The End of Art (As We Know It)

Proposal 

Rationale

The show aims at declaring the end of art in terms of the abandonment of otherwise traditional methods, materials and processes internal to each artistic discipline and thus renegotiating their very nature. Expanding the field of each discipline is the methodology of this exhibition, not the aim. What the show ultimately argues is that concrete definitions of artistic disciplines are no longer distinguishable in contemporary art and thus we have reached a stage where Salon type categorizations are no longer an effective approach to producing and more importantly understanding art. The radical renegotiation of the nature of art that was initiated in the 1960s has produced not only unrestrictive approaches to stylistic categorizations but has also led to the dissolution of clear distinctions between artistic disciplines. Yet, the show does not try to simply demonstrate ways by which there can be art after the ‘end of art’ and thus to seek for ways to satisfy Arthur Danto’s uncertainty about the future of art after Plurality. Rather, by remaining true to a conceptualist methodology each work deals solely with the nature of a given discipline and investigates the potential for an even more radical and potentially more thorough process of examination of the nature of art through interdisciplinarity. 

List of Artists/Works

Painting – Alistair Payne (installation and video projection)
The contemporary condition of painting casts it within a vastly expanded field
, one in which it has begun to free itself from its relationship with the notion of a fixed purity of form, thus casting aspersions upon discussions around its imminent and recurrent, or recurrently imminent, demise aside for the time being.  Yet, I would argue that this still maintains a particular type of practice, at least a form for painting, which is rigorously defined within the medium itself. Painting has sought to internally destabilise its formal arrangement or organisation as an object, but it still in many ways is left dealing with a ‘Greenbergian’ ghost or spectre, which has become a perennial thorn in its own side. These notions allude to (medium-) specificity and singularity, material dependency and definitive structural boundaries, creating and structuring division rather than integration, which in effect creates a form of resistance, a form embedded though its dependence upon this very notion of resistance. In order for painting to persist it must seek external possibilities, which can force new forms to be considered, spatially, temporally and architecturally, structured through multiplicitous connections, rather than focusing upon the singular internal machinations of a medium specific practice. Persistence here might be defined as the potential for painting to continue to move forwards through different obstacles and objections, though, or whilst, often conjuring conjectural and divided opinion. The installation proposed for The End of Art (As We Know It), presents painting as a persistently subversive, and indisciplined
 tool for negotiating the complex territorial distributions of alternative media. The work breaks down formal divisions in order to reconsider and reorganise the constraints imposed upon painting as a practice. The installation consists of moving liquids, exposed transparent tubing and video projection, constructing a cacophonous hybridised form, stretching through the space of the gallery. 
Technical requirements:

Power supply, DVD player and video Projector

Sculpture – Euripides Altintzoglou (video installation)

The End of Sculpture

The installation consists of a series of video works documenting the stages of the industrial processing of marble into tiles. The videos are shot in a ‘dead pan’ conceptualist manner and have not been aestheticized neither during the shooting nor the editing stages. Likewise, the sound elements of the work have been left unaltered in order to evoke the original atmosphere of the factory. The clinical portrayal of the commercialization of an otherwise historically traditional material for sculpture (marble) through an industrial repetitive process underlines the recent methodological transitions in sculpture after the readymade: the substitution of the unique hand-made artifact by a massively reproduced object. In other words, it is a ‘behind the scenes’ documentation of the process that produces a would-be-readymade while at the same time the material (marble) by which this object is produced is considered to be an important constituent of sculpture’s history and tradition. Likewise, due to the fact that this work problematizes the promise of a ‘new sculpture’ offered by the historic transition towards interdisciplinarity it commands for an approach that is foreign to the conventional aesthetic means and phenomenological confines of traditional sculpture; hence, the choice of video. Despite of how radical Duchamp’s Fountain is it remains sculpture, in that, regardless of how much it expanded the methodological field of sculpture and by extension the definition of art, it is still an object.

Technical Requirements

8 multimedia projectors or TV screens, sound system.

Printmaking – Jim (sculpture)

Music – Mat Dalgleish Ruin (audio-visual installation)

When sound is transformed into electricity it not only becomes malleable and fluid, but able to be effortlessly transposed from one sensory domain into another. Drawing on earlier notions of synaesthesia and Gesamtkunstwerk, the early 20th century in particular saw numerous attempts to blur the boundaries between sound and vision using various chemical, electromechanical, and electronic means. By the 1980s these analogue innovations had, like their audio synthesizer cousins, largely slid into obscurity. However, the spread of ever-more-powerful, multimedia-capable personal computers (and the subsequent laptop computer in particular) prompted a wave of renewed interest, at least in some quarters. Yet elsewhere, new software tools and the resulting unprecedented ease of audiovisual interoperability led to uncritical New Media tropes, blind to all that went before. Thus, with the allure of technological newness (i.e. the computer for its own sake) eroded by austerity and increased environmental responsibility, RUINS seeks to reconnect the digital with its oft-neglected histories. It does so in an attempt to develop an alternative historical narrative in which the computer is not year zero, but rather a continuation of a rich vein of artistic activity. Taking the form of a participatory audio-visual installation, RUINS invites gallery visitors to play – individually or collectively – prototypical rock instruments (guitar, bass, keyboard). Yet, in place of their familiar (and perhaps cliched) sounds, their output is only visual.

Tech requirements:

Enough space needs to be left in front of two projection screens to enable musicians to play in the area (e.g. Guitar/Bass/Keys, ideally provided by local musicians). These instruments are plugged into a USB or Firewire audio interface and mixed with some of the microphone/ambient signals. The software translates these audio signals into visuals, which are projected onto the two screens. There would ideally be a double-headed video card on the Mac, but two Macs will work too.

Theatre – Rob Grose The Courage of Comrade Thespis (performance)

The end of theatricality occurs at the point where theatricality and performance are already cognate with every day life. Where there is no distinguishable performer or audience and where Aristotle’s comedy and tragedy is written into the fabric of everyday life as a modus operandi – a didactic and disciplinary theatre machine for the production of subjects and spaces for Capital. Yet Thespis persists in our minds as the interlocutor and imaginary avatar for dissent. I have devised seventeen analytic propositions for Thespis on the nature of performance, the theatricality of conceptualism and its relationship to politics. This will take the form of a performance explored through opera, precisely because opera is the most vulgar and most beautiful art form.

Tech Requirements

The performance will last about 40 minutes and will be my enduring love letter to Greece. Ideally, I will need a choir and an orchestra and enough space for this (I am thinking a small orchestra). I will need rehearsal space – hopefully the same space. I have already found my diva – a very talented mezzo soprano because I want it metro but I may need a baritone also if I can afford it. I also need a very good sound system to play some sampled tracks along side the spoken word. 

� In reference to the essay “Sculpture in the Expanded Field’, Rosalind Krauss, October, 1979.


� ‘Jacques Rancière and Indisciplinarity’, Art&Research, Summer, 2008.


“It is ‘indisciplinary’. It is not only a matter of going besides the disciplines but of breaking them. My problem has always been to escape the division between disciplines, because what interests me is the question of the distribution of territories, which is always a way of deciding who is qualified to speak about what”.





