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CONTEMPORARY ART COMMUNICATION MODELS

During the 2" half of the XX™ century, new art forms emerged; they were characteristic of the focus on the expres-
sion of conceptual ideas (actionisms, performances). Art created using new technologies is emphasised. Communica-
tion emphasises the goal of art to be visible, comprehensible and interpreted. When studying the messages encoded in a
work of art by the author, time, space, environment, content, channel, receiver’s engagement and message decoding are
important. It has been pointed out that encoding of the author’s message and the relationship with the receiver-spectator
in contemporary fine art communication require the spectator’s effort, engagement, interest, mental activity. The ain of
article — to analyse contemporary art communication models. Research methods. Comparative analysis of scientific litera-
ture and the comparative method.
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MOJIEJII KOMYHIKAIIIM B CYYACHOMY MUCTEIITBI

Pyrine Hagikaiite, Biprinisi FOpeniene
Binvniocvruti ynieepcumem Kaynacokuii paxynomem

Y opyeiii nonosuni XX cmonimmas 3’aeunuca Hosi 6uou mucmeymea; im yna enacmueqa CHpAMOSaHicms Ha eUPa-
JHCeHHA KOHYenmyanvHux ioeil (akyionizuu, nepgpopmancu). Hazonowyemoca na mucmeymei, cmeopenomy 3a 00nomozoro
Hogux mexnonozii. Komynixayia niokpecnioe memy mucmeymea oymu euoumum, 3po3yminum i inmepnpemosanum. Ilpu
6UBUEHHI NOBIOOMIIEHb, 3AKO00BAHUX AGMOPOM Y MEOPI MUCHEYMEA, 8AXNCTUBUMU € UaAC, RPOCHID, cepedosulye, 3MicH,
Kanan, 3anay4eHHs 00epycysaud ma 0eKoOyeanHsa NOGI0OMAEHHA. 3A3HAYAEMbCA, W0 KOOY6AHHA AGHIOPCHKOZ0 NOBI00-
MICHHA Ma CMOCYHKU cnpuﬁmau-zzmoau y cyuacm'ﬁ 06pa30meopuiﬁ KOMYHIKauii eumazaromp 6io 2naoaua 3ycusty, 3any-
uenocmi, 3ayikasieHocni, p03ymoeot akmugHnocmi. Yci Kyﬂbmypm 00’°cxmu nHaoysaroms 3HaueHHA 6 npouyeci ix cnpuii-
HAmMMA, CNOMCUGAnHA ma inmepnpemauii. OOHUM i3 00’ €Kmi6 Kynbmypu € cyuacte MUCmeymeo, aKe 4acmo cmagumocs
nio cymuie i cmae npeomemom OUCKyciil: wio make cyyache mucmeymeo. Teopui npoyecu 6idoopasxcaioms 63aemooiio
MuUcCmeymea, HaAyKu ma mexHon02iil, a MAKOIHC MONCIUBOCH X UKOPpUCIARHA. XYOO0) CHUKU IHMeZPYIomb Pi3HOMAHIMHI
Memoou, cmpamezii, 3HAHHA MaA HOBI MEXHON02il, NOABA AKUX POZUUPUIA MONCTTUBOCHI, MEOPUI NPOYEeCU, ACHEKMU 3Ty
uennsa ma inmepecy mooeiu. Kineyb XX cmonimmsa 0ye eaxcinueum y ydcummi JTUmoBCbK020 00PA30meopuo20 mucme-
umea, 6 yeii uac Jlumea ionoeuNa HE3ANEHCHICMb | OMPUMATIA MOMCTIUGICING GIIbHO i De3n0CEPeOHbO dpamu yuacms y
MIHCHAPOOHOMY MUCHEULKOMY Hcummi. XY00HcHUKU MAnu 6inbHuil 6udip meopuux mem i 3acodie eupaznocmi. Cmanu
HORYNAPHUMU MAKI NPOAGU CYYACHO20 MUCMEYMEa: 00’ ckm, iHcmanayisa, nepghopmanc, gioeoapm, nosa gromozpaghis
ma nocmmooepnuii ycueonuc. Monooi Xy0orcnuku nouanu wiykamu ioei, Yikae1auucy HOGUM 3AXIOHUM MUCHEYHIGOM,
Oepyuu yuacmo y eucmagkax 3a KOpOOHoM i npunocauu Hogi meopui memu 0o Jlumeu. Podomu wyux mumuyis 6iopizus-
10MbCA HOBUM RIOX000M, MEXHIKOI0 UKOHAHNA, I0eAMU, W0 CRPUAIOMb Memi 00HeCmU aKMyanbHi memMu ma 3a1y4umu
21A0aua 00 npouecy CRiIKy8anHHsA 3 MEoPOM MUCHEYMEd.

Knrouoei cnosa: cyuacrne mucmeymeo, KOMyHiKayis, MOOeii.

Introduction. All cultural objects acquire meaning
during the process of their perception, consumption and
interpretation (Umberto 2004). One of the cultural objects
is contemporary art that is often questioned and becomes
an object of discussions: what is contemporary art?

Today we notice that creative processes reflect the
interaction between art, science and technologies as well
as the possibilities for their use. Artists integrate various
methods, strategies, knowledge and new technologies
whose appearance expanded the possibilities, creative pro-
cesses, aspects of people’s engagement and interest. Now

art is not only observed — there is a need to explore it, see
new meanings, learn and obtain information.

The end of the 20" century was important in the life
of Lithuanian fine art, i.e., during that time, Lithuania
regained independence and received opportunities to freely
and directly participate in the international art life. Artists
were free to select creative topics and means of expression.
The following manifestations of contemporary art became
popular: object, installation, performance, video art, new
photography and postmodern painting (National Gallery of
Art 2019). Young artists started looking for ideas by taking
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interest in the new Western arts, participating in exhibitions
abroad, and bringing new creative topics to Lithuania. The
works of these artists are characterised by a new approach,
execution techniques, ideas that promote the goal to convey
relevant topics and engage the spectator into the process of
communication with a work of art. We looked for the most
important signs of Lithuanian contemporary fine art in
the art of Eglé Rakauskaité, Mindaugas Navakas, Artiiras
Raila. When studying the relationship between the creator
and the work of art, the works of these authors displayed in
the National Gallery of Art were analysed. Moreover, the
work includes biographical facts related to the authors, and
possibilities of applying the functions of communication in
the works of the authors are analysed.

The research part of the work includes a qualitative
study that determines the importance of the functions of
communication to the spectator when spectating contem-
porary works of art.

Analysis of last researchers and publications. Con-
temporary fine art is different from traditional. During the
2% half of the 20" century, new art forms emerged; they
were characteristic of the focus on the expression of con-
ceptual ideas (actionisms, performances). The new reality
brought new creative means, engaged into new contexts
and raised new goals (Gataveckas 2016: 24).

Throughout the history of Lithuanian art, the term con-
temporary art has been used only from 1990 when Lithu-
ania restored its independence and freed artists’ mobility
to the Western world. One of the first attempts to compile
a collection of history on the development of contempo-
rary art in Lithuania from the Reform Movement and res-
toration of independence until today is a publication by
Michelkevi¢ius and Sapoka (Ne)priklausomo Siuolaikinio
Meno Istorijos: Savivaldos ir Iniciatyvos Lietuvoje
1987-2011 m. (En. Histories of (In)dependent Contem-
porary Art: Self-Government and Initiatives in Lithuania
in 1987-2011). One of the published stories talks about
the Lithuanian period after regaining independence. Such
terms as installation, land art, body were unknown and
incomprehensible to the society then. Nomeda and Gedim-
inas Urbonas started their activities and brought new ideas
into the history of Lithuanian art. Happening, performance,
actionism, readymades, borrowed objects, quotes, texts
and documents, social sculptures, collective actions — this
was the new vocabulary of that time (Michelkevicius &
Sapoka 2011: 37). Jablonskien¢ analyses the most promi-
nent changes of Lithuanian fine art of the last decade of the
20" century and distinguishes the following types of art:
object, space-specific installation, art and performance cre-
ated based on new technologies (Jablonskiené 1999:16).
Fine arts specialist Andriuskevi¢ius in his book Lietuviy
dailé: 1996-2005 (En. Lithuanian Fine Art: 1996-2005)
uses the term contemporary art as a synonym.

Main material. Contemporary art is created real-time;
it can be momentary art that does not have a definition
and set limits: modernity is the most obvious feature of
the existing world image that encompasses its most promi-
nent characteristics starting with the interaction between
people and the atmosphere that creates cultural diversity
and reveals the ideological image of global politics and the
inside of the individual existence (Smith 2014: 361). Con-
temporary art creation forms are constantly changing, art-
ists integrate new methods, look for unique opportunities
of exposition, publicity, introduction: artists integrate vari-

ous methods into the creative process and encourage the
spectator to react to a work of art and become a co-author.

Contemporary art includes interactivity, participation
and engagement, which is inseparable for the character-
istics of media that has entered the key processes of art
creation (Simbelis 2009). These features reveal that which
is progressive, creative, related to changes, new technolo-
gies. Art in the end of the 20" century — beginning of the
21% century is characteristic of experimenting.

Emergence of technologies, spread of science and
knowledge, communication, phenomena of diffusion
changed people and artists’ consciousness, there was a goal
to look for new forms of art thus expressing opposition to
the old-established system: for example, Fluxus move-
ment, performances, Dadaism, land art, arte povera — they
reflected resistance to the government and economic and
social problems.

Art of the end of the 20" century — beginning of the 21*
century is characteristic of experimenting. Emergence of
technologies, spread of science and knowledge, communi-
cation, phenomena of diffusion changed people and artists’
consciousness, there was a goal to look for new forms of
art thus expressing opposition to the old-established sys-
tem: for example, Fluxus movement, performances, Dada-
ism, land art, arte povera — they reflected resistance to the
government and economic and social problems. As tech-
nologies improve, their symbiosis with art occurs, there
are more installations that use projections, video and audio
syntheses, interactive works, various chromatic and audio
effects; software is also used to create and disperse art.

Authors disagree on the exact beginning of contempo-
rary art, i.e., some say that the beginning can be related
to the use of Roger Fry’s concept contemporary art soci-
ety (1910). The concept of contemporary art provided in
the book Avangardas po 1945-yjy (En. Avant-garde after
1945) created a new transformation, i.e., art is provoking,
bold and heavy. In 1989, the contemporary art exhibition
“Magicians of the Earth” was organised in Paris. Thus, the
beginning of contemporary art is the end of the 20* cen-
tury, i.e., it is art of the moment that does not have bound-
aries. The centre of attention is creation of meanings, the
social context, audience engagement, the process. It is art
that emerges from opposition to control and regime and
that is created by artists living real-time. Contemporary art
alters the concept of beauty, it shocks and allows experi-
encing negative emotions; also, it is unique because it has
a relation to the market, i.e., it is consumed and can be
commercial.

As technologies improve, art becomes more and more
accessible, there are more installations that use projections,
video and audio syntheses, interactive works, various chro-
matic and audio effects; software is also used to create and
disperse art. Contemporary art is also called media art. Art
critic Renata Sukaityté in her article Medijy Menas Kaip
Moksliné Eksperimentiné Erdve (En. The Art of Media as
Scientific Experimental Space) claims that a work of art
merges art, science and technologies: media art can be
rightfully treated as intensive experimental space where
new cultural/social interactions and communication tech-
niques are created and tested by applying interdisciplinary
research principles, various competencies and collective
experiences (Sukaityté, 2008: 51).

Jablonskiené expresses her opinion on contemporary art
and says that the main value in art is individuality: contem-
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porary art allows a person to be individual, to think and make
decisions by themselves, and it liberates from any group
formation and its impact. In this respect, contemporary art
promotes individuality, and this is a great value (Kajénas
2015). We can compare contemporary artists to scientists
that immerse in a topic, study it, cooperate, look for infor-
mation, and later encode messages using various techniques
and forms of art and provide them to the spectator.

Fine art critic Dapkuté in her article Naujasis Menas
ir Edukacija (En. New Art and Education) sees issues that
arise when analysing contemporary art: space-specific art,
incomprehensible explanatory texts, conceptuality, tempo-
rariness of a work, necessity of documentation, live art,
eroticism, the need for equipment (Dapkuté 2001: 66). The
author claims that contemporary art requires a certain level
of knowledge: A certain theoretical background is neces-
sary (Dapkuté 2001: 66).

In order to understand the relationship between the cre-
ator and the spectator, figure out what a certain image cre-
ated by an artist means, and what is the impact of them on
the spectator, it is not enough to just have general knowl-
edge, i.e., one needs a deeper, analytical thinking when
decoding a message encoded in a work of art by means
of symbols and signs. Promotion of modern technologies
and participation in touching a work of art interacting with
the author and adding to the emergence of the work of art
initiate knowledge about and dispersion of contemporary
art language and its functions.

The following functions of art for the society are dis-
tinguished:

1. Art is a unique activity that requires competencies
(distinctive function). Understood or not, requiring recog-
nition and skills. Confirmation of knowledge provides a
sense of satisfaction; it requires knowledge, desire, inter-
est, engagement, participation. Signs in art are carriers of
information that encourage us and engage us into a work
of art: signs are always purposeful and only seldom do
paintings emerge randomly. Signs that carry information
create actions, impact behavioural patterns, opinions, give
impulse to thought and change the sensory condition of
knowledge receivers (Duroy‘us & Kerneris 2002: 264).

2. Art is stimulating (aesthetic, emotional function —
positive emotions, aesthetic satisfaction). The process of
spectating, participation and interpretation highly impacts
individual/perceiver’s emotions: art, its creation or par-
ticipation in the creative process has impact on both the
creator and the perceiver or the participant, his/her senses,
knowledge and emotions (Mickiené 2017: 38).

3. Art has a value-measuring function (practical func-
tion — economic benefit, accumulation of symbolic capi-

tal, function of decoration that allows identifying people’s
social status).

4. Art provides content to life (existential function — art
gives meaning to leisure, expands attitudes, can increase
the sense of sociability, relationship with other people and
generations (Uusitalo: 2008).

Therefore, the concept of contemporary art is controver-
sial and difficult to define. Smith points out that the object
of intellectual, political and financial speculations — art and
its diversity — triumphs against the bluntest indifference
and charms ones, while provokes others, and some become
included into passionate discussions (Smith 1996: 361).

It can be said that it is art created real-time which
integrates new methods, new technologies; it intertwines
and connects with other branches of art thus gaining new
forms: contemporary art has become a social phenomenon
and a tool of communication. It is meaningless to com-
pare it to what we knew before because it depends on the
consequences of globalisation that we are only beginning
to reveal and whose impact is still difficult to evaluate.
(Navarra 2008: 15)

Communication and its peculiarities manifest in art
and are described as the expression of individual’s skills
and imagination that manifests through a visual form, for
instance, painting, sculptures, and is valued for its aesthetic
features or emotional power (English Oxford Living Dic-
tionaries, 2019). Society lives in a period characteristic of
global nature, quantity of knowledge and information flow,
various technologies, change of political, social, cultural
phenomena that has impact not only society, but also its
reflection, i.e., created art.

Communication in art. In 1949, Shannon and Weaver
proposed a mathematical theory of communication in
whose aim was to explain how communication functions
and how channels can be used. This is the initial and the
most primitive linear model of communication (Figure 1)
(Fiske, 1998, p. 21).

This model presents the interaction between the par-
ticipants of the communication process, i.e., sender and
receiver.

The authors of the theory generalise on the human
expression means and claim that communication pro-
cesses can be found in various areas of human activity:
communication encompasses music, fine art, theatre,
ballet and simply the fact of human behaviour (Gre-
bliauskiene, Veckiené¢ 2004: 8). As semiotics develops,
researchers begin studying the addressee, encoding of a
message, sign systems, meanings and how the receiver
interprets the message. According to Fiske, communi-
cation is a discussion, television, spread of informa-

. ~ Channel .
Transmitter | Signal Received | Receiver -
Source . ) -1 Recipient
(encoding) signal | (decoding)
Message Message

Noise

Figure 1. The model of communication by Shannon and Weaver (1949)

Source: created by the authors based on the model of communication by Shannon and Weaver (1949)

(Fiske, 1998, p. 22)
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tion, literary criticism or a hairstyle — the list is endless
(Fiske 1998: 15. Contemporary art is also communication
between the consumer, the work of art and the author, and
depends on the context where it happens.

Communication emphasises the goal of art to be vis-
ible, comprehensible and interpreted. The word commu-
nication originates from the Latin word communicare
which means fo share, to make common; it is a deriva-
tive from the Latin word communis that means general
(Nevinskaité 2011: 8). In this context, we expect to find
signs of division in art. Because communication is a com-
plex phenomenon, it is necessary to find out which level
of communication this art is the closest to when relating
communication to art. This would help to understand how
the process of communication occurs between the author,
work of art and spectator. When studying the messages
encoded in a work of art by the author, time, space, envi-
ronment, content, channel, receiver’s engagement and
message decoding are important.

Communication is defined and divided differently;
however, verbal and non-verbal communication levels are
the most suitable for visual art. Verbal communication can
manifest in a written text in a work or presented as infor-
mation about it; also, new technologies such as soundtrack
with language, projection with written signs, etc., are used
in various forms of art presentation. Examples of non-
verbal communication in art include music, various signs
(icons, indexes, symbols), pictures, dance; also, it includes
non-verbal presentation of information (Puodzitinas 2013:
18). Image shapes, colours, lighting, lines, motifs, like
written or non-written language of verbal communication
about a work of art, can serve in recognising the communi-
cation features of the work of art.

The definition of the peculiarities of contemporary art
communication is based Puodzitinas’ (2013) opinion that
the theory of communication focuses on two approaches,
i.e., transmission of a message (process) and creation of
meanings (semiotic). The first one emphasises the process
model: how senders and receivers encode (provide a cer-
tain form) or decode (perceive, understand) a message,
how the sender uses communication channels and means
(Puodzitinas 2013: 12), and the second — semiotic — focuses
on the meaning of signs, messages, texts and perception
of information rather than the act of communication itself.
According to this school, the goal of communication is to
create (by both sending and receiving) meanings of mes-
sages (Puodzitinas 2013, p. 12).

Based on the context and situation, communication is
divided into the following six types: intrapersonal, inter-
personal, group, organisational, public, mass.

When spectating a work of art, decoding its commu-
nication messages, intrapersonal communication describes
as information movement within a person occurs first.
When we talk to ourselves in our thoughts or think in
voice, we are trying to find formulations of answers or
solutions in our memory, we hum a melody or sing out
loud to ourselves — all this is intrapersonal communication.
We can also define it as a process of information sharing
(exchange) between the consciousness and subconscious-
ness (Puodzitinas 2013: 20). This type of communication
is the basis of all other processes of communication and
because of it a person perceives him/herself, recognises
own feelings and can communicate with others; therefore,
this type of communication is important in decoding the

messages encoded in a work of art by the author as well
as the receiver’s primary reaction when receiving the mes-
sage firstly in the consciousness and subconsciousness, and
only later the further process of communication can occur.

A work of art created by an artist must be accessible to
receivers of its message; thus, it is important to choose a
communication channel; this can include a gallery, exhibi-
tion, museum, online space as well as other dissemination
means that spread the news about the work of art: dur-
ing communication, the information transmitted does not
spread in vacuum. Since this process occurs between at
least two subjects, the form of information (in any shape)
must be expressed in a certain real space (Puodzilinas
2013: 25). In this way, an exhibited work of art becomes the
result of public communication (aimed at reaching a big-
ger audience). The gallery and the curator play an impor-
tant role in this process. Due to the interaction and com-
munication of objects and subjects, a work of art becomes
accessible to the wide audience: public communication is
the most obvious space and opportunity of social activity;
therefore, the institution where the work is exhibited and
individuals who visit the institution and spectate works of
art are important in this process (Puodzitinas 2013: 27).

Analysing the communication process in contempo-
rary art, the sender is the creator, and the receiver is an
individual interested in art: in the semiotic theory of com-
munication, contrary to the process, the receiver plays a
more important role. The perceiver (receiver) must be very
active and, most importantly, be able to read and under-
stand signs (Puodzitinas 2013: 16).

The linear model (Figure 1) is complemented by the
communication process model (Figure 2).

Post, Baird and Mahon claim that generally each com-
munication process model comprises of encoding, decod-
ing and interpretation of a message (quoted based on
BarSauskiené, Janulevi¢iené-Ivaskeviciené 2005: 15). This
means that the creator encodes a message in a work of art,
sends it, and the spectator tries to decode it, find signs,
answers, and later interprets it giving meaning to the infor-
mation received. This model of communication is possible
only in the primary market when the consumer communi-
cates to the artist directly.

Encoding is important because during this stage, ways
comprehensible to the sender — artist, and receiver — audi-
ence of the artist’s work of art — are selected: this can
include verbal language, sounds, images, symbols. Decod-
ing of the message received depends on the person who
receives the message, his/her experience, state, abilities,
practical experiences, knowledge, attitude. The afore-
mentioned models, however, depict the process of com-
munication in a very abstract way. They do include any
feedback, i.e., reaction to the message, while the nature
of the reaction is one of the most important indexes of
successful or unsuccessful communication (Puodzitinas
2013: 13). Barsauskiené and Janulevi¢itté—Ivaskeviciené
(2005) complemented the communication process model
with feedback Figure 3).

To understand information feedback is necessary; it
shows whether the receiver has understood the information
correctly. However, when decoding an artist’s message in
a work of art, feedback is not always possible or is nearly
impossible because an artist gives space for interpretation
in visual art and does not create one meaning; sometimes
the an artist’s goal is to give his work as many interpreta-
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Process of communication

Author of the worls of art

Encoding of
message

S~

- |

Spectator

Encoding
Interpretation

/-

_:l -

Figure 2. The process of communication
Source: created by the authors based on Post, Baird, Mahon (1989)

Transmission of the

message
Y

Sendc?r s L, Encoding N Sending N Decoding N Recelver s

meaning Interpretation

T Feedback

Figure 3. Communication process model

Source: Barsauskiené, V., Januleviciuté-Ivaskeviciené, B. 2005. Komunikacija: teorija ir praktika, p. 15

tions as possible. Feedback in the communication process
of the work of art is a complex process; however, it could
include ratings, reviews on the exhibition, participant inter-
est, the quantity of attendants of the exhibition, etc.

Lasswell created another popular model of communi-
cation that raises the following questions: who? What is
said? Through which channel? For whom? How effec-
tively? This model of communication emphasises the
impact which conveys the visible and measured recipi-
ent’s change created by recognised elements of the pro-
cess (Fiske 1998: 48). Lasswell’s model can be applied in
contemporary fine art communication. Who? Author who
creates a work of art. Through which channel? It is a means
by which a work of art is created along with the space to
exhibit and introduce the final work. For whom? For the
receiver, an individual who is interested in the work of art.
How effectively? It is difficult determine effectiveness in
contemporary art communication; however, this would be
impact, receiver-spectator's reactions, invoked emotions,
engagement into the work of art.

The focus of this model is mostly is on the sender:
whether his message reached the receiver, whether it was
understood just like the sender had intended; however,
the process of communication between the sender and
the receiver may be interrupted by outside factors that
prevent from receiving the message. This is called noise.
Noise is one of the barriers of communication that pre-
vents the sender from transmitting an accurate and clear
message, and it prevents the receiver from interpreting it
correctly. Noise can be a psychological (stereotypes, par-
tiality, assumptions), physiological (emotions, exhaustion,

hunger), physical (other people's voices, ambient sounds)
barrier, distortion (Lipskyté, Matkevic¢iené, Barkauskaite,
Vaicelitinaité, NorvaiSiené 2018: 75).

Fiske defines the concept of noise as anything that can
join the signal being transmitted between its sending and
receiving. This concept gained a more broad meaning by
including any signal that was not transmitted by the source,
or anything that prevents from accurate decoding of a
desired signal (Fiske, 1998, p. 23). Signals are received
not only with ears and eyes; these can be various cases
that prevent us from understanding a work of art. It can
be physical noise, i.e., keys dropped in the exhibit room
or a phone call, too high a number of visitors that create
fuss that prevents from coming over to a work of art and
spectating it from a desired position. All this creates addi-
tional sounds and distracts the spectator from the work of
art, prevents him/her from taking interest in it, interpret its
story or enjoy its colours and lines.

Channel is important in the process of communication;
a good example of it in the communication process of a
work of art is gallery and its curators. Art gallery is a formal
organisation that organises exhibitions of works of art thus
introducing artists to collectors, art critics, museum cura-
tors (Resch 2011). By providing an artist with an opportu-
nity o present his/her creation publicly, a gallery carries out
the function of a “gatekeeper” that determines which artists
will be introduced to society, and which — will not in the
world of contemporary art (Resch 2011). Suitable selection
of the information sending channel (in this case, a gallery)
can help to avoid information distortion, can be widely
accessible to society and ensure feedback. The functions
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carried out by the curator are also important when exhibit-
ing a work of art and communicating with both society and
the author. The area of a curator’s activities is very broad:
sometimes s/he becomes a servant, assistant, sometimes
s’he provides ideas for artists about how to exhibit their
works; s/he is a coordinator, and in thematic exhibitions —
inventor (Ulrich 2011). Curator is not a “passive” actor of
the art field; s/he cooperates with the artist and creates an
exhibition. Successful curatorship ensures a smooth pro-
cess of communication between the artist (encoder of the
message) and spectator (receiver, interpreter). The formula
of successful curatorship — wide area of knowledge and
perception, curator’s vision, selected artists, goals, work,
attracted spectators, managers, communication skills
(Vitkauskaité 2016: 114—115).

Encoding of author’s message and the relationship with
the receiver-spectator in contemporary fine art communi-
cation is not a simple process: full and absolutely accurate
transfer of information is not possible because many reason
called noise prevent it; moreover, experiences of the inter-
preter and receiver differ as well — even interpretation of
the same signs because the context of information creation
is not always clear or the principle of decoding is not accu-
rate (Puodzitinas 2013: 16). The process of communica-
tion requires effort, engagement, interest, mental activity:
in the process of information acquisition, physical acquisi-
tion channels are triggered first; however, complex men-
tal activity soon starts too, and it is the basis of successful
acquisition of information (BarSauskiené, Januleviciené—
Ivaskevic¢iené 2005: 14). This determines evaluation of

the work of art, its author’s acknowledgement; therefore,
receiver is important as well as its engagement into the per-
ception of the work of art using mental activity and senses.
This helps the spectator to understand encoded and sent
author’s messages better. Art critic Williams says that if
the message of a work of art is clear, there is suspicion that
it is only an illustration or a decorative worthless object,
skilfully done by a craftsman but that cannot be seen as sig-
nificant (Williams 2018: 25); therefore, works of art should
not be understood from the first sight. They can include
noise or it can take time to figure out its communicative
message. Thus, noise is that which prevents from transmit-
ting and decoding a message; in this case — to see the work
of art and understand the artist’s intentions.

As it can be seen from the aforementioned material,
what is important in contemporary art communication is
not only encoding and sending of the sender’s information,
the receiver’s ability to decode it, but also the channel of
presentation which concentrates not only information man-
agement, but also the decisive (gatekeeper) and informa-
tion creation power as well as its presentation to the con-
sumer (Figure 4).

The model includes 2 information decoders and a
sender, i.e., the gallery and the independent curator. They
both play the role of the gatekeeper as well because a work
of art and its encoded information are decoded and a deci-
sion on whether to send the information on the work of art
to the consumer or not is made. This is a compliance of the
quality of a work of art and artistry with the current art mar-
ket standards. However, not necessarily with the standards

Environment

NOISE

Encoding of
miormatzon

CATEEKEEPER

send
mg

CONSUMER
INTERPRETATION

ER

GATE

CURATOR

Environment
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Figure 4. The process of communication in contemporary art

Source: created by the authors
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because a work of art can be characteristic of art innova-
tion that convinces gallery experts or the independent cura-
tor. In this way, when the information encoded in a work
of art reaches the consumer, it is decoded and interpreted.
As it has been mentioned, the information interpreted by
the consumer is independent from the information sent
by the work of art because it depends on the consumer’s
knowledge, engagement and other circumstances that have
already been discussed in the analysis of noise. The feed-
back of information is indirect because information about
it is collected either by the gallery or an independent cura-
tor. Such art communication model operates only in the
secondary market. However, it can be assumed that it can
operate in the primary art market where galleries operate.
They sell or exhibit works of art that did not have agent
owners until then.

To sum up, it can be said that the contemporary art com-
munication model encompasses a work of art as encoder of
information, sender and consumer. However, the gallery or
the independent curator play the most important role in the
communication progress as they make decisions on infor-
mation transmission, its creation and sending to the con-
sumer. It is difficult to determine the consumer’s feedback
on the perception and interpretation of the sent encoded
message because this includes the art gallery or the inde-
pendent curator’s communication marketing abilities and
desires to have information and share it .

Conclusions. Communication and its features mani-
fest in many areas; art is one of them. Communication
emphasises the goal of art to be visible, comprehensible
and interpreted. To discuss the concept of communication
in contemporary art, levels of verbal and non-verbal com-
munication are distinguished; also, types of intrapersonal
and public communication are applied, and communica-
tion process models are followed. Artists integrate various
methods, strategies and modern technologies into the cre-
ative process and encourage the spectator to react to a work
of art and become a co-author. We can compare contem-
porary artists to scientists that immerse in a topic, study it,
cooperate, look for information, and later encode messages
using various techniques and forms of art and provide them
to the spectator. In the 20" century, new art forms, con-
temporary art phenomena emerge; the term fine art is too
narrow to define them. Art created using new technologies
is emphasised. When studying the messages encoded in a

work of art by the author, time, space, environment, con-
tent, channel, receiver’s engagement and message decod-
ing are important. It has been pointed out that encoding of
the author’s message and the relationship with the receiver-
spectator in contemporary fine art communication require
the spectator’s effort, engagement, interest, mental activity.

The linear model of communication provides a clear
interaction between two subjects — sender and receiver; how-
ever, the process of communication is one-sided and is suit-
able for direct relation (without agents) between the author
and the receiver (spectator). This model is complemented
by other communication process models that include feed-
back that can be direct or indirect in the art process of com-
munication. Feedback is important in order to evaluate the
success of the message and how the spectator understands
the message sent by the author. It is difficult to evaluate feed-
back in art communication, it is often indirect and reaches
the author through other channels such as the gallery curator,
reviews, social networks, comments, etc.

Noise cannot be avoided in the contemporary art com-
munication process; it can manifest while conveying the
message through a chosen channel which can include
a virtual presentation or an art gallery. Communication
noise can interrupt the spectator in the process of decod-
ing and interpreting the message, spectating, interpreting
and decoding the meaning of the work of art; also, it can
disrupt feedback; thus, the spectator’s effort, engagement,
participation, mental activity are important. Feedback can
be direct (with the author of the work of art) and indirect
(evaluations, reviews on the work of art, attendance of an
exhibition, participant interest, sales, etc.); however, the
following factors are important as well: spectator’s emo-
tional state, interest, engagement, participation, environ-
ment, time, space, content, channel, decoding of the mes-
sage as they can affect feedback which is important for an
effective process of communication. The created art com-
munication process model is important when studying the
success of the message that determines the perception of
a work of art, spectator’s engagement and other partici-
pants of this process as well as their environments that
have impact in the process of communication between the
author and the spectator. Instead of helping to understand
the aesthetic art evaluation criteria, the art communication
model emphasises the perception of the message sent by
the work of art that has impact on consumers of art.
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