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INTRODUCTION

One of the foremost discourses present in the work of many contemporary artists involves a direct engagement with the quotidian, or what has been called social or relational aesthetics. Predominantly these artists are interested in the ways in which everyday phenomena and codes can be interconnected with art. Within this mode of artistic practice certain features are generally found: the use of practices more commonly located outside the art world, the articulation of systems, structures and strategies from other fields and an emphasis largely based on process rather than on finished objects or products. Of paramount importance is the attempt to directly engage and build reciprocal relationships between art and its audience.

Throughout this thesis, I intend to document and examine the most recent strategies within current arts practice and locate both the philosophical and artistic basis to this phenomenon and reveal why artists are working in this way. Where possible I intend to look at living artists, writers, curators, thinkers and cultural producers. The area of relational aesthetics has gained much recognition internationally yet has not gained much attention within Australian art.  As yet, there is no publication or document within Australia, which focuses on this area of arts practice. I believe it would be a significant contribution within Australian visual culture to have a recent body of research and analysis, which looks at this current shift toward interdisciplinary and pragmatic intentions and outcomes in art. I believe this would extend the parameters of art practice and visual culture within Australia. I have found that many younger artists and students are dealing with similar issues and producing forms of art which align with relational practices and are unable to find very little information outside that which is discussed and collated within my own research.

I will investigate relational art practices within Australia and overseas in order to build a context and locate any historical precedence and international influence for this kind of contemporary art production. 

The thesis will look at artists, designers and architects as well as contemporary curators and writers in order to show that contemporary relational art practices are to date the most relevant methods of dealing creatively with contemporary situations. The thesis will locate the philosophical and aesthetic bases which have influenced and created new forms of contemporary creative production. 

1. EVERYDAY

Ideas contained within the concept of the everyday in arts practice will be examined and defined in this chapter. The writing of Michel de Certeau and Henri Lefebvre will function as a point of departure. Both writers began to define the everyday within capitalist societies and advocated that it was the structure of our everyday lives, which ultimately led to a negative sense of alienation within increasingly pervasive uniform capitalist economies. The removal of our creativity and personal involvement with the objects and processes that surround us has possibly led us toward a culture of service dependence and absolute consumption. Both writers attest that through critique of our economic desires and power structures, transformation and resistance within everyday life is possible. Intervention, creativity and even resistance on a micro-level could lead they believed, to a more meaningful and diverse society.  Ideas of the everyday not only outline an attitude of openness and difference, but also lay critical ground to the assessment that ‘everyday reality’ is the only unique and simultaneously universal reality that we share. Art is seen as a form of micro–level resistance to uniformity within capitalist culture.
2. PRAGMATISM 

The philosophical work of American Pragmatism, is of historical significance in regard to recent shifts within current art production. In brief, a parallel with the Pragmatists stems from the attitude toward the renewal of knowledge through process of active engagement with 'real' and lived experience. 

By 'real', it is meant “an interaction between self and physical ‘tactile’ reality”.            








      (R.Shusterman, 1992)

Pragmatism aimed at recovering contact with experiential reality and tangible actual matter. John Dewey stressed that knowledge was in fact an instrument for action rather than an object for contemplation and cool disinterest.  An emphasis was placed upon the developing of ideas against a concept of cultural elitism, moral imperatives toward the greater community were stressed, and relations between people of differing disciplines were seen to be essential toward the realisation of goals. Sharing and generosity were seen as the best vehicles for heightening the development of a society, which progresses under capitalist paradigms. The writings and explorations into art by John Dewey will be explored in this chapter and be revealed to be of great significance and influence within contemporary relational art and my own migratory art practices.


Within this chapter we will see why the pragmatist ideal of art has been more fully realised today than ever before. 

3. OTHER FIELDS OF IMPACT

This chapter will locate some of the key outside influences within my own art practice and within relational art.  There are many other fields of production which are reflected in contemporary artistic works; architecture, industrial design, social work, gardening, fashion, recycling, mechanics and consumer retail aesthetics which continue to inform contemporary art and reflect a new attitude within cultural production. Both historically and more recently, these broader fields bring greater and more varied topics into the realm of art. The works and attitudes of key architects and designers who have influenced my own practice (as well the codes and methods from everyday life) will be included in this chapter. Cedric Price, Archigram, Metabolists/Kisho Kurakawa, R.B Fuller. Droog design, Shigeru Ban, Hans Peter Wörndl, MVRDV, Wally Byam and Bill Mollinson amongst others.

4. HISTORICAL 

In order to reveal a pragmatic foundation to contemporary art, this chapter will examine a number of relevant key artists, designers, curators, architects, writers and art movements which are influential to my own work and current relational aesthetics.

This chapter will examine some of the specific ideas and strategies of Marcel Duchamp and other experimental individuals and groups. Situationist International, Fluxus, Arte Povera, conceptual art, Lucy lippard 557,087 1969, Harold Szeeman– when attitude becomes form, Switzerland 1969, Gordon Matta-Clark & Hans Haacke, 

As one example, the socially minded work of the American artist Gordon Matta-Clark is highly significant. In  1971 Matta-Clark conceived the Food Restaurant project, a prime example of social activism within the artistic field. Out of necessity to finance his projects and provide a meeting place for discussion and debate, the Food restaurant was established and managed by Matta-Clark and his friends. Not only did the restaurant sell food, but it also became a vehicle for people to be introduced to the art world as well as provide employment for many younger experimental artists at the time. Food and its related projects intentionally interfered with the standards used to qualify and quantify works of art. In today’s artistic climate Matta-Clark output is holding ground with greater resonance than ever before. The reasons for his posterity are I believe linked to his iconoclastic and socially conscientious attitude to the production of art and his attempts to find a concrete social value for artistic activities. 

5. UNDERCURRENTS & RELATIONS 

There are certain events and ideas, which proliferate in contemporary life and have created an attitude within contemporary artistic production. These include ideas of modernist disintegration, cultural implosion, increased population densities, The information revolution, upgrade anxiety, over consumption, retail aesthetics, anti-capitalism, Diaspora & migration, The ideal of globalisation, pragmatic dystopian thinking, Do-it-yourself culture & customisation and the construction of private urban utopias. 

This chapter primarily explores the contrasts, tensions and influences between excessive contemporary consumer culture, art and pragmatic thought. Of specific interest are cultural situations formed by high capitalism, and an exploration of arts visibility & function within the controls and excesses of large cities. Notions of conflict and negotiation as well as design for growing urban densities and the continued presence of art in everyday life are areas of great interest in this chapter.

RELATIONAL AESTHETICS

Whilst attempting to locate a common ground between a number of artistic projects French curator, writer and art critic Nicolas Bourriaud notes in his catalogue essay Traffic, that:

The artists are not linked together by any style and even less so by any fundamental theme or iconography. What these artists do have in common, though, is more crucial, because they are working within the same practical and theoretical horizon - the realm of relationships between people, Their works highlight social methods of exchange, Inter-activity with the onlooker within the aesthetic experience proposed to him or her and communication processes, in their tangible dimension as tools for linking human beings and groups to one another. The work of art at the end of the nineties turns the onlooker into a neighbour and interlocutor.




(Bourriaud: 1996:p24)




                  


     

Relational art practice takes on new hybridised and strangely familiar forms, sometimes quite unusual and often controversial. Self sufficiency, anti-capitalist strategies, formalistic hybridisation, democratic ideals, social worth, iconoclasm, the canonising of conceptual process with ‘concrete outcomes’ and the transformative potential of art to truly make a difference to daily life in an actual tangible sense, are ideas that are explored in this type of practice.

6. ATTITUDE AS FORM : CONTEMPORARY ART & ARTISTS

This chapter is a selection of key influential artists. The artists researched are predominantly living examples and reference points, which embody a shift in artistic production, aesthetics and content. This chapter is core within the thesis as it positions artists as the central focus for intellectual and theoretical writing. Artists produce a large amount of research and information; this chapter posits that the contemporary artist is hugely under-utilized within cultural studies. 

CONTEMPORARY INTERNATIONAL

Atelier van Lieshout (AVL), Superflex, Matthieu Laurette, Rirkrit Tiravanija, Andrea Zittel, Swetlana Heger & Plamen Dejanov, Carsten Holler, Jens Haaning, Absolon, N55, Michael Landy, Minerva Cuevas, 

CONTEMPORARY AUSTRALIAN 

Some examples are project specific, others refer to their whole practice:

Ernst Ellemunter, Mick Hender, Anne Hawkes, Anne Graham, Nisit O’Charern, Rodney Glick, Pierre Chevalier, Andrew Sunley Smith, 

This chapter is formulated from an ongoing list of researched artists, some gathered from research trips throughout the last three years. The work of each of these artists will be discussed, introduced and related in the thesis. 

7. THE MIGRATORY ART PROJECT 

This is an explanation of my own artistic practice. As well as a detail of the specific ideas and forms within my own work, this chapter will illustrate the relevance of relational art within a contemporary Australian art practice. 

Throughout recent years I have been exploring notions of self-sufficient object-hood and the continued use of art beyond the exhibition context, in a series of works entitled The Migratory Project. Each work uses many different fields of expertise, materials and aesthetics and suggests a means and system of working beyond the normal practices of more traditional art production. The objects within this project are predominantly functional and can be used continually before and after exhibition. A primary experiment throughout my research has been the push for the full integration of the project within everyday urban life 

The Migratory Project could be described as socially generous work, which intensifies and compacts many ideas and actions into one form. Sculpture, micro-architecture, design, customisation, gardening, food, shelter, archives, painting, photography, engineering, camping aesthetics, leisure, consumer & DIY aesthetics, electronics, travel and migration. All of the works are ‘active’ and participatory and demonstrate extended use beyond the exhibition context.  Strategies within the work aim to involve audiences and viewers in issues of interaction and exchange. The work also continues the longevity of discarded objects, emphasising the redeployment, reworking and modification of everyday urban cast-offs. Additionally the work is informed by ideas of growing urbanisation and population densities as well as through my experiences as a migrant and through everyday exposure to Australian notions of independence, self-sufficiency and pragmatism. My work continues to utilise many types of materials and processes and is influenced by endemic Australian cultural forms and activities such as car culture,(the modification of vehicles for work and leisure), pragmatist working class aesthetics, camping culture and do-it-yourself, DIY.

8. EN ROUTE: ideas, conversations, experiences
This section will be positioned throughout the thesis text at relevant points. It is an ongoing document (like a travelogue) of my real experiences, interactions and conversations, which have occurred during the project. Meetings with key artists and relevant figures to my research are included, as well as thoughts and observations from my exhibition experiences.

En route: Matthieu Laurette, Sydney 2002

M tells me of the pressure he is feeling to produce objects for the art market since he did Venice. He is still in debt from the travel back and forth to organise his pavilion. He has been requested to produce a series of three of the same works so he can make some sales for his gallery.  “I am not an object maker,” he says. He has had fun learning how to cast his own face for a model, but he is uneasy about the direction this may take his practice. While in Sydney he sees some new jeans, which are the same kind as the ones he had to put on one of his sculptures (the freebie king). “I had to part with two of my favourite items of clothing, a top and some jeans, so that the work would really look like me, you know, I thought the sculpture should really wear my everyday clothes, yet ever since the work has been exhibited I have really missed the clothes which I used, they were my favourite two items, and now that the original work has been sold I can’t really get my clothes back as I had hoped. Excitedly he tries on and purchases the jeans, happy to have finally found a replacement. 

En route: Fremantle, Perth WA, 2001

       

Already within the small art scene in Perth, Western Australia, 1983, artist Anne Hawke’s had exhibited a highly customised Valiant motorcar in order to antagonise our value systems for art viewing. In 2000, Ernst Ellemunter's exhibited The Veggie Van at Galerie Dusseldorf, Represented here is the artist's regular day job; selling fruit and vegetables to customers from the back of his van. The exhibition comprised of the artist turning up to the gallery throughout the duration of his exhibition and selling vegetables to his customer/audience. Different things are taking shape.

9. CONCLUSION

It is important to increase cultural recognition of the ability of contemporary art to reflect the time in which we live. One of the aims of my thesis is to provide information about the modes of relational art production both overseas and within Australia. With greater understanding and availability of information, more interest is stimulated, thereby increasing support and building the cultural value of contemporary art. 

Much contemporary art uses pragmatism and functionality as a means of achieving greater meaning both within art other outside fields. It is a reaction against the failings of modernist and postmodernist purity. Attempting to go beyond its mere presence in space and find actual real use and purpose beyond the purely aesthetic.

It is thought by some that this kind of work indicates that more traditional fields of art practice may be becoming exhausted, obsolete and incapable of reflecting contemporary life. Traditional art systems seem to function well commercially but no longer function well conceptually.

New forms of contemporary art aim to show the world for what it is, foregoing any decoration so that for once we may begin to deal with the issues at hand directly. These artists work with the very mechanisms, which govern and construct our lifestyles. They are not overtly interested in the formal modes of artistic representation and the artifice of romantic productions. Artists are explorers of language and meaning (semionauts) who must continually look and explore for new meanings & combinations

Rather than favoring huge and continually expanding museum conglomerates, which inevitably become more and more uniform and even, there is now a greater and more pressing need for collaborations of differing models and structures. More evolutional and flexible exhibition strategies need to be employed in order to promote art which is more able to cultivate broader dialogues of difference, which in turn may develop structures to support and allow for more varied and different conditions where art may begin to work more directly as an agent for social change. Exhibition may no longer be the final outcome of artistic projects. What we are seeing in art today is a broadening of aesthetics and a drive to both produce and encounter new perspectives. 

According to Bourriaud postproduction art leads to, ‘the eradication of the traditional distinction between production and consumption, creation and copy, readymade and original work’.

I will show how globalisation and increasing commercialisation of contemporary life has influenced this type of artistic practice. I will also bring together and analyse this information as well as counteract the lack of discourse and debate around this kind of contemporary work.

In my conclusion I intend to also cover the following points:

· What this research means for my own art practice

· The positive outcomes of greater aesthetic variation 

· The impact on the role of the contemporary collection 

· How to quantify and qualify a work of relational nature.
· The field for artistic practice is now far broader than ever before as artists are now exposed to more information than ever before.

· The development of exhibitions as more evolutional displays & the advent of exhibitions and artworks with ongoing lives

In conclusion this kind of contemporary, pragmatic and relational work often opens up space for negotiation, and creates new platforms to encounter and generate new relationships between existing and expanding cultural signs.
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