (for example between two paintings with
similar subjects), whereas theoretiojective necessity is about imitation (for example following the

steps for building a house or fixing the engine of a cdnyus, unlike theoretical objective necessity,

%9 Kant, Immanuel, Guyer, Paul (ed. & trans.) and Matthews, Eric (traritijue of the power of judgement
(New York: Cambridge University Press), 200Q,

*9|bid., 105, 106.

% bid., 120

®!|bid., 107.

®2bid., 107109.

%3 bid. 109.

®bid., 29.

®bid., 39, 123.

% bid., 121.
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the exemplary necessitig never a fixed categoryAs such,to Kant, aesthetic judgeents are
universal, although thegan never be translated into universal, a ptasis, guidelines, knowledge,
etc.

In summary, the basic similarity between Kant and Greenberg is their attribution of an
aesthetic function to art. Additionajlyhey both focus on differentiating art from other human objects
and activities, allocating it to an exclusive and autonomous dokann t 0 s onthé evauatioof
beauty and art mainly rest otine conceptsof disinterestedness, freedorand purposigness.
Correspondingly, the groundi ng c¢ o medaumspecifiéityr Ne wn
self-referentiality, norsentimentality, objecthood, and form.

In the worldwe live in today Cl| e me n t Greenbergbs advocacy fo
autonomousandseeminglyundemocratic sphere seems obsoléfe.now know, as mentioned at the
beginning of this chapter, that even in Greenbe
was to some extentontradictory to realityfor onebecauseéibstract Expressionisvorks werdikely
instrumentalied for Cold War propagandaGr e e n bemphgs@fer painting hasalso lost its
relevance Given the fact that thglobalisedart market hasmincreasinglystrong hold on the art
world, and many art museums, fairs, and exhibitions are either financially supported by the state or
sponsored by big companies, the political autonomy of art indeed becomes more unimaginable.
Furthermore, e border btween art and society mow more blurred than ever due to the internet
which somany people access througimartphones they are carrying with them wherever they go.
Thanks to the possibility to access the internet on smartphones, people can obtain information about
art anytime and anywhere without having to set foot in a museum or géliéfigrent socialmedia
websites, of which apps are installed on most smartgspsometimes evemnpredictablyoffer
unwantedinformation about art to smartphone useXs a result Dutch wltural philosopher Henk

Oosterlingproclaimsar t i st s can no | onger a@@esemipy saciety out si d

Only when youealise as an artithhat [such] an autonomous position no longer exists, can
you start working from a new position. (T)her e i s no fAoutsi deodo becau
connected to evetlying else. Only when you reatishis youcanget to work and celehte

your creativity®’

Yet, perhaps for valid reasonautonomy isand has to remain valuabigthin contemporary art

discourses (this will be further analysed in the final chaptgraruably laying the foundations for a

" fPas als je als kunstenaar beseft dat die autonomie er niet meer is, kan je met je nieuwe positie aan de slag.
(éPmdat alles met alles samenhangt, i s er gneej@ Abuite
creativiteit botvieren. o SBekunstenaaealsgpyblieReovarker. Bendesprek | | a e r
met Henk Oosterling rekto:versg December 201ttp://www.rektoverso.be/artikel/deunstenaaals
publiekewerkereenrgesprekmethenkoosterling(last accessed on 11 Ap2i017).
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Modernist paradigmClementG r e e n lark aritggiSngcontinues to haveffect an the ways people
both art professionals and publids perceive and evaluate contemporary “arfThis will be
demonstrated bgn analysis ofhe stir around the British collective Assemble in 2015.

Assemble isa Londonbasedgroup of eighteen youngrchitecturegr aduat es, s o
architect s, sort “avho have been workington prdjectsmexrpss ¢hé United
Kingdom since 2010. Their nanmai g h t ref er tooigintbatat alsoepitdmesesthel v e 0 s
collaborative nature of their work methodologies. Assemble is best known fonglegngcommunity
projectGranby Four Streetffig. 6), which has been takingace in the eponymous ardeatis part of
the neglected, statmvned neighborhood Toxteth in Southern Liverpo@lTogether with the Granby
Four Streets Community Land Trust (founded in 2010 by a committed group of residents with the aim
to have a say in theiabmeaks Smaildé mbesr,) Aase mbhe $1
set up the ongoinGranby Workshopwherepeoplecan buy all kinds of homamade product$ very
similar to the above describddonest ShopThanks to thie nomination for andeventualwinning of
the prestigious Turner Prize in 2015, Assembly made progress by obtaining extra fuGdantoy
Four Streets All of a sudden,by winning the Turner Prize, Assembidso received worldwide
attention from the art world. Even thoughmecontrowersy is almost@mmon after the awarding of
the Turnemrizei theclassicquestim 6i s it aritARHs eomiltleend  owisn uwas ar
more frowned upothan that of winners iprevious years:

In many espects, the winning of Assemldenstituted a break in the then thidgpeyearlong
hi story of what is probably Englandds most i mpol
in the hands of a collective for the fitrssot atnidme,
not an artist. Furthermore, since Assemble works closely with many people, authorship and individual
artistic skill play virtually no role. And unlike previous winne€@ranby Four Streetgs an ongoing
project which, both in scale and ithjective to assist the local community, does not resemble
Omuseum arté. Whereas the artworks of the other
in Glasgow, A s s e mbA Shdwsooncfor rGtanby Waorkshdgn 7), whick was
basically a model standing in for t hSghowaoorh ual i
hinted at thdnstitutionalisationof artworks and their inevitable isolation from the outside world. In

the eyes ofThe Guardiarart critic Adria n S eitashow® a révulsion for the excesses of the art

% See for example Rabaté, Jédithel (ed.),A Handbook of Modernism Studj¢€hichester: John Wiley &

Sons Limited), 2013.

®Loughrey, Clarisse, Hfaltuironnerc oPirliezcet iwi en nfesrsse mhrleeg eansekr,
Now here'saaot r over sy act ual lindepemndentd Decemizet 201i5,¢e about 0,
http://www.indepedent.co.uk/art&entertainment/art/news/turnprize-winnersregeneratioscollective
assemblaskwhatis-anartista6764726.htm{last accessed on 9 March 2017).

0 Seehttp://assemblestudio.co.uk/?page_id=8a28t accessed on 9 March 2017).

"Dalil, Anitkased Lonldlomcti ve Assemble win Turner Prize
http://www.widewalls.chturnerprize-2015winnerassemble(last accessed on 9 March 2017).
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market, and a turn away from the creation of objects for that m#{fkEkpressing their confusion
about the choice of the Turner Prize judges, some critics also spdaridtew the winning of a nen
artists collective might reflect the state of British contemporar{ art.

Fal)

Most of the criticeemphasis¢ hat Assembl eds members are not
not qualify as art, and they do not forget to mentlmn fact that the members themselves agree with
this. It can be said that critics were right to question the awarding of a prominent contemporary art
prize toflarchitectsy  d e s.iAffen &l ,rachitecturedesignand contemporary art acensidered as
di fferent di sci pl i nthe labelidgass etheb drchitects, déstghedr artistse t o
suggested, however, thiatmay be important tocontemplate the possible commground between
architectire, desigrand contemporary artin the end, althese disciplines are affecteg the ever
changing, globalised world in which political, social, economic and technological shifts follow in
rapid successio.he judges of the Turner Prize did not address alisdplinarity, or perhap® p o s t
disciplinarityd as a potential stratedgr artistic practiceln a world wherecertainboundaries between
people are increasingly blurrefhr instancedue tothe common need for cyber security and global
sustainability | would argue thathte judges havenissedan opportunityto stimulate thoughon the
possible allegiances between architects, designers, agtigls, in terms of finding innovative
approachethatpositivdy impactcommunities and societié$

The criticism aimed towards one of the judges on the online discussion plaffiom
conversationss worth discussing in more detail. Grflux conversationsLondonbasedcurator
Morgan Quiantance attacks Alistair Hudson, museum director of the Middlesbrough Institute of Art,
who as it happens is alsotheadd r ect or of Assooidtien ofrie Wij.d Knova dssa
promoter ofUseful Art and the useful museum, Halsis @ cused by Quai mtance
hollow, tokenistic gesture of pseudadical intent,instrumentalisinga depoliticised architectural
collective in ordertodrivi o me a poi nt &ABlaimingthdthsedémb| e@d s 6Wi n c &
loss of face for contemporary art, Quaintance seedetfiimisation of useful art a as threat to

“searl e, Adrian, fPower to the people! AsThemble win t
Guardian 7 December 201%ittps://www.theguardian.com/artanddesign/2015/dec/07/tymriee- 2015
assemblevin-by-ignoring-artmarket(last accessed on 9 Marchl2).Se ar | e 6 s cThé Guardigpue f r om
Charlotte Higgings, similarly concludes A(...) this vy
domi nation of theHmggkes, i @6hartotie, .fidursee prize wi
mor e i nter estTaGuardiandDecemiier 2015,5ee,
https://www.theguardian.com/artanddesign/2015/dec/07/tymiee-2015assemblevin-by-ignoring-art-market

(last accessed on 9 March 2017).

3 An example is the reaction ¥he Daily Telegraptart critic Mark Hudson s e e Y oAssergble hdlpa n, f
Turner Prize rediscover the art of controvér$BC news8 December 2015,
http://www.bbc.com/news/entertainmeants35034834lastaccessed on 9 March 2017).

" Contrary to the Turner Prize judges, ruangrupa seems to be more aware of the possible overlap between

architects and artist, because they invited architect Eko Prawoto to make an architectural arSankldeek

0 1 Bee chapter 3, page

“Quaintance, Mogan, fATeleology and the Turner Prize or: Util
seehttp://conversations-Bux.com/t/teleologyandtheturnerprize-or-utility -the-new-conservatism/293@ast

accessed on 10 March 2017).

" Ibid.
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contempor ary ar-dndednesd and ttsi pargosettiicese normative ideologiesnd
state powerln other words, ath as t o r e mai n afd aatdnioroasl il oyderdosaegoide s s 0
being subsumed by the neoliberal system. In a critical response, lecturer Johf Bygues that

Quaintanceds division between fuseful wubegsnl i tic
political art o®lins ffaart ,t aochesirnmeplhiisntkiicn.g of artés
di fferent understanding of artos political pot

commodification and commercialisation of atjects and the people from the upper classes who
profit from this’® Seen from theMarxist division between the uselue and exchange value of
commodities, useful art seems to try to withdraw itself from the domain of exchange value, where the
value of an object is relative as it is measured by the value of other objects, or a nfattehdthet
f ool wi || Bwne, ekcludingUsefubArt frofmdhe discussion of art, thus upholding the
guestion O0i s it art?6, is falling for t he i de
supposedl!l y wa natwilful misrepredetationl okbtinegrath in the interest of a dominant
clas®. Byrne makes a strong point here, becaugeihportant to acknowledge that the sceptre of art
is ultimately in the hands of amall group of people who generally have no real interest in
legitimising a different type of art

The controversy arising afterthei nni ng of Assemble corroborat
about the reluctance, and in the case of Morgan Quaintegjeetion, of art professionals to accept
Useful Artas a category of art. Part of the reason behind this may behé¢hattistic layer ofJseful
Art, t he ar t i dstoilessomewmindiscemible anadintlear.As will demonstrated in the
next subchapter, this can be solved to some extent Xploging and adopting new theoretical
concepts. It oday o6s mul t i t udUsefubArtisatil telatisety ingsiblp beaatise it is,e s
as | have discussed, very much understudied and therefore lacking theoretical anchoring for
explorative resarch. To furthegrapplewith the fundamental disparities between princigés/seful

Art and mainstreamaft, now turn to Stephen Wrightoés | exicon

1.4Toward a Lexicon of Usership

Stephen Wright 6és 0T o wsanalphabetidaley nrdeced list ofeestablidleadtersmih i p 6
we inherited from Modernity, and new terms suitable for replacing thenchwiome together in

different modes of usershinstead of adoptn Br uguer ads t er m Whghtceinsbt i | 0
theneol ogi sm Ouser shi pdé graspingUsefel At pactices.afind whereax e p t f

" John Byrne is also the amordinator of the fiveyearlong research projedthe Uses of Art: the Legacies of
18481989(20132018).

Quaintance, Morgan, fATel eology and the Turner Prize
seehttp://conversations-Bux.com/t/teleclogyandtheturnerprize-or-utility -the-new-conservatism/293@ast

accessed on 10 March 2017).

"9 SeealsoChapter 4.
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Bruguer ads concept examplifiedaytcritepianthaoapply fora specifidtypeart, i s
userh i p i s post ul anendcatdgory ofdlitica $ubjectisi sy°dlfiat is not merely
traceable in contemporary art, bpérmeatingall sphere of preserntday societiesAccording to
Wright, the border between producers and users of knowledge is not so stark as it dhdedeed,
WikiLeaks (2006), the Panama papef®015) the Paradise papers (201ifjatchfixing in sports, but
also increasing revelatiomboutfake newa nd specul ations on the hackin
election by the Russians, for example, seem to point to what Wtight ect s as fa br oac
tureongendering dactive usersd wh ersalraespirigfarul t ane
instance in the Ali ber at iuosnedr sdadisgfregulatngiimdetof on anc
engagement a’h do furtbee explain this,0 Wright draws a parallel to Ludwig
Wi t t genst-2951) dasficaliofh & $8aAguage as a salegulating gameFor Wittgenstein,
languages ar@ot merelyconstituted bywritten words and sentences, imultanouslyshapedoy
knowledgeabout theuse of these words and sentend¢sés.coined the terniSprachspidl (danguage
gamé) to underscore thinherenta priori and a posteriori dimensionsf every languageé”* Wright
similarly believes thatheoreticalknowledge about usershigs an activity that takes place in reality,
stens from understandinghe real uses afsership

According to Wright, sershipbreaks with many dominant notions, prevalent not merely in
the field of contemporary art but throughout neoliberalist, Westmigties. The top three of expired
terms, according to Wright, are expertise / expert culture, owiperahd spectatorshiplVhenever
people use and 1ese what is alreadyvaa i | abl e as tphagigism,sappeopriationt (e. g
repur ppasioppgedd t o passively #f@Areceivingd and fAcon
inevitably contested. All the knowledge they have gained and continuerkofrom, which has been
translated into policies, technologies, algorithms, and so forth, is then potentially weakmrigdo n
|l oose screwso, as tihbg theDonettiveh sulgextipe; @ snaybeoopportumisdcs
appropriations of userblew appropr at i ons of avail able knowl edge by
improvement, for example, or maybduelsscientific researchyet, Wright notesthat in the skeptical
eyes of expertasers are by definition misuséfdt can be said that usease, inreturn, sometimes
entitled to be skeptical and criticaf experts, whose expertiswery so oftedacks transparencgyor

instance wheracts aredeliberatelywithheld from the publicThe pharmaceutical industry has, for

®Wright, Steven, fTowa rAikens Nidketalied)iWhatf 6 sehehUpé&? i n
Constellations of ArtHistory, and KnowledgeA Critical Reader (Amsterdam: Valiz), 2016486.
® 1pid., 4609.
8 bid.
BWright, Steven, fTowa rAitens NidketaliledD)Whaf 6 sehshlUp&? in
Constellations of Art, History, and KnowleddeCritical Readey (Amsterdam: Valiz), 201,6186.
8 pichler, Alois,Wittgensteins Philosophisen Untersuchungen: Vom Buch zum AlBorsterdam / New York:
Rodopi ), 2004, 201, 202. Ludwi g -gAfind inPlyjlesophide i n f i r st co
UntersuchungeX Rhilosophical Inquiried) , 195 3.
®Wright, Steven, fTowa rAikens Nidketaliled)iWhaf 6 §sehehUpé&? i n
gonstellations of Art, History, and KnowleddeCritical Reader (Amsterdam: Valiz), 2016178.

Ibid., 469.
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example, become notorious for not being transparent enough about production costtaiof
medicinesAs a result, for exampl@harmacistsn the Netherlands are nancreasinglyattempting to
produceextremely expensive medicines in order topags lage pharmaceutical companies. The
endeauvour of pharmacists can be defined as usership.

Usership alsadefies ownership. By liberating knowledge from the (ideological) control of
experts, or more broadly speaking the people with power and capited, wsdermine patents,
copyrights, contracts and other constructions that are devised to warrant ownership. However, rather
than abiding the laywsers find ingenious ways to legally loophole systems by operating in what
Wright <call ¥ Thisgtmategy is zeflacteds id the modes of usership he stipulates:
Extraterritorial reciprocity (working beyond the traditional territories of art, in realithaming
(playing with the knowledge there iggleaning(freely using leftover resources of otherdpcking
(opening up what remains unquestionddleness (creative and expressiygnovativeuses of what
is alreadyavailableand widely useq Piggybacking(distributing somethng by using already available
services or resourcgsPoaching(undermining barriers set up by the ruling classes),lahdT ( 6use i
t o g e)t(useeshipis never an individuagnturg.®®

Finally, more specifically in relation to contemporary art, usership opposes spectatorship. As
most artworks are made to bees and not to be touched or wielded, spectatorship seems a sor of self
evident characteristic integral to any experience and evaluation of art. For Wright, spectatorship is not
only completely different from usership with regard to the role of thergdger, but also in the sense
that it involves an entirelgpposite kind of art.

Foll owing Wrightdés | ine of thought, it can b
arto. A difficult but nonet hel eteegperformaividsypeener m i r
borrowed from linguisticsit was first defined in 1955 by the British philosopher John Langshaw
Austin (19111960)a s t h e-p i 0 @ & gait af gpeech’ Initially, Austin attempted to isolate
performative speech ¢ t sleclaré you husband and wifjérom descriptive one6 i We ar e husba
and wiHe atércame to thesalisatiorthat the use of language is innately performative, whether
it has to do with simple descr i pdghtforwssdsénitehces A Th e
l i ke filt seems to be a s un dongsbaching, evdryworkofars s pe e
is, according tadDorothea von Handelmaperformative and capable of producing imagined realities

external to its own materialityrhis makes the performatigeproblematic labef,

Wright, Steven, fTowa rAitensg NidketaliedD)Whaf 6 sehshlUp&? in
Constellations of Art, History, and KnowleddeCritical Reader (Amsterdam: Valiz), 201,179, 481.
% \bid., 476, 477, 478, 481, 485.

89gee Austing . L. , 0 Industinu.eand Urmson, J.0., M. Shisa (edddw To Do Things With
Words (Cambridge MA: Harvard University Press)975,1-11
90 i
Ibid.
L Ibid., 94.

“Handel man, Dorot hea v oOmPerférmativity THEexX ipirgCollectionsi Cathlogdeu r n o ,
Walker Art Center, sebttp://www.walkerart.org/collections/publications/performativity/experiesitiah/ (last
accesse on 16 March 2017).
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StephenWright does not refer to performative ,abut instead uses the word performative
several times in combi na Heoerplainsipdormatidef fraraingeusdd a n d
captureas the transformation of an object intowork of art, whichfundamentally depends dhe
underl ying, constitutive mechani sms of the art
urinal one hundred years agdjhis transformationinto a work of arthappensregardless of the
productionprocess of an objecivhetheritt s 6 anhardgéi&@édDyu ¢ h a mipabos bottle rackor
not. The object itselis retained but at the same time its newdgquired status as an artwork
completely changethe object becausehe beholder perceives it first and foremost as a work of art
By receiving the status of art, the object become®logically framed and capturedhe artworld
with its dominant conceptual edificesd institutionshas long been acknowledgadd criticisedas
the root wdtvityfortexamplempyeart triticArthur DanféDes pi t e the art wor |
introspections, known by the collective noun institutional critique, Wright ingstgerformativity
remainsfi ainn h er e nt .*KWhdiasldng asmaworés are performative, thaasslong as they
operate under the flag of art, ®rgages arein Wr i ght 6 s 0 pspectatasnWhereas e | y
spectatorship is maintained by performativeiary,  Wr i g huse&hipdrivein artwpracties depend

on radical imperformativity° He states:

To perform usership would be spet¢acularseit, make it an everit that is, to negate it, to
make it into something elsdmy italics]. Here the distinction between spectatorship and

usership is clearest cpectatorshipisto he spectacle as Usership i:c

Thus,Wright would assert thatll types ofartareper f or mat i ve eodrieeeprta cftoirc edsubs
(he uses the term Useful Avtly once).

To further explain the contradiction between spectatorship on the one &aaddthe
imperformativity of usership and its connection to the usuathe other handNright introduces the
conceptdl:1 scalé@ Although inspired by cartography, where a scale comprising two numbers and a
colon show the distance on a map in relation to the actual distance, the meaning of 1:1 scale is exactly

opposite to the functioning of maps. By referring to usersisippperating on a 1:1 scale, Wrights

BWright, Steven, fTowa rAikens Nidketalied)iWhatf 6 §sehehUpé&? i n
Constellations of Art, History, and KnowleddeCritical Reader (Amsterdam: Valiz), 201,&174, 478, 480,
484,
% Arthur Danto was one of the firatt theorists whastressed themportanceof the artworld byclaimingthat
without it people would be unable identify artworksHe uses Andy War hol 6s Brill o B«
example to illustrate thispoinhh i s essay d{lbGheDaowtites.diMlod 8 ee somet hi ng as
requires something the eye cannot décayn atmosphere of artistic theory, a knowledge of the history of art: an
art wdSreled . Dant o, Ar t hdournal offfildsephyAol.t6ly Na. 19 §Oxtpber 1964), 580.
“Wright, Steven, #Towa rAikens Nidketalied)iWhatf 6 §sehehUpé&? i n
9C60nstellati0ns of Art, History, and KnowleddeCritical Reader (Amsterdam: Valiz), 2016173.

Ibid., 478.
“Wright, Steven, fTowa rAikens Nidketaliled)iWhaf 6 §sehehUpé&? i n
Constellations of Art, History, and KnowleddeCritical Reader (Amsterdam: Valiz), 201,&186.
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distinguishes art practices which are located in re¥litfhat you see is what you get: 1:1 scale
practices are fundamentally noepresentative, nereferential and nosubstitutive. Entwed with
the sphere of realitoutside the walls of art institutionsuch practices might offer an escapist
opportunity to the previously mentioned inherent blind spot of art. &iVright admits, 1:1 scale
practices also have a pitfall: they are initialiyrecognisablas artunlessthey combine what they are
(the usual) with an additional layer of artistic proposifioin his lexicon, Wright proposesew
concepts for tackling this indispensable layer of artistic proposition.

For the first concept 6 a | | Wrighe furnsto the theoy of philosopher Graham Harman
(1948).Akin to the noun déallusiond and t heoceserb o0al
descri bed bap expeaencaavimich pla/s ofit entirely in the realm of relatiootsthat of
things tle ms e |*¥FersHarman, allure has to be understoodths separationf an object from its
qu al Mtitioecwrdas an interference between or a shift from the reality of a certain object to an
invisible realt y , or as Ha a lelrorreality shatiwé do et cuirdgitoccupy and can
never F%cAlurepcan ke traced in countless types of experiences, but Harman primarily
considers it as the basis of aesthetic experiences. As Wright himself acknowledges, this seems to make
allure an usuitable theoretical tool for usership; he streskesetcan be no usership and-uakie
wi t ho ueactivahen iof art ods dHasntrhends ifdeacs i amdut t he
of objects, as well as his interest in bringiAgsthetics clogetogether with Mtaphygs and
ultimately reinstating Ipilosophy on the foreground of scientific resedfttare also incongruent with
Wr i @ bohagptualisation of usershipun d e r | y i n ¢theokgationgishthedasn to narrow the
gap between art arrgality, whereas Harma@nfocus onMetaphysics seems to point to hiterest in
maintaining this gap.

TocompehendWr i ght 6 s borr owi n ofalurk,p éla pdxpge@esdce ofa oncept
metal floor sculpture by Carl Andmay serve as a clarifying exampla.s  wi t h al | of And
plate floor sculptures, for exampl&4 Magnesium Squaf@969 (fig. 8), people arableto walk on
themto discover the feel and sound of the mat&jainder their feetlt is possible that amuseum
visitor overlooks avork like 144 Magnesium Squaréor instance because it is unmarked by a barrier

and sign right next tthework!””Even when st eppi ng visitars couldemainr e 6s s

BWright, Steven, fTowa rAikenss Nck etaliled)ivhaf 6 §sehehUpé&? i n
Constellations of Art, History, and KnowleddeCritical Readey (Amsterdam: Valiz), 201,&169.

¥ Ipid., 469, 470.

1% Harman, GrahanGuerilla Metaphysics: Phenomenology and the Carpentry of Thi@scago / La Salle:

Open Court), 2005, 143.

%% 1pid., 153.

192 pid., 245.

®wright, Steven, @To wa rAitenss Nidketaliled)whaf 6 8sehehlUpé? i n
Constellations of Art, History, and KnowleddeCritical Readey (AmsterdamValiz), 2016 473.

1% Harman, GrahanGuerilla Metaphysics: Phenomenology and the Carpentry of Th{fdscago / La Salle:

Open Court), 200517, 18.

“Most of the visitors, also those who are not famil
sculpture on the floor, because they are visiting a museum (of modern art) and themfesgect to see art.
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unaware of their engagement witte piece The momentheyrealise it is avork of art,as opposed to
justf uncti onal met al pl ates on t he ftHeiotlooughts dbaut ar e
the plateschangerreversibly. This often puzzling yet excitingexperiencedescribedy both Harman
and Wrightasfundamentallyfdisintegrating in a psychological sensks, at the core ohnar t wor k 8 s
allure. AA passage fr om '8 allereisfiethesckplaiet byahmanasor | d t
a trapdoolor spiral staircasdingering between the reality of the object and the reality invoked in our
minds. This metaphorof the trapdooror staircasewhich turns an objectfi u p s i d ewithdbud wn 0
actually changingts appearanceis useful, according toNright, to graspthe twofold nature of
usership art practicé8’ Imaginably, ly incorporating a trapdoor or staircase, usership art practices
remain usual whilstlsob ei ng Avi si bl ed as art.

Wright does nofurther elaborate ornthe workings of alluregr the possiblerequirements for
the creation ofa trapdoor or staircasé. the artistic layer igprovided by andaccessibleghrougha
trapdoor, which is by definition concealedjow can it betracedand thenfiopened by peopl€
Assumingsomething within the antork has to trigger theawareness andpening of thetrapdoor
beforean experience of allure takplace the question arises whttis could be or look likeAnd in
casenobody finds the hidden trapdoor, meaningpeople never uncovertheir engagement witlan
artwork, are we then still dealing with usership art, or rather witioeartwork tha is completely
dissolved with reality

The usual and artistic dimensiaof usership art practices are also explained by Wright with
the conceptof double ontology. The artistic dimension would, then, be the secondary ontology
complementing the primary ontology that tsadl times indivisible fronthe sphere of evgday life,
for example a tree, supermarkservice, and so fortf{® However, deploying the concept of double
ontology is, to Wright, problematic for two reasons. First of all, the term ontology will mainly be
associated withthe agel d ai m of OdGart connoi sseurso6 to defi
resultitcob d bring usership dangerously <close to the
evade. Secondly, and correspondingly, Wright believes that the secondary ontology (the artistic
proposition on the usual) can only be identified in terms of perfovityata concept which jsas we
have seencentral to the field of mainstreaart practice and theory and entirely incompatible with

usershig® To set out on aew path, usership art practicesiight have to, according to Wright,

This was probably not the case whie# Magnesium Squareas installed at the RapHardware ®re in

Liverpool for one day. In this unusual context, the piees far more camouflaged, and despite a sign, it likely

went unnoticed many times. See http://www.tate.org.uk/contextomment/video/aninutewondercartandre
144-magnesiurrsquare (accessed on 23 October 2017).

1% Harman, GrahanGuerilla Metaphysics: Phenomenology and the Carpentry of Thii@scago / La Salle:

Open Court), 2003254.
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fidisappear from the ontolwgl landscape altogether to gain traction somewhere #fse

A more promising approach i n  Wr itgd tmask ee yresser shi p art pract
the exploration of dicoefficient of ard. Marcel Duchamg18871968)was the first to use the tion
Afart coied fhics ehéodture 6The Creative Acto6 (1957)
intention and thealways partlyunintentional outcom&® | n ot her wor ds, the res
creative act is never exactly what he or shetihamind before going into the process of makinghe
end the spectator does as he orshe pleaseBy descri bing it H®uchamfisubj ec
explains how the art coefficient is always a persamtdtionship between thspectatorand the
artworki theartistholds no power over il he subjectivityof many spectatordoes not make the art
coefficient ambiguous in theense that itan never be pinned dow is a permanent aspect @fery
work of at compar ed by Ducihtamme ttiocabhn réhati onbd (i . e
multiplication, division)%13 Similar to thefunction of anarithmetical relation in a mathematical sum,
like five times fiveis twentyfive, the end resulti twentyfive in the mathematical equatidnis
determined by the art coefficienthat whichstands betweethe intention of the artisind his or her
projected idea®n the one handand on the othehandthe imaginationand interpretatiorof the
viewer.

Wr i ght 6s i de eosfficienth orucofficiemtnof aatras he calls itseemslightly
di fferent from Duchampds. ,toafficienhdd artdscarforneaartistico f use
fiself-understanding about whatit means to work as an artishanifesting itself as aort of energy
t hat <circumvent sthaligthd labél of qt**tHeré, sekunderstanding das nothing
to do with the expertise of individbas ; it is, rather, a X®&sthidt of I
Wright designat ag ual prso ags"§whelcanjbevisealisedea® a horizontal
field of countless competences where every competence is simultaneously an inconthetd¢otie
exi stence of other competences. Take f opandex amp]l e
alcohol. A beer brewer can make beers, but he does not know how t@owakeines, for example,
like a wine maker does. Theerma k econipstence areutterly useless fahewine maker, and vice
versa. Howeveth e b eer br e wsewoul ot tecometertcanar ma@mpetencewithout

thewinema ker 6 s c¢c omp eébtagrn csadsa,d sarcdhmpled eankteai |seecaker 6s

etc.Socialised competence can, thus, be understood as akin to the law of comparison: just as concepts

Wwright, Steven, n fidbwarsaek Aikehs Lpdk, ietcab feds.), What 6s t he Use
Constellations of Art, History, and KnowleddeCritical Reader (Amsterdam: Valiz), 201,6175.
MMDuchamp, Mar cel , 1957 deahttp</wevabrainpickingdarg/2612/08/23/theeativeact
mgrce#duchampl%?/(last accessed on 21 March 2017).
Ibid.
113 Seehttps://www.brainpickings.org/2012/08/23/theeativeact marcelduchamp1957/ (last accessed on 21
March 2017).
“Wright, Steven, fATowar d AikensLNick, ietcab feds.p Wh alisdesr sthhh @ 0 Us &
Constellations of Art, History, and KnowleddeCritical Readey (Amsterdam: Valiz), 201,&170.
bid., 472.
"1bid., 473.
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like big or small are always relative, a competence is always dependent on the existence of at least one
other competencésaining selfunderstanding, as a beer brewer for exemiherefore also requires
understandingg n e 6 s ¢ oimrelatibnetathe eémpetences of other#f. can be arguedhat he

same goes for both usership aragiices and performative allowever, the process through which
artists from both fields gain an understanding about tleiistic competencesand a sel
understanding alu what it means to ba (co-)creatorof artworks are differeniWhereasn the realm

of performative artthe artworld determines whom or whakceives the status of artist and artwork,

and certain artistic competences are ostensibly preferred over dthigyist believes thapractitioners

of usership practiceseverperforman artistic competence because they do not have to as they operate
outside theconfines of the artworld:’ Their artistic competences are caught up in many different
processg such as the restoration of a neighbdh 0 0 d (A Granbynfrbur ®tréegs Entangled in
thevasto we b 6 of a rattistis dompeteneesadisticrcampetencedecome socialised. In
other wordsusership art practices are characterised by the intertwinement of artistic aadistn
competences, whereas the artisticnpetencesf performative art areften merelydeveloped against

the backgroundfa h e a r manstnednmbtioss and traditions.

Returning to the concept of a coefficient of art, defined by Wright as a form of self
understanding, the gaining of selfiderstanding stems from the socialisation of artistic competences
produced bysership practices. As theigenot one rightvay to arrive at selunderstandingand since
self-understanding has to kensideredinstable Wright thinks it might be better to talk obefficients
of art™® In short, coefficients of art might be, Wrigktaims, an useful tool for a strictly non
ontological examination of art, embodying the hope for a more democratic and less linear development
of artistic rceoanpeamrtincep e nusershigcodd be,las Wniglt desdrilyes
with a Marxist o v e r t lweaking dowin the long standing oppositionwesn consumption and
produltvenosnmi | arly to how Bruguera envisions Arte
equal society, Wrightalludes touser shi péds power trmo of preductioo mralt i s e

consumption.

1.5Useful Art in relation to Social Practice

This chapter has shawso farthat Useful Art runs against ddlernist notions such as authorship,
spectatorship and objecthood. This is not groundbreaking in iesedf; since such notions became
more widely esiblished in Western countriesjany artists have been attempting to subvert them.
Emerging around the end of World War |, Dada was perhaps the first movement that obviously used

subversion as a weapon, targgtimt merely common notions belonging to the realm of art, but the

“wright, Steveaonfidb wdsAitens Nidketalj(eds)ivhat 6s t he Use?
Constellations of Art, History, and KnowleddeCritical Readey (Amsterdam: Valiz), 201&473.

“1bid., 472.
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established order in general. Aftlie 1960sas is apparent from the flourishing of Performance Art,
Happenings, and Fluxus, more artists became interested in exploring or changiranstajai
betweenartists (as authors spectatorsand artworksAllowing the public to play an active role in
bringing artworks or art events to life, sometimes without any assistance or interference of the artist(s),
has become one of the strategies fdiser to challenge authorship, spectatorship and objecthood
(among other thingsome of these artworks purposely took place in the public doswgh,adDay
in the Street(1966) by the collective5r oupe de Reche( & @GRAWGDWER,1 9V6i0s ue
which turned passive commuters and passersby in Paris into active participants by meayfsilof pla
6road obst r).tfOthér artwerks impddeé the. pasSivity of artworks and their beholders in
the context of the museum, like thaeique board gamesidf 10 of Fuxus artistOyvind Fahlstréom
(19281976) and the cometely white chess boards (fig. )Lbf his Huxus colleague ko Ono
(1933) By pl acing the publicbs participation on the
diminishes.The change that took place in the twentieth century can be summarised as a shift from the
understandingf what constitutes artworks to an understanding eéagagers and their relationships
to artworks.

Characteristic of many participatorygatices from the 1960s and 1970s is the aim to lay bare
or investigate the reciprocal relationship between participants and artworks, thus blurring the well
known boundaries between on the one hand the artist, and the artwork as a medium and a fixed objec
and on the other hand t he pub lOvetthedastwenty tothidgei vi ng
years, the boundaries of contemporary art have been pushed further by a broad ramgd of
participatory artistic practicedt can be argued that these new participatory practices take the shift
from the emphasis on the artwork to audience a step further by increasfogusen the public and
the contingentsocal processes that are involved, as well as expanding the datsagon of art
objects into often temporary and sometimes local art services instead.

In explainingthe diverseparticipatorypractices, art professionals have coined many different
terms of which some appear to be more accepted within the discdibkes Suzanne Lgc6s A New
genre publ)i canadr tNo c(o1%%1 Bourriaudébés ARel ational

such as Lars Bang Larsenb6és fASoci al Aest heticso
Often taking place inthe pul i ¢ domain beyond (art) institution
soci al and participatory practices mi gstudio al s o
pr ac t? BSeoscd .al Practiced is anot hegeneradlmegiedngl y n

collective name which | will adopt Concomitantly to introducing new terms, which point to the

120 5ee for example Bishop, Claiwgrtificial Hells: Participatory Art and the Politics of Spectatorsh{pondon

/ New York: Verso), 2012, 903.

121 Claire Bishop sees pestudio practices and social practices as one and the same. Yet, social practice might
also be considered a category of pstsidio pratices, because it can be argued that naifaliese practices are
concerned with social inclusion, collaboration and viepeticipation, see Bishop 2012, 1. For Shannon
Jackson, the name social practice is insufficient for defininggiadio practics, seelackson, ShannoBocial
Works: Performing art, supporting publicdNew York / London: Routledge), 20113.

32



dissemination of new movements, art scholars have come up withym di f f er ent iturns
are the performative turn, ethical turn, experiential turn, collaborative turn, and practicédurame

just a few. These turns denote the shift in attention in the field of contemporary art practice and theory
from thecreative expression of artists and thateriality of artworks to their effects and affects on the
beholder.Where does this leave Useful AiThe questiorposed in this final subchapter is what

extent Useful Art, apostulatedby both Tania Bruguera arfstephen Wright, deparor differs from

Social Pactice.

Theuse of the term Social Practice is problematic on several accounts. Firstly, as a collective
name, Social Practice is only used by several art practitionisknown theorist Claire Bishgor
exampleadopts thetermi Par t i ci pat ory Art o, whereas curator
iSocially Enga gaaddmora impaodtantlySeiat Practité ig an umbrella term for art
practices which, on the one hangdredominantly criticise the institutionasation of art and
accompanyingliscoursegin order toprovoke orstretch the boundaries of arand,on the other hand,
art practices which do not take the artworld as a point of departure, but ifsteadbnt he Ar e al
worldd 2 Contrary to Arte Utiland usershipSocial Practicesi not ouined by criteria or clearly
defined bya set of theoretical concepts.might be possible to consider Arte Util / Useful Art as a
movement, but itvould be rather difficult to do the sanfr Social PracticeThe diversity of Social
Practiceartworksand the lack of criteriand guidelines complicatcomparative analysis between
Social Practice and Useful Art. As a partial solution, | wiamineseveralestablished and less
establishecgxamples ofSocial Practice, of whictheworks by Rirkrit Tiravanijaseemto bedirected
especiallytowards the artworld comparedttee two other examples

Severalearly works of the Argentinianborn Thai artistRirkrit Tiravanija (1961)from the
1990shave becomeguintessentiabxamples of Relational &sthetics thanks tmuchcited studies by
Nicolas Bourriaud and Claire §hop. Tiravanija is perhapstill bestknown for convertinggallery
spaces intdully operatingkitchensIn h i s Kitdhens b s © a ,|Unhtidlerd (Fee@)@g. 12), at the
303 Gallery in New York in 199ZTiravanija cooked Thai curry for visitors during more or less the
entire running time of his exhibitioNisitors could observe the artist at wakdchat with himwhile
waiting for the free food to be ready. By eating the curry, they becaametive participants
indispensabldor bringingTi r avani j a6 s Thamléeswwere gomdtiraes teverfsesbitors
were turned into cookduring his solo exhibitioratthe Kunstverein.udwigsburg Germanyjn 1997.

Aside from the control visitorsvere sometimes given when they could decide what to,dbok
important tounderstandl i r a v antemtipnatdcenvey part of hiscultural and persondieritage;

Thai curry*®® By cooking Thai curry insid&Vestern art institutios) Tiravanijaaimed to criticise the

2Thompson, Nat o, Thhmpson, iNato (edd,ivirfgas Fort:, Socially Engaged Art from

19912011, (New York / CambridgeVA / London: Creative Time Books / The MIT Press), 2042,

1231n an interview from 2012, Tiravanijecallst he i dea behind his first kitchen
about the situation that this would be the first timmy work would be exhibiteth New York. It seemed like a

lot of pressure to succeed, so | decided to take the opposite attitude, which was to relax. Then and there, |
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role museums play ide-contextualisingand aestheticisingrtefactsmore specifically the display of
Eastern objects belonging to everyday life (such as Bustdlizes) in Western museuti$Tiravanija
also renounceche dominant, Westerdichotomy between (art) object and subject thatotexistent
in many Eastern culture$hailandamong them?” In his kitchen installations, object and subject are
not separatelut instead forrad one whole.
The arti s wlhich seenmstinformed bgostolonial theory create tensons within
his kitchen installation€On the one handhe production of freeurry seemsentirely in the interesf
viewer participation and socialityWhile running against authorship, and the commodification and
commerciali sation of &wotksvoouldksbag unexpextedbesdumana n d me
relationshipsOn the other hand, howevénvould arguethatviewer participation issecondary tdhe
artistds enactment of i nstit duseddisaudienador astageque. Cr
performancehat criticises the Western institutionalisation of objeétgension can also be found
betweenthe democratic nature of, for examplentitled (Free)i highlightedby its title 7, andthe
ratherundemocrati@atmosphere of galleries and museatttrat maintairadmission price¥° The fact
t hat Ti r av an haveantade himnveatthgaridthat theyarenosvned byart collectors, who
of coursehardly ever or never use them dsravanija intitially intended,also contradicttheir
democraticspirit®*’ Thus,Ti r av ani j a daiondoffetedproplea diffenent exadence of art
as a free service. dilitionally, hisworks have led to a rethinking of the conventiofiahction and
values of artto stir the imagination of audiences by letting thexftect on the lives they are leading,
or the lives led by otherslsewhere inthe world orin the pastHowever, the free curry becomes
almosta gimmick asthis service was natxclusivelycreated out of generosity, becausads also
pervadedby t he artistodos beliefs and his cultural bac
Manyo f Ti r athesimsialftians (&nd sculpturapieces) alsa@ontainautobiographical

elementsandreferences to his Thai identitfgr instance Thai massagépughsome ofhis works are

decided to make something that was very close to me a
Al nt ertvhi eRv rwkir it Tiravanija by Raimar Stangeod; https:
Eizakrit-tiravanija (last accessed on 25 October 2017).

Ibid.
1'n an interview from 2002, Tiravanija explains: #Aln
opposite. o, see McGee, John, #dALife of ThbhdpapEmesy, Rirk
https://www.japantimes.co.jp/culture/2002/06/12/arts#ifehe-party/ (last accessed on 26 October 2017).

126 Although people often have to pay for their admission to museums, it is also inipastartist Liam Gillick

reminds us, to be aware of the fact that some museums in Eaffep&ee entrance to visitor€ontradicting

Claire Bishop, Gillick stresseéeg:i omWhhen tBies K&p na Klus sa fi
t hee 6y on e . 6B)eitriseg@ité obviously anyone who wants to walk through the open doors into the

free exhibition. In a footnote where Sail$ quoted yet agains t a t What gvquld the Walker Art Center do if

a certain homeless man scraped up theepf admission to the museum and chose to sleep oraTirdavj ads c o't
all day, 0 therecigny attdngptyt@rémind the reader that museums and art centers in Europe are often
free, therefore rendering Saltzbqatproxietciyalabdoubeau@i le
iConti ngent Factors: A Resipemsantdo REll ait,Daohdafot M@ d e A
115 (Winter 2006)105.

Y”Regarding the paradoxes and challenges ,sdefosel | i ng Ri
example Horowitz, NoahArt of the Deal: Contemporary Art in a Global Financial Mark@rinceton/

Oxford: Princeton University Press), 201181120.
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more operended,offering more possibilities foa variety of used-or an exhibition at De Appel in
Amsterdam in 1996, Tiravanijeft two electrical guitars, one bass guitar, and drums in one of the
rooms, which were up for grabs for visitors to play with. In the same year, edlnéscher
Kunstvereinin Cologne, pede could physically interact witkuntitted (Tomorrow Is Another Day)
(1996)(fig. 13, a reconstructi on oRemdrkablytisiastaliajioa dwd bél e w
freely used twentyour hours a dayAs a result the thresholdfor people tooccupyone of the rooms

like the kitchen or the bedroomas significantlyminimised In the same spirit, Tiravanijatroduced
everyday life inthe Migros Museum in Zich in 1998by installinga supermarkeand an auto repair
shop Perhaps more so thanshkitchens installations, these installatiosgése awareness of the
possibled s e r v i c efarwitkimttee svall$ of museums.

Yor

While curatorscritics andscholarsh ave been praising Tiravaniij ab

the ways in which they stimulate active participation, interactioda senseod t o0 g e t ‘ffiethen e s s 6

latter seems doubtfiil, the artist himself has often spoken about his work in relationetdrug 995,

Tiravani | &«dws he x plush ik theesdarging point for him

Basically | started to make thi nlisnosneant hat

to be put out with other sculpture or like another relic anddat,but you have to use

Tiravanijabs emaedtcnom his corslemmdtidnaot thedNestern objectification and
aestheticisingf everyday objectandartworks Speifically, Tiravanija criticiseghe role of museums
and theiracceptedd i deol ogy of di thephysicaluseof dbjacts Reflecting dnuhe e s
future of contemporary art, during an interview from 2004, Tiravéswascribedis aim by making a
comparison wittMarcel Duchamygs famousurinal (fig. 14):

Whatlam doing is to take Duchampés wurinal,
making the urinal. But we are now living in a world of readymades and | am simply using it.
To me it is not about the object, it is about pissing il it naturaj it functions and comments

on the future of art after the readymade and the future of Westé?h art.

Thus, instead of relocating useful everyday objects to museums and removing their function,

Tiravanija opts for theutting into functionof everyday objects in museunie free usef objects

can be seen as the keyttoh e  aimstitutiondl é&isque, for which the publiakes on the role of

128 Curator Udo Kittelmaml e s ¢ r i b e d Udititled @ omomoiv |s Arfother Dagsafiuni que combi

p ‘

put

nation of art and |ife [offering] an i mpressive exper

i Pr e f akdtelman, UdorRirkrit Tiravanija: Untitled (Tomorrow Is Another DayjCologne: Salon Verlag
and Kdlnischer Kunstverein), 1996, n.p.

el 00od, Richard, and St RarkeiteNo. 44 (F85), h1€.l | e, AENn Routeod, i
Bajo, Delia, and Car ey TheBmoaklynRajFabruary®®#,r kr it Tiravanij

http://brooklynrail.org/2004/02/art/rirkritiravanija(accessed on 27 October 2017).
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primary mediatori perhaps without being aware of ibh negating thephysical uselessness dhe
readymadeTiravanijanot onlyseems tawommenton Duchamp, but alsthe avantgardiststruggleto
dissolvethe boundarybetween art and life

Tania Bruguer a al skountaia(19&7) usiedlitto explairDtiveaim aterp 6 s

own practiceArte Util. For hereponymous sokexhibition Arte Util (2010 at the Queens Museum of
Art, she copied D u ¢ h & mnmnal, including the iconic sigrature 6 R . Mand irntstélled in the
museumO6s menos Fbuatairh r 8 o m gymbBblicksisdessaJrine Luck!(2010) (fig.
15) could be usedby menlike any other urinaln the bathroomTiravanija and Bruguerare both in
favour of repurposing and displacing u ¢ h a mp 6te make it useful agains¢ to speak but
Bruguerawent one step further than Tiravanijay radically withdrawing the urinalfrom the white
cube. Whereas Tiravanijanakes readymade art objects puposefulin museums and gallerie®
criticise and transform art institutions, Bruguera is more interested in repurplosingadymadeart
object by mergig it with reality.

The different ways in whiclRirkrit Tiravanija andTaniaBr uguer a br eak wi th
gestureto turn a readynade objectinto an art objectseem to underpiran important difference
between Social Practice and Useful Based on the involvement pkople Social Practice artists
attempt tomediate unfixedelationships between publics, artwarkad art institutions. By contrast,

Useful Art artistsget involved with usersand usersare involved with Useful Art artistdespiteart
institutions.

Other differences between Social Practice and Useful Art exist in the relationship between
artists and publicsin Social Practice, the relationship between artists and participants is more
hierarchical the artist makes the decision to providecextains er vi c e, in Tiravani
collaboration with curators, and the audience makes use of this sémvitkerwords, though people
arereasonablyfreeto useT i r a v a n i ,jthés dogs not mecdssarily mean thia¢y surpass their
role as mere fAconsumer so of suggesthatuskfullartwarkslalow s au ai
for a circumvention ohierarchical relationshipbetween the artworlénd publis. | would argue,
however, thathis is often notthe casp:e opl eds r ol e a s frequemlyascribedrto par t i
themwithout theirawareness atonsent. In the eyes of Lossau and Steyére investigation of uses

automatically helps overturn traditional power relations:

Focusing on use involves a shift in power dyr
maker s, who intend specific &f unywillipefars 6 , and

what the artwork prescribé$.

¥  ossau, Julia, and Stevens, Quentin, i Framdni ng Art ar

StevensQuentin (eds.)The Uses of Art in Public Spad@®ew York: Routledge)2015 5.
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As is apparent fromTi r vani j a 0,suseisihpsearafldrarh i winat t h® @(art wor k
eating or cooking curry, pl aying musi cal i nstrul
apartment).Thus, usersare not by definition different fromi ma ni pul at @an sour.nde rnsaor y
Though to some degre&,i r av ani j aib gartialarthose oftlbeeapartmeninstallation are

less manipulated, because thewesomemoreoptions Conversely, Useful Art ipredicated on the

implicit assumption of arqual and reciprocal relationship between artists adsers springing

from shared ideasialues andopes With Social Practice, participatianitentakes placeat the end of

thea r t preparétarycreative process, butith Useful Art it is the other way aroundndp e o pl e 0 s
involvement remains a constant concérnus Social Practice artists oftemeate a more or le§sp-r e

¢ o o kmodedofuse and therefore results are partly predetermined. The ways in which Useful Art
artists anduserswork together is dar lessorchestrateghrocess, becausas Bruguera hagpeatedly
emphasisedt depends on the specific needs of peopleeseneeds may not always be obvious in the
beginning and the same is true ftire uses thaisefulart can be put to

Developing the range of Useful Art projects togetherwith users artists helpgenerate
opportunities for people timprove their circumstancesy getting involved And preferably,the
resultsof their involvement arbeneficialon the longternf 6 pur sue sustainabilityd?d
seven. The benefiial outcanesof Social Practicartworksare usually secondary to the possibility
for people to participateandconsequentlyhe potential benefits are often indeterminate, superficial,
or even super fl uokitchen inftaldtiens and this veeonsiryctadd New York
apartmentMuch asparticipants whaatet he ar t i s tdtie kichemhatywasbuilt atuhe e
Kolnisher Kunstverein pro#d from a free mealandakitchen the artistdid not create these works
response t@ generalshortage of foodkitchens,or electricity.Nor did he approach people from the
city or the neighbourhood where he exhibited his works to investigate who may or may not profit from
his works, how, and why** Accordingly, some museumvisitors perhapsdid not feel the urge to
answertoTi ravani j aobAnd ealsé of tharrtemposaktynte benef it s of Ti
installationsbecomerathernegligible.

The kind of partici pa tinwhithparteipants usavhatThie arisv ani j a
provides and end up beirgu s éydtlée artist himselfcan also be traced in other Social Practice
works.An exampleis PaulR a m2 r e zTheJGomnaos&®011)(fig. 16), asculpturalpiecedesigned
after the famous bronze equestrian statue of Marcus Aurilaisis preserved in the Capitoline

museums in Romédexhibited at various public art institutionsthe United Stateghe cork statudas

¥l ossau, Julia, and Stevens,i QuPoblhng BPpaamdndngi Ar toact
StevensQuentin (eds.)The Uses of Art in Public Spad@®ew York: Routledge)2015 5.
¥This critical remark draws from Claire Bishopods crit

Ti r avani jtendhe framework of relational aesthetics. Bishop rightly claiiné: ¢ ) what Ti ravani
cooks, how and for whom, are less important to Bourriaud that the fact that he gives away the result of his

cooki ng SkeBishop, Claifi.Aond aigs m and Rel a©Odtoben\ol. 11A(Awumh et i ¢ s o0,
2004), 64.
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invited visitors to pindown their messagesyritten or otherwisepnto thebase of thavork.*** Each
time, The Commonsvas temporarily handed over to and usedth®y public whose messages and
voices dissagaread as soon as the sculpture wi@pped and removefbr reinstament elsewhere.

The temporary contributiorsf participants wasalsoapparent irAi WeiWeié Bocumenta 12
project Fairytale (2007) (fig. 17).The project revolved around the journey of 1001 Céenpeople,
the majorityfrom lower social classes, who were selectedWeiWwe (out of 3000 applicationgp
travelfrom Chinato Kassel in GermanyVith severalseparatdunds, WeiWei planned and provided
all that was necessary for his el countrymen and women: he gdor their travel expenses and
documentsstay in Kasselor the duration oDocumenta 12in a revamped old factoryand meals>®
In return, the lucky 1001 travellersere photographe@in a neutral albeit performdike manner)
interviewed,andhad tofill in long questionnaires about themselves, which WeiWei later used for the
documentaryFairytale (2008)**° As with any vacationeveryonehad to decide for themselves how to
spent their time in Kassdh many respectd;airytale wasa complex andinconentional artworkas
well as an unigue and perhaps evendifianging experience for thmrticipatingChinese peoplé a
fairytale come true

Discussinghis approach foFairytale in an interview, Ai WeiWei emphasised the laika
clear forma@nd objectiveand hisunusuar ol e as an fAobser vélAacordingst ead
to WeiWei, Fairytale was different from other artworks that use audiences, because the work was

solely aboutthe individual experiences gieople'®®

However,| would swggestthese experiences are
rather overshadowed by the fact that WeiWei photographed and filmed every participant for his
documentary. Furthermoréhe Chinese participants are not regular toyrigtey are the primary
medium of an artwork that is part af prestigious contemporary art exhibitidPerhaps WeiWei
wanted the Chinese participants to represent the East duringeatly Western art exhibitignor
maybe heaimed at exposinghe disparity between the unprivileged (Chinese participants) and the
privileged (hoseinvolved in Documental2, and visitors of the exhibition)Also, it is important to
keep in mind that WeiWefavoured certain applicantsover others, based, for examplon thé
inability to travel beyond ChinalthoughWeiWei claims to be an observas opposed to a produger
he wasm fact as much an observermeducemwho pulledthe strings for his artwork.

In spite of obvious differences, similarities can be drawterms of participatiometween Ai
We i Werair§tale, andthe museunartworks byPaul Ramirez Jonas and Rirkrit Tiravankastly,

enabling people to participate seems more important for #résts than making surbdt participants

¥Ccruz, Teddy, fDemocratizing urbanization and the ses
(ed.),Living as Form: Socially Engaged Art from 199011 (New York / Cambdge, MA / London: Creative
Time Books / The MIT Press), 2012, 71.
1 Thompson, Nato (ed.)iving as Form: Socially Engaged Art from 199011, (New York / Cambridge, MA
/ls%ondon: Creative Time Books / The MIT Press), 2032,
Ibid.
¥’Xi aodong, Fu, AA Fairytale becomes rAeWelWeitSpatal i n Wei \
M;\tters: Art Architecture and ActivisniCambridge, MA: The MIT Press), 2014, 407, 408.
Ibid., 407.
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cansignificantly profitfrom their uses for a longer period of tinke.the end, the focus @ how and
which publicsmay becomgpart of thea r t precess o creating art, instead of howraight become
part of the lives of peopleith different ages and backgroun@®econdly,and correspondingly, the
artists did not deliberateith participants beforehand the determineto what extenthe intended
work was actually potentially useféibr them The pariciparts therefore to some degree bmea
participants by accident; it wasnaatter of who happened to be at the gallery or museum, or, in the
case offairytale, (accidentally) came across tThiemeanal | for
that the soal potential of these works, to shape meaningful bonds between people, could not be fully
realised.Thirdly, the role of the threeartistsas co-producersseemssecondary but ultimately, they
make important decisions abdbie conditionsof participaton, such as thiecationsand duratios.

The oftenunevenrelationship between artistsné participants, and temporalityan be
considered aswo pitfalls of Social Practice artworksThis wasalso pointedout by Bruguerain an

interview.

What you havethen [Participatory Art] is a kind of client role where your services are
rendered. After these services are rendered they leave, they do not have the potential to affect

how a moment, project, even a whole institution might evbfe.

Similarly, British curatorCharles Esche (dictorVan Abbemuseum) defineRelational Aesthetics as
homeopathicLike the unproven healing powers bbmeopathic medicineshe concreteeffects of

Relational Aesthetics/ Social Practiceworks, such asthese ofabovementioned artworksare

ultimately limited and unclearlt is possible to formulate the benefits lxding a participanfa free

diner, expressing your thoughts and beliefs, gothg on vacatiop but these benefits do not
significantly change thepat i ci pant 6 s pr os.plesctas f[four ea wheitctheri sl
addition of somet hi ngo, Esche specmdybhavelitenwhet he
providing false cure¥? In trying to counterbalancéopsided relationshig between artists, art

institutions, and the publi@at timesto stimulate more inclusigrthe efforts of Social Practice artists

are in the endnostly pseudeameliorative Paradoxically,counterbalancing seente re-affirm the

authority of art institutions anthe hierarchical power structures within the artworldseful Art
practicesaim to move beyad thesehierarchiesby truly merging art with redly 7 putting theurinal

backwhere it belong$ to investigate how artworks cdoe rendered assefultools for poitical and

social changewithin society Brugueraargues thatArte Util projects all foregrounda political

awarenesa b o u t the worl dés upand polititab ineguality.oAcdoradihg,to e c on o

%9Fletcher Anni e, and Br uingame inatifuting Arta Wtik Annidi Feicler it Gonversation

wi t h Tani a AReng Nicketalgetls)What 6 s t he Use? Constellations o
KnowledgeA Critical Readeyr (Amsterdam: Valiz)2016 431.

1O fiDirector Charles Eschalking about Museum of Arte Utll, s e e
https://www.youtube.com/watch?v=Lr9j7MhPXylast accessed on 30 October 2017).
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B r u g uArte @ti| is nbt Relational Aesthetics;t i s not @feel goodo art: [
had very intense battlés!* Arte Util is, thus, in a sense, magamesheavith politics than with art.

To conclude, Useful Art can be considered aterded form of Social Practice, which
arguablydeservs the status of a differemiovementAs Museum of Arte Utihas shown, Useful Art
can also be regardexs anunderestimatedunofficial historical movement, whoserigins could be
traced backo beginning othe nineteentrcentury* (the oldest exame of Arte Util from the archive,
Cincinnati Time Storedatesfrom 18271830)** It is of coursémportant to realise that Bruguera has
certain interests in drawing contrasts between Arte Util and Social Practitaifp and defend her
artistic work.The comparison between Social Practice and Useful Art showssthat velation to art
can be misleading. It can seem relevant, as a strategy to deflate authorship and objecthood in order to
refocus on relational aspects of art instead tiun out to be only quaselevantand merely symbolic
when it ispartly or entirelyorchestratedit can be arguethat really useful arprojectstherefore have
to originate insocial and political issuésvolving unbalanced power structuresguiringattention. In
dealing with suchissues, the artistic competences of artigevitably intermingle with those of
collaborators who have other professiaH§ Thus, perhaps therimary distinction between Social
Practice and Useful Art comes dowm two different approachego involve peoplein the useand
usefulnesof a work of art whether use isaor e of | sergice that wasthdughaauty 6
without first consulting with peoplegr whether use isetermined by urgent issues, dodnded on
consensuswith a group of peoplavho arenot part of the art spheraVithout some sort of pre
established consensus, art professionals arguably caomnohit to cementing meaningful, and
hopefully sustainable relationships between people. Once there are no points of return, art becomes
Useful Art. As adifferentpolitical form of Social Practice, Useful Art can perhaps better contribute to
making art less an oc@ation of the privileged and educateldistead of critically distancing
themselves from politicd,feel art professionaldave to consider how they magtuallyintervene in

thecomplexities otturrent and futursocigolitical issueghat affectus all

oo Neill, Paul, @AArt :BOMBV® 128 (Semmer20ld)ni a Bruguer ao,
http://bombmagazine.org/article/10071/tabraiguerglast accessed on 6 November 2017).

“2Ai kens, Nick, fABeyond the exhibition? A Akescul ati on
Nick, etal.(eds)What 6 s t he Use? Constel |l at,AGritical Reader Art, Hi st or
(Amsterdam¥aliz), 2016, 3298331.See al so OO6Nei Il I, Paul , BOMBMOL:128 nt er vi e

(Summer 2014)http://bombmagazine.org/article/1007 1/tabiaguerglast accessed on 6 November 2017).

13 A successful experiment that was created by the American Josiah WGirreinnati Time Storéntroduced

6l abour notesd as a new method of payment. As the nan
labour. This labour was exactly equal to #mount of labour necessary for producing products; people therefore

paid a more fair price for products. Signficantly, @iacinnati Time Storgvas not designed as an art project.

Considered an anarchist, Warren is known in the domain of American pdititshanks to Bruguera the

Cincinatti Time Stordalls in the domain of art. Sé#tp://museumarteutil.net/projects/cincinntthe-store/(last

accessed on 6 November 2017).

s ephen Wright: fAUser(séh)i®peei sWrdrgehat, i St esvemi, a lfiiToevh,r d a
Us e r s hAikens, Nickietal.(eds.)Wh at 6 s t he Use? Constell at,Aons of Art
Critical Reader (Amsterdam: Valiz), 201,6479.
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CHAPTER 2

Make friends, not art: the practice of ruangrupa

We are not saying that it is art, we are not the authority. We are just ours&lves.

T Ade Darmawan

Ruangrupa was founded in Jakarta, Indonesia, in 2000 by young artists Ade DarrhAafian,
Rancaljale, Ronny Augustinus, Oky Arfie Hutabarat, Lilia Nursita, and Rithmi Widan¥rkde
groupobs name i s degiiardwdmrdan ft daaed veynlsdabadforrth ir uang
( A r u'f @wer)the pst sixteen years, ruangrugavelopedmany different kinds of collaborations
and projectsapart from (recurring) exhibitions. From the outset, their wak beertlosely entwined
with Jakarta, the crowded and chaotic capital mfiohesia with about ten millioinhabitants.
Ruangrupaodlseddbeda!l pyaectm ce can be characterized
valuesthat differfrom those ofoftenmore marketriven Western arbrganisationgnd institutionslt
has to be taken i nt o acarcbecansideredilteraativewithinghe\esterp ads pr
art world; ruangrupalo notthink of themselves as alternativas they havenever really aimed at
developing alternative practices against the pemknd of Western art discourses

This chapteanalyssr uangr upads alternativeness by zoomi
organisationalstructure,and several ofts projectsmadethroughout the ast fifteen year§?® The
second part f o c 8 aEp®ach i Wrnhenu @ nthee r Fupp ® Gonsbeek AL6:
transACTI ON. Thr oughout t he ialnketitychadrasteristicswUsefjutAutp ads p
as described by Tania Brugueamd Stephen WrightThe aim of this chapter is not to frame
ruangrupabs pract i c e tragesimildrdies fvhidh codldravealindights aboua t h e r
ruangrupaandmight lead toa deeper uraistanding ofhow they work.This will ultimately allow for
abetter understanding abdbbnsheek 1a8 anUseful Artexhibition.

2.1 Ruangrupa working in Jakarta, 20002015

“SExhibition catal nagplAETBEONSB&EEKooO6kBown as the O6Action
146 Ade Darmawan anHiafiz Rancaljalere the only founding members who are still involved with ruangrupa;

Darmawan is the director, and Rancaljale is nowaesible for the activist video project Forum Lenteng.

147 Exhibition cataloguSONSBEEKS 1 8ansACTION (also known as théActionboold ) , no page numbe
18] have chosen the time span of fifteen years, because in 2015 ruangrupa took on a new organisational

structure.
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2.1.1 The start of ruangrupa
The motivation to start an artist collective in Jakarta has to be sought primarily in the changing
sociopolitical climate of Indonesia around the turn of the twénty century. The six fouding
members of ruangrupa grew up imet1990s, the decade which marked beginning of a young

generation of activists and the end of p+ esi den

1998). The growing anger of yog people towards the regimastangble on campuses in the mid
199G, where the fauding members first et each other when theyere art students around 1994.
Being confronted with fear and suppression, and artwhatargely propagandistic and controlled by
the state, the foundinghembers workd together under the radar on music, publications, and art
exhibitions™*® As Indonesia was struck by a financial crisis in the beginning of 1997, a series of
student protests at universities and the occupation of the natioriahpant in Jalrta eventually &
to Soehartobds resignati on i mativbhamoverhentykhown &uhei n g
6r ef o)nea politiGal partiesvere erected in anticipation of the democratic election in June
1999°° Ruangr u p aod sne fearrlananainly followedfrom the politicalliberalisationof
Indonesia and the reforms brought about by the new government. Despite guaranteed new freedoms,
such as freedom of preskpwever,the liberalisation processwas by no means an unequivocal
transition; in the absence ofdias politic& the corrupt New Order elite and the military re¢ain
some power on both a local and national Ié¥eP e r h a p sq uaa | 6 It yw d qualficatiom c y 6 ,
by Indonesian politics smarcher Marcus Mietzner, it was nonetheless a democracy which improved
the position of artists and in the end opened the doors to the international art world

After 1998variousartist collectives and initiatives similar to ruangrupa estaptiremsebes
across the archipelago of Indonesia, particularly in cities on the island Java such as Yogjakarta,

Bandung and Jatiwan{i? And just like ruangrupa, most of the artistsrkedin affordable houses. In

t

a

the case of ruangr up aod s(fig.hl8),unseve situatedain theendightsbosel i r ur u

Tebet in Soutllakarta, the living room was transformed into a gallery, the garage became a shop, and
the other rooms were turnéuto offices, studios, meeting places, a classroom, a concert space, and a

library.>* Since it is open every day and night, the ruru housecaisasionally functions as actual

house where people spetite night. All these different facilities and fureth s r ef | ect ruan

selfsupporting approach as a multifaceted arganisation

1497 Freedom lecture bjde Darmawan23 October 2014see

http://www.debalie.nl/agenda/programma’/vrijheidslez#83 7-metadedarmawankunstenaaenactivistuit-
indonesie/e_9756207/p_116640T7laktaccessed on 10 January 2017).
1%0B{jhnte, MarcoandUfen, Andreas (eds.]pemocratization in PosBuharto Indonesiag(New York:
Routledge), 2009, 3, 11, 22.
“!bid., 23.
152 50me initiatives lasted longer than otdtuangrupa is certainly one of the few to survive for more than
fifteen years, se@" Freedom lecture bjde Darmawan23 October 2014see
http://www.debalie.nl/agenda/pragnmalvrijheidslezingo237-metadedarmawankunstenaaen-activistuit-
ilrslgonesie/e_9756207/p_1166407(Bistaccessed on 10 January 2017).

Ibid.
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Being selforganising has not just become rooted in the culture of Indodasidothe past
authoritarian regimefinding creative solutions to be sslipportive waslso a necessity because of
the lack of art institutions and (financial) support for the ‘aftk.comes as no surprise, then, that not
all the artist collectives and initiatives celebrated their- ten fifteenyear anniversaryToday
I nd o n e snfragtucturedsrstill marginal compared that of Western countries, even though the art
market has grown enormously in Indonesia and SBast Asia in general over the past ten to fifteen
yearst™

The very different art infrastructure in Indesia is important to consider with regdadthe
origin of r uan g rltucpnabé arguethat especialdy tinithe degi@rsng uangr upad s
frame of reference wasot the artworld, buinsteadthe social reality of Jakart&ocial reality as a
6erri toryo iy StpghendMighth kis laxicog ef dsership.According toWright, the
soci al r e a | ofmcollaberatian'*® fihat ptiecseew possibilities for reciprocity, enabling
usership practitioners to create 1:1 scale practidésh reach out to people wtare not associated
with the artworldHe coins the term O6extraterritorial reci
artés withdrawal f itorg, nthe artwaerld Altloongh euangrupa mid hot readlyr r
chosetot urn its back to the artworl d, for one becal
Jakarta and Indonesia, thenvolvementin the socialinfrastructureof their hometownseems to
correspondoWr i ght 6 s noti on of lecanbe aaidé¢hatruargropaines llmaste c i p r
naturally evolved as a usership practice, which is not rooted in Western art traditions and theories, but
instead in the complex and dynamic social reality of Jakart

In summary, the establishment ofruangrupa with limited means during the politically
uncertain posNew Order erawvas arguably a mixed blessing. By working closely together in one
house,ré nt er preting Jakart aods lable, bralgraduallggiowingasams wi t h
independent naprofit arts organisation beyond the gaxf the capitalist Western anrld, ruangrupa
has succeedeih developingits own unique DNA, networks, and multidisciplinary practices.
Independence and a nprofit mentality also applyto Useful Art practices, whiclare not concerned
with (financial) interests of museums and galleriest insteadattunedto the common interests of

people Wright repeatedly describes uskip in terms of selfegulation

2.1.2 The spirit of ruangrupa
Analysing ruangrupads activities from 2000 onwar

foot in the ruru house feels a bit like watching people play a game without knowing all the rules. Yet,

¥ Jjuliastui Nuraini, fARuangrupa: A ConifemlsfAloumnalofAe,n Hori zon
Context, and EnquiryWol. 30 (Summer 2012), 201221.

155 See for example Schultheis, Franz, Single, Erwin, Kofeler, Raphaela, and Mazzurana, Aiomas,

Unlimited? Dynamics and Paradoxes of a Globalizing Art WdBdelefield: Verlag), 2016.

*wri ght, Steven, @To wa rAitensa Nidketualiled)whaf 6 §sehehlUpé? i n
Constellations of Art, History, and KnowleddeCritical Reader (Amsterdam: Valiz)2016,476.
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those who have visited thiaru house to see ruangrupa in actiang analyse their activitiebavei
unfortunatelyi not written a comprehensive account of their complex and flokganisational
structure, and all of their different collaborations, activities, and events takiog Ipetween 2000 and
2015 Instead these visitordocusedonr u a n g working methods Although they work in one
place, even members of ruangrupa themselves do not always have a clear overview of who is doing
whatda fAwho came up® Ruiatnhg r wip@adnethodosedtn embodyStephen
Wr i g hotioh ef socialised competenddecause they work closely together and put less value on
authorship, the different competences of members of ruangritpadifferent educationdecome
intertwinedas a result of social processéscollective with a very loose structure and an egdeor
policy, where many people come and go without fulfilling a specific position, ruangrupa practically
evolved on a daily basis. It sesmesto identify key characteristicideas and values which have, to
some extent coincidentallgome to define ruangrupa, before taking a closer look at a humber of
important longlived collaborations and projects.

As hinted above, ruangrupa has always been shapsitietably by social, cultural, economic
and political systems and values innate to Jakarta, butt@lswonesia in generaln the eyes of
director Ade Darmawar uangrupads sur vi val ™ iAccarding tbcudterp ends
critic and ruangrupg ol | abor at or Agung Huj atni kajennongbs ¢

city is certainly a constant challenge:

The city keeps growing in an untamed fashion, enduringesealating numbers of migrants;

the spread of slums and the simultaneoushmumsning of luxurious apartments; seas of banal
advertisements occupying the shrinking public spaces; waste and pollution; lack of proper
sanitation; poverty; annual floods during the rainy season; criminality; traffic jams; and many
other problems. For dades, all these issues have kept recurring, but no solutions have been
found. Jakarta is a locus of crisis, a labyrinth in which anyone who heroically attempts to

alleviate a mess will inevitably end up in a bigger bie.

Engaging with that which islready presenin the context of Jakarta (e.g. public spaces, local
communiti es, NGOb6s) , and finding alternatives f
contemporary art spaces and institutions, art critics, art journals), is the basis aiavigatipa is and

what they do.This can be related tanother mode of usershifiidleness, a state of being lazy,

157vanhoe ReinaartAlso-Space, From Hot to Something Else:viHmdonesian Art Initiatives Have Reinvented
Networking (Breda: NPN Drukkersp016, 34.

8 juliastui Nuraini, fARuangrupa: A ConifemlsfAloumnalofAe,n Hori zon
Context, and Enquiryvol. 30 (Summer 2012123.
Gaylard, Joseph, AA Joburger in Jakarta: Notes on RL

http://vansa.co.za/about/copy_of_newgburgerin-jakartanoteson-ruangrupaandthe-art-of-the-network
(accessed 14 January 2017).
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inactive, or idle'®® The word idleness is used byright to define a usership strategy which is based on
expertises services, systems, etthat can be easily and creatively appropriated by users with a
minimum of time, money, and effort.

R u a n g rapppoach slemands observing and working closeétli the urban environment
before sharing the results with the public, as opposed toroptatng ideas from a distance and then
showing thent®® A handson work attitude and continuously doing research together are, thus,
fundament al to all o Many timres thereu rea diss tendendies rtowardsi n g s
activism, oratleast an urgéo question and test current systems. One of the older ruangrupa members
Indra Ameng explains that this attitude follows directly from the ye®efore the downfall of the
Stharto regime, when it wasdveays amatter of the artists against the governmé&fter Soeharto,

there are still enough fAbattlesd for ruangrupa,

We have been battling against corporations, our own neighbors and those who have different
perspectives on how certain ideologies and beliefs should be articulated.bastiheone has

been narrowed to horizontal relations, a city beeemore important than a stat2.

In the wake of | Sdbmaes$iodbSscas@c meotrye Ahorizontall
opposed t o fbuikingtof regmnal, natonabnd ihternational networkaas therefore
prerequisite for ruangrupa in order to strengthen their position. Calculations in 2016 have shown that
ruangrupa participates in no less than eighight networksranging from regional to internationaf
On aregi onal scal e, ruangrupads has, for i nstan
universities in Jakarta. As for examples of national and international networks, members of ruangrupa
advise muitipal and national governmengsn d  N,'& @il Darmawan is a partner of thell-
known British Art Counciland t he gl obal platform RAIN Artists
among other organisations.

Ruangrupads part i aotinptworks ant orgamsatignia a gensdcalls foe r e
mi nd @A Pi g@mpdeafudeishipfhiaracterised by Wrightdisa negoti ated form ¢

160 Seehttp://iwww.dictionary.com/browse/idlenefast accessed on 27 February 2018).

®1yvanhoe ReinaartAlso-Space, From Hot to Something Else: How Indonesian Art Initiatives Have Reinvented
Networking (Breda: NPN Drukkersg016 28.

%2 0orthuizen, Sannged.),Karbon Arnhem Files #3: Radicale collectivitéiil, see
http://lwww.sonsbeek.org/en/karbonarnhemfiles

3 Juliastutf Nuraini, ARuangrupa: A ConkfemlsflodmalofA,n Hor i zon
Context, and Enquiryvol. 30 (Summer 2012), 123, 124.

184 Oorthuizen, Sanngd.),Karbon Arnhem Files #3: Radicatmllectiviteit 54, see
http://www.sonsbeek.org/en/karbonarnhemfiles

“Teh, DMheCadkesd it ? Ruangr up aAfteradl: AGaumah df Art; GohtéxtpanddEnquiry

No. 30 (2012) Seehttp://www.afterall.org/journal/issue.30/whtaresa-lot-ruangrupaascuratorship(accessed

16 January 2017).
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wi t h t Higggbackingtneanslegitimately taking advantagef free services and resources
(e.g. YouTubeTwitter, andGetty Provenanckndex DatabasgsRuangr upa seems t o Api
several networks and organisatidn® r mul t i pl e pur p osam dGO oBplatfainpi ggy b
like RAIN Artists, ruangrupa might for instanceceive fundings, aneéarnhow they coulccontribute
to making certainplans or projects successful. In the process, they cqaskibly establish new
friendships andbecome more visible and influential as an arts collective.

Besides Jakarta and other places in Indonesia, ruangsgraartist collectivédhas workedn
many different places around the world, whighquestionablyenabled them to expand their
networks:®’ Moreover is that they invite people from other countries to come and work in Jakarta, for
instance Charles Esch&ho curated the JakartadBinial together with six young Indonesianators
in 2015. It can be arguad h a t ruangr upaods |saserlrexclngaseoh mutiplk guar
societal issug ensuring their goal to gain knowledge by making art meaningful for a specific context.

Returning to the ruru house, it is worth assessing common features of the research that is done
in the house to understand how ruangrupa and its headquarters function. Firsh dffsdilrst stages,
research ioften conducted in an unstructured andplamned manner, sometimes without having a
clear goal in mind, whereas later on ideas casstalliseall of suddert®® Accordingly, theresearch
largely consists of experimentation and speculation; instead of adopting certain theories or strategies,
conceps are constantly broadened and revised. Put differently, ruanigraptafraid to stafrom the
position thatmisunderstanding might be considered more useful than understatidimg sense,
ruangrupa embraces an unprofessional attitgfeeredon pursuing theunknown, which is more or
less in opposition witlwhat most art practitioners (@sts, curators, and criticglo, who put faith in
expertise.Tania Bruguerdikewise argues that Arte Util has very little to do with professionalism,
because distic training and skillsare oftenincompatibleand useless when it comes to collaborative
developments of art as tools for soci€fySecondly, informal conversations over coffee, about all
kinds of topics related to, for example, the newsaam® ne 6 s per sonal I i fthe, many
membes @rojects. Spontaneously chatting without any specific reason, a typical Indonesian custom
known as fAnongkrongo, i s i n “fCamradergamdmutua supporo r u ar

are importat underlying elements to this custom tbharacterisesrban life in Indonesi& to some

YwWright, Steven, fTo wanrAittensy Nidketsali(et)haf 6 sehehlUpé?
Constellations of Art, History, and KnowleddeCritical Readey (Amsterdam: Valiz)2016,481.

157 As an artistcollective, ruangrupa has participated in several biennials and triennials worldwide, including
Gwangju,SouthKorea(2002), Istanbul, Turkey (2005), Singapore (2011), Brisbane, Australia (2012), Sao

Paolo, Brasil (2014), and Nagoya, Japanl@0

1% vanhoe, Reinaarf\lso-Space, From Hot to Something Else: How Indonesian Art Initiatives Have Reinvented
Networking (Breda: NPN Drukkersp016, 3031.

YEXxhibition cat al drgnedeCsT | OOINSBREBK &ine:wn as nruhber. 6 Act i on
"El etcher, Annie, and Bruguera, Tania, AExhibiting ar
wi th Tani a Alkens Nickeet affetls.)What 6 s t he Use? Constellations o
KnowledgeA Critical Readey (Amsterdam: Valiz)2016 432.

" vanhoe, Reinaarf\lso-Space, From Hot to Something Else: How Indonesian Art Initiatives Have Reinvented
Networking (Breda: NPN Drukkersp016,30.
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extent due to decades of very little governmental supffofts a result, doing research revolves
around mixing and matching different ideas, experiences, memondss(a forth), and therefore
projects are generally rhut i di sci pl i nary. Thus, similar t o he
somehow connected fakarta, and thieoth professional anetlaxed, everyday atmosphere of the ruru
house, peopl edessionidiie mavitaky inteengld ang averlap.

The ways in which members of ruangrupa work resonate with its loose structure. Before
divisions and programs wemeorganisedwhent he ol der members created
b o a'f®uh @015,there was no particular hierarchy to be found within ruangripss it turns out,
this was not just crucial for building ruangrupa in the beginningntaming a loose structure helped
sustainit by enabling ruangrupa members to work outside the coledir pursuing (artistic)
individual goalsi and since ruangrupa is a nprofit organisation most members need other jobs to
earn enough mondy> Ruangrupa curator L e o,mwh@ leads tHe BR&URU 00 Ba
Gallery(fig. 19), for example, teache&t History at Jakarta Art Institute, and also works as a graphic
designer for a NG&'® Presumably, being both an insider and outsider allows for seeing things with a
fresh eye from various perspectives, and may ultimately have a positive effect on raadgup s e | f
reflexivity. However, as Ardi Yunanto (now one of the managers of the art scletidliimuangrupa)
rightly pointedout, this also brings the risk ahembersgetting overworked and letting projects
slide!”” To work individually seems contradictoty being part of a team, but within ruangrupa
people simultaneously work on their own while serving the interests of the collective.

Whenr eadi ng Yunantob6s text on ruangrupa, in w
colleagues by revealing thaiick names, personalities, fetishisms and work patedbmespparent
that individuality, informality, and a good sensehofi mor ar e val ued.WeStermt r ar vy
artsorganisationswhere people carry out their work in line with the plans nigdehe director or the
board, ruangrupa has neither a singular strategy nor fixed positions that open up when somebody
leaves. This has made it into a very dynamic and multilayeredsdisciplinaryarts collective, with

artists (street art, painting,egormance, film, photography, etc.), curators, architects, historians,

1"2yanhoe, Reinaarf\lso-Space, From Hot to Something Else: How Indonegidrnitiatives Have Reinvented
Networking (Breda: NPN Drukkers), 20181
"yunantoArdi,i Fi ft een Year s hupf/ruddgrepa arg/16/Hears/lastaceessed on 21

January 2017).

"pDespite the 6kind of collective boardé, it seems the
structure. The only #fAhierarchyo within ruangrupa is r
who often lead projects) and jons (younger members who follow the seniors). Although juniors always make

decisions together with the seniors, they are viewed as equal and their arguments have the same weight. In an
interview with curator Sanne Oorthuizen in April 2016, Irvin Domi afiadio explains that juniors can always
adjust ideas to persuade seniors. He states: ABut it
seniors is ok.o6 And when Oorthuizen asksgbham. abseée th

Oorthuizen, Sanngd.),Karbon Files Arnhem #4.2: Hoe ruangrupa (samen)wéiRbulissen 94, 95.Seealso
http://www.sonsbeek.org/en/karbonarnhemfiles
15596 of the members get paigbnthly; most members receive money after executing a project. 1hil.
176 i

Ibid., 98.
YyunantoArdi, i Fi ft een Year s hupf/ruagrepa arg/16/Hears/lastaceessed on 21
January 2017).
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anthropologists, musicians, activists, designers and writdrg.a i n , ruangrupads -
hierarchiesstrategies and job positioastestto their waiver of professionalisiileedless to say, some

members perform bigger, managemige tasks than others, like Ajeng Nurul Ainvho has become

the eyes and ears of the group, leading the managerial team since 2015. However, to some extent
everybody is always equally responsilite developing programs. Indonesian artist Tintin Wulia

explains that leadership is distributed at all times:

It is not that there are no Al eaderso; there
on different layers, at any given time;daim principle anyone can occupy this position. That
is, they are not leaderless but, if the poor wiagpan be forgiven, leaderftff

Ruangrupa compares its unfixed structure to a laboratpaymusical ensembt& and a football team

pl ayi ng tdtdd tkedtybodfy dsoindispensable thanks to specific talents, which then
automatically strengthen the group as a whole. In other words, ruangrupa has grown into the collective
it is today because of whatembers bring into the groupdrsonalities, talds, interets, etc.) instead

of the other way around.

In the course of fifteen years, several recurring or ongoing platforms centered on different
mediahave demonstratedu angr upabdés i mportance for filling ¢t
Orignal |l y created to shar e Karbomdoymal(fiy.a26) ss oneefsteear c h r
longestlasting platforms, publisheid print between 2000 and 20@wd distributed freelafterwhich
it became available onlirf&? Karbon offers space for critical reflections on a broad spectrum of issues
related to | ndonesi a-dburalphebhamana, amd\cantenoparaneant practicess o ¢ i ¢
The video festivalOK. Videohas been a recurring project since 2003, concentratindiffarent
themes such as ASub/ Ver {ig.2ln 0 aind AHAXC®Me diyMi li int 22D ¢
experimenting with technical possibilities of video as a digital med@ih, Videoaddressegs social
dimensions, exploring effects of its oipresence in daily life (e.@dvertisements in public space and
social mediaf®® Since 2004, ruangruphas beerco-organisinganot her f@Abi enni al o,
Jakarta art student3akarta 32°C Apart from the fact that it takes place once every two y8aksirta
32°Chas very little in common with weknown biennials, or with many other exhibitions for that

matter. A tweweek event comprising a series of multidisciplinary (public) workshops, presentations,

178 Nunes,Rodrigo.Organisation of the Organisationless: Collective Action After NetwdBerlin: Mute /

PML Books), 2014, 33.

193 e artlabruru-200810pdfo, available orhttp://artlab.ruangrupa.orgéccessedn 23 January 2017).

WYunanto, fAFifteen Years of Ruaeag/f(acqessedon2d dapuary ht t p: / /r
2017).

181yanhoe ReinaartAlso-Space, From Hot to Something Else: How Indonesian Arttiiés Have Reinvented

Networking (Breda: NPN Drukkersp016 16.

182 5ee karbonjournal.org (last accessed on 22 January 2017).

183 yvanhoe ReinaartAlso-Space, From Hot to Something Else: How Indonesian Art Initiatives Have Reinvented
Networking (Breda:NPN Drukkers)2016 57.
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discussions, and exhibitiondakarta 32°Cfunctions as a platform that offers studentsot just art
studentsi new perspectives on Jakarta through research, networking, and collabdfatkmsvith
many other initiatives of ruangrupa like tR¥. Videofestival, the finished products are in the end
secondary tdhe social transactions taking place during the work process. Thus, authorship is often
unimportant, because artworks belong to several makers, and artists therefore assume, as Ade
Darmawan remarked, the role of collaborator or medift@.a r ma velaaraétesisation of members
and partners of ruangrupa is similarBar uguemh aM®mact eri sati on of Arte b
negotiators, behaviorb ui | der s, or '8 ghey adth esvisaga aristas socad .
intermediaries postioning themselves somewherehbetween theenter andhe margins of society

The final ongoing platfornio bediscused herebriefly is Artlab (short for Arts Laboratory)
(fig. 22), which was set up in 2008. Managed by a curator, a designer, and Resne (a group of
five young artists) since 2018’ Artlab is a more general division within ruangrupa theiseout of
the need to further anchor the aim to strengthen networks between art professionals and audiences in
Indonesia. Specifically, the memts of Artlab want to make sure that art networks involved in social
issues become more meaningful and sustainable on a larget®*$éajain, providing the means for
research, discussions, presentations, teamwork, and the production of art works ardigngitic
central.

These four successful platform&éarbon Journal OK Videq Jakarta 32°C andArtlab, seem
to have triggered the development of new ones, like the annual Ruangrupa Music Festival (since
2010), better known as the RRREC Fest, RURU Kids (since 2015), etgahisesieducatiorbased
art programs for children and teélf§ and the new art schbinstitut ruangrupa (also since 2015).
With regard to art education, it is also interesting that ruangrupa has created maiiy-rasisience
programssince2001*% All in all, the abovementioned platforms have a similar approach arghith
Since theyare accessiblm thatboth artists and neartistsare invitedto freely partake in all kinds of
activities, the platforms all reach out to young and relatively inexperienced pedelack
opportunities for publishing their researcfhese people arebke to engagen multidisciplinary
research, and experimenting with different mediumsiost commercial art institutions such as

galleries are limited to merely presenting artworks, offering space to more rethawists.

Bijuliastui Nuraini, fARuangrupa: A ConifemlsfAloumnalofAe,n Hori zon
Context, and Enquiryvol. 30 (Summer 2012123.

®Berghuis Thomas. ARuangrupa: WhTaitd Texto/al.l28, Isdue4, @uigolh,Art t o C
403.

Bruguera, Tania, fARef | e dntAikems) Nicketml.(els)Wh aDdbs!| t hesesael /
Constellations of Art, History, and KnowleddeCritical Reader (Amsterdam: Valiz), 201,817.

¥"Yunanb, fAFi fteen Years of Ruangr-yeas @ccesseea 21 Januaryp : / / r uan
2017).

1% Seefiartlabruru-200810pdfod, available orhttp://artlab.ruangrupa.or¢éccessed on 23 January 2017).

189 See ruangrupa.oi@ccessed on 25 Janu@g17).

Hyujatni kajennong, Ag u n)etliefdizinopde statl (Jakgriajiea curhtorieel ( st ap e |
essay van een vrieadDorthuizen, Sannged.),Karbon Arnhem Files #4.1: Hoe ruangrupa weirkeodium 86,

translation byOorthuizen, &nne, and Veltkamp, Eer i gi nal AFor those who are (so
City (of Jakarta) a curatorial essay (from a friemd) S ehép://anwssansbeek.org/en/karbonarnhemfiles
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R u a n g rgenprasitydowardeelatively inexperienced peoplsuch as studentsvhich reflectgheir
educationalaspirationsalsocorrespondédo Tani a Br uguer a6 spengnaded,d @ @t i on
professidorntael i eddbB arti st who fAgives peenoéol.e t he
Ruangrupads generosiltyT i(s6 uasles ob hreetnmifone Whceegnft ) posf m
usership that conveys the social dimension of uset$hip.

Increasing ambitionsworkload and expansiorprompted ruangrupa to delineate a more
efficient structure in 2015, altering various divisions whilst also establishing new ones. Aside from the
Aboar do, manageri al t eam, OKwideq Jakanaa32°€ the Arahieew di v i
and Documentai on Di vi sion (focused on websitgagliRUBU r uang
Gallery ( @ experimentation space for younga | ent ed, an ddAaditgrally,ches ar t i
Educational Division noworganiseswriting and curating workshops, and it erped with Institut
r uan g rfourgled,to g@énerate artists, curators, managers, producetsrsvir or anything in
b e t w&%And.since 2015, the Business Unit comprises RURU Corps (evcimhactivities), Ruru
S h o eccentfic products made by artistdamiltural workes 8, and the newly independent unit
RURUradio (online radio). Other significant changes are the permanent security and registration of
every visitor in a log in the ruru house as a result of ste&framd the relocation of RURU Corps in
May 2016, from the house to Gudang Sarinah Ekosi¢tiggn23), an old sixthousanesquaremeter
warehouse with an exterior space of #ihousanesquaremeters in Pancoran, Soudlhakarta. A twe
year investment by ruangrupa, the Gudang center btoggther the RURU Corps, Forum Lenteng
Serrum, Grafis HurdHara, OK. Videq andJakarta 32°C paving the way fonew crosglisciplinary
collaborations, largecale art events, and attracting audientes.

Artist and occasional partner Reinaart Vanho#es that after reorganisations in 264316
ruangrupa now stands at a new crossroad as many younger members took over tasks from older
members?®® Moreover, ruangrupa is more and more influential on a cultural and-gofiizal level
both rationally andinternationally. h the eyes of Vanhoe, thegre gradually becomingnore
institutional. On the one hand, this is advantageous, but on the other hand challenging for the ruru

YIEl etcher, Annie, and Bruguera, Tania, AExhibiting ar
with Tania Bruguer gqatls)What Askéehe, UBNE@k Coastall ations o
Knowledge A Critical Readey (Amsterdam: Valiz)2016 432.

192Wright, Steven, i T o wa rAikensg Nidk,eetxal(eclo)vhaf 6 ¥sehehlUpé? in
Constellations of Art, History, and KnowleddeCritical Readey (Amsterdam: Valiz)2016,485.

yYunant o, AFi fteen Years of Ruygeag/nacqgesadon?2d gapuary ht tp: / /r
2017).

19 bid.

195 pid.

Hujatni kaj ennong, Ag u n)etliefdzihomde statl (Jakgriafiea cuhtorizel ( st ap e |
essay van een vrieadDorthuizen, Sanngd.),Karbon Arnhem Files #4.1: Hoe ruangrupa weirkeodium

110.

197 Oorthuizen, Sanngd.),Karbon Arnhem Files #3: Radicale Collectivitesé, 55, see also
http://www.sonbeek.org/en/karbonarnhemfilaadhttp://gudangsarinah.com/enfadllectivecompounden/

(accessed on 1 February 2016).

198 yanhoe ReinaartAlso-Space, From Hot to Something Elstaw Indonesian Art Initiatives Have Reinvented

Networking (Breda: NPN Drukkersp016 54.
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house as an alternative space and locus for creating innovative approachesanFiatarnal
perspective, ruangrupa now has a more rggghnisatiordue to its new structure, and it is important

to acknowledge thabecause of their growth, the ruru house is increasinglydess open space
wheremembers worlkand sleep, and a spastere arincreasing number of visitors come and'go.

From an external perspective, ruangrupa is more institutional in the sense that they receive more
recognition from the (international) art world, which is for example apparent their role as
curatorsof Sonsbeekd 1 @lso, several individuals of ruangrupa have exhibited their work in
prominent institutions worldwide like Palais de Tokyo in Paris, linkmgm to the more mainstream
artworld. In the future, ruangrupa will not only have to keep positmpitself in a further globalised
artworld, but also in Jakarta, where more commercial galleries are now reaching out to young and

experimental artists?

2.2 Ruangrupa working in Arnhem, 20152016
In October 2014, the short list of candidates for curéfirgn s b eveak madelp@blic. Besides Ade
Darmawan, the names on this list included curator Joanna Warsza (1976, Poland), curator Moritz
Kiing (1961, Switzerland), and the ariisirator duo Apolojia Gu gt er §i | (1965, S| c
Lind (1966, Sweden), who all visited Arnhem in OctofferA committee of nine national and
international art professionals was tasked with selecting a curator: Ute Meta Bauer (curator and writer,
director CCA in Singpore); Jurgen Bey (designer, director Sandberg Institute in Amsterdam); Jan
Boelen (critic and curator, Belgium / The Netherlands); Fulya Erdemci (curator and writer, Turkey);
Hicham Khalidi (curator, Belgium / The Netherlands); Kasper Konig (curator aitdrwartistic
director Skul ptur Pr o] e lBachelez (art cMig angl tcieato), Frandeé t a g a
Gabriélle Schleijpen (director DAI in Arnhem); and Barbara Visser (visual artists and filmmaker, The
Netherlands§® In the beginning of Febary 2015, after the candidates senttheir proposals,
Foundation Sonsbeek International announced that ruangrupa was appointed as allegiedly the

choice for ruangrupa was unanimous.

199vanhoe ReinaartAlso-Space, From Hot to Something Else: How Indonesian Art Initiatives Have Reinvented
Networking (Breda: NPN Drukkersp016 67.

I'n an interview with Sanne Oorthuizen in April 2016,
position of the RURU gallery: fAThe first time the gal
at that time for most young artists atet,us say, experimental artists there were few places where they could

show their work. In the years 20@®11, this place [RURU gallery] was very important for, how shall | put it,

that situation and those artists. But then the situation changed; margaheries occurred in Jakarta, which are
commercial. Now they start opening their eyes and minds to give these young, experimental artists more
opportunities. For me, the biggest challenge is how we can position ourselves. Because | mean now there is no
difference anymore. (...) It will be my first priority to make sure that young people keep coming, and that more
people come and see how an alter n@d)jKarleon AmhéemFesace wor k
#4.2: Hoe ruangrupa (samen)weikCoulissen 98, 99.

1 gee http://www.kunstbeeld.nl/nl/nieuws/22587/shoktistatorersonsbeel016bekend.htm(accessed on

26 January 2017).

22| receivedthis information from Foundation Sonsbeek International.
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Since they had to combine working in Arnhem and Jakanengrupa didloubtwhether it
would be possible to handle the extra workl@&ddowever, from the beginning they envisioned
Sonsbeeld 1éd6s fia nat ytwaadferrimgeaheitg pstoeapdhes t o asaMagtber n  c
speculate into theé u t .6**Bg teansferring their approach to Arnhem, ruangrupa had to consider the
fact that The Netherlands was the colonial power in Indorfesiaver a century, untiindonesia
became independent after a bloody war that ended in 19#Besses of the decolotigation of
Indonesia are still alive, which addeddamtr | ayer to the Otransactionbd
from Arnhem. The colonial past was acknowledged by ruangrupa by including Museum Bronbeek in
Arnhem, the most important museum about Dutclordal history and the Royal Dutch Indonesian
Army (OKNIL®), as Saonn sebxeheudngroth Govited artistduuleSadéeots make
a work for the context of Museum Bronbeekogether with thirty member of the Mollucan
community in and aroundrnhem, Sadée created the installat®g which shedded light on the
colonial era and the migration of Mollucan people to The Netherlddidst h t he t heme &6t r
ruangrupastuckvery close to its artistic identity as this word captures the essence of their democratic,
processoriented and collaborative approaches overphst sixteen years. Accordingly, transaction
conveys ruangrupadds Vvi si on sg;martas adociahpsactiaethamsnt i nu o L
focused on end products bus Vaa h o e put s i t, thelcok ectednt ofvarddhot
6 momeft s60

Ruangrupads r Bohsheekd & Bazautmajectory of abmdt two years in which
seven of the core membédrsAde Darmawan, Hafiz Rancaljale, Farid Rakun, Mirwan Andan, Indra
Ameng, Ajeng Nurul Aini and Reza Afisina not only develogd the exhibition, butwere also
i nvol ved i n fheylhemdisumpgnise thd conteat of various sdents during the
exhibition, like symposiafringe activitiesand proposals fathe Open Callprogram. Throughout this
long process, transactions foeah the central point of departure. As ruangrupa cksifin the
exhibiton cat al ogu e, anyexchange that happenscdeatweengovatiore] people 2%
Al ready at the end ofedByOnketing paoplecands(@tuejganiBatians u 6 s 0
in Arnhem and listening to their ideas and stories. Ontheffirst important encounters wasth
Sonsbeek park ranger Jeroen Glissenaar, who gave ruangrupa a tour in Sonsbeek park in ¢fie winter
the end of 2014giving them extensive informatiosboutthe history, vegetation, and visitors thie
park?®’

The opening of theuru huis (fig. 24 and 2% half a year later (in the first weekend of July)

3peters, Maikefi Ma ke fri dndsgreprakt mmet de curtransACTIGND , van SON:

seehttp://dbkvblog.artez.nl/evenement/negfkiendsnot-art-in-gesprekmetde-curatorervan-sonsbeekl 6-

transaction(lastaccessed oh Februar2017).

Exhibition catal tagpAETBSONSBEEXKob6kBOown as the O6Acti on

2% yvanhoe ReinaartAlso-Space, From Hot t§omething Else: How Indonesian Art Initiatives Have Reinvented

Networking (Breda: NPN Drukkersp016 49.

iszxhi bition catal tagB€ETBSONSBEE&KXoH6kBown as the O6Action
Ibid.
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wasthe official kickoff for makingSonsbeeld 1, &1d as such it can be seen as the prelimstary of
the exhibition. Theauru huis was firstlocated in the Looierstraat that is just one street away from
Arnhemds mai n.Os B3oJpnp ROAG thesrtiru heiie moved from the Looierstraat to the
Bezoekerscentrum ( 6v ipak sb that it beeame maredcloselg tonnEcted ® b e e k
activities taking place in the paf® The ruru huis had much in common with its big brother in
Jakarta. As an integral part 8dnsbeeld 1uditil the endof the exhibitionin September 2016, tharu
huiswasintended as a multifunctional space where everylmmiyd walk in any time during the day
to meet and greet members of ruangrupa (and the editorial team) in order to exchange ideas, stories or
objects, or to simply read a dlg work in silence or hangut, asmembers of ruangrupa and the staff
of theruru huisoften did Foll owing t he s ptandnetwakbased approaghrau p a 6 s
the ruru houseni Jakarta, an editorial teamdldy airator Sanne Oorthuizen examinedible and
invisible sociepolitical, cultural, and spatial phenomemalirnhem. Most of the research svearried
out by the ruru buitendienst, a group of seven artists and researcheextvapmlatedhe notion of
public space in Arnherf?? In addition, Reinaart Vanhoavas an important partner for ruangrupa,
overseeing the multitude of activities in theu huisfor the public, such as workshops, presentations,
and performancegfig. 26). Not only did Vanhoe assist witlsonceptualisinghese activitieshe also
createdinstallations using remains from theru huis for exampleobjects that people left behind,
referring tothe transactionthat tookplace at theuru huis One of the installationswasintegrated in
theruru huisat the visitor center of@sbeek park; the other piesmsincorporated in the exhibition
TrandHistory at Museum Arnhem.

Besides tables o f, hobksshelves, showcases (containing all sorts of oljgttsehind by
visitors), and a small kitchen, tlmaru huishada blank, meterong map of Arnhemwhich people
were invitedto fill with, for instance, words, drawings, or stickersvisualise experiences and ideas,
or certain places or neightadoods in Arnhengfig. 27). As for the map and thairu huisin genera|
visitors, the editorial team, and ruangrupa could use them as tools to get to know each other and grasp
urban issues in the city. Ruangrupa &uwthsbeekd 1v@ere also introduced outside therru huis
membes of ruangrupa occasionally hadstand on magts to meet inhabitantsf Arnhem and
stickers and post caragere distributedn public spaces such as cafés throughout Arntatimying
people to send in thoughts about Arnhem and its inhabitants. Adjatheredverbal and nowverbal
information wasifst of all used by ruangrupa for selecting the artistSémsbeeldl6. At alater stage
the artists in turn hathe option to use the information as a source of inspiration from which to create

their works. Thus, in accordance with the ways in which ruangrupa connects with urban spaces and

2% Two core activities of the ruru buitendienst were public reading sessionsratutmiis in which the group

discussed he | egi sl ative document of Arnhemds public space
and tweweekly, freely accessiblealks in ArnhemThe editorial team also initiated the ruru radio program and
thesefmade j our nal Karbon Arnhem Files, inspired by ruar

http:/Aww.rurubuitendienst.nlaccessedn 30 January 2017).
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their users in Jakarta, they firstade effortsto get acquainted with Arnhed s hi st or vy, col
memory, communities, organisations, and so forth, before asking artists to partidgpatech the

transactions between people from Arnhem and ruangmepaintrinsic to their methodologin short,
Ruangrupaodos afdphapedbgnhh aits Wrbi ogvhet ac aThik modéiausershipat or s h
has to be understood as alternative way tonakeworks of art to bringtheminto the worldby

simply talking abouthem Di amet r i c al | y radtipnal@esthalic functiofianratrorsa ttor s h i
(t al ki shifts terfdcysdfrom thear t i st 6s Wwor kp e pelptipesdps to art.”™°
Narratorship can be r el atuaduistt@invite peoplegto sharathesr ai m
ideas and stories with the curators

Although theruru huiswaslocated in the city center of Arnhem, and presented as a free space
where people couldhang out or work, people in genetakned out to beaeluctant to step inside,
especially in the beginning whé&ho n s b eveagstill @ log time in coming* Aside from the fact
that ruangrupa and theuru huis were relatively unknown in Arnhem in the beginning, this can
perhaps be explained by cultural differences betwleeButch and Indonesians, and in particular the
differentways in which people live in Arnhem and Jakarta. In a way, it seems almost impossible to
compare the lives of people in Arnhem to those in Jakarta; not only does Jakarta have ofige sixty
times more inhabitants, the majority of the people deal withymaoblems on a daily basis as a result
of, for instance, poverty, pollution, poor infrastructure, and overpopulation. As mentioned before,
people are more used mrganisingthemselvesas they rely more on each other than on the
government to take actiomnstead of keeping things more to themselves by living and working in
(semi)private spheres, it seentisat people from Jakarta spend a lot of time in public as they, for
example, travel from ongectionof the city to another, or try to sell productdlie street.

Other, more obviousd i f f er ences can be found by compari:
Sonsbeeld 1 Birst of all, the scale and duration®insbeeld laBe differenttomosb f r uangr up af
activities in Jakarta, which generally take place in one or several small spaces, for one or several days,
or a few weeks. Secondl vy, r u a naygarnisedayd/eunggpeople vi t i e
who attract young audiencéés whereas the crowaiArnhem arguablgonsists opeople of all ages.

And wherer uangr up a wore widelymknown among youngsterin Jakarta, the word
0 S o0 n sebxehei kb mostly ingsé bellfor people of, say, thirty or forty years and oldssme of

whom may have vivd memories of previous editions eight, fifteen, or twefotyr years ago (and

°Wr i ght, Steven, @iTowa rAiteng Nidkdangecet aled0)fVh s 8 s shhpo Usen
Constellations of Art, History, and KnowleddeCritical Reader (Amsterdam: Valiz)2016,480.

1 Oorthuizen, Sanngd.),Karbon Arnhem Files #4.1: Hoe rngrupa (samen)werkt Podium 68. See also

Peters, Maikefi Ma ke fri éndsgereprakt inmet de curatoren van SONSE
http://dbkvblog.artez.nl/evenement/mafkiendsnot-art-in-gesprekmetde-curatorervansonsbeek 6-

transaction(last accessednol February 2017).

#2Mirwan Andan of ruangrupa write:Ur ban yout h cul t
has always been the audience of r
tenth anniversaryaf uangr up a: Decompressi on
StudiesVol. 12, Issue 4, (2011), 59802.

ure, with its enthus
uangr upmatéenthpr ogr ams.
# 1 ter-ASiakQulturald i ng t he ¢
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sometimes even earlier ones). In short, transferring their practice from Jakarta to Arnhem brought new
challenges to the fore, some seemingly related to different ways in wbagie live in these cities,

alongwi t h unspoken cust oms and things that are t
transactioni a n d , perhaps mainly, 6actiond,Soasbeeseki mpb
transACTION i was answered by people during the exhibitiwwheneighty activities (out of ninety

seven proposal$dok place in and around the artworks at Sonsbeel’park.

2.3 Alternative how?

Toanalysee uangr upads aptsideert yearsaneans andloboesly mnalysspgcts otlaily
life in Jakarta and all the changes taking place there, and to some extent also in Indonesia, after the
reformasi in 1998. However, understanding what ruangrupa is and how it exactly operatesvée
have seen, prone to fail because they never had a clear structure until 2015, nor did the members share
a common strategy. What is evident is that ruangrupa is an organisation that has always welcomed
people with different backgrounds, professiopgrsonalitiesand viewpoints. In doing so, they
evolved into an opeminded artorganisatiorthat thrives above all on values like friendship, mutual
support,generosity,and determination, which ensure the means for collective experimentation and
expanding networks.t is in the minimal number of fixed, preconceived jpbsitions, rules, and
outcomeghat we can locate ruangrwa $trength and@lternativeness.

I n defining ruangrupads practice, sewbsral ar
Artist and curator Marion von Osteategorisesuangrupa as a translocal organisatiomtiicatethat
they not only work locally, but also internationall§ Art historian Thomas Berghuis seems to go in
the same direction by connectingruangrupph e 6 gl obal 6. I n whedefinesi ght b
theglobalamsna Aivi sti c procedured that commences by th
world, thereby constituting thaaking of art out of the worléf*® In an essay from 2012, curatand
writer David Teh, on the other hand, discusses how many members of ruangrupa assume the double
role of artist and curator withoutaving beene ducat ed as curators. Specu
success might stem from this double role, Teh suggeatstitb group moves beyond traditional
notions of curatorship by making sure that not the work of attréther thea u d i e rthe eltmates
object of ¢éUratorial carebo.

I n hi s study of l ndonesi an art coll ectives,

3 |Information retrieved from the report of Marloes Verhoeven, one of the coordinators@p¢neCall See

also Appendix

Z%Choi, Binna, an dTradsLocalrPpsiDNaplinary Qrganizational Pradtice: A

Conversation BetweeBi nna Choi and M@hoijBmng LindoMarialdPethiak,Bniily, i n

P et rBadhélezN a t éedsg Cluster:Dialectionary, (Berlin: Sternberg Press), 2014, 274, 283.

Z5Berghuis Thomas, fARuangr upa: WhThitd Texio/oll28, Istue4d, @uRO1H,Art t o C
407.

218 Teh 2012 Seehttp://www.afterall.org/journal/issue.30/whmresa-lot-ruangrupaascuratorshiplaccessed 6

January 2017).
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opposition to Western contemporary practices, and more broadly Western capiizliseral

countries like The Netherland¥. Whereas Western artists often work rfroan individualistic,
outsiderds perspective, p roa dettainiissugs ow contdxts fromhaa t cr
distance in their studios, Vanhoe argues that ruangrupa immerses itself iregt,cootking as a

net wo r kontéextallyalogiGalway that is always opeh o o f*hFerrttss dype of practice,

Vanhoe coinedthe term (g)LEAP, short for (g)Locally Embedded Art PractiéeSimilarly,

Darmawan assertdtiat ruangrupa produces a system that is alternative from the modernist model in
theWestern world:

We are in the middle of a failed modernism, illusive nationalism, and national identity, and the
products of corrupted power. (.\We are left with only one position, to become greedy
consumers. What | am trying to say is that throughwmrks we are developing an alternative
system. As the consumers of the products of social and cultural history, we are capable of
developing a mixture of collaging, mendmatching activities and destruction and

reconstruction of practices ss toaccod with local needé?°

The social dimension of ruangrupaartistic andcuratorial approach, to create possibilities for
meaningful transactions between people, can be considered as the key to establishing an alternative
framework by enablingind encouragingeople to transcend their role as consumers. In the case of
Sonsbeeld 1 BansACTION, these transactions might, then, offfiarparticular andimely discourse
about theen cdlttyedr nat i wan leddits @ differens ®d @ rhsattanidi ng of  /
layered urban realitieé€”? Ru a n g r u pwaé deveryocanieyed by theiB o n's b e-glogan 6 1 6
6make frié&hds, not artéo.

In drawing a conclusion about ruangrépa  wo r kS ochwsrbieges I6ddgan o6 make
f ri ends seemsielling. aypicaldy, this sloganalledgedly started out as a jokegvealing
r uan g runppeteniicusand speculative approach towards @&y. proposing tonot make art,
ruangrupacontendedthat artcould be much more thamerely conceivingand executingphysical
works of art.l t seems pretty close to Stephen Wrightés

posi ted i ncoefficiest ofcad Atcarypate kndwledge about art history and theories, and

#"Vanhoe ReinaartAlso-Space, From Hot to Something Else: How Indonesian Art Initiatives Have Reinvented

Networking (Breda:NPN Drukkers)2016 7-11.

#81hid., 9.

29 bid.

03yliastui Nuraini, ARuangrupa: A ConifemlsflounalofAn,n Hori zon

Context, and Enquiryvol. 30 (Summer 2012),22.

ZlExhibitioncatalogueso nsbewksAGIBON (al so known as the 6Action b
Ibid.

223 presentatioMirwan Andanin ruru huis 29 May 2016See also PeterMaike,i Ma ke fr i éimds not a

gesprek met de cur a ttransACTIONS dttp:/dBlOMNOY. B tEZNKevedeimént/make

friendsnot-art-in-gesprekmetde-curatorervansonsbeek 6-transaction(last accessed on 11 April 2017).
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theeverr et ur ni ng g u e s titimately séemdf aecondarg im@ontance dwangrupa

R u a n g rcanpgextdiigen approach, which is strongly groundedhe input and needs of
other peopleas exfained by Darmawan in the abeuwgentioned statemerggems reminiscent dbth
Tania Br uguer a ot amefiodatve antl pofitidal potgntiab df Arte Utind Stephan
Wri ght 6s v i sasapmcess of daost@ogising agtressing the necessity to deontologise
art, to break awayfrom the artworld s d o rhieories and ways of presentingart Wr i ght 6s
descriptionmay just as well have been about ruangrupa

( é )t [fartd] emerges as a contedépendent set of tools, energies, competergiesh that
younever really know when, ploace.o Awhtadts ewatye nd f

deontologicaf?*

With regard tothe artworks ofS 0 n s b e, ¢hk exldibitién, as a framewodnd atime-basedart

event, seemingly precludedhe works from becomingwholly deontological.Yet, by r uangr upaé
inclusion ofcitizens of Arnhen{epitomisedby the ruruhuis), and byallowing everyoneto freely use
theSonbseek laBtworks, theexhibitioncontinued to be aollectivework in progressn the here and

now. It should be remarked th& o n s b eieckided dlnbimber of aesthetically appealing artworks.

Yet, to some extenS o n s b evndermibeldiée aesthetic functionofart when Af orm i s ex

f or fAtosberio Ranciéregandthed ont ol o g i as a dontepopaty @art exhibition.

2Wr i ght, Stephen, AiReditisofdeatoldgziogmrtt /cah artgfideoatdlogizing
politicsd northeasthsouthwest August 2014, sdettp://northeastwestsouth.net/becomdepntological
politics-deontologizingart-art-deontologizingpolitics (last accessed on 12 November 2017).

“% Ranciere, Jacqueshe Politics of Aesthetics: The Distribution of the Sens{htendon / New York:
Continuum), 2004 24.
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CHAPTER 3

Repurposingartworks: on the uses okix artworks of
Sonsbeekd I BansACTION

What | am trying to do is to remind people to forget that it is art and think about it & life.
T Christian Boltanski

Children challenging their parents for a game of ping pong, a couple sitting together in silence on a
tree trunk, and amateur bakers in anticipation, keeping a close eye on their loafs of bread and cakes as
they quickly transform in a huge oven; duriBgnsbeekd 1 GansACTION the artworks in park
Sonsbeek certainly inspired many different kinds of uske.use of some of the artwonkssfairly
seltevident, for examplén the case othe colorful ping pong tablg$ig. 28) made by Louie Cordero
The ways to use some of the other wokkerenotasclear and much more ope&mded, like Slavs and
Tat ar s 0 (figh 29handr3@ Thélevel of freedom in use wadso different: some artworks were
meant to be used freely without interference from the artists, whereas the use of other works was to
some degree controll ed. I n-madé leakery ard evdifmf31),Adr p hon s
example, use wagntited to one day in the weekend and supervised for safety reasons. As a result, the
uses of the different artworks wemrdther primarily active and physical (tpeng pong tables), more or
less passive (the church), or sometimes active and at other tissisep(the bakery). And as some
artworks weremostly used by children, bfpoth children and adultgnd yet otherpredominantlyby
adults, each had a slightly differegtoup of users. Significantly, several artworks kept people at a
distance and henceuald not berepurposedThe original map of parkddsheek by Jan Rothuizen (fig.
32), drawn on a wooden panel aallered by the artist himself in the course of the exhibition, turned
people into spectators. The same traditional vieavwork relationshipvas established by Folkert de
Jongo6s ,forwhithghe artisttused hydrospan and his dvady (fig. 33).

In singling out artworks for analysishave madaelistinctions based on diffemekinds of more
or less artist intended uses. This hasiltedin three pairs of comparable workset works of Louie
Cordero and Maze de Boer wepeth meant for playing; Eko Prawoto and Slavs and Tatars both
deliberately left the purpose of their works open to publics; and KUNSTrePUBLIK and Rob Voerman

createdartworks as platforms for stirring awareness on sociopolitical issues.

228 Artist Talk with Christian Boltanski at Jupiter Artland, Edinburgh, 25 June 2@%5, s
https://www.jupiterartland.org/artwork/theatdembreglast accessed on 11 January 2018).
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3.1 Play: Pong The Happy Camperand Common Ground

Pilipino artist Louie Cordero (Manila, 1978) created two artworks Soo n s b e,edksignédlL 6
specifically for playful useBoth works were made with the same materials: a combination of foam
and fiberglass. However, the similarities stop herd?@syand The Happy Campeffig. 34 and 3%

did not look anything alike, and invidevery different kinds of playful uses.

3.1.1Pong
Pong consistedof three unusual, asymmetrically shaped ping pong tables, appropriately decorated
with colorful motifs. Inspired by the originally haspdai nt ed Jeepneyods (city
hometown Manila, Cordero coated the tables with the same typardfthat is used for embellishing
t he J e’ pheieverdiwe decorations on the tables, which seem to contaifievergcognisable
elementssuch adlowers and parts of animals, amminiscenb f some of Corderods p
paintings, likeGanera (2014) (fig. 3§. Because of their irregulatontours and the missing white
lines, peopleoulddiscover newvays to play ping pong. laddition the different bulblike protrusions
and openings seaxd to offer an equahumberof advantageous and disadvantageous options for
getting the ball across the net. BesiRbegdo t heir
Stephen Wrightés ot her ma i ndsualmes¥aadcatiditional srtisticc s o f
layer. The ping pong tablekelong to thedusuabin the sense that they are ping pong tabldwy
arguablyalso have the additional artistic layer, which Wright deems necessary for identifying them as
art as opposed tmereping pong tables. The artisticlaye of Cor der o 6 nsigtofrall pong
the aspects that differentiate them from regular ping pong tables (the foam and fiberglass, unusual
shapes, colorgnddecorations).

Two of theterms Wright proposes fodefining the artistic layerof usership artallure and
double ontology, seem to be applicabléting As described, allure imaexperience that is provoked
by the materiality of an object artdkes place in the human minth e al |l ur e of Cordero
tables carbe said to ase from their6 u s u a | nunigue £hapes rad decorationst first sight,
watching people play ping ponggmeonanay have identifie€C o r d e r s assegueapingkpong
tables especially if theydid not know abouthe fact thatS o n s b eweak takind @ace at the park.
By taking a closer and longer look #ite shapes of the tables and their almost entirely abstract
colorful decorationspeoplemay havequestiord if they were ping pong tables or in fact artworks.
The moment that people tesed theywerelooking at or using artworks the moment an experience
of allure took place peopl eds percepti ons 1dahk pingpag tgblesrage pong
notjustping pong tables, even though the objects themselves remained the Hambkely that few
visitors have experienced allure. Becauseahef unusual shapes and decorations, and the fact that

Cor der o wereswmunded by other art installationthe ping pong tables may have been

“"Exhibition catal te;mA€T | SONFEBEEKO kGDWN as the 6Action
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recognised as artworks most of the time.

The primary and secondary ontology of the ping pong tables, which constitute their double
ontology, can be distinguishedn the one handah their function as ping pong tables awod the other
hand,the almvementioned characterisithat single them out fromormalping pong tables.

3.1.2The Happy Camper

A two-meterhigh sculpture of a head situated on a wooden podium near one of the entrances of park

Sonsbeek,The Happy Campe(2016) could notbe missed. Apart from its size, the wodkew

attention to itself because of a peculiar combination of young and old facial fe&ym#zolisingthe

agng population in the Netherlands and other Western European countries, the artwork regpeesent

child suffering from the earbagingdisease progerf&® Cordero left out the skin on the left side of the

head for people to cover with chewed chewing gum. By sticking their gum onto the head, and leaving

a trace behindCodero wantegemle to1 perhapauncorsciouslyi i ¢ o | othecheweng gum head,

as it was popularly called® As finishing the workwas expected of themvjsitors may not have

reflecedupon their chewing gum marksowards the end of the exhibition, when the entire surface of

the headvasspeckled with gun(fig. 35), the question aroder me if the work hadbeen cecreated by

the public or whether it ltbin fact been legally vandalised. Either wayze Happy Campewas used

by the public.It is difficult to analyse this artwork with Stepln Wr i ght 6 s t heor et i

because as a sculptural object it seems to lack usualness. Although sticking chewedtgum

something is not uncommon, it ilscommonand out of the ordinaryto use gum for a work of art.

Unlike the ping pong tables, pdemenerally stopped with surprise whenever someeclimbed up the

stairs to stik his or her gum onto the hedibnsequentlyit can be argued that the artwork appears to

be closer to apectacle or an event, conceitat are explained by Wriglas contadictory to usership

driven art practices. The fact that the publastaskedwith co-creating the chewing guimead would

likeynot, in Wrightos opinion,.qualify it as an ex
It is striking thatall the Open CalleventsaroundPong and The Happy Campecould be

characteriseds recreationaloutings and thatfour out of five eventswere private The area was

choseras a location for three private parties, a public picknick and a private staff outing for teachers.

Though it was to be ha#xpected, it is important to acknowledge thating theséOpen Callevents

the ping pong tables weresedonly as ping pong tables. It céinereforebe argued that the use of

Corderods work was alreadyopseldetl et walfihvented t |h e a il

uses The similaities between th®pen Callactivities alsoseem to indicatéhe fixedplayful use of

Pong

228 Exhibition catalogueS ONSBEE KahsA€T| ON (al so known as the 6Action
229 |1
Ibid.
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3.1.3Common Ground
A third artwork thatwas supposed to be used for play @mmon Ground2016) fig. 37), a
playground by Dutch artist Maze de Boer (Amsterdam, 1976). Temporarily removed from a
neighbarrhood in Jakarta, the playground wasppled to the Netherlands andingtalled in park
Sonsbeek while maintaining the tight composition of the tphl@g sets (a swing, slide, and carrousel).
During the exhibition, de Boer in return provided the vacant area in Jakarta with Dutch play sets. This
trade of playgrounds, a reference to the trading between the Netherlands and Indonesia that
commenced in 159%vas the result of theationality of the curators & o n s b e which poohed
de Boer to visit Jakar®’ According to the artistDutch children woulduse the Indonesian
playground like any other as playing is a universal phenonféhdtis artwak, however, subtly
demonstratedhat playgroundshemselvesare far from universal. A first striking difference between
Common Groundand Dutch playgroundsasthe stone pavement, which is constructed to resemble
the original groundinderneaththe playgroundn Jakarta In the Netherlands, playgrounds generally
have either a grass or sand ground in case children should fall down. While ex@orimgon
Ground childrenmustalsohavenoticed that the play set@erepainted in many colors (green, white,
red, am yellow), and cordined curly ornaments. For somealdts, the colors and ornaments of the
play sets had a nostalgic edge, reminding them of play sets froncthildinood?*? In addition, the
play setswerea little smaller and cramped closer together thest Dutch play sets. Because of all
these small differences, both children and adedtsld playfully learn about the different ways in
which playgrounds are made and used in the Netherlands and Indonesia. However, marnyegueople
probably ignorant of # origin of the play sets, which means thegre also oblivious to the
differences between Dutch and Indonesian playgrquaas if theymusthave noticed the difference
between this andther playgrounds in the Netherlands

Maze de Boerdés playground invites a free and
ping pong tables. Accordinglf{zommon Grounaan beanalysed as a useful work of artthe same
way asPongto some degre&xperience®f the work in terms of alire may well haveoccurredmany
times as expecteda number ofpeople first mistookCommon Groundor a regular playground as
opposed to an artwof® This misunderstanding i n Wr i ght 6s eyes a wel com
probably took place more oftdrerecompared to the ping pong tables, because the installment of
playground is very commom a park and Sonsbeeklid not yet have a playgroun&spousing
Gr a ham Htheomsationdfsthe term allure, Stephen Wright envisages allure as a hidden

trapdooror staircase by which peopteuldunmask amusual object as a work of &t With regard to

Exhi bition catal oganfACTS OMNSBBEK 06 khown as the O6Acti on
231 |1

Ibid.
232 The author in conversation with participanisnr guidedours.
233 i

Ibid.
Z4Wr i ght, Steven, @To wa rAitens Nidkexal(edo)What 6 sehshUpé? in
Constellations of Art, History, and KnowleddeCritical Readeyr (Amsterdam: Valiz), 2016169, 470.
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Common Groungdthe stone groundould bedistinguishedas the trapdoor / staircagene of the main

features thatlifferentiatest from Dutch playgrounds, the stone groumdhen interpreted as an artistic

addition, mayhavereveabdt he At r ue i de nt iThough the fndonesiam plgylsetsy gr o u
alsomade it possible tmake a distinction betweahe playgroundaindcommonDutch playgrounds

they are arguably too similar to Dutch play sets to functioiragdoors / staircasg@sn other words,

if it had not beenfor the stone ground beneath the playground, experiences of aluitd perhaps

rarely have takerplace.Some peple may have identifie€@ommon Grounés a work of art, because

of the protective fencesvhich wereplaced evergvening and removed again the morning after, or the

small o6play at?®

Yresumably (youngy dhikkirkmire less ligety .tobeamme aware

of the fact thathey were playing with art instead of a playgrounthis was perhaps a good thing,
because otherwiseommon Grounanay havebeenused less often or with more reserve than is usual
for a playgroundlt is not unlikely that manypeople may have never found out that the playground
wasa work of art angbart of an exhibition.

Like the ping pong tableshe playgroud seems tdhvavehada double ontology;saan usual
objectit wasembedded in realitypbut the same timé wasan artwork as a result of the accompanying
artistic layer. The added stone ground beneath the playganudibe seenasa component of the
artistic layer. Additionally, the relocation die Indonesian playgrourmbunedas part of the artistic
layer, beause this artistiénterventionalso determinedts status as a work of arts relocation,
moreover, invitedusers to contemplate the differences between Indonesia and The Nethenahds
Arnhem and Jakarta, for example the differences between growirnig &rnhem and Jakarta, and
playing in park Sonsbeek as opposed playing in the sifeet.artistic layer wasnevertheless, not
integratedwith the usual layer. Whereas the artistiger of the ping pong tables washerentto the
objectsi their shapes, colors and patterns cannot be detachedHeotables , the playground had
separate artistic lay€the new context, and the stone underground) that was harder tq betieese
it was less distinctivélom the usual layer (the plagts).

Similar to Pong the function ofCommon Groundvas to a large degree predeterminEkis
might be one of the reasonshy only threeOpen Calleventswere organisedt Common Ground
However, contrary tdPong these eventsvere diverse and they wesdl public. The first of three
OArnhemLi f e SraneAsChld eOKN @ litlee : rEnglisk  latformArnhemLife which
fiprovides information about Arnhem on culture, food, social and kyiffgarranged a picnic at
Common Groundn 11 Junelike the secondicnic atPongin July, and the third picnic at Rob
V o e r mahe 6Egchangethis picnic was set up as an open mgetfor anyone interested,

correspondingto theSo n s b e-e k e i@hsBOGTIONG and ruangrupads aim tc

235 At some point during the exhibition this sign was lost.
236 geehttp://www.arnhemlife.nl/abosarnhermlife/ (last accessed on 15 November 2017).

62


http://www.arnhemlife.nl/about-arnhem-life/

together through aff’ For Ma x L@peneCaliagtivity the playgroundvas a goodspotto
find theappropriateaudience. Using the worlsastage, he performed magic tridks otherchildren
and adults.After their introduction at the ruru huis at the Bezoekerscentrum,otbenisation
Parelmoerinvited interested people to participate in roleplagammon GroundWhile acting aself-
chosenrole, people could interact with the different play sets froemglaygroundThe choice for a
roleplay activity atCommon Groundvas perhaps partly due to the possibility to play and physically
interact with the different playsets. In compando most of the other artworks (whi¢tinctioned
broadly speaking, as meeting placeslan besaid that Common Groungbrovidedactors withthe
best props and hence multiple opportunities for improvisationsThe role playersneeded a
Apl aygroundo, and they found one.

In summary, theneetngs and(unforeseenjnteractiors betweernusers of the playgrounénd
performers anthosethat happened to be theindienceswerecentral to the thre®pen Callactivities
at Common GroundThe democratic nature of the frgmiblic activitiesnot only echoed the theme of
S o n s b e leukalsdtheaitle of the playground, which seeto allude to the basic, universahtus
of playgrounds in general. However, the deeper meani@pofmon Groungdhat is the relocation of
the playgroundhs areference to the lagtrading relationship betweerm@& Netherlands and Indonesia,
did not transpire ithe Open Callactivities. Thus, imaybe concluded thahe Open Callactivitiesall
matched with the playground,but at the same timdhese activitiesvere unrelated to the preceding
creativeand mentaprocess of the agit , who was inspired by 6étransac

and Indonesia (i.e. Indonesian curators working in The Netherlands, trading history).

3.2 Openendedness:Bamburst, and The The Servant Servant of of the the Adll-Forgiving
Forgiving
While the aforementioned artworkegere all about playful useS o n s b e askincladedfar more
openended artworkswhich accordinglyinspired various uses ar@pen Callactivities. Like Louie
Cordero andMazede Boer, the artists made these moreepend ed ar t wor ks f or t he
unlike the more or less straightforward functions of the ping pong tables, the chewing gum head, and
the playground, thevays to useéhese opemndedworks wadess apparentheir potential usefulness
was, in other words, left more in the hands of the pulliich wasthereforestimulated to become
creative.Two artworks are used as case studies to examineutmmesof a moreopenended
invitation to the pubBambucst2016)(figu38e, aand Ekahdramwdt T
The Servant Servant of of the the All-Forgiving Forgiving(2016)(fig. 29 and 3.

On first encounter, these artworks seem to hdtle In common. An installation made out of

bamboostandingn e x t to Sonsbeekbs f aBamhustwasdne dofaeahe gye |l | a,

237 Seehttp://www.sonsbeek.org/nl/nieuws/opeall-petraorganiseerpicknick-tusserde-kunstwerken(last
accessed on 15 November 2017).
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catchers of the exhibitioBy contrastSlavs andl a t a r s(& crossdoetween installation and land
art) is situatedn aremote area in the forest, marked by the artists with rows of tree logs and several
wooden hands hanging in tre€r a w dBantbdrgwasbroken dowrafter the enaf the exhibition,
whereasSlavs and Tataés w bas $ort of become gpermanentyet unmaintainedpiecein park
SonsbeekWhat unified thesetwo works wasthe fact that theyxould be enteredand incorporaig
benches or places for people to sit. Consequently, pemyiein general less physically active and
more contemplative in and aralithem in comparison to the three wopteviously discussedince

these openended artworksvere usedin diverse and not always clearly visibleays it is to some
degree more challenging to form a coherent understanding of how jpeofited from the works.

3.2.1Bamburst

The bamboo worlBamburstby Yogyakartabased architect and lecturer Eko Prawoto (Purworejo,
1958)wasan impressive piece of Indonesian architectural craftsmanship. The building of the roofless
installation, its tunneli ke MAentranceo, and the surrounding s
hundreds of long bamboo poles from Indonesia, but also a team of Indonesian bamboo carpenters who
worked alongside Prawoto for about five days. Apart from the foundation belowdytevel, the
approximately eighieterstall poles were skillfully kept in place with many short, horizontally
intersected bamboo pins. For people wWiaal seen similar bamboo poles before, the wmiky have
brought up associations of a certain place antpaf time; other visitorg¢alkedaboutthe thickness and

the sheer length of the poles, wondering how long it took for thegfasting bamboo to reach this

size and what size they would have grown into dytthad not been cut downhd& unprocessed
bamboo may hayv epecdption g kathbop, éooimpstarsasdingits beauty, strength,

or potentialas a building materialSince Bamburstwas entirely made out of bamboo, it contrasted
starkly with the nearby tree species and the white;ctessicist Sonsbeek villa. In spite of their
different aesthetics, themerealsostriking similarities between the two buildingsike the Sonsbeek

villa, the bamboo structure wagmmetrical,andthe measurements of the windowsre exactly the

same Additionally, if you mentally eliminatedhe roof of the villathe two buildingsalsohadabout

the same height. What can be seen as an invsitdeaccidentasimilarity is theirlndonesiarorigin;
Adriana van Bayena wealthy heiress frodutch India (vha is now Indonesipordered the building

of the villa in 174438 At the time that Prawoto choose the location next to the villa, he was unaware
of its history.The close proximity between the villa and the work of art produced a kind of dialogue
betweerthe historical building with nealassical characteristicahich primarily functions as a grand

café, andhetemporary building without glass windows, doors, and a roof vétitut a predefined
function otherthan that of artwork.

For Prawoto, theaelationship between a building and its surroundings is one of the most

238 geehttp://arneym.nl/sonsbeekzypendaal/wittevidex.html(last accessed on 17 November 2017).
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important aspects of architecture. Throughout his career, he has often worked on private house
building projects in rural areas, using local, already available materials. Followideveloping a

certain (personal) architectural tys of little interesttohimi Too many ar chitects at
showing themselves whereas | w&%Ptawotovalusshthealosevh o an
collaboration with clients, whosenkwledge, idegsand priorities are combined with his skills as an

architect, and eventually end up being translated into a building.

Prawoetmopbhsasi s on the Orespectful integration
context, and his descriptie of architecture as medium for sharing values, and the architect as a
discussion partné’cal | t o mind some of Tania Brugingrads i
of art and daily 1ife, t hegtrapdlatewieat mAyt or thay aot bei st 6 s

beneficial for people, and heharacterisatiomf this type of artist as a negotiaf8t Architecture is
not included in Bruguerads conceptualisation of
fields with different traditionsexpertises, and methods. Yet, as architecture is by definition useful, it
might be fruitful to explore the common ground betwagshitects and artisisthis came to light after
the Tuner Prize 20150r, as ruangruparguablydid by inviting Prawoto to participate iBonsbeek
0 1 ®use art exhibitions for allowing architecture to enter into dialogue with contemporary art, and
vice versa.

ForS o n s b e Priawotd Wvahted to create an artwork without a predetechfinrposeto
make sure everybody was given the opportunity to use it for their own meedsense, the effect of
the lack of a predetermined function was that Bamburst was closer to a work of art instead of a
building. It was alsd® r a w oirntemtidrsto make an open structure so that the public would inevitably
experience the Sonsbeek villa and the park whilst being inside the artwork. The ope®asbukt
which could be entered from two sides, may hiaiggeredp e opl eds cur i insidetlty t o t ¢
openendedness alsappearsto have contributal to its accessibility and flexibility as an artwork,
because it was usedrielatively manydifferent waydor different purposes.

Before discussinghe Open Call and Fringe activities in Bamhurst, the usualness and
accompanying artistialer, as well as its allurdouble ontologyand coefficientare first analysed.
The usualness @damburst to begin with,wasnot that selevident. Unlike the previously explained
ping pong tablesthechewing gum headind the playground, thdentity andfunction of the bamboo

installationwasnot fixed, making it difficult to ascertaiis ordinary quality. To put itlifferently, the

29powell, RobertThe New Indonesian Hougdorth Clarendon: Tuttle Publishing), 2012, see
https://books.google.nl/books?id=VpbTAgAAQBAJ&pg=PT 166L%E2%80%9CToo+many+architects+are
+obsessed+with+showing+themselves+whereas+I+want+to+show+who+and+what+is+living+there&hl=nl&sa=
X&ved=0ahUKEwjPOK cu_PYAhXJLcAKHYduAWOQG6AEIKzAA#v=0nepage&q=%E2%80%9CT00%20ma
ny%?20architects%20are%200bsessed%20with%20sh&s@athemselves%20whereas%201%20want%20t0%?2
0show%20who%20and%20what%20is%20living%20there&f=fbss accessed on 24 January 2018).

240 geehttps://xemhbo.com/xerarchitectureexploringtogetherl_xpVrt2LP3C6A.htmilast accessed on 24

May 2017).

#lseeBr uguera, Tania, fARef | e dntAikems) Nickcenal(etls)Wh aPdsl t s &bel
Constellations of Art, History, and KnowleddeCritical Realer, (Amsterdam: Valiz), 201,616, 317.
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ping pong tables and the playgrowulldonly be identified as pingong tables, a playground, and as
artworks, whereas the oo installationfloated between art and architectur addition to an
artwork, peoplemight havereferedto it as avilla, a pavilion, a place for contemplation, etc. A
building where peoplerowingly and unknowingly gathered, dbuld also simply be described as a
meeting place. Since bringing people together seemed to be its most basic function, and given its
central location in the park, ruangrupa suggested the artwork could be associatestatisrf*?

Though Bamburstdefinitely hadordinary features by which people recogdiseas some sort of
building, its usualneswas subjective andhus hard to pin down. The bamboo paviliwasto some

extent comparable to common places where peopie ¢ogether (e.g. a community centre, a place of
worship,an arena), but the work escheveedirectassociation witla specific type of building.

The artistic layer oBamburstwas the sum o€haracteristicshat ma@ up its identity as an
6ar c hi artevarkg @md @dnsequentlyseparatd it from other building. Important elements
included the glassless windows, the grass fl¢icg. the lack of a floor)the freestanding tunnéke
fentranced, the missing door sed)(apdrthe vpemroof (withthe he b u
few crossing bamboo poles that together fedra grid). A product that is rarely used as a building
material in the Netherlands despite its strength and sustainability, it can be Hrgu#dte bamboo
also constitutetheartistic layer.

As the function of Bamburst and therefore its usual qualityereambiguousWr i ght 6s t er
allure seens to be inapplicableGiven the abovementioned artistic characteristics, linigkely that
peoplewould haveclassifiedBamburstas a ordinarybuilding, especially considering tlekssimilar
nearby Sonsbeek villand the bamboo shelter constructiodn experienceof allure,whensomeone
suddenly sees through the usualness of an object and comes to think of it as art, presanigbly
took place in or arounBamburst

ConsideringSt e p hen Wr i gf double ntotogy ntlee grpmiary ontology Bamburst
equalledits status as a building, and the secondary ontology its status as an artwork. If people
recognisd it as an artwork, this becomes the primary ontology as opposed to the secondary ontology.
However, as we have seen, the usualness of the bamboo constwasisomewhat difficult to
define; designating the work asbuilding and an artwork seemgms be bo simplistic because the
work could not be identified as a specific type of buildiRgrhaps this wouldavebeen different if
Bambursthad been built in, say, Indonesia, where it rsnfi@re common to use bambas a building
material.

Findly, the uses ofBamburstwill be analysed by means of th@pen Call and Fringe
activitiesthat were organised inside the wofkanks tosixteenevents Bamburstwas one of the most

f r equreennt trgwdri® ofS 0 n s b e Aside flrhtite practicaladvantages it offeredike space

#2gsjegal, Nina, fADutch City Mak HewYorkhTéenedbalsne 2006fsed t s Par k
https://www.nytimes.com/2016/06/16/arts/international/dutitir makesthe-mostof-its-park-andits-
history.html(last accessedncl0 December 2017).
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(unlike most of the other installatiorBamburstcould offer spacéo about forty people), its aesthetic
appeal undoubtedly played a rolhe question if the activitiesorrespondedo the intention of the
artist and themeaning of the artwork insofar as the artist has explained jtis to some degree
problematic given the artistods wids itma.g¥ieenaavtei otnh
many of the activitiesvere based oits basic facility to bring pgae together in one spad®@amburst
was used twice for a birthday partynce fora farewell party, a private dinner, a weddiffig. 39),
and a photoshoot of a just married couple. Other less festive but noteworthy actigitdhe yoga
classes of LidyRijntjes, the concert by Gonda van der Zwaag, Sifeht Sky Project72 (fig. 40) by
artist Rob Sweer&? Although someOpen Callparticipantscould also have chosen to organise their
activities i n ot her artworks, for i nstance i n
KUNSTrePUBLI Kobs tent , or Al bleromsr gued, At &rat 6 sPr ia
political, more neutralwork was more suitable for such activitiedboth due to its practical
opportunities and its openness as an artwaltk. central location in park Sonsbeek, next to two
restaurants, probably also contributed to its appeal.

All in all, both the relatively larg number and the diversity of the events indd@enburst
seenedto be evidence aits relatively highusevalueas a work of artin a literaland figurativesense,
Bamburstwasan open space. Accordingly, its usefulness stemmed froverssitility asa platform,
through which people with different backgrounds and different intentions were able to express
themselves in an unusual setting, by throwing a party, a dinner or a wedding, or by promoting their
skills and professions like Lidy Rijntjes, Gondan der Zwaag, and Rob Swedfer the majority of
the events, the artworkOo6s aesthetic appeal wa s
got marriedandthe people that did theedding photoshoot, but also fgoga teacher Lidy Rijntjes,
singer Gonda van der Zwaaand artist Rob Sweere

Thus, he usefulness damburstseemedfirst of all, the result ofits uniqueaesthetic cachet,
which evidently befitted andcontributed to the unique character of some of the events (the farewell
party, the wedding, and the daing photoshoot in particulaiome to mind). Perhaphe majority of
the Open Callactivities not only provet he ar t wor k6 s i mmaunatseexposdisst het i
usergeneratedunction as beingrimarily aesthetic Can itthereforebe concludedhat Bamburstwas
to a large degreaseful precisely because it was beautiful? Maoaild undeniablybe at odds with
Stephen Wrightos assert ineeds totbesdicatedrbef@ressershigisst het i c

possible and more broadifis rejection ofthe Modernist paradigm mbued by | mmanuel

3Rob S wsilent SkpRsojeds an ongoing series of performadie events that has so far taken place in
twenty-eight different countries worldwide since 2004. Each time Sweere asks people to participate by laying

down on the gound to look at the sky together. The locations have been diverse: from the countryside in
Haarlemmermeer in the Netherlands, to the snow of Greenland and the public square in front of the Hermitage in

St. Petersburg. Additionally, the number of particiggavaried from two people in Melbourne in Australia to two
thousand on the island Ter sc IsiehtBky BrgiectianArnhdmeandiferthb er | and
seventyf i r st one, or ga Bambegihe returned kbodrnHem.a8¢ot 006 s
http://robsweere.com/category/silentskyprojéeist accessedn 18 January 2018).
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notion of a rstpdrposeless purpasts sumi ng t he wor kdés pr,ihonevery f unct
notincons st ent wi t h PitokavetheoduhdioniumttheeusersMaking: an installation

wi t hout any c¢cl ear meaning or f untanedaon,ihsRodég wot o
generousimnt i ci pating the publicdés freedom to repurp

3.2.2The-the Servantservant ofof the-the All-all Forgiving-forgiving
Slavs and Tatars has created a differbat no lessintentionally operended artwork foiSonsbeek
06 1 & collective of artists and researchers whose members come amemjo;basedSlavs and
Tatars investigates culturhistorical phenomena from the area roughly in between the east of Berlin
and the West of the Great wall of ChiifaThis is a complex area due to the immense diversity of
cultures of which many are neither European, Russian or ASidna v s  a rrabeartharojets s 6
usually take several years, after which they present the outcomes in the form of artworks, publications
and lecturéperformances. At the time & o n s b g Slavs and Batarsngaged irresearching the
concept of Orientalism, but their work for the exhibition seems unrelated to this theme.

In a quiet location inpark Sonsbeek, Slavs and Tataresented hidden churchinspired on
hidden churches in forests inlBod and the Czech Reblic and Slovakighat were built of out need
by Protestants in the sixteenth and seventeenth century after their religion was compromised by th
contrareformation. Similarto hidden churches from the sixteenth and seventeenth century, the
benches of th hidden church in Sonsbeek are made out of tree logs. The church in Sonsbeek is,
however, missing the usual altar. Instead of the altar, the crossed, wooden hands in the above trees,
which represent bookstand holders, are showing people the way to tkigge&€). While Slavs and
Tatars initially planned to include an altar on the east side, they decided not to do so to stimulate
visitors to sit in any direction they liké> In effect, theyhave leftvisitors without a clear reference to
a church so thaheywereable to freely use and experience the work in their own ways. The long title
of the artwork,Thethe Servanservant ofof thethe Allall Forgiving-forgiving, seems to point to its
function as a church space, but the doubling of the words nitakéssive. Instead of referring to
faithful people in general, the title is the English translation of the Muslim nameelABUaffer,
which was adopted by the famous DutglabistandislamologistChristian Snouck Hurgronje (1857
1936) when he converted Islam?*°

Everything consideredlavs and Tatars created an opaded and ambivalent artwork. In its
most basic sense, the work marks a secluded area in the forest with treditdgpeople can walk
past or sit on. | f one takes Slavs and Tatarsbod
space becomes fraught with the notions of resisting and choosing religious conversion, and freedom of

religioni themes that are vergpicalthese dayslue to threatposed by extremist forms of religions.

Exhibition catal tagplAETBSONSBEEXKo6kBown as the O6Action
public 6arti st t a-founder Fayam SHarifi disetha Setvanfeaantofofsthe theAlF

all Forgiving-forgivingon 3 June 2016.

% |bid.
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WhetherThethe Servanservant ofof thethe Allall Forgiving-forgiving has to be understood as an
openended place, or in fact a hidden church or some sort of (religious) sanse@nys entirely a
matter of the imaginatignor perhaps the needsf the public The ambivalence of the artwork
resoundd n S| avs and mdke artatmas does aat look tike artitbovites people to
cont e nff This tae Ite extended to Stephe Wr i ght 6s i deas on the conce

At first glance from a distancelThethe Servanservant ofof thethe Allall Forgiving-
forgiving indeed does not strikbe visitoras a work of art, perhaps mainly because of the unexpected
location.However,upondiscovering the crafted hands and the neat rows of tree trunks, it seems likely
thatmost peopleventually cene to think of the work as axr at least as an artisgesture This was
perhaps not the case wheritorsdid not spot the hands, or whereythoughtthe hands and logs did
not belong togethelinceThethe Servantervantis not directly identifiable as anything but art, it is
not only problematic to distinguish an usual and artistic layer, but alscatdrel it t o Wr i ght
al lur e, doubl e ontology, and coefficienttof ar t
Eko Prawot o6s bfarmaoplethelattsrhas mdreaardinaryncharacteristics. Thanks
to familiar aspects such as glwindows, and door&amburstcan be interpreted as both a building
(or more broadly speakirgs architectureand a work of artlt can be argued thatee trunks are the
only conceivable ordinary aspectfiethe Servantervantin that they can benterpreted as benches.
On t he whol e, Sl avs and Tatarso6 work is not or di
in the treesvhich are umecognisableas bookstand holders. It therefore asemdifficult to define
this artwork in terms of alre; when people experience the space, the work reveals itself to most of
them as an artwork that is, if people realised the hands and the logs were complementing elements
Though the hidden church is less everyday than the bamboo installation, ito@jgtdradoxically,
closer to possessing alluprecisely because of its ambiguityut also as a result of its partial
concealment by trees. Without looking up in the trees and noticing the wooden hands, some people
will probably not identifyThethe Servantervantas a work of art. Thus, it can be argued that the
allure of an wuseful artwork is not necessarily
ontology seems inapplicable tbe hidden church. Ashown above | would arguethe work lacks
usualness, and as it is, visually speaking, an-epeled space rather than a hidden chutekignating
a primary and secondary ontology seems impossible.

By analysingthe Open Callactivitiesthat took place in and arourithethe Servanservant
of-of thethe Altall Forgiving-forgiving, further insightscan be gained regarding the correlation
bet ween an &ndedness and peoplaigee of it.Remarkably only two activities are
known to have taken place at the site of the akwof which the first one was eexecuted by the
education team of Foundation Sonshemid the second was part of t@en Callprogram. On 30
June, the Achur cho ilden fsom thse gricharybsghoodPietel da 3osgelimgh ¢ h

*Public fdartist t adoknder Payam Shadfivdtethe Salvanteavandof-osthethe Al-
all Forgiving-forgiving, on 3 June 2016.
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Arnhem for a getto-know-oneanother meeting with refugees from the former Dome Prison in
Arnhem (fig. 41). With selfmade pickick rugs depicting images and words in three languages, the
children and the refugees tried to communicate with each other whilst ealiqdeging games. One
of the reactions afterwards of a refugee was an we do t #iOs 24algyThethe soon ? 0
Servantservant ofof thethe Allall Forgiving-forgiving served as a temporary stage for the concert of
singer Edima. Her performance wpart of the free Festival Waterdruppel$ 6 Fe s & i nat ofgRs 6) ,
which also presented a performance by mudlsei ci ans
Exchange

These twovery different activities seem to corroborate the epededness of Slavéiad Tat ar s 0
installation.Nei t her of the activities are directly rel;:
church. The choice folThethe Servanservantmay have been largely determined by the location of
the work albeit for seemingly differérreasons. Fothe geito-know-one-another meetig between
children and refugees he wor kds si | enc epresumablydetgnanativebamcs ne s s
perhaps also the opportunity to play among the tise# was a private activity, both the children and
the refugeesmust havebenefitted from not being distracted byo many curious passersby. The
location of Thethe Servanstervantcould havehad a slightly different allure forsinger Edimawho
gave goublic concertThe natural beauty of the many surrounding trees and the tree logs, which could
be used as seats by the audience, perhaps made her decide upon this artwork. The fact that only two
activities t ook pThatheeSeraassenmhtsaemedo paantdto ifElanited use 6
valueas an artworkin the end, the work wasaybetoo minimalisticandambiguous to inspirenore

uses. The lack of electricity was, in any way, an important pradiaalbaci¢*®

3.3 Sociqoolitical: Vvestlife and The Exchange

Someartwork inS o n s b e didknot inditéplayful or unparticularuses.They aimed to raise more
awareness about some of the biggest challenges people aretfazpgnot just in Arnhem andh&
Netherlands, butvorldwide In doing so, they aspired to opendipcussion®n contested issugand
ultimately togive impetus tsocial and political change$hreeof the most overtly political artworks
were Vvestlife (2016) (fig. 42) by the German collectiviKkUNSTrePUBLIK, which addressed the
European refugee crisi®Rob Voermad §he Exhange(2016) (fig. 43 and 44, which focused on
worldwide pollution and the concommittactimate change and Ri cAbauigindl EBbadsy 6 s
(2013) (fig. 45), a protest against the inequality between Aboriginals and Austrakaide from
Sl avs and Tat aothersless exglititlgpoliticalt work nvas Alphons ter Avesi s
Bakehousewhich touched upon the increaspdlarisationof societies.Regardles of the ways in

which ther artworkswerea p pr opr i at ed f or weranevjtablpwemhped ip @lationact i v i

248 Information received from Neelke Jacobs, who worked for the education team of Foundation Sonsbeek.
249 Information received from Sonsbeek production team.
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to the socigolitical messagesf the artworks It would thereforeseemplausiblethat, in comparison
with the previously analysed playful and operended artworks, theseinstallations of
KUNSTrePUBLIK, Rob Voerman,Richard Bell,and perhaps also Alphon®itAves s  yweerek
more caphle of eliciting specific socjmolitically critical and personaleactions and useghis will be
investigated through analysingvestlifeand The Exhange which entertainedthe mostOpen Call
activities.The degredo which these worksuccessfully steered towasdciqolitical, artworkrelated
usesand changess, asstipulatedbefore of importance for assessirtbeir potential usefulness as
artworks.

Another distinction between the thredovementioned sogolitical works and the five
previously discussed works is thdack of a double ontologyln terms of their materiality, the
sociopolitical artworkglid not possessny usual qualitiesand consequently visitors knew right away
that they were encountering works of dithis makes it impossible to relatwestlifeandThe Exhange

toSt ephen Wrightoés combbgypts allure and doubl e ont

3.3.1Vvestlife
Berlin-based artists Matthias Einhoff (Hildesheim, 1972), Philip Horst (Hamburg, 1972), and Harry
Sachs (Stuttgart, 1974) from the Rpiofit collective KUNSTrePUBLIK, which was founded in 2006,
created gprominentfive-metershigh tent that they titled/vestlife Close to the welknown large
pond, and visible from the motooadnext to park Sonsbheek, the work drew attention because of its
bright orange rogfwhich consistef about five hundred life vests. Collected from beaches on the
island Lesbos irsreeceall these life vests wersupposedlywvorn by refugees on their risky journey
to Europe across the Aegean sea. When the artists opened the vests, they turned out to be fake: the
material inside was insufficient for saving a person from drowfithghis not only makes the choice
of refugees to leave everything behind far more poignant, but it also provoked a feeling of discomfort
in viewers of the artwork.

By confronting park goers with the refugee crisis, of which most of them are onlgneddy
the media, KUNSTrePUBLIK envisioned their artwork adistuptionfrom the main uses of the park
to relax,socialise and work out. And what better way to do so than by displaying hundreds of life
vests, one of the most tangible and symbolic retsnaia continuing crisis. Besidsthe life vests, the
symbolic power ol vestliferesulted from its star shape, referring to the European Union whose flag is
a circle of stars (a replica of this flag could be spotted on top of the yeStlifewas designed to
function as a parliament. Inside were rows of chairs covered with life vests in all four corners, and a
sound scape with critical songs about the handling of the refugee leasidiarly several songs were
based on welknown Dutch fodball songs f or exampl e, Ahup Holl and hup,

hempie staanbo, was turned i nto Adhup iBHRat were p, | a e

20The author in conversation with Philip Horst.
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interspersed with sounds of cheering people. By playing these songs and the soundwsof che
KUNSTrePUBLIK wanted tantertwinethe European football championship of 2016, which excluded
the Dutch teamto the concomitant humanitarian crisis in Europ&s a result, visitors could
comtemplate the meaning behind the constrast befvegethe oe handt he ar t wor kdés f un
parliament for everybody, where people gather to voice their ideastsaneference ta football
stadiumon the other handvhere people gather to encourage their team. In addition to the possibility
to sit down and@ontaneously exchange thoughts insidestlife there was the opportunity to send in
commenton the refugee crisisn the special website wwwgstlife.eu. A selection of the comments
was eventually transformeidto songsby a choir and played inside éhartwork in the remaining
weeks of the exhibition. With regard to the usesVeéstlifeas an alternative parliament for the
discussion of the refugee crisis or otherwise, three different levald be distinguished. Firstly, the
artwork could be freelyand spontaneouslysed by everybody during the dafpr instance as a
platform to exchange thoughts about the refugee c8sisondly, through the aforementioned website,
people were able to use the artwork as a mouthpiece to spread their ideas amehteniihirdly,
Vvestlifewas available for use within the frame of tbpen Callprogram.
Bringing the theme of migration and its seemingly critical momentum to the attention, as well
as exploring public spaces and empowering publics, are exemphsracteristics of
KUNSTrePUBLI Kb6s practice i n and out si de Ber | i
concentrated in Berlin at the séffunded Center for Art and Urbanistics (Zentrum fir Kunst und
Urbanistik) (ZK/U). Based in a former railway depdhe ZK/U offers residencies for artists,
academics, and other practitioners (for instance architects and urban developers) who want to
contribute to one or mie of the four defined researdirections?>! Migration is central to the fourth
research directignfor which the satellite project ZUsammenKUNFT was set up in 2015. Through
various sukprojects and -initiatives, focused for example on art and culture (Mind Lab)
(nomadicART), dance (Mobile Dance), education (Refugee Academy), and journalism (Peutsch
Arabischer Presseclub), ZUsammenKUNFT aims to bring refugees and Berliners into closer contact
with each otherWhilst opportunities are creatddr the integration of refugees, artists are able to
explore artodés useful nesaltumlexchange.ool f or soci al i n
Before | will return to Vvestlife the abovementionedsubprojects andinitiatives of
ZUsammenKUNFTare related teheArte Utilc r i t eri a to create more insi
identity as an art collectiveAt least six of the ght Arte Util criteria are applicablgo
ZUsammenKUNFT art is used in innovative ways in society, in this case to bridge gaps between
Berliners and refugees (criterion 1); artists respond to a current urgency, to improve the integration of

refugees (criteon 3); artists operate on a 1:1 scale (criterion 4); artists have become initiators as

BlThese research -EMPOWERMEBNTar Pr aSELEal Guides and Sol
ORESETTI NG: Urban Infrastructure Revisited6, -o0BRIDGI N
THINKING: Resilient Citiesin Pogli gr ant S ohttp://femwi.zkubeblin.orggceneeptflast accessed

on 8 June 2017).
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opposed to authors, and their audiences (old and new Berliners) are not spectators but users (criterion
5); practical and beneficial outcomes are achieved for useck, @s learning to speak German
(criterion 6); outcomes are sustainaliter instance speaking a new languéggterion 7). One of the
|l eading questions (i .e. goal s) that ZK/ U has fol
and craft offem way out of soci al di spl acedsrclearhaakinl gener
to the Arte Util philosophyhatemphasisea r sogially ameliorative potentialn short, through their
multifunctional platform ZK/U, KUNSTrePUBLIK attempts to bring people from different
backgrounds and disciplines together to collectively engage with and speculate about global and local
issues, communities, and, in a broader gt city.

All of the Open Callactivities in and aroun®fvestlifewere public, andnterestinglymost of
them wereinformed bythe political content of the worlkwith four appearanceshe installation
just*ice cream: brain:freeze / heart:me(R015) (fig. 4§ wasthe most recurrin@pen Calladivities
at Vvestlife This installation was created by artftlam Uriel Ruffas an ice cream trucknade to
look like the yellow water reservoirs that are transpdidedvater supply purposekrough Rilestinian
villages.The ice cream cones, whigreresold by donationsalso referedto Palestineolive oil is one
of the ingredients ofhe ice cream® Theice cream installatiofnitially aimed to raise awareness
aboutthe hardships of Palestinians in IsraBk part of theOpen Cal] analogously to the function of
Vvestlife to confront people with the European refugee crifist*ice cream: brain:freeze /
heart:melt seemed to make people aware of the consequences attsonfithe Middle EasfThanks
to refugees from Arnhemwho sometimes helped by making ice creals, i e | wBrkiak 6 s
arguably more powerfuh terms of eliticiting verbal transactions. Ah@cause of thearticipating
refugees its relation toVvestlfe became more apparerithe similar political messages of both
artworks to raise awareness about those in need in the Middle East, who do not have a voice in
Europe,hada lightheated element to themVvestlifedrew a somewhat humourousferenceto the
European football Championships, wherged*ice cream: brain:freeze / heart:meliffered a light
diversiondueto the, for The Netherlands, peculiar ice creBecause of the close proximity of these
artworks and their thematic connectioit, can be said thathe artistsreciprocally supporte@ach
othel® sausestesulting perhaps in sending off more powerful messages, or openireywiuestiors
and transactions

For the course of one daadio Beumeran ongoing interview projecf interview studio
Studio Beumel(StuBe) unmistakablyadded another layer of meaningthe theme ofVvestlife as
well asthat of S 0 n s b e @dkdudiirlg 8hre¢o-five-minuteinterviewsi transactiong with random
visitors of park Sonsbeek in her distinct red Toyota Corolla, Sara Beumerpesisstsbyhe question
O0When wer e yo (fig. 47). hhe kmk witm&yrighfrefugees, the newcomers of Europe

who journeys wae epitomisedby the life vestswaseasily made. As thquestion waslso written

%2 geehttp://www.zkuberlin.orgconcept(last accessean 8 June 2017).
253 geehttps://www.haagsekunstenaars.nl/cv/79458/Adam+Uriel+Rastaccessed 17 January 2018).
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on a signin front of the car, which was in turn parkéd front of Vvestlife Beumer 6s concep
across as fairly simple and accessil#. the interviewsare availableon YouTube,as an online

archive of diverse personal storiesith different takes orthe subject of feelindike a newcomer

Among them is an interview with a former Syrian refugebp came to The Netherlandgghteen

years agG> In a similar fahion to KUNSTrePUBLIK,which invited people to leave comments on

the websitevww.vvestlife.ey Sara Beumer gave people a platform to ventilate their thoughts and
feelings Yet B e u meappéoach and her invitatioappearto be less overtly political and more

personal as she was present on the, sisiing people about their personal experiences.ridéyshave

lowered the barrier to people

A third event thats worth discussing in some detai$ it was also conoted to the refugee
crisis isKrijgers van Arnhenm{ 6 War r i or s (fim #8), drganideccbpbh)e t r wrniteesl | i ng
caféd OSCAR inside Vvestlifeon 16 SeptembelThis oneday event was the grand finale of the
eponymousadiointerview series with inhabitants of Arnhem, which OSC&Ratedon invitation of
RURU Radio.One of the interviews, with aale Syrian refugeewas the point of departure for
severalcreative minds who weraskedby OSCAR toparticipatein Krijgers van Anheminside
Vvestlife.During the event, the interview with this refugee was replalisl story resonateih the
musical performances of singsongwriters Rick Krewal an&imone Lieberwirth and poet and
musician Ronny ShenkVriter Lilian Regtvoortrecited her poerBreathlesghat wasalsoinspired by
t he r ef wtgnela Besveeh théveeformance wasa public discussion sessiaabout the topic
6fl eei ng fAdditionflly, artists blenserd van der Lughrnhem)andKhattar Shaheefan
artist and Syrian refugee from Arnhesxhibited numerougaintings and drawinggnostly portraits)
in Vvestlife(fig. 49).*° The resultwas a multi-disciplinary and multilayeredprogram conveying a
personal story which simultaneously raissdareness abouhe situation ofall refugeesliving in
Arnhem By addressing the story oherefugee, a member of a vulnerable minority in Arnhem, The
Netherlands, andlsoEurope,and by showing artworks from a Syrian refugégjgers van Arnhem
to some exteninscreased thergency andangibility of the refugee crisisAt all times asting an
orange light on the performances and everyone inside, the five hundred lifpatestdy supported
the evenof OSCAR.

Lastly, the political fashion showlf the Sea Could Talkk6 August)(fig. 50) can be seen as
one of the most strikingises ofVvestlife On invitation of ruangrupa, the Copenhagpased
organisation CAMP (Center for Art on Migration Politics) organised this fiorgrminute fshion
show together with Rwandan artist and fashion designer Dady de Maximo, and the foundation

Arnhem voor VIucht el i ngwhaturnitesthemmib @ comrhitoment tHRtealsa g e e s

254 See
https://www.youtube.com/watch?v=VN3rChDHMjE&Iist=PLVfYvSHDZg63cMObcLar4jf0zZghv6cSI&index=
7 (last accessed on 20 December 2017).

25 geehttp://www.arnherddirect.nl/berichten/krijgersan-arnhemvluchternaarde-vrijheid/ (last accessed on

21 December 2017).
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evidentlyapplies to KUNSTrePUBLIK: tdnelprefugees by giving #m a voiceAfter an introductory
talk by Danish curator and one of the founders of CAMP, Frederikke Hanaénand femalenodels
walked out ofVvestlfet o s how de Ma tothenmblisThecollectian theyrsisowenbt
only consisted ofatin dresses and suits, but até@ieces that were made with UNHCR rice bags and
orange life vestslt seemsthat thesecontrasting glamorouand expensiveand unusuabnd cheap
materialshighlightedthe unequalstatus of citizens and refuge&ignificantly, the male and female
models included refugees from Arnhem who participated as voluitéétewever, ecause of the
different nationalities of the models, the refugees completely blendedh the professional models
T their differenceswere momenéarily erased On multiple levels, Vvestlife nurtured transactions;
ruangrupa collaborated with CAMP, Frederikke Hawgé Dady de MaximpDady de Maximaowith
refugees, refugees with models, efor the duration of the event, its organisers aadtributors
becameactiveusers of art, whilst all the members of the audience were turnegagssivespectators.
To some extenthe fashionshowwas therefore like any other art performance wgilectacularised
Grtd and passive spectators, to whitloth Tania Brugera and Stephen Wrigkb stronglyoppose
(and many others for this mattef)espite not having been able aotively participate the public
became aware of the ugealue of art, and the active role they themselves might asguhsy woud
organise an event

Two otherOpen Calladiviti e s a | s o Vvdlife but theaotganidars of these activities
did not establish an explicit ousidethe tent,ithe Wolvevi t h  t h
choir used the chairs from the artwork as seats for their audiBmeehoir sang Spanish songs, which
seemed to be unrelated Yoestlife against tb background of the life vestas a result, the life vests
and the artwork itselfunctioned, both literallyand figurativelyspeaking, as the background of the
performance. This wagresumablyalso the case witkVord Bites a mixed performance with poetry
and music by Hugde Haas.For both the Volver choir and de Haasestlifeservel asa free stage to
show their skillsenabling them toeach out to new people.

Most of the Open Callactivities at Vvestlifegave refugees from Arnhem the opportunity to
participate, and in case of three eventfust*ice cream: brain:freeze heart:melt Krijgers van
Arnhem andlf the Sea could Talk refugees played a role in bringitige projectdo life. Analysing
the Open Callevents visxvis Vvestlifeprovides valuable insights in how people can meaningfully
contribute to a work of art, whilst this work of art simultaneously supports the aims and ideas of
certain communityThus, by offering a platform to refugees from Arnhem, the organisors Gigbe
Call activities (in combination withvvestlifg fulfilled a contextdependantpolitical usevalue. In
terms of generating sustainability,argoed éatthé Br ug
usefulness oW vestliferemained limited as the position of refugéesArnhem was not significantly

and irrevocably improvedHowever, the artwork did mediate transactions betweatifferent

%% see http://www.sonsbeek.org/en/newséicould-talk-fashionshowandrefugees(last accessed on 24
December 2017).
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inhabitants from Arnhem. As suchmutual understandingnd solidarymay have been achied ona

micro-level. Smalloutcomeshowever small they may betight to be acknowledged.

3.3.2The Exchange
One of park Sonsbeekds mbukh, Amhenebasedcartigt Rob Yaersnanwa s C |
(Deventer, 1966). His skgpecific installation The Exchangencorporatedthe secalled Grote
Waterval (dLarge Waterfal), one of the largest diittially created waterfalls in fie Netherlands,
dating from1826%°’ The prominentright part of the installation, whiclvas built across theater to
completely conceghe waterfall(fig. 44), consistedf an irregularly shaped construction made out of
aluminum round glass windowsndsmall, differentlycoloredstained glassindows Bringing up all
sors of associationghe construction lokedlike a cross between a cawmmething from outer space,
anda Frank Gehryolly .>*® Insideweretables and chairs, where visitasuldsit to watch and listen to
the waterfallTheopenl ef t part of V,onestlyoanstrocedvith nveot furictiometd i o n
as an entran¢®n top of which the title of work was visibl€hanks to the large table, it could be used
as a space for talks and meetings (Rob Voerman sometimes worked here on hisTlhptBpi:hange
was built asakind of bank.As its extraordinaryexterior and locatiofforetold, it stood out completely
from ordinarybanks.
Voermands bank introducedablsedtomlbet 8gaane i,
designed by the artist himselh addition todepictingone of seen types ohabitas (forest ocean,
desert, mountaingarctic, tundra,and the city), every singlebill containsan unique QRcode. This
code represents one single square meter somewhere in the world, either onitatitk arater. By
scanninghe QR-codecodeon theselt-chosen billwith a mobile phoneyisitors werenot only able to
see which square meter on earth is connected to their bill, but also wttitseralue. If the square
meter of land or wateturns out to bagravely polluted, the Jae of the bill is more or less between
zero and ten, whereas if the square meter is unpalliiteds a value of one hundr&d Whenever a
lucky visitoracquireda bill with the maximum value, she or he earned a symbolic reward in the shape
of a glass ofmineral water.Unsurprisingly, relatively few square meters on earth are perfectly
unpolluted, anc¢onsequentlyery few bills have avalueof one hundredn a world where a currency
is derived from the environmental condition of land and water, it wduldothetically speaking,
become profitable taindo, reduce, and prevent pollution on a global s¢éégeinl i es Voer mano
messagetying our monetary andcological systestogetheris the only wayto put astopto pollution

andglobal warming With this in mind, while listening to the loud sounds of rushing wattés,as if

#7gee for example Stenvert, Ronaithnumenten in Nederland: Gelderlanghlume 5,(Zeist: Rijksdienst

voor monumentenzorg), 2000, 96.

28 After the ending o8 o n's b g tikpadafBd Voer man 6 s i installedoh lbra at scalpturewa s r e
park Anringahof in Zwolle (The Netherlands)s part of their 2017 sculpture exhibition, see
http://www.anningahof.nl/2017_tentoonstelling.hffialst accessed on 18 November 2017).

%970 determine the valsef square metsrof landandwater, Voerman usedatabasesvailable for everyone

on the internet. Sdettp://www.robvoerman.nl/projects/trexchangdlast accessed di® November 2017).
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the waterfall is safeguarded inside the béiké a natural treasurePerhapsvater will be the gold of
the future.

In accordance withis desire to increasbe avareness ofhe importancef protecting nature,
Rob Voermarused his artwork to raise money for #toeindationMasarang, which endeauvours to
protect the rainforestand animals of Indonestagether with local communitié’ By selling sets of
Square bills and postcards, Voerman and the Sor
founder of Masarangdr. ir. Willie Smits, received the check on 17 September, he gave a talk about
his projects in Indonesia at theru huis.**! Thanks tothe fundraisingThe Exchangevas put to use
for a cause from which people, in this case Indonesians|d later profit. It can be seen as a
@ransACTIONOG , b et we ethe SUmskeekinasts, visitoasd Smitswhich alsogoesé b ey o n d
a c t ,ibecaué®&/oerman helped other people via Masarang. When combining the efforts of Voerman
and SmitsThe Exchangarguably qualifiesas Useful ArtVVoerman is of course not the first artists to
critically address the problem of pollutiobut unlike many others, hand Smitsachieved visible
results, succeeding in making a difference.

With seventeerDpen Callactivitiesi almost twice agnany as VvestlifeT, Rob Voer man
The Exchangevas unquestionably a popularor Kk dur i ng tr8cACEIONe Sirkilar ol 6 :
Eko Prawot oods bamboo installati on, i ts | ocati on
appealHowever,as explainedn the introductionit can be argued th#te relatively large number of
activities notautomaticallyequatest h e ar t wo +vdlué.Fo fdim am bndarssareding of the use
value of The Exchangethreeeventsthat canbd i nked t o Voes(nsodanas e hasnt ent i
explained if aresingled out for analysis he fourteerremainingevents, among them sevepaivate
birthday parties,gettogethers, and musical performancegher appear to benrelatedto The
Exchange(they could also have taken place in or around another ajiwmrkhey aredifficult to
examine in relation to thwork, because of the lack of information.

Yoga teacher Doris Lilienweisteviseda somewhat surprising, artwenkspired activity. @
the grass next tdhe Exhange she organised a themed yoga sesdioo,c ussed on the que
can practicingyogg ont ri bute t o a rdlilienwess was aupported byehangvo r | d 7
player Sebastiaan Stevens, whopercussioninstrument matched well with the calm and
contemplativenature of the yoga clasBor those who merely witnessed g®ssionit was adf there
was no connection whatsoever between the yogd hacExchangeAfter all, yogais not uncommon
in park Sonsbeek during the summeaking its inspiratiofrom Vo er man 6 sL i d ritewnowmeki ,s s ¢
exclusive yogaclass in a sensepushed the boundarie$ yoga as a therapeutic practitet mainly

involves introspectionin return, theb oundar i es artivorkMiaeis, the lmdssof its

20 seehttp://masarang.nl/nl/ovenasarang/missien-doelen/(last accessed on 31 December 2017).
%1 geehttp://masarang.nl/nl/nieuws/masarameeftvan-kunstenaarob-voermare8283ontvangereen
fantastischinitatief/ (last accessed on 31 December 2017).

22 geehttp://www.sonsbeek.org/nl/sonsbe2®16-transaction/geweest/opeall-yogabij-exchange(last
accessed on 27 December 2017).
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usdulness were strechted a little furthefhe Exchangewas notreally suitablefor yoga, but it
nonethelessnspired a yoga session. Moreoyéwo different disiplines (i.e. yoga and artyyhich
generally operate sepéely, weretemporarilybrough together
On 17 July and 11 September, artistLieke Schouten and José Sprenkels showed their
minaturepaintingsin their own exhibition Op de Bank( At th e B dfig.l69.)In size and subject,
the paintings are quite similar: most of the works are only ten by ten centimers, depistiagt @md
figurative landscapesThe paintingsseem toexplore andemphasised i f f er en't aspects
beautyi n a sl ightly romantic and i deBhe Exshardjebyway . Gi
which heessentially aimetb provokemorediscussioron the presevation of nature and its resources,
it couldbe argued thattheocat i on of Schouten and Sprenkel so
l ink between the exhi bit ialsokindafradjue ¥ar ene, tha artiStsdidi nst al
not explain the relationship between their works and aimsthose of Voerma 6 6 would seem
therefore thathe pantings were not made especiattya c k nowl edge or contri but
artwork also becauséaturéis areturningtheme in the oeuvre of both artisBn the one hand, the
exhibition Op de Banlseemed to attest to the wsue of The Exchangebecause the paintings and
Voer manbds wo rekeach otmephenaaticallp. tOn the other hand, it is surprising that
Schouten and Sprenkels did not clatifigir choice forThe Exchangandthe (themadt) connection,
which to some degree makes the exhibition, as wellastheaske ue of Voer mands wor k
On the final d argnsAGTION,Saosn sphaeretk bfl 6t he Sar8e st of
Beumerparked her car closely tbhe Exchangeldentical to the three previous recordings of Studio
Beumer, next tdakehousgVvestlife and theruru huis the spontaneousterviewshingedon one
question thatvasbased on thartwork:6 Can we do w.iThishtime; thoughptimeeyestion
wasnot asmuch personal as hypothetical and philosophigny of the interviewed peoplshared
their dislikeof the effects omoney, elaborating for example saeminglybetter alternatives (such as
countertrading), or theegative ways in whichmoneyrulesp e o p lives.0A world without money is,
however, according to most of these peogimply impossible?®® ContributingtoV o er manés ar t wo
as a platfornior political discussionStudio Beumenffers atimely discourse on thele of money as
a systemthat remains largely unquestionethis online discoursewasto a large extentbasedon an
artwork butit wasdirectly established by members of the publithout Rob Voermanruangrupaa
banker, or any othdexper{s)o.
Judging bythe number and the diversity of tkpen Callevents,The Exchangevas one of
the works fromS 0 n s b evdtlk a rélatively high usealue.However, an analysis of ti@pen Call
activities in relation to the woskwhere they took place seems to demonsteatelatively minimal

usevalue.Contrary toVvestlife the majority othe Open Callactivities werghematicallyunrelated to

23 gee the playlist at Mdube.com,
https://www.youtube.com/playlist?list=PLVfYVSHDZg61WVzSs6RQS2mi?zkvC (last accessed on 17
January 2018).
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The ExchangeThis difference is hard to explaimnd perhaps mainlg coincidenceOne of the
explanations is that, contrary Mvestlife the political message ofhe Exchangevas not really

explicitly visualised.Because of the huge amount of life vests used\Viestlifet he oOpol i ti c
expressivenessoO tr umpteedvork. WighTha Exgharge was argugblyshe i t i e s
other way around: the aesthetic qualitedsthe imaginatively shapedinstallation and Voer man
artistic craftmanshipseemed dominarglements of the workThis differentfocus of attentioron

political expressiveness and aesthetics may have resulted in relatively\wastlifg and fewer The

Exchangg political, artworkspecific usesBoth in terms of practical possibilities (e.g. space, table and

chairs, availability of electricity), their central locationand the urgency of the addressed political
issue,The Exchangand Vvestlifeappear to be quite similaHowever, gnce (Syrian) refugees first

arrived in Arnhemat the end of 201%nd the sheltering of refugees continued to berg sensitive

topic of debate throughout The Netherlands in 2@46,refugee crisisnay havegenerallyreceived

more attention anchomentumthan worldwide pollution and climate chany&hereasvvestlifewas

used as a platform by some refugees peablewho wanted to help thenThe Exchang&vas in the

end not taken up as a free tool by nature enthusiasts or actimisethampions of alternative

currenciedor that matter

3.4 A critical article about Sonsbeeldl6: transACTION
After the openingof So n s b e etlansACTI@N, important nationalnewspapers NRC and
Volkskranj, and everThe New York Timdsrought the exhibition to the attention readerspraising
the waydocal communities and othevgereinvolved anderabled to participatelts unpretentious and
accessiblégheme caralsobe seen as one of the reasons forgithedreceptionof So n s b ewhich 6 1 6
resultedin an estimated 150.000 visitofdot everybody was amused with the possibiityoecome a
participant as opposed to a spectafouring an interviewwell-known Dutch writer Jan Siebelink
(1938), for exampledissaproved ofSo n s b e, es&yingbttiath e A j ust g donmake s o me o
b e a ut i Thebried evaluatidrof Jeroen Boomgadr lecturerArt and Public Spacat the Gerrit
Rietveld Academy in Amsterdamill be discussedelow to formulate acritical positionregarding
the approach of ruangrupa and the artistSad n s b ete kake usedul platforms for transactions.

In his dhort articledDe vierde wand en het derde obfegctd6 The f ourt h wal |l and
(2016), Jeroen Boomgaacomparatively examineS o n s b e and&Marifdstall (2016) based on
their shared aim of involving publics in contemporary ®/ith regard toManifesta 11 Boomgaard

characterises the collaborat®between artists anad number ofinhabitants of Zlrich as individual,

31k wil gewoon dat i emand eSpne emo oMa rkkuen s twea nk Sriaeabketl, i
tafel en al tij e Geklerlandeg?24 Nozembee 20t6at e n 0,
https://www.gelderlander.nl/overig/jesiebelinkeenvastetafelen-altijd-genoegte-bepraten~a378f084last

accessed on 16 January 2018).
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oneto-one exchanges® Whereas participation withithe frame oManifesta 11took place duringhe
making of artworkswhich werelater shared with audiences,0 n s b eirviked e¥etybneto use the
works after their installment. Unlikilanifesta 11 asBoomgaardsees itSo n s b e & &ll tidek 6
kept the door open for exchanges, and appropriations of art®brks.
Because obngoing opportunities for transactiodsringS o n s b e bekveed theé artworks
hosts,and publis, Boomgaard states thatt wasfi tr a d i td wsetsh the name ofiservitude.?’
Heillustrates thisvith Al p h ons tBakehouser eMa z6es C€a@nmBnoCeounglamd Rosella
Biscottit Yowwowwowwowwow (this last work is not discussed in this thesis). With the bakery and
the playground, the artistn d e nd e d i s fixedvront thedbeginning:abaking and playing.
These dominant functionso Boomgaardprevented the works from speaking to the imagination, and
t her ef or e disappeeya r f@rdlke tBakghouSeand Common Ground t he fAser vit u
Bi scot t i 6 swvasiunckadr.aYletthia worloim the endalso did not stir the imaginatiQ
according to Boomgaartecause of the hgsthoexplanedideas behindhe workto visitors
On the one hand, t her e i s .Simcethelservitude oBome mgaar d
works was immediately apparent, it can be argued that transactions between the publiseavatihe
were too determined by the warknd the artistdHowever, on the other hand, Boomgaandts the
Open Call and therefore he pay® attention tdhe sef-invented use# encouragedConsequently,
he leaves outhe fact that the servitudee. usefulness)f the workswas alsovery muchin the hand
of the public Rather thamnacknowledginghe different dimensions of meaning of the artworks, and
thus |l etting the artworks partl y GpdnCalagiyptesar 0O, m
did in fact enrich and support these dimensions of meaning in different kuaygers van Arnkem
provided extra context to the refugee crisis and the political mess&yestfife for example, and the
wedding that ook place iBamburstseemed to enhance the distinct materiality of work instead of
making it superfluousAdditionally, as was argueth this chapterthe Open Callshowed thatlespite
the more or less obviouservitudeof some worksthe transactions that took place were not always
consistent withthe possible servitudef the works Examples are several music performancegha
Exchange and the performance of the Volver choir nextVvieestlife Also, the servitude of some
artworks, for instanceThethe Servanservant which was built as a hidden churcbeemed to
contradictthe relativelysmall number ofOpen Callactivities. In short, WwereasBoomgaard argues
that on the whole the works to some degree fAdi sz
argue instead that the works sometimes seemedappear because the uséshe artworksvere not
alwaysrelated taheirtheme and material qualities
As Boomgaard does nétdok beyondthe predeterminedservitude andises (such abaking

witht er Av e s isdain tratwigitory were leducedficonsumergis too overgeneralisedl he

**B o o mgaar dDevd er den wafmd en SimutacruneTijdsahriftodoy kenst emdcultuur n

jaargang 25, No. (2016), 33.
266 |14;

Ibid.
%7 bid., 33, 34.
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ficonsumptioo o f | may wply to the predetermined usesuch as baking and playing.
However, by leaving out th®pen Call Boomgaardverlooks thathe publics (children and adults)
were challenged and compelled creatively express and organise niselves differently, either
individually or collectively, andhatin doing sq they seemed to momentarily bypass theied role
asmeekconsumersTo some degree, the artworalowed organisers an@articipants ofOpen Call
activities topushtheir boundariesand as a result the works may have provided them with new
perspectives on their skillgrofessions and ideasThe singers and musicians who performed in
Bamburst The ExchangeVvestlife and Thethe-Servantservant for example, may dwe had to
perform differently due to acoustics, or because ofntia@ners in whictaudiencesvere standing,
sitting, or walking nearby. What Boomgaard, moreover, ought to have acknowledged js that
presumablyusersoften did not feel as thugh they wereonsumers of art. Visiting a public park is
generally not associated with consumerism. Furthermwanether they wererganisers ofhe Open

Call activitiesor not,peopledid not have to pay tase the installation@andmostof the publicOpen

Call activities were also free of charge.

In concluding his article JeroenBoomgaard argues that metaphorical wall standing-in
between the artists and publics was missing duirgn s b e andMardifds& 11 Dwelling in the
artwork itself, without being entirely submerged with it, tHisw a | Ibaptisedas a latentii t hi r d
o0 b j eQnly iy engaging with the work of anyould thethird objectsomehowactivateitself for the
benefitof the onlookeor user. What defines the third object mdinan anything elsé Boomgaar8 s
eyes is its purposand abilityto make spectators and useaxgare and reflexivef their engagement
independentlyof predetermined intentiongyterpretatios, or uses offered bghe artist through the
work. ?® Thus,by encompassing third objectthe artworki ma kes us wonder why we
feel what we fe?®Wjthr al wh a hBakeboasafor @xardpte} tiheshird
object wouldhavelet users of the work reflect on why they are baking, wiey process of baking
makes them feel what they feel, and Hmakingeventuallyaffectsthem as human beingswould like
to point here that despite the artistmaysnfaetxcl usi «
have been aware and refiex of their baking\yhy they liked doing it, and how baking defines their
personalities Finally,i n f ol | owi ng B o,d vag beasaidltibabe thard abjecngramstt
works of art their relative autonomy amighht to exist,because of the unique ways in whittey
triggerpeople toquestioncertainthings.

To preventthe shallow, onesidedconsumption of artthat is the nomeciprocal relationship
between user and artworBpomgaard is right icalling for the ned of a third object. Without a third
object, peopleare arguablynot immediatelysupported andnotivatedto fully grasphow they have

useda work of art,andhowthis hasaffectedthemas well aghe work which could meartheir useis

Boomgaard, Jeroen, fADe v Simuadwen. Tidschditveonkunsternculger de obj e
jaargang 25, No. 1 (2016), 34.
%% bid.
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ultimately nat that different from the use of othemore ordinary useful objectsuch as kitchen
utensils In other words, the third objechight benecessary for establishing the wsdue of art.
Functioning & a sort of walfrom whichp e o p | e ®ackfireds,e st hfie t hird abj ect s
encouragement oflialectical thinking. Defined byiterary critic Frederic Jameso1(1934) as fi a
t hought ab o uft® dialbctial thinkingyisi iintasviarkigt and Adornian sensea meta
level of reflexionin the process of constituting knowledge. Similarly, the third objeltkasa meta
level used for thinking abouwtsevaluesi a tool forunderstandinghe tool itself

The third object isan interesting, but alsmratherambiguous andricky concept. Fist of all,
the presence of a third objewtithin the artwork(its ontology if you will) is ambiguous, because it is
not immediately visibleSecondly, when the third object has become tangible, its effect supposedly
has toremainsubtle andninimal. Thisseems difficult taanticipate and contrgdrior to the creation of
artworks Furthermore, h e bal ance bet ween fipul | hemgavay ipeopl e
challenging, and the same goes ftite paperthin line between inspiringself-reflexion,
comtempldéion, and original thoughtandsteering people towards certain ideas, beliefs, and perhaps
even political ideologies. éW artiss should approachthe incorporation ofa third objectwithout
consciouslyo r unconsci ouslusesis nomaddresped Ibya Boonmggadhckling the
positive and negative effects of a third objéath before making an artwordndafter presenting it to
audiencesglearlydemandgaution

Allin all, Boomg aar d dtswardsS b h 5 b e samstd He Gimed athe ways the
curators and the artists of te&hibition permitted the partial disappearances of works of art in favour
of stimulatingtransactions between the work®sts, andhe public.Firstly, he claims the works were
partially inviside in their inability to stirthe imaginationbecause they wemrsthertoo overshadowed
by their utility, and / orby information provided by the hostS.e c ond | vy, the |l ack of
which wouldhavepromped users to question their uses of artworkst, onlyled toshallow useshut
also toa limited visibility of the works.The approach of ruangrugand the artiststhey invitedfor
Sonsbeceakn 6ble6 summari sed as an AfidRrotreallydnatteihownod6 of a
why the artworks were used, as long @meople were abléo usethe worksi of coursewithout
damaging themBoomgaars point of view centers ohis term third object. He stresses that without a
third object, audiences cannotgage with art in a meaningful way, and in return artworks are
inevitably less meaningful would suggest thahe third object is ultimately na solution. Boththe
extradition of art to the public (attempt to dissolve ttierarchiesbetween curators, artists, and
publics), and the incorporation of third object (attempt to estalbesteficial boundary between
artworks and publics) have considerable rigksrthaps the mairisk of proposing there is no such
thing asdad us§ as is aparent from analyses in this chapter, is that uses of artworkarguably

more often than not unrelated to the works, resultingriunal and nonreflexive uses. Besidessit

270 3ameson, Frederitarxism and Form: 28 Century Dialectical Theories of LiteraturéPrinceton: Princeton
University Press), 2016, 45. First published by Princeton University Press in 1971.
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ambiguous physical qualities, a third object is also frawgth risks, becawsusers may become
either too drawn and manipulated by artworks, or theyeasily withdraw from using when the
effects of thehird objectaresomehowao strong Thus,asstrategiegor encouragingneaningful uses
and reflections on human lifehe extadition of art to the public anthe inclusion ofa third object

may be considered two sides of the same coin.

By fAopeni ntgo tthhee repogobsinapf@dwerks, and thus lowering the barrier,
ruangrupa has managed to make some people take a step into relatively unfamiliar tEsréory.
without third objects, iseems likely that many visitors and users hemetemplated anduestioned
useful artas a wategy to interest people in afthe inclusion of a third objechight offera chance to
better anchor and examine the uses andrakee of works of art. Yesmallsteps probablypeed to be
takenbefore it can basuccesfully implementedpurringpeopk i including art professionalis to get

used tare-usingartworkspresumablyakes time.
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CHAPTER 4

The paradoxes of gefulnessand uselessnesseteranomy and autonomy

Can one makworks which are not works 6fa P*'t 6

T Marcel Duchamp

So far, this thesis haxploredUseful Art byfocusing orthe ideas and theories Bania Bruguera and

Stephen Wright, the practice of ruangrupa, and the uses and tHvalweseof six artworks from

Sonsbe &rdnsA@TION.: In order to gain more insight in the implications®b ns b easla 6 1 6

Useful Art exhibition both within the realm of contemporary art af public domainthis final

chapter investigatdasse nsi ons bet ween artds usef andautosomy.and U
In encouragingpublics to use artworkss o n s b e eepudiated the seemingly exclusive

right of art to uselessnesshampionedor example by Clement Greenberg in the previous century.

Because ofinfluential theorists like Greenberg, thenegationof ar t 6 s u $aslbecemsen e s s

synonymous to negatinigs autonony, which has to some extemguaranteed r wr@gangisolation

from other fields of Bquiry, as well asocietyat large Thisisolation discussedyy Stephen Wright in

his lexicon,long enabled art to develop itseds a disciplindn relative freedompreventing it from

being absorbedoo muchby religious, political and economic interest§ However, autonomy has

increasinglybecome a millstone around the neck of Ag.Wright rightly points out, art igwevitably

less authorativas a result of a focus @utonomy

The price to pay for autononmare the invisible parentheses that bracket art off from being
taken seriously as a proposition having consequences béyeradsthetic realm. Art judged

by art 6s beteasiyavitendl as,onvalljustart’”

Its reputation as useless Ha=en hollowingout art.By working from the premise of usalue, from
the questiorof how art can be of use smciety, artists and art practitioners mighttresshe validity
and position of art. But could it be that replacing uselessness and autonomy with usefulness and

heteronomy comes wittlifficult obstacles andacifices?And are these binary oppositiein the end

21 pychamp, Marcel, Sanouillet, Michel, and Peterson, Elmer (&d)Writings of Marcel Duchamp
(Cambridge, Massachusetts: Da Capo Press), 79173,
2Wr i ght, Steven, @To wa rAitens Nidkexal(edD)What 6 §sehshUpé? in
2C7?(?nstellati0ns of Art, History, and KnowleddeCritical Reader (Amsterdam: Valiz), 2016171.
Ibid.
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perhaps too restrictivand untenabl2This final chaptetouches uporsomeof the possibilitiesand
dangers ofartrelated usefulness as a new approafdr executing curating and evaluating
contemporary art.

4.1 Legitimising contemporary art as useful
Indicatiors for contemporarya r tegususpositioncan be found withirmany Western societiet is
as if arthas ended upt the bottom of the food chaim The Netherlandsjue tothe financial crisis,
the gover nment @msvelpatiedtgdthe artsand cuttureteetor. &he cuts come down to
over half a billion euros and the loss of about twehtyusand permanent job positions since 2013.
Aimed at improving employment opportunities for artists, a qdan was devised bthe Dutch
Minister for Culture andpresentedy herin February20182” It remains to be seen whether things
will significantly change for the better now that The Netherlands is experiencing a growing economy.
The second largest, Dutch political party sinbe elections last year, the PVV, has been strongly
opposiy t he gover namemft 6shesubsi i 6er many ye?drs, i m
Arts organisations ithe United Statesparticularlysmall and local initiativeswill probably receive
quite a blowas a result dbudget cuts during theonald Trump presidencdsaanounced in Tru
budget plarfrom 2017 the four most importantindependentultural agenciesrelikely to be cut’’
The lack of financiakupport from government®rcesmany artists and others in the field twork
(several) side jobs, whilstppeahg to other funds and sponsar3his often entaileexplaining and
justifying the potential(cultural, oruse)value of a certain projecit would, thus, seem thatamping
on to notionssuch asar t 6 s O paasthgtippue Ipeosse 6 and ¢ erddliberitelyr ar t 6
leaving this operareluxuriesa lot ofartistscan simply not afford.
Lack of (financia) support can be seen as @mdeof the story. Another is thgtruggle to
legitimise art,that is,to demonstrate that acein in fact be valuabl®r society. Reflecting on the
situation in The Net her | avhal was oncagenetallyraeceptedlaslan By r

necessary ahfunctioning component of a progressive and selfreflesioeiety is now treated with

Troost Nanda, fADoor bezuinigingen Welkskant2XJanuay2el6,aar wee
seehttps://www.volkskrant.nl/economie/dobezuinigingeaverkt-kunstenaamweervoor-

hongerloon~a422990Tlast accessed on 4 January 2018).

“®lent,Daarvan fAMi ni ster belooft actiepl anNRGdA®Movemiger bet er i n
2017, https:/iwww.nrc.nl/nieuws/2017/11/13/ministeelooftactieplanvoor-verbeteringpositievan

kunstenaard 4007329158102 last accessed on 7 January 2018).

*see for example Witteman, Johan, fWee&olkgkeant7 ui kte de t
January 2011https://www.volkskrant.nl/politiek/wiegebruiktede-termlinkse-hobbys-heteerst~al789750/

(last accessed on 11 January 2018).

#"Kennicot, Philipa nd Mc C| o nTeump wamtsgta@cyt the REA and NEH. This is the waese

scenario for arts groupsThe Washington Pgst6 March 2017,
https://www.washingtonpost.com/lifestyle/style/wiliminationof-neaandnehtrumpsbudgetis-worstcase
scenariefor-artsgroups/2017/085/5291645#)9bb11e7al5¢f

a58d4a988474 story.html?utm_term=.23c356c0fgf accessed on 4 January 2018).
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https://www.washingtonpost.com/lifestyle/style/with-elimination-of-nea-and-neh-trumps-budget-is-worst-case-scenario-for-arts-groups/2017/03/15/5291645a-09bb-11e7-a15f-a58d4a988474_story.html?utm_term=.23c356c0f820
https://www.washingtonpost.com/lifestyle/style/with-elimination-of-nea-and-neh-trumps-budget-is-worst-case-scenario-for-arts-groups/2017/03/15/5291645a-09bb-11e7-a15f-a58d4a988474_story.html?utm_term=.23c356c0f820
https://www.washingtonpost.com/lifestyle/style/with-elimination-of-nea-and-neh-trumps-budget-is-worst-case-scenario-for-arts-groups/2017/03/15/5291645a-09bb-11e7-a15f-a58d4a988474_story.html?utm_term=.23c356c0f820

distrust and disdait?’® Perhaps more often than natt professionalfail or neglecto put into words
exactly how and why their efforts can be of value to othémsm within or beyond the artworld
However,nowadayghey cannot always easily get away with that, as was proven, for example, by the
contoversy surrounding last e ar 6 s, larhaven®ocumentadn Athens?’

The assumptiorthat artdoes noteally matter can be refuted Bhowingwhat arists have to
offer us Briefly put, theyare in a privelged position t@uestion things, as opposexgiving answers
and from this position they coyld they want,strive for social change8y exposinga different side
to a story, viewpoint, or problenartists are not only able to criticiseand raise awarenessd
understandin@f overlookedimitations, but also to stretch these limitations and bropeespective
Correspondinglythe reception oprojecs may be unexpected, giving rise to newaccounted and
unsolveddilemmas

Unexpected outcomes acalledside effectdy artistCesare Pietroius{il956), who started in
Psychiatry, and he describes them as indispensittienuli for further developments of ideas
knowledge, methodologies, éf@Pietroiustia s sumes t hat ar withthefreedoneto onl y |
considerside f f ect s as a p o $iThus, weerepsadentificadsearmh npstlpgardes t . 0
on from, an expands on, positive results, artists work with posdivénegative resultsvhich are to
some extent impossible to pin down as either positive or negative. Accordinplgvementsannot
be translated intalgorithns, models, otechnological tools for analysif the same wayas | have
tried to show,the usefulnessof works of artis never a universalfact unlike, say,a car or a
screwdriver, theisevalueof artworksdemandsonstant scrutiny.

Despite the fact that artge ner al | y \uata v ariktsmightthave an important
roe topl ay i 8 age which is @omimated by technological developmentad digital
communication Since peoplewill likely become more @& more dependant on technology in the
future artists mayin fact have no choice but to pick up on the effectdifferent technologies on
societiesTechnology is generally considered a driver of health and wealth. Inditled, rapid speed,

technologicalinventionshavebeenprofoundly changingandimproving the lives of many peoplen

8By r n e, Usé dalumand thie Contemporary WaikArt: Freeing Art from the Present Technocratic

Frameworld Open No. 23 (2012), 1, sdettps://www.onlineopen.org/download.php?id=3&6&t accessed on

11 January 2018).

29 Documenta 14vas criticised by several Athenians, whose graffiti slogans, for example, called attention to the
neocolonialist connotation of the German art event thatrelasated to Greece for the firsttimé | r ef use t o
exoticize myself to increase your culiicapital. Signed: The Peopdédt can be argued, th&tocumenta 14vas

too disconnected from reality to be ratified by the general public. Athessd curatoNadja Argyropoulou

summed up the anger as folloisT hei r t heory is beautiful, radical and
leap into the everyday or address the reality here. Circumstance is what humbles theory and makes art as
important as re | ISiefee .Sami t h, Hel eén aAn giedrCrianp uAiehnetnas! éas t he bl ue

hit townd The Guardian17 May 2017, see
https:/ivwww.theguardian.com/artanddesign/2017/may/14/docurdbftghensgermanart-extravaganzgast

accessed on 6 January 2018)

20 pslan SelzerShanefiHow do you pin a wave upon the sand? An i
Purves (ed.)WWhat wewant is free: Generosity and Exchange in Recent (Adtbany, New York: State of New

York University Press), 2005, 78.

! bid., 79.
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many levels over thegst few decadedt is notreally within our power to predict theammifications
of technologiedike artificial intelligence and robotsn the future Alongside the benefits, the dangers
of depending on technaly have already come into view, among them the protection of pri¥acy.
people slowly seem to turmto slavesof technology several philosophers, for instance Daniel
Dennét, have beerdrawing attention tcthe difficult ethical dimensions of technolody. This is
wherenot only philsophers, but alsartists could step iBy getting involved with technology, and
addressingmpendingside effectsart may serve as a tow counterbalance the power of technology,
and thehierarchiesthat come with it.In the process of dealing with othpressingsociopolitical
issues, for instance climate changealth gaps, anplolarisation, arsts could alscseizeopportunites
to legimiseart, and thugismantlethe yoke of uselessnegss was demonstrated by several artworks
from Son 4ransAETKONHaLt 6an be usefuin bringing peopleof different layers of society
into contact with eaclother (e.g. citizens of Arnhem and refugeesdnsequently stimuliatg social
cohesionunderstandingandcreativeideas andolutions

Anotherelement to consider when legitimising art and the work of artisteiseeming need
for a foundation for mutual understanding. By this is meant an understanding between art
professionals and publics abdaw art could or maybe should functioas apluralistic practicethat
involves people with an art education as much as people who lakit 6 s c¢cl aim to usel
relative autonomy havbeen sustaining gapbetween the artworld and societiesd consequently
betweenart professionals and publick the past as well as the presergpple from outsideghe
artworld often, to some egnt, have to familiarise themselves with-gpecificways of thinking and
making in order to understand and appreciaterks of art Th ey become the O6rec
experienced, wher e dasilitatarsd f pe o eersisd mmed Gthera@re toh e
nothing wrong wth this: there will always be adollectorsand artenthusiasts whonerely want to
visit museums and galleries for aesthetic experier@eghe other hand, it is safe to dhgpt because
of a gap of knowledge and expertisaany peopletoday do notcare tomake the effort to take an
interest in artAs currentglobalised societies seetm be more and more governed by principés
utility and c¢ons umagelessseems ta betotnmoreraedpmoraaverined hy a s
negatve connotations.

Developerof the useful rmseum, Alistair Hudson, argues that the possibility to useosks
and anticipatetheir usefulness helps dissolve the barrier between art practitioners and piiblics.
Through the (miguse of a work of artwhich does not requirart expertiseand jargonpeople can

understand it.Subsequently, these usesght serve as entry points favolving 6 b o tut painn

#82Because of the growing influence of technologies, Daniel Dennett, for example, envisages humans will

eventually loose their free will. See Dennett, DanielEbpw Room: The Varieties of Free Will Worth Wanting

(Cambridge, Massachusetts / London, Engldnid™ Press), 2015.

BADo we live in postarti s20Apdl 2016, pae of the dlograrh aging Usto und Ta'k
Life in Postartistic Timesat Museum of Modern Art, Warshasgehttps://vimeo.can/17078302flast accessed

on 10 January 2018).
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practices. Thus, usefulness a sese, implicates embracing depesfonalisation”® A certain degree
of deprofessionalisatioof art practitionersn favour of collectively exploring usefulnessether with
publicscould democratise art, turning it inton@ore inclusive, anthereforemore easily legitimated
practice.

4.2 Towards re-purposing the autonomy of art
In addition to autonomy, severather conceptsar e val ued regarding the
uselessnesdying aesthetics to uselessnassieteentkcentury,French poet Théophile Gautierote
in1835t hat At he iws alreussy elecarua i f ul ®° AsdiseussedBdrrieth g u s e f
Newmanalsodefinedart asthe one and onlyaestheticact, whilst claimingartis also theonly moral
practice precisely because it is useless. For Hannah Atbediselessnessf artworksimpededtheir
reductionto mere consumerist products. Uselessness as an exclusive trait is also associated-with open
endednessas hasfor examplebecomeapparent from thenore recentdissentof curator Morgan
Quaintancedescribedin chapter oneThis operendedness, as Quaintance declagpantsart the
freedom andbower to criticise andundermine political ideologi€€® Exploring a crosslisciplinary
approach betwegphilosophy and arphilosopher€rin Manningand Brian Massungimilarly argue
for the uselessness and opmrdedness of aras a means foopering up possibilities for
circumventing neoliberal capitalism. Uselessness is inextricably bound up with experimentation,
according to Manning and Massuriii Wat is most experimental is most useless. If something is truly
new, the context for its use will not yet exit’

Based orthese promotions of uselessnddseful Art can beanachronistially characteriseds
a category that doesot concern(relative) autonomy, aesthetis, ethics, opemendedness, and
experimentation. Rather thaadically distancing itself from neoliberal and capitaligys of thinking
and operatingfrom money and powestructures Useful Art is supposedlyentrenched withthese
ideolagies In other words, & cluster of politically uncritical art practices Useful At would be
consideed 6batdd eaewver it was pos scriticdl @s eloe sdsi saritn gfun o i
uncritical useful art,surely that timeseems to havpassedhow thatart practitioners are relying on

information from thenternetlike billions of peopleThe artworldcannotfunction independentlin a

B4 n an interview, Bruguera has related Arte DBtil to ¢

[professionalisation]. It also champions, to a certain extentskibled art in that the processes andtggies do
not need high | evelFlstchexf Aanrntiies, t iacn dt rBariungiureg da., Sleaeni a, fil

Arte DBtil: Annie Fl etcher i rAikedg) Micketradesld)What st hh&absa?
Constellations oArt, History, and Knowledge\ Critical Readey (Amsterdam: Valiz)2016 432.
Gautier, Th®ophile, fAPreface to Mademoiselle de Maurg

Wood, Paul, and Gaiger, Jason (ed&t),in Theory, 18181900 (London Blackwell Publishers), 1987, 99.

288 gee chapter one for ideas about usefulness of Newman, Arendt, and Quaintance.

%7 Manning, ErinandMassumi, BrianfiFor a Pragmatics ofthe®dd ess: Pr oposjlectuens f or
at Western University, London, Canada, 5 March 2013, see
https://www.youtube.com/watch?v=Mp5REJAI200&t=906s (last accessed on 11 January 2017)
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bubbleas an alternative to economy and politidske all individuals, atists curators, critics, et@are
influerced by flows of capital; contemporary art is not justogiocultural, but also aommercial
phenomenonThough many artists are interested developingsocial, processriented practices
which can baémpossibleto sell, it seems contemporary art is increasingly becoming an entertainment
industry with more and more art fairs and bienniafferingii c ul t ur al Ipgssijilitesfori f i a b |
city marketing andpossibilities forlucrativeinvestments When a t uSedessness to ke regardeds
utopian, how would itthenbe possible to imagenUseful Ar t as a o6 f?doaesafTarliae  ut op
Bruguerd s d e s ¢ ArtefJtil,isee chapteo dhe

Useful At practices contain several what some micit pitfalls, and othersnight consider
challengesDuring ameeting ofthe conferatiork 6 | n t e r in Bjubljaranmna2016Manuel Borja
Villel, director of Museo Nacional Centro date Reine Sofia (Madrid explainedhis scepticism
aboutUseful Art. Someof the manyissues headdressedeem less problematic than others. For one,
Borja-Villel questionedthe focus on usealue, because of its inherelemporality andnstability 2%
On the one hanadhe fundamental instability of uselue is indeed,somewha inconsistent with
Br u g sfermaadions ofAr t e Dt i Ifodsustamabke spplcations of art in daily life. For
Bruguera, failurewould disqualifya project as Arte Utd*® However, sustainabilityover a longer
period of time may not always be piide toaccomplish as is suggested taynumberof temporary
Arte Util case studiesNot to mention thafailure could eventually lead teew successOn the other
hand, it might be possible to imagine tlmntingency ofa r tusewalue asa i perhaps crucial
advantage, whichothBorja-Villel and Bruguera seem twerlook By expecting unexpectednessd
more importantly by acknowledging and working witimevitablesideeffectsof projects(to borrow

Cesare Pietroiugtf®

Useful Art pratitionersmight differentiate themselves froproducers ofiseful
nonart products, applications, and servicete Put differentlywhereas most produgtapplications,
services, and so fortlare onlyproductive angroduced infosar as they have wsdue, art could be
the exception byanticipating andincluding failures. Ultimately, successions of good and bad
outcomes might offer indispensable momepi@ysesas it were,for recognising,articulating and
renegotiang developmerg

Two other problems, whicManuelBorja-Villel hinted at,are morehorny, and perhappartly
insurmountableFirstly, it can be argued thatseful Art practices are at a greater riskogicomingoo

6corruptedd by economic and political interests

*®Esche, Charles,andBojai | | el , Manuel, AUse, Knowledge, Art, and
Charles Esche and Manual BoNai | | eAlkelns, Nidk,et al.,(eds)What 6 s t he Use? Constel]l
History, and KnowledgeA Critical Readey (Amsterdam: Valiz)2016 412.

3 For Arte Ptil, failure is not a p@reguérsgblaniaj ty. | f t he
ARefl ections on AAikens,eDdl. (eds.)WhUastedfsu It hAer tUsoe? Constell ati
and KnowledggeA Critical Reaer, (Amsterdam: Valiz)2016,316.

20 pslan SelzerShanefiHow do you pin a wave upon the sand? An in
Purves (ed.)What we want is free: Generosity and Exchange in RecentAioeiny, New York: State of New

York University Press), 20059.
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life. In the process ofi ma k i rwgrld wdrkedifferen t 1°°yugeful artworks have to coaslesce with
certain systemgpstitutions, andenvironmentsArtists have tocollaborate with others arsbmehow
have to immerse themselves befbopingto makechangs, but to be successfaieansthey haveto
stay clear ottonflicts of interests. Useful i can thus,be seen as a doubdelged sword: by ptihg
art to goa uses aimed atounteraahg hierarchiesaccording to Brugueri, it is in danger of being
misusedsimultaneouslyy the powerful to maintain or gain powepntrol and a good reputatiGtt
Secondly,in order to positively destabalise without destabalising itself as a prddseéul
Art arguably alsohas to open up spaces for reftex and sekHcriticism. Also, to avoid being
completely subsumedby an overaching systenor organisation (e.g. education, company,
municipality), it seems artistalwayshave tomake plain for all to sethattheir work isstill art instead
of something els€lhis is alsceasier said thadone The Association of Arte Util has devised criteria,
but these do noiprovide guidance for understandinipe artistic visibility of Arte Util projects.
Conceivinga whole new theoretical toolbox, Steph&¥right insistsi as discussed befoiethat by
criticising itself (i.e. ontologising art) the artworlths been creatinigs own trap.Contemporary art
positioning itself involves performing dominant theoriesgstablishedby generations ofleading
scholars To move beyond this cru¥Vright opts for giving upontologisingaltogetherin favour of a
nonst op Owitlwatanye @ elpeés ®mi sed i n sdchfe dRevadbxjcalyasé c oe f f |
Wright halfadmits himself,negatingthe examination of themateriality of artworks that is to
consider abrings us bazk tontheeirtisd@nyndrum how canUseful Ar tescéipe notice,
yet still mak%Iniotheswops, eas thenmaterialftfart becdrie entirely incidental
without pushing art toward anonymity? According toBorja-Villel, artworks cannadbe criticalwithout
simultaneously revealing, aradsobeing critical of, their conditions of production within the field of
art?**Indeed, to be criticallsomeango be critical of oneself
Thesetwo antinomiegelated tathe heteraomy of Useful Artboth seem tgpoint to theneed
f or relatite @awwonomyContrary to Stephen Wrighiohn Byrne states that, despite the fact that
the autonomy of art i s ndrivéncocigtes, all fforppughtemde i n t 0 ¢
directed towards it to ensutke elevanceof art?* Thus, central gestions that arise are, first of,all

how Useful Artgenerats usevalue by beingoth heteronomous (dylendingin with social reality)

Y106 Nei Paul , AArt: | ntBOMBVae 628 (Sohaneri2@l4)Beeuguer a o,
http://bombmagazine.org/article/10071/tabraiguerglast accessed on 6 November 2017).,
2Wright, Stephen, AA meeting as part of FfAArtist as ar

on 16 October 2014, Museum of Modern Art, Warshaw h$gs://artmuseum.pl/en/doc/videobic-uzytek

(last accessed on 11 January 2018).

Wright, St ephen, A& t h earthegsthsouthwdst Beaemiper2812 see
http://northeastwestsouth.net/thgou-disappeatlastaccessed on 2 November 2017).

%Esche, Charles,andBojai | | el , Manuel, fAUse, Knowledge, Art, and
Charles Esche and Manual BoNai | | eéAlkenms, Nidk,ret al(eds)Wh at 6 s t he Use? Constell
History, and KnowledgeA Critical Reader (Amsterdam: Valiz)2016,412.

By r ne, Usd Yalumand thie Contemporary WaikArt: Freeing Art from the Present Technocratic

Frameworlb Open No. 231 (2012), 2, 5, séxtps://www.onlineopen.org/download.php?id=3&&t accessed

on 11 January 2018).
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and autonomous (by generating-spteific visibility). And secondly,and correspondingyhow
autonomymay be theoriseénew;as adistincta@e-mo d e r fnameswbrk for critical analysis, which
do not only includeevaluating thenateriality of works of art, but also theeffectson shapinghuman
relationships An answer to thesecond questiomf re-purposingthe notion ofautonomy carbe
distilled fromthe writings oftheinfluential philosophedaaues Ranciere.

Known for connectingaestheticsand politics, and identifying 6 r e gi me sJacqués ar t 6,
Rancierehas formulateda new approach forthe autonomyand heterenomyof art At the core of
R a n c i theoretigason is the paradox that lelonging tathe secalledb ae st het i ¢ r egi me?d
Enlightenment untithe present)s neitherautonomousor heteronomas For art to be recognisible as
art (i.e. autonomouy it alsoneedgo bepart of life (i.e. heteronomods According toRanciere fiar t i s
artinasmuch asitisalsonanr t , s omet hi A%Yn aocordiarce with theximdivisibility of o
autonomy ancheteronomy,Ranciérebreakswith the traditional dichotomy betweeaxesthetis and
politics. One way or another, eathetic art experience offer opportunities for thinking about
discrepancies betwedheseaesthetic experienseand previous experiengesaking us see things
from a fresh perspective As a result,0 n es@érse of being in the world slightly altered. For
Ranciere a political workmay look very different, but it nonethelesgerates in the same way, as a
small orsomewhabigger rupture of the status gffd Ranciere uses the term dissensus to describe the
shareddisruptive natureof aesthetic and political arBecause ofdissensusaesthetic and political
artworks fAhold the promise new lifebfar intivideals and the wor | d
communi® ty. o

Within Social Pactice discoursed, ac ques Ranci beaendmployedoyeCtairei es h a
Bishop. Similarly to Ranciére,she locates the autonomy of art within the sphere of human
relationships, experiencesnd identitiesFor Bishopthe autonomy of aiis retrievable from aesthetic
experiencs, because ofthe impossibility to generalissuche x per i ences i nto Al oc
mo r a P9 In Sooial Practice discoursethe study of aesthetids under presse, according to
Bishop. In Artificial Hells: Participatory Art and the Politics of Spectatorship012), she calls
attention to the oftenverlooked aesthetic dimensions of socially engagedStudies of Social
Practice artworks are generally, as Bishsees it, clouded by ethical concertisorists tend to
articulateartistice ndeavour s whi ch ar i s evithbutsbhowingithedegitmgcy t he r |

of these endeavouesart3®° Aethetics, whicthasbecomemainly associated with theisualaspects of

2% Ranciére, JacqueandCorcoran, Steven (translAesthetics and Its Disconten{€ambridge, United

Kingdom / Malden, Massachusetts: Polity Press), 2009, 36.

27 Ranciére, Jacques, Rockfill, Gabriel (trandlhe Poitics of Aesthetics: The Distribution of the Sensible

(London / New York: Continuum), 20083.

“®*Ranci "re, Jacques, fAThe Aesthetic Revolution and it s
He t e r o Newrhgft&ReviewNo. 14 (MarchApril 2002), 133.

29 Bishop, ClaireAtrtificial Hells: Participatory Art and the Politics of Spectatorsh{pondon / New York:

Verso), 201218.

30 Bjshop refers to the studies of theorist Grant Kester, critics Reinaldo Laddaga and Erik Hagoort, and curators

Maria Lind and Chrles Esche; Ibid., 186.
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art, does not exclude ethicé/hile emhasisindRrancér e idemsona r inéxsicableautonomous and
heteronomous mode of operati@nd thesharedhopefor a better world ofesthetics and politics,
Bishopargues for aligningthicswith aesthéics** Thus, the evaluation of @itBi shopds readi r
Rancierg shouldbe focused on contradictisbh et ween art 6s heteronomous et
autonomous aesthetic dimensioAscomparativeevaluationof these comaidictory dimensions results
on the one hand imnderstanding andon the other hand, imisunderstandind” It is precisely
because of this combination of understanding and misunderstanding that both the understanding and
mi sunder st andi mgandaltonamytaybheconte enbre alearraral better defined

Rob Vo eThe&xcliasgean be used as an example to illustrate the contradicting
heteronomous ethical dimensions and autonomous aesthetic dimensions. The ethical dimension of the
workismainfy deter mined by Voermanbés aim to raise awa
S o ns b e aska stagke,6as it werthe artisthoped thatpeoplewould not only contemplate the
negative effects of current monetary systetst also use his work tgcollectively) come up with
solutions The aesthetic dimensions can also be related to work of theoartise one handnd on
the other handyisitors and users of his worldside from his political commitment to combat
worldwide pollution, Voermamlecidedto make an aesthetically appealing artwork. With his work, he
also choose to highlighhe waterfallone oft he par k 6 s 1 ara sipollued gplaces A u |
for the visitors and users @he Exchangethe aesthetic dimensish n ¢ | u d e dexpereerceslofe 6
the waterfall and its overarching aluminum structure, which brought up different ideas, memories, and
feelings. Alhough the ethical and aesthafimensios seem tgpartly overlap, in the sense that they
are broadly speakindyothinfluenced bynature and one of its most important resoufcesteri, the
two dimension are also disconnected, because ethical aims of Voarenant explicitly reflected in
thewor k 8 s aBy crdating dniurtdderstanding of teiicaldimensions of Voenan 6 s wor k, t
different aesthetic dimensions would be left unexplained, and vice versa.

To conclude,an investigation of Useful Art aa fundamentally heteronomous art practice
seemt o corroborate Jacques Ranci rebés phil ssophi c:
autonomy and heterenomy, because it can be arguedUdheful Art practicescan only be
heteronomous ithey explore and explicat¢heir autonomy Ra n qroductved s ew en art 6
heteronomy and autonomy is, in my opinion, also udefulethinkng the binary opposition between
artdés wusef ul n,eviichnoaamlgs euesnesl etsos niensfsor m Br ug,baér ads t
also the general belief thatt is uselessompared to other fields of enquirfyor Bruguera, artwosk
only qualify as Arte Util if they arasefuland beneficial tools for making change happgéowever, as
discussed several times, the wséue of an artwork always remains unstableould, thus, suggest

that Useful At projects areas mucHixed pledgesas propositiors. In short, jist as artworks cannot be

i1 n short, the aesthetic doesndt need tob e sacrifioc

contains this aBishdp,Ctareartificial ldellspRaicpatayeArt and the Politics of
Spectatorship(London / New York: Verso), 20129.
%2 1bid., 30.
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heteronomous if they are not also autonomous, useful artvaemeqgerhapsonly useful insofar as
uselessdeas, outcomes, approaches,,ace anticipated a@ventuallyintegrated into the woek The
uselessi s red & e c t s 0 Pietroiustés telonagain might lead to a bettémis)understanding of
usefulness and uselessndé®g.integrating useless sakffects,Useful Art practices, moreovemight
attaintheir relative autonomynd legitimacy aa category of art.
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Conclusion

This thesisarose as &esult of my close involvement in the exhibitSro ns beek 616: trans,
an intern and tour guid&he possibility tgphysicallyuse mosbf the artworks in park Sonsbeddqth

in and outsidehe frame othe Open Callprogram can be seen as a particularly strikiagd perhaps

cuttingedge aspeatf So n s b e &€he aid & this thesishas been to investigato n s b elyk 6 16
zooming in on the uses and usdues of six artworkshat were located apark Sonsbeek.
Additionally, the practice otollectiveruangrupathe artistic leader ocfonsbeek 1, @was examined.

In order toivestigatethe artistic approach of ruangrupa and the usesandask ues of Sonsbe
the theorisation on Arte Util by artist Tania Bruguera, and usership by theorist Stephen Wright were

used as a theoretical framework.

The use of these theories on 0UseSfonls bleretkd 0rles
as a Useful Art exhibition. On the one hand, many characteristics of Arte Util and usership can be
relatedS o n s b eas & whold, i particular togitheme of the exhibitoand t he &6 make f ri
a r gra@tice of ruangrupan the other hand, Arte Util and usership were difficult to apphitthe
six examined artworks.

In accordance with Arte i, the artworks at park Sonsbeek and the approach of ruangrupa
were embedded in reality (1:1 scalBavid TehGs characterisation of ruangrugs, a collective which
considers arengagersnstead of artworka s fit h e cuatbrialearé resonfitesvi t h  Art e Dt i
focus onthe positive, visible effects of art gne o p | e. Fipally| thevdesgr meaning of the theme
@GransACTI|I ON6 (somet hing that | i e dearlp eeyerberates ahet i o n:
essence of Arte Util (aimin@t acheving lasting results and change$p some extent, Stephen
Wrightés concept s, compressed i SohsbeERQpdt 6n of
Call can be related to usership. Different from many Social Practice work§pde Callenabled
people who do not work in the artworld to creatively use art for deploying their own skills and talents,
though not all the organisers @ipen Callevents were interested in doing so. Correspondingly,
usership i s c oaiselfeegulahbi yn gWrniogdhet oafs efn g a*Fecoueéngin and o
reality, realised by what is readily available, and founded on socialised competence. Signitfwantly,

Open Callprogram was mostly carried out literally beyond the gaze, and always beyond the &xpertis
driven decisions of artists and members of ruangr@pan Callproposals had to be approved by the
organisation of Sonsbeek, but members of the Sonsbeek taamang them members of ruangrupa

left preparations and executions up to initiatdrise OpenCall can, thus, be understood as a user

generated discour se, and a s epatraadACTIOb,prvhiehrtoe o f U

Wwr i ght, Steven, #To wa rAitens Nidkd anges Tthomas) $eijdel slerinde,land@eén, i n
Thije, Steven (edsWh at 6 s t he Use? Const el | ddgeiACritical Realder Ar t Hi st ol
(Amsterdam: Valiz), 201,6486.
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some extent avoided hierarchical relationshiss.it offered relative freedom to use artworks, the
Open Callwas pehaps a sublimated form of public engagement and agency.

Now the usesand usevaluesof sixar t wor ks of tr&eACHQNe Erdm ad 1 6 :
analysis ofthe Open Callactivities it became apparent thabme artworks inspired far moeelf-
organised eventthan othersMoreover a number of events could m®nnectedto the material
qualities andd p r e d e t fanctions of ¢hd artworks whereas other eventgere mostly or even
totally disconnected from their materialitAside from the number oOpen Call activities, her
degree of connectednesgth or disconnectednes® the artworkshas played ecentral role in
determining theusevalueof the works

The pingpong tables of Louie Cordero and the playgroumstalled by Maze de Boer
instigatedrelatively few events (fiveand three). A plausible reas@the fact thaboth workswere
difficult to apprqriatefor activities other than thosmposed bythe artists’ playing a game of ping
pong, and playing with play sets. The obvious similarities betwee@la Callactitivities of Pong
all private and identifiable acreationaloutings, demonstrate h e  wfiged kubcton. Although
the essencefdhe outings(to socialise,have fun,and celebrateyvas not contradictory tdPong the
limited range of uses seems to point to the limitedusevalue as an artworkThe threeevents at
Common Groundavereall different a gettogether,a magic show, amharole play. Onthe one hand,
themagic show and the role play can be seediffsrentappropriations of the playground, but on the
other hand thegeemto have little to nothing to do with its function as a playground. In a way, both
Pong and CommonGround are reminiscent ofvorks by Rirkrit Tiravanijadiscussed in the first
chapter Rather than murposing artworks as users, peopl®e insteadbeing usedfor activating
artworks.In case of th@®pen Cal) therelationship of the uses to thrksweresomewhatrivial.

Lacking a specific purposdan addition tof uncti oning as plsatf armhms
installationsBamburstand Thethe Servanservant ofof thethe Allall Forgiving-forgiving are quite
different fromPong and CommonGround A comparison betweeBamburstand Thethe Servant
servantalso brings up different aspects and outcor@esnpared tdamburst which couldbe easily
identified as an architectural structuiéhethe Servanservantis much more ambivalentbecause of
its whimsicaltitle, andsemilikeness to historical hidden churchdispeople knew nothing aboitt,
they would probably nohavecome to think of it as a churcif they had information,hey would
probably interpret the works a churclof sorts Offering more room for the imaginatioithethe
Servantservantwas thus,in a way, relatively more opeendedthan BamburstThe result, however,
was only twoOpen Callactivities, whereasixteen events took place Bamburst This shows that in
orderto engendewusevalue by letting people pairpose a work of art, artists have to providaterial
components whichiserscanbuild from, components that suggest utility so that usarsfind ways to
re-usethese componeniNo doubt due to its unusual aesthetic quali&snburstwas repurposed in
many different waysn accordance with its opeanded functionThese repurposing seemed to

completethe bardooking installation, andhe activities, in turn, had a certaifiuae thanks to the
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enormoudndonesiarbamboo poles.

On the one hand, Prawoto was generous in makinigingtioral but at the same time
functionlessand thereforeaepurposablearchitectural artworkDespite numerou®pen Callevents, it
may be argued, on the other hand, that thevakes ofBamburstwasshallow be@ause people could
not really repurposeit ina A wr o n ghas,t vheey .wunkndwd & rpeur posabl e purpos
sensanade the useselfreferential excludingcritical evaluatioss of the usevalueof the workbeyond
its own aesthetic qualitieBecause of itfundamental ambivalent statass a @A hi dden chur cl
i n & rh u r tbehudes ofrhethe Servanservantwere maybe les®nesided However, considering
thenumber ofOpen Callactivities, its usevalue wasalso kind oflimited.

Contrary tothe fixed usefulness d?ongand Common Groundand theunfixed and ever
shifting usefulness oBamburstand Thethe Servanservant it would seemthat Vvestlifeand The
Exchangewere closests to provokingeaningfli repurposingsand generating asork-specific use
value Severalof the uses ofVvestlifeand The Exhangewere both connected to thmiggested
sociopoliticalaimsi to engage peoplim attempts to save the earth, and the refugee é&risigdilst
alsoaddingto, and thus partly transcendintpe aims To briefly go over them agaif,he Exhange
was usedfor a thematicyoga sessiorfon yoga as a tool for creating a sustainable wodd);an
exhibition space by two artists (twice); and for conducting radio interviews from ®\estlifewas
usedfour times by Adam Uriel Rufand Arnherrrefugeedo call attention tdhardships inPalestine
(among other thingsjor conducting car radio interviews; as a performance stage and exhibition space
duringKrijgers of Arnhemand used and adjusted for the political fashion slidiae Sea Could alk.
Signficantly,the majority of theOpen Callactivitities taking place avvestlifedirectly or indirectly
addressed the refugeeisis, and even involved refugeewhereas the majority ahe Open Call
activities of The Exhangewasunrelated o0 Rob Vo er ma n érenesafithmprdablemaof ai s e ¢
worldwide pollution,andthe possibility of a newurrency.

The usevalue of Vvestlifearguablylay in its capacity toinspire further discussion otine
refugee crisis in Europand sympathyor refugees in Europe, The Netherlands, and Arnherdto
establishvvestlifeinspiredshortandlongerlived relationshipsetween different groups of people (in
particular artistsrefugees and visitory. Accordingly, Vvestlifemodestly increasksocial cohesion
By contrast The Exhangeinspiredfewer artwork-specific uses, antll seemsthat these uses didot
expandthe workbeyond its poterdil to encourage discussions andrease awarenesthe money
raised for Foundation Masarang was perhap®tieemeasurablémportantimpactof The Exhange
which wasnot devisedby participants othe Open Cal) but insteady Voermanhimself. Thus, when
comparingVvestlifeand The Exhange it is easier to deduce and define the-vmlee ofVvestlife
When it comes to the effectiveness of both works, thatnisnaking change happen instead of
reflecting on necessary changes (whi chVveBtlifaiguer ad

may be classified as Useful Art.
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As mentioned above, it was impossible to relate defining elements of Arte Util and usership to
every artworkWr i ght 6 s concepts 1:1 scale, allure and d«
creating a deeper understanding Pdng and Common Groundwhich were bothdisuab and
@nusuah So n s b e @r&insAGTION; moreover, included only a handfull overtly political, and
even | ess oOpol it i(med theymaia éhfracteristicsyob Arte Gtih).thenead; vikhat
gualifiesor disqualifesS o0 n s b e &dnsAGTIONB :as Useful Art idifficult to detemine, because
there is not yet oneoherentwidely adoptedheoryfor examiningUseful Art. For Bruguera, Arte Util
is rooted in activismwhat matters igurning art into a political tool for making beneficial changes.
Usershipart also has to do with rebalancing power structures, in the senseisheat selfgoverning
mode of engagement, whiaindermires ownership and expertise, and therefore hieraschUsers
creatively and legallyepurpose something for their own benefitsthe spirit of this democratisation,

Wright argues for deontologising art.

The discrepancies between the reseaeshltsmentionedaboveand Tani a Bruguer a
onArte bDtil and Stephen Wrightds | eandgapsinhe f user
theories of Arte Util and usershihat both Bruguera and Wrighilid not seem to pay enough
attention to is the fact thdhe material qualities of a work of agdomehowhave to be taken into
account in analyses of uses and-ualkeie in order to avoid the redundancyartworks, and perhaps
Useful Art altogetherAdditionally, the fundamental instability of aspecific uses andsevalues (as
described inWh at 6 s (20iL&) isld shallenging, buyterhapsat the same time productive aspect
that Bruguera and Wrightto not really addres8y exploring the glitches betweearseful and useless
experiencesUseful Art might legitinise itself as a critical practice operating in realiighout being
immediately debased by neoliberal capitalism

Finally, the concept of aesthetis also slppery in relation to Useful Art Arte Util and
usership are both postulated as différieom the traditionalconcept of aesthetiass pleasurabland
purposeles&xperiences that are nothing more and nothing less than what thdyoargruguera
aestheticsomehowhas to beransformative:aesthetics ismiot something in and of itself, but rather
6subjugat ed6 i n.A$ suchthe aesthetics ofi Arte Utis Inevitalslypermeatedy
ethics (Bruguera:6 a esstt thi le & @ore igorous manner,Wright repeatedy stresses the need to
6deaedi anpt 6s aesthetic functi on, for which there

With respect tiarmA CSTolnGsNy, e eakr t601s6 :aest heti cs wunder
different ways and on different levels, not just in relatiorthe artworks, but also irOpen Call
activities. Among the artwork®ambursd and The Exhang® snaterial qualitiesvere perhaps the
most striking in terms of aesthetiasd craftsmanshiprhese two works also happen to be the most
frequently used works ohe Open Call Althoughthe function ofBamburstvasmor e or -1 ess 0
aesthetibbecause oPrawot® s amakeat @ f un ct i dtedcausaged manwentk which
included aesthetic experiencés wedding, photoshoot, parties, concestlent SkyProject It can

therefore be argued, thBamburstgained anaesthetic function, because of usersfiipe fact that
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users look for their own aesthetic experienisesso apparent from the many (more or less) aesthetic
activities organised in and outsiddne Exhangei music performances, partiegnd probablythe
Turkish lunchroora

Uses of artworks were sometimes difficult to define as either aesthaiicnon-aesthetic.
lllustrative examples are the evemisjgers for Arnhem andlf the Seacould Talk which contributed
to the expressivityof Vvestlife.Krijgers for Arnhemwasat timesmore political (listening tostory of
refuged, and at other times a ptital-aestheticexperiencgmusic performances, poetry recitement).
Similarly, the pover of If the Sea Guld Talkresultedfrom conflating aesthetic and politicalements
epitomised by thelifferent outfits comprisingbeautiful satin dressesd suits and life vests and rice
bags.Because of its political character, the aesthetic side of the fashion showtimassaimost a bit
uncomfortableThus, experiences can be simultaneously aesthetic and politgiag art is all about
appropriating and repurposing, which means people attaibute aesthetic and political functions to
one and the same artwork.

To conclude, t his thesi strangACVI@N as ia rJsefulg Artt i n
exhibition. By examiningS o n s b e dskxvisithebries on Arte Util and usership drhave also
created a deeper understandingarne of the limitationsf these theories in terms of identifying and
analysing Useful Art.

Perhaps works of art are ultimately most usefien theyencouragepolitical, aesthéc, and
political-aesthetic npurposings which dependi ng on maynbe bah upeluramp ect i v
useless The job of the artist would then be to offer opportunities for multiple repurposings.
Additionally, as pointed out by Jeroen Boomgaaadijstsarguaby have to make sure people can
reflect onthe meaningfulness afsesby using the artwork itselinotjust to make them aware of the
usevalue of art, but also to léhemdiscover the aesthetic or politicahplicationsof their actions.
While thoroughly (empirically) examining a hodge podge of different kinds of repurpcsiag
scholarsmight attemptto formulatethe aesthetic, angolitical usevalues of artwoks. In comparing
uses, some actions might seem utterly meaningless compared to others. But this is where it gets
interesting; when it is possible to pinpoint similarities and discrepamgtbi a complexarray of
antagonistic use®ifferent repurposingmake Useful Art socially decisive(and autonomous?gnd
simultaneouslypenended

Giventhe inclusion ofindividuals and groupfom and outside Arnhenthe social relevance
of So ns b e ¢r&nsAOTION :hasevidently set a new bar for upcomingonsbeeleditions. With
new Sonsbeek exhibitions coming upopefully in two, sixandtenyears to comé, it seemduture
curatorshave nochoice but toapproachcommunities in Arnhem taollectively explore useful

artworksthat arecapable ofeviving andreshapingiumanactions andelationships.
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APPENDIX

Open Cal program and Fringe events park Sonsbeek,

4 June-18 September2016

Total number of activitie84

Open Calli79*

Fringe:5

* 80 Open Call activities toolplace, 1 imot registered in this appendix due to missing information

Artwork: Bakehouse

Artist: Alphons ter Avest

Number of events4

Overview of Open Call and Fringe activities:

Open Call | 19 Juli 19.30 Full Moon Ceremony Il by Foundatio| Registration
Aliran Tenage Dalam
Open Call | 24 Juli 11.0616.00 | Recordings of Radio Beumer, about | Public
OFoo0odo.
- 22 August 16.0021.00 | Party. Private
Open Call | 11 September| 15.0018.00 | breadSTORM by Happy Single Registration
Ladies
Artwork: Aboriginal Embassy
Artist: Richard Bell
Number of events
Overview of Open Call and Fringe activities:
Fringe 18 June 14.0015.00 |[Lect ur e O WaWater c ( Public
verbind)by Cas de Bruin
Fringe 19 June 14.0015.00 (Lect ur &€ oWatcears 6 Public
Bruin.
Open Call | 29 Juli 17.0019.00 | Theater performance Zonderverdovill Registration
by Theatersport
Open Call | 4 September | 14.0017.00 | Stadstheater LAB Public
Open Call | 13 September| 16.0017.00 | Schaduwtheater Public
Open Call | 17 September | 16.0018.00 | Together nearly 100. Birthday party. | Private
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Artwork: Y ow-wowwowwow

Artist: Rosella Biscotti

Number of eventsl

Overview of Open Call and Fringe activities:

Open Call | 3 Juli 17.3018.30 | Music performance by 3IXTIES Public

Artwork: Common Ground

Artist: Maze de Boer

Numberof events 3

Overview of Open Call and Fringe activities:

Open Call | 11 June 15.0018.00 | Picknick ArnhemLife(organised by | Public
Petra Dielman)

Open Call | 12 June 14.0016.00 | Magic tricsby Max Lodewijks Public

Open Call | 30 August 13.0014.00 | Roleplay by Parelmoer Public

Artwork: OXT

Artist: Kevin van Braak

Number of eventsr

Overview of Open Call and Fringe activities:

Open Call | 17 Juli 13.3017.00 | Music performance organised by | Public
Francine SluiteandTom Ruijfrokto
collect money for foundation Orang
Babies
Open Call | 19 Juli 16.3020.00 | Staff day Olympous college (high | Private
school)
Open Call | 27 August 11.0617.00 | Tableau Vivant #Jewellery from Private
the park.
Open Call | 7 September | 11.0016.00 | Atelier 23(workshop) Public
Open Call | 9 September | 11.0016.00 | Atelier 23(workshop) Public
Open Call | 10 September | 12.0016.00 | OpenMonumenten dag Public
Open Call | 11 September | 18.00 Performance by Syrian band Public
Repaired Fade Out

Artworks: Pong& The Happy Camper
Artist: Louie Cordero

Number of events

Overview of Open Call and Fringe activities:
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Open Call | 15 June 12.3016.30 |Abel 6s Donal d Du Private

Open Call | 19 Juli 16.30 Staff day of Olympous college (high Private
school)

Open Call | 23 Juli 15.0018.00 | Picknick Arnhem Life(organised by | Public
Petra Dielman)

Open Call | 24 Juli 12.0017.00 | Goodbye party of Lucas Private

Open Call | 3 September | 14.0019.00 | Anniversary party. Private

Artwork: Untitled*

Artist: Shilpa Gupta

Number of events3

Overview of Open Call and Fringe activities:

Open Call | 20 Juli 10.3012.00 | Inspiration walk by MayaVijsheid | Registration

Open Call | 7 Juli 19.3021.00 | AanTafel Doelgesprek Picnic by | Registration
Marije van Dijk

Open Call | 24 Juli 13.00 Dance, theater, and music Public
performances by Festival
Waterdruppels

* This artwork was opened on 14 Juli instead of 4 June.

Artwork: You 6r e af r atihde tppl adlsmaee podlo, arendét you? Youbd
recreated?

Artist: Folkert de Jong

Number of event2

Overview of Open Call and Fringe activities:

Open Call | 4 September | 12.0017.00 | Kunst!Light artwork by artist Ruud | Public
Lans

Open Call | 14 September| 12.0017.00 | Kunst!Light artwork by artist Ruud | Public
Lans

Artwork: Vvestlife

Artists: KUNSTrePUBLIK

Number of event9

Overview of Open Call and Fringe activities:

Open Call | 7 August 11.00617.00 | just*ice cream: brain:freeze / Public

heart:melt.
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Open Call | 13 August 11.0617.00 | just*ice cream: brain:freeze / Public
heart:melt.

Fringe 26 August 20.00 If the Sea could TaJKashion show | Public
by CAMP and Dady de Maximo.

Open Call | 27 August 11.00617.00 | just*ice cream: brain:freeze / Public
heart:melt.

Open Call | 3 September | 12.0617.00 | just*ice cream: brain:freeze / Public
heart:melt.

Open Call | 4 September | 14.0615.00 | Music performance by Volver choir| Public
(laguage: Spanish)

Open Call | 8 September | 11.0616.00 | Recordings Radio Beumén Public
collaboration with Reinaart Vanhoe
and Mat t iWhenwetreyol
a newcomer@

Open Call | 16 September | 14.0617.00 | Schrijvergafé OSCARKTrijgers van | Public
Armhem( 6 War ri or s ol

Open Call | 17 September| 15.0617.00 | Word Biteshy Hugo de Haas Public

Artwork: Bamburst
Artist: Eko Prawoto
Number of eventsl6

Overview of Open Call and Fringe activities:

Open Call | 15 June 12.3616.30 |Abel 6s Donal d Du(Private
Open Call | 24 June 14.0616.00 | WeddingEllen and Derek Private
Open Call | 24June 19.0021.30 | Fare well party Private
Open Call | 27 June 10.0020.00 | Slinger. Collecting wishes Public
Open Call | 2 Juli 19.0600.00 | Diner Marijke Stamatiou Private
Fringe 9 Juli 16.3017.30 | Silent Sky Projedby artist Rob Public/
Sweere. Registration
Open Call | 17 Juli 10.0611.15 | Enjoy Yogaby Lidy Rijntjes Registration
Open Call | 17 Juli 16.0021.00 | Birthday celebration Private
Open Call | 19 Juli 16.30 Staff day of Olympous college (high | Private
school)
Open Call | 24 Juli 10.0011.15 | Enjoy Yoga byLidy Rijntjes Registration
Open Call | 31 Juli 10.0011.15 | Enjoy Yoga byLidy Rijntjes Registration
Open Call | 31 Juli 14.0015.00 | Concert by Gonda van der Zwaag Public
church songs and classical music.
Open Call | 14 August 10.0011.15 | EnjoyYogaby Lidy Rijntjes Registration
Open Call | 25 August 10.0017.00 |6 Tear of the s un(Public
Open Call | 31 August 13.3314.30 | Photoshoot newly weds. Private
Open Call | 4 September | 14.0017.00 | Stadstheater LAB. Public

Artwork: The-the Servantservant ofof the-the All-all Forgiving-forgiving
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Artist; Slavs andTatars
Number ofevents 2
Overview of Open Call and Fringe activities:

Fringe

30 June

Unknown

Meeting between children from
elementaryschool Pieter Jongeling
and refugees from Arnhem. Togeth
they madeuggi c lamid
playedgames.

Private

Open Call | 24 Juli 13.00 Concert by Edima Public
(as part oFestival Waterdruppels)
Artwork: The Exchange
Artist: Rob Voerman
Number ofevents 17
Overview of Open Call and Fringe activities:
Open Call | 16 June 19.3021.00 | Socratic Debate by Paul Troost Public
Open Call | 13 Juli 11.0616.00 | Recordings for Videealip by VMBO | Private
class 06t Venster
Open Call | 13 Juli 16.0020.00 | Get together of class 1a Gymnasiul Private
Arnhem.
Open Call | 17 Juli 13.0017.00 | ExpoOpde Bank( Atth e B dyy | Public
artists Lieke Schouten and José
Sprenkels
- 19 Juli - Presentation RoVoerman for Private
Olympos
Open Call | 21 Juli 19.3020.10 | Performance by Ev B e u n k 6| Public
rock/pop band Vantage, nextTae
Exchange
Open Call | 31 Juli 15.0016.00 | Concert Gonda van der Zwaag Public
church songs and classical music.
Open Call | 7 August 15.0017.00 | Metaphorically speakindArt Walkd | Registration
by artist Ide Andre, and usic
performancédy Kasper van Moll
(Broken Toaster Records), on
invitation of Ci
Open Call | 13 August 12.0619.00 | Turkish lunchroom by Lunchroom | Public
Sofra
Open Call | 14 August 12.0019.00 | Turkish lunchroom by Lunchroom | Public
Sofra.
Open Call | 14 August 11.00 Thematic yogaessiorby Doris Registration
Lilienweiss, inspired byhe
ExchangeWith live music from
Sebastiaan Stevens.
Open Call | 27 August 15.3021.30 | 55Up and Going? Private
Open Call | 8 September | 19.3021.00 | Socratic debate Il by Paul Troost. | Public
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Open Call | 9 September | 17.0019.00 | Coehoorn entrepreneurs. Private

Open Call | 11 September| 13.0017.00 | ExpoOp ceBank( Atth e B a n | Public
artists Lieke Schouten and José
Sprenkels.

Open Call | 17 September | 16.0021.00 | Birthday party of Cile Schulz Private

Open Call | 18 September| 11.0016.00 | Recordings Radio Beumer (in Public
collaboration with ReinaaManhoe
and Mattijs de W
without money?2d

Ruru huis

Number ofevents:3
Overview of Open Call and Fringe activities:

Fringe

2 July

6 s y mp oDle rolvan&unstmatige
intelligentie in cultuurby philosopher
Merel Noorman.

Public

Open Call |30 August 12.3015.00 |Roleplay Parelmoer Public
Open Call |10 September {11.0016.00 |Recordings Radio Beumer (in Public
collaboration with Reinaart Vanhoe
and Mattijs de Wit)p Wh a t dd
i deal city |l ook

Open Call activities in and around all the artworks in park Sonsbeek

20 Juli 10.30 Inspirationwalk with Elvira van Rijfrom Maya | Registration
Wijsheid.

4 September | 13.30 Theater guided tour Public

6 September | 19.06320.00 Laatste Zomer Safaritrainingy Actief Fit Public
Arnhem. Runningand Nordiewalking traning.

9 September 14.00 Guided Tour b,y z,ar_tist Anouk van Reijen and Registration
opera singeFrédériqueklooster, who gve
performances in and around the artworks, allowin
for a different experience of the works.

10 September | 14.0617.00 Childrends party Private

18 September | 12.0013.00 Goodbye tour throughout the artworks Public
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Figure 1. Sculpturexlose tathe white villaatpark SonsbeelSons beek 0652

Figure 2. Seven core member of ruangrupa, f.l.t.r. AderBawan, Indra Ameng, Farid
Rakun, Ajeng Nurul Aini, Mirwan Andan, Reza Afisirend Hafiz Rancaljale.
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Figure 3. Stephen WrightTowards a Lexicon of Usership013, front page.
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Figure 4. Archive RoomMuseum of Arte Uti(20132014),Van Abbemuseum, Eindhoven, The
Netherlands.

Figure 5. Van Abbemuseum inollaboration with Grizedale Art§he Honest ShopMuseum of Arte
Util, Van Abbemuseum, Eindhoven, The Netherlands.
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Figure 6. Several refurbished houses, parfo$ | e GranbypFour $treet2015, Toxeth,
Liverpool, United Kingdom.

Figure 7. Assemble A Showroom for Granby Workshapaterials and dimensions varial?@15,
Tramway,Glasgow.
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Figure 9.Gr oupe Recher Allayinthé sreetl966/Pasisu e |
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Figure 10. Oyvind FahlstromWorld Politics Monopoly1970.

1966.
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Figure 12. Rirkrit Tiravanija Untitled (Free) 1992 refrigerator, table, chairs, wood, drywall, food
and othematerials, dimensions variable, 303 Galledgw York City.

Figure 13.Rirkrit Tiravanija,Untitled (Tomorrow Is Another Day} 996, materials and dimensions
variable, Kélnische Kunstverein, Cologne, Germany.
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Figure 14. Marcel DuchampFountain 1917,ceramic glaze, and paint, 38 x 48 x 62 ciphobgraph
by A. Stieglizt (orginal artwork is lost).

Figure 15. Tania BrugueralJrine Luck! 2010 Queens Museuwf Art, New York City.
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Figure 17. Ai WeiWei, Fairytale 1, 2007,Inktjet-print, 92,5 x 92,5 cm.
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Fiure 19. Anggun Priambodaloko Keperlun2010éhibition Ruru Gallery, ruru house.
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Figure 20. KarbonJournal Cetak Urban( 6 Ur b a nnumber2n260L1.,

Figure 21 Ok. Video: Militia, third Jakarta letrnational Video Festival, 127 July 2007, National
Gallery, Jakarta.
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Figure 25. Ruru huisseen from outside,ooierstraat, Arnhem.
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Figure 27. Map ofneighbc;ijrhood in te north of Arnhemaru huis 17 April 2016.
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Flgure 28. Louie CorderoPong 2016 foam and flberglass dlmenS|ons varialep n s b e e k
transACTION, Arnhem.

Flgure 29, Slavs and Tatarél’ hethe Servamservantofof thethe Altall Forglvmg-forglvmg, 2016 |
wood, dimensions variabl&, 0 n s b e teaksAGTIOH, Arnhem.
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Figure 31 Iphons ter AvestBakehousewood, materials of the oven unknown, dimensions
unknown,S o0 n s b e teaksAION, Arnhem.
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Figure 33. FolkertdeJongy oud6r e afr ai d t 6 dive into the pl asm:
destroyed and recreated2016,S 0 n s b e teaksAGY DN, Arnhem.
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Figure 34. Louie CorderoThe Happy CampeR016, foam and fiberglagsicture taken before the
opening on 4 Jun2016,S 0 n s b e teaksAQTIDN, Arnhem.

Figure 35. Louie CorderoThe Happy CampeR016,foam and fiberglasd,6 September 2016,
Sons b etaksAGTION, Arnhem.
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