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Abstract — The paper focuses on the European media art
festival artMUSE and its impact on the transformation of urban
space. Artists, creative players, cultural managers, citizens and
museum visitors have been brought together via diverse activities
and events which have been realized from 2011 to 2012. Setting
off from the mutual heritage of European cities shaped by the
industrial revolution, the project revealed also the different paths
European discourses about the artistic representation of epochal
changes have taken since.
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l. INTRODUCTION

artMUSE is a EU-funded collaboration with partners from
the LWL-Textile Museum Bocholt (DE), the Museum of
Bitola (MK), the Gdansk City Gallery (PL), the Museum for
Industrial Archeology and Textiles Gent (NL), the National
Polytechnic Museum Sofia (BG), the Nordwolle North-West
German Museum for Industry Culture Delmenhorst (DE) and
the M2C Institute for Applied Media Technology and Culture
at the University of Applied Sciences Bremen (DE). As
European locations of industrial culture, urban history,
contemporary art and protohistory of these cities seem to share
many characteristics like technology, textile art and social
development like working class movements. What are the
features of these histories of industrial revolutions and in
which way may they concern us even in our everyday’s
(digital) reality? All participating museums and institutions
find themselves in a time of European ecological, economical
and social transformation, looking for new cultural
expressions. artMUSE faces this search in a constructive way
to find virtual and real places of creativity, of intermediation
and of cultural experimentation and exchange.

Il. VISIONS OF EUROPEAN TRANSFORMATIONS

The objective of artMUSE is to create a space where
industrial history and media art can join, interlink and learn
from each other. The intertwining of art, media and the
engineering technologies initiates as well as generates today’s
social and cultural developments. In this context, the role of
the viewer of art changes even more intensively than in the
times of happenings and the performative arts. Via digital
media, mobile devices and the accessibility of virtual worlds
by everybody, new understandings of art may arise and
transform once more the relationship between artist and
audience. With artMUSE, art goes outside into the streets:
media artists address the industrial past by reviving its

abandoned architectural witnesses; VJ installations facelift old
facades, and participative sound and audio performances
animate apparent waste land. Via the transformative character
of artMUSE actions and activities, different angles and
coordinates emerge and broaden the perspectives from which
history and today’s urban spirit may be interpreted and taken
as stepping stones for future innovations in participatory
culture. Differences and ambivalences of objects and narration
and the norms and values carried by them are questioned and
negotiated collaboratively by contemporary witnesses, the
interested public and exhibition organizers.

artMUSE events and actions establish ties from early
industrial culture beyond the presence to a vision how life
could be in a post digital future. Citizens become curators,
museum directors become part of open avant-garde music
space jams, international audio-visual performers transform
sites of industrial heritage into public realms of new learning
experiences, and visitor’s ideas transcend into visual
installations.

I1l. CHALLENGES OF KNOWLEDGE TRANSFER

For a long time, conditions for the creation and tradition of
knowledge have been determined by the political and social
mainstream, whereas individual perceptions of reality were
hardly represented by it. In spite of the democratisating effects
the dissemination of knowledge via the new media
unmistakably has [5], conditions for the creation and tradition
of knowledge and memory remain dependent on contemporary
hegemonic discourse. Georg Simmel’s theory of the sociology
of space is still valid today and also transferable to the
dynamics of historiography, documentation and museum
representation: Simmel criticized the connection between
national state and mythical origins because it allowed claiming
enduring validity of its territorial borders due to their
appearance as naturally given: to the contrary, territorial
borders were the result of history and therefore negotiable [9].
Similarly, in historiography there are no “natural borders”, i.e.
in our case there are no natural rules of collecting historical
material but violent processes of inclusion and exclusion of
sources and interpretations.

A. Familiar meta-narratives and disregarded micro-histories?

Especially in the context of the industrial revolution, many
times the stories of the industrial workers and their families
were written as a victim’s plot. More often than not, such
historiographic  orientations are  still  operative in
corresponding representations in museums and archives. The
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archivist’s strategy of “putting things in their proper place
[and] making place(s) for them” [3] precludes historiographic
work and often fosters essentialist and thereby dualistic
representations which spread the conception of the industrial
workers as passive groups of people at the time when they
were oppressed by the hegemonic culture. According to this
reading, millions of people had neither space of action nor had
they the possibility to act individually.

These conceptions are deeply ingrained in our
consciousness. Even though many researchers today are
critical of these representations of the industrial revolution,
many still use old scientific literature as a source. But
describing the workers as ‘victims’, accentuates the
overwhelming structures that determined small people’s life.
This kind of interpretation and representation simplifies and
reduces the dynamics and interdependencies not only between
different social classes of the 19" and the beginning of the
20th century, but also prevents us to recognize the relations
and influences between past and present age

Apart from the structural hindrances to get a clear picture of
the past described above, there is also a more
anthropologically determined problem: by collecting and
assembling knowledge, only what has been alien to one’s
lifeworld diminishes, not those aspects which are socially
alien to it [7]. Chantal Zabus has called this contrast between
unfamiliar life worlds, which can initially be overcome, and
the socially conditioned not-belonging, “foreigness” vs.
“otherness”[11].

B. Rethinking historical categories from participative angles

In the museum context, very often curatorial practices of
representation are still based on the assumption that objects
independent from context and interpretation show an
“essence” which underlies them, outlasting all changes,
determining their “true nature” and causing them to be what
they “essentially” are. At the same time, this approach levels
contradictions and does not allow the development of a more
differentiated perspective [4].

In a postmodern world, however, it is not so clear anymore
between which poles this essentialism can work at all. There is
neither a common corpus of knowledge to be assumed, nor are
top-down didadicts appropriate for the mediation of
knowledge. We cannot claim to represent or revive the past by
choosing a name for a historical incident or person, by
classifying it, by making it part of an exhibition’s
hierarchization. Against this background, the communication
between the museum or the gallery, the visitor and the past is
slightly changed.

More distinctly than ever before the role of the curator
becomes one of a facilitator who enables the audience to get
into hybrid contacts with the past through the artists’ diverse
interpretations. Participative art or participative museum work
seem to be one possible way to meet this challenge: it
considers audience engagement as its main factor. This is in
spite of the fact that artwork, as traditionally understood, is
something that embodies art itself — that makes it immediately
present and visible in an exhibitable context. Claire Bishop
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considers the audience engagement as part of the category of
‘active subjects’, which is contained in physical and symbolic
participation [1]. One of the most vital characteristics of
participation is that it is a type of role-play in which
participants attempt to create some aspects of reality. But
normally, the form of participation that is associated with a
setting in the everyday world cannot be transformed into the
museum realm. The issue gets even more complicated
considering the paradoxical distinction that whilst
participation is the mere repetition of a fragment of the real, it
is almost perceived to be its real fragment in the museum
context as it adopts its representational formats.

artMUSE attempts at blurring the division between the
»Symbolic” re-creation of imaginations and the ,authentic®
experience: the act of participation is both presented in the
museum realm as representation of a real event as well as it
itself transforms the modes of representation. The
participating audience is invited to take part in the curatorial
process and is thereby both object and agent: as object the
audience is being reproduced via images, video documentation
etc., as agent it determines the way in which representation is
put into effect.

Experience and memory, and then its representation, can
therefore correspond with the relationship between the
museum space and its outside. The interplay between reality
and illusion in the museum realm exposes the way we
perceive illusion in the model. Experiencing this exposure
means experiencing the reality — of multiple realities.

C. Making hidden things visible

Similarly, artMUSE tries to create a third room with regard
to the interconnectedness between past and present: this room
is tangential [8] to “foreigness” and “otherness”, it is
positioned cross to paradigms of “symbolic” and “authentic”
experience. By the process of artistic translation it makes the
“transcultural condition of cultures” [2] visible and invites to
think about alternative narrations of the past as well as altered
conditions of perceiving reality in the present.

For example, if one considers the industrial revolution as a
concept of migration, of self-exploitation and collective
actions, of conflicting interests and values, of diffusion of
ideas and creativity, of changing urban spaces — then this
concept which has left its marks in the different places
intertwined via artMUSE is also transferable to today’s
creative industries: the artists and creative workers of today
also lead a nomad life like the industrial workers more than
hundred years ago, travelling Europe, with their demand
depending on market conditions [6].

artMUSE re-evaluates the impact the industrial revolution
had on Europe’s citizens in both ways — what seems to have
been a matchless victim’s plot full of short-change,
suppression and sacrifices is leveled by the digital age’s reality
of people moving and migrating due to the labor market.
Young artists looking for new forms of expressions via digital
technologies find themselves in a time of European ecological,
economical and social transformation. Like the weaving
patterns the spinning mills transformed into prints and motives
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more than a century ago, today’s smart media translates digital
signals into a matrix of digital visualizations and collaborative
sculptures.

D. artMUSE activities in 2012

The Wyspa Spichrzéw (Granary Island) in the mid of the
Gdansk city centre, sunken into insignificance if not into the
River Mottawa, was in summer 2012 the centre of installations
which focused on its decayed storage sheds: their former use
for shipping trade goods was transformed into digital storage
room facing ambiguous futures. For example, the Swiss-born
artist Ursula Scherrer, living and working in New York, and
her colleague Flo Kaufmann collected their findings in sound
and image and combined them with photographs and prints
from the time before the second world war. Their installation
amid the wilderness of Wyspa Spichrzéw addressed the ruins
as storage rooms of time, being part of the whole and at the
same time a unity in itself and in its own way a sunken island.
At the artMUSE festival at the Spinning Mill of the
TextilWerk Bocholt, artists showed the change of the
industrial zone to the cultural zone and made the relation
“human-machine-nature” in the digital revolution a subject of
discussion with oil pictures, computer collages and video
works. And at artMUSE festival in Bitola, the basic market
economy, future prospects and civil society were addressed by
deconstructing the logo of a dead textile factory giant: the
artist project Tissue dispersed the letters of the industrial
factory’s logo into the space as individual identities. By putting
the letters upon a separate stall and equipping those with sensors
lightning up when passed by the audience, Tissue also
responded indirectly to the official Macedonian policies of
identity formation by monuments trying to evoke a heroic past.

IV. RESUME

artMUSE aims at decolonizing our historical consciousness
from meta-narratives by developing micro-histories which
plunge into dialogues with hegemonic readings of the past.
This way, spaces for contradictions and alternative ways of
interpretations are created to make more than just one layer of
the historical palimpsest speak to us. The visible architectural
remains and muted witnesses of the past are addressed with a
multitude of voices, consisting of the artist’s offers to grasp
the past and its implications for today’s urban life. Via
experimental and poetic visions and allusions, the viewer’s
gaze is directed neither at the differences between now and
then, nor at the “otherness” caused by the chronological gap,
but on the interrelations, influences and connections between
industrial past(s) and digital present(s). The core of these
activities lies neither in any kind of representation of reality
nor in an exhibition’s distinct statement, but emerges in the
process of performance and reception itself. This kind of
participatory curatorial work in the public space generates an
“in-between” or third variable which complements and
questions traditional readings. Also after the official end of the
artMUSE project, the industrial revolution’s skeleton of meta-
narratives remains to be padded with micro-histories — or, to
stick to the image — the voices of the “other(s)” [10] need to be

weaved into the broken warp threads of the spinning mills.
The works of the artists associated to the artMUSE activities,
though, continue to be creative reminders of this European
responsibility.
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Martina Fettinga, Patricija Rilko, lvonna Bigosa, Martins Koplins. artMUSE - ka Eiropas parvertibas atraisa digitalo radoSumu

artMUSE — Eiropas partneru no LWL-Tekstila muzeja Boholta (Vacija), Bitolas muzeja (Makedonija), Gdanskas pilsétas galerijas (Polija), Industrialas
arheologijas un Tekstila muzeja Genté (Niderlande), Nacionala Politehniska muzeja Sofija (Bulgarija), NW Ziemelrietumu Vacijas Industrijas kultiiras muzeja
Delmenhorsté (Vacija) un Brémenes Lietisko zinatnu universitates LietiSko mediju tehnologiju un kultiras institita M2C (Vacija) pasreizgja sadarbiba atklaj
industrialo revoliciju vietas un telpas pieredzes fundamentalo transformaciju un tas cieSo saikni ar Sodienas digitalajam revoliicijam. Noslédzoties telpas, muzeju
darbs riske, jo daudzi kategoriju temati, priekSmeti vairs neuzruna apmeklétajus. Sakara ar darbaspéka migraciju, muzeju avotu un tematu atskiriga interpretacija
tos paklauj ieklauSanas vai izslégSanas procesiem. artMUSE saskaras ar valdoSo historiografisko diskursu, kas prezentg kultiiras identitates veidosanas procesus
individuala skala. artMUSE festivali, kas norisinajas Boholta (Vacija), Bitola (Makedonija) un Gdanska (Polija) 2012. gada vasara, kalpo ka mediju makslas
platformas. Pagatnes un tagadnes interpretacijas kopigi apspriez misdienu liecinieki — ieintereséta publika un izstazu organizatori. Mediju makslas pasakumi, ka
iespgja piedalities publiskaja sferd, ir domati, lai raditu “vidus” vai treSo variantu: ta kodols atrodas nevis jebkada veida realitates reprezentacija vai kada muzeja
atskirigaja apgalvojuma, bet gan pasa performancg un tas uztverSanas procesa. Industrialas revoliicijas jauni izmantoSanas veidi un perspektivas lauj laikmeta
lieciniekiem dekolonizet industrialas revoliicijas vEsturi no tas meta stastijuma. Izpratne par muzeja vertibu pieejamibu Sodien mainas. Ir svarigi caur
performanci atklat muzeju eksponatus to saikné ar miisdienu dinamiskajam parmainam.

Maprtuna ®errunr, Hatpunus Puakxo, WBonna Bburoca, Maprun Kommmn. artMUSE - kak nepevennl EBpombl crnoco0CTBYIOT AMIHTANBHOM
KPeaTHBHOCTH

artMUSE - CoBpeMeHHOE COTpyJHHUECTBO eBpomelicknx nmapTHepoB u3 LWL my3zest tekctmist B boxonte (I'epmanust), my3est butonst (MakenoHus), TopoaCKOH
rayuepen ropona I'manbck (ITombina), Myses MuayctpuanbHOi apxeoioruu ¥ TekcTuisi B ropone I'ent (Hupepmannsl), HaunoHansHOrO MONMUTEXHUYECKOTO
Mmyses Codun (Bonrapusi), NW Myzes UnnyctpransHoit KyneTypsl CeBepo-3amaguoit I'epmannu B Jlanmenxopcere (I'epmanms) m MHCTHTYTa TEXHOIOTHI
MIPUKIIAJHBIX MEAUH U TexHonoruit bpemenckoro Yausepcutera IIpukmamueix Hayk M2C (I'epmanust) packpbuio GyHIaMEHTATBHYIO TPaHC(HOPMALIIO MecTa
IIPOCTPAHCTBA UHIYCTPHAIbHON PEBOTIOIMH U €€ TECHYIO CBSI3b C COBPEMEHHBIMH IU(POBBIMU PEBOMIOLUSAMY. 3aKPBIThIE B IOMEIICHHUAX YKCIIOHATHI My3€eB Ha
pa3IMYHBIE TEMBI Pa3HBIX KaTETOPHIii, IpeIMETHI OObIIE HE PUBIIEKAIOT TTOCeTUTENeH. B cBA3M ¢ Murparmeit pabodeli CHIIbI BOSHUKAET pa3Has HHTEPIPETaIHs
HCTOYHUKOB MYy3€eB, M TEM MOJBEpPraeT WX IpolieccaM BKIOUYeHHs Wi uckmodenus. artMUSE crankmBaeTcst ¢ TOCIOACTBYOIIMM HCTOPHOTPa()HIECKIM
JIICKYPCOM, HPE3CHTYIOIUM Iporecchl GOpMUpPOBaHNs KyJIbTypPHOW MACHTHYHOCTH B MHAMBHAyaibHOMW Iikane. Pectusamu artMUSE, kotopsie mpoxogunu B
boxonte (I'epmanms), butone (Makenonus) n B I'manbcke (ITonmpma) merom 2012 roma, cimyxkar miaaTdopMaMu MeauiHOro Hckycctsa. VIHTeprperarum
TPOIIJIOT0 M HACTOSIIETO COBMECTHO OOCYXKIAIOT 3aMHTEPECOBAHHAs ITyONMKAa M OPTraHM3aTOPBI BBICTABOK. MepompHATHS MEIWIHOTO MPOCTPAHCTBA Kak
BO3MOXKHOCTb y4acTHs B ITyOIHUYHON cdepe MpeTHa3HaueHbl Ul TOT0, YTOOBI CO3aTh «CPEIHUID MM TPETUH BApUAHT: €ro CYIIHOCTD 3aKIII0YaeTcs He B KaKoii-
00 penpe3eHTalMi PeabHOCTH MM B PACXOXKHX YTBEPXKICHHAX MHOTO My3es, a B CaMOM Hep(opMaHce B Ipoliecce ero BocnpuaTus. HoBsie crioco6sr i
NEPCHEKTHBEI MCIOIb30BaHMs MHYCTPHAIbHONW PEBOIIOHHU TO3BOJIAIOT OYEBHLAM IIOXH JIEKOJOHU3HPOBATh UCTOPHIO HMHIYCTPUAIBLHOM PEBONIIOLUHU OT €€
MeTa-TIoBecTBOBaHMs. [IpecTaBieHre 0 JOCTYITHOCTH My3eHHBIX IIEHHOCTe! cerogHs MeHsercs.. BaxxHo uepes nepdopMaHC MpeicTaBUTh IKCIIOHATHL My3€eB B
B3aMMOCBSI3H C JMHAMWYHBIMU U3MEHEHUSMH COBPEMEHHOCTH.
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