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Bihaé

TAMNA MATERIJA
DARK MATTER

Autor izlozbe / Author of the exhibition: Ervin Kadié



2020

RELJEFNA MASA
EMBOSSED MASS

Teorijska elaboracija / Theoretical elaboration: Sefik Tatlié Tro$ak slobode / Expense of liberty (164x181 cm)



Tamna materija i reljefna masa, kao Sto na-
ziv prve samostalne izloZbe Ervina Kadica moze
sugerirati, nisu puke deskripcije prvog vizualnog
dojma izloZenih radova, nego upucuju na cijeli
spektar pozicijskih, umjetnickih i sociopolitickih
dimenzija koje se prozimaju kroz ovu izlozZbu.

Prva od ovih dimenzija je antagonisticka pozici-
ja koju Tamna Materija/Reljefna Masa, tj. radovi
sadrZzani u njoj zauzimaju naspram vecC desetl-
jeGima prisutne tendencije unutar slikarskog i/
ili umjetnickog mainstreama na podrucju gra-
da Bihaca i njemu gravitiraju¢ih lokalnih scena.
Naime, ova se izloZba radikalno distancira od na
spomenutoj sceni dominantne prakse pejsaznog
slikarstva i u njoj sadrzanih pseudo-impresion-
istickih trendova koji se desetljecima bave is-
tim pristupom i koji rezultiraju u masi, bojama
saturiranih, replikacija pejsazZne topografije lo-
kal-patriotskog pedigrea. Za razliku od oslan-
janja na pokuSaje mimikrije prirodnog kolorita
te proizvodnje umjetnosti kao vitalistickog di-
skursa, Tamna Materija/Reljefna Masa zauzima
drugi smjer te odbacivanjem kolorita i spomenu-
tog vitalizma odbacuje umjetnost kao refleksiju
prirodnog okruzenja i njegove “pitoresknosti”
te je proizvodi kao samodostatan subjektivni
vizualni diskurs.

Drugim rijeCima, za razliku od oslanjanja na ono
sto je "vec€ dano,” tj. proizvedeno van margina au-
torske intervencije, ova izloZba vizualno, tj. sami
umijetnicki sadrzaj, proizvodi kao direktan efekt
umjetnicke, subjektivne, intervencije. Ovaj raskid
s pejsaznim, pse udo-impresionistickim pris-—
tupom je, naravno, vazan na estetskoj razini; na
razini proizvodnje nove vizualne diskurzivnosti,
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Dark matter and embossed mass, as the title of
Ervin Kadic's first solo exhibition, might suggest,
are not mere forms of description of a first visual
impression of the exhibition, but concepts that
point towards a whole spectrum of positional,
artistic and social-political dimensions that
permeate through and that are carried by this
exhibition.

The first of these dimensions is entailed in anan-
tagonistic position this exhibition, i.e. works it
consists of, take against a long-lasting tenden-
cy within the painter and/or artistic mainstream
present in the town of Biha¢ and attached local
scenes. Hence, this exhibition radically distanc-
es itself from the dominant practice of land-
scape painting and attached pseudo-impres-—
sionist trends on the said scene(s) that deal with
the same approach for decades, which resulted
ina mass of color-saturated replications of land-
scape topography of local-patriotic pedigree.
As opposed to relying on attempts at mimicking
natural coloring and producing art as a vitalistic
discourse, Dark Matter/Embossed Mass takes an-
other direction and, by discarding both the color
saturation and said vitalism, actually discards
art as a reflection of the natural environment and
its "picturesqueness” — producing it instead as a
self-sufficient subjective visual discourse.

Differently put, and as opposed to relying on
what was already "given,” i.e. made outside the
confines of the author’s intervention, this exhi-
bition produces the visual, that is, artistic con-
tent as a direct effect of subjective artistic in-
tervention. This break-up with landscape art and
pseudo-impressionism is, of course, important

ali je posebno vaZzan u smislu odbacivanja
implikacije naturocentri¢ne umjetnosti (i sit-
noburzoaske ideologije) da je umjetnik agentu-
ra estetizacije onoga Sto veC postoji. U istom
smislu, postavka izloZbe koncipirana na nacin
da su radovi postavljeni u prostoru, a ne izloZze-
ni na zidovima, ima trostruku funkciju. Kao prvo,
ovakvom se konceptualizacijom postavke galeri-
jski prostor podreduje radovima, tj. izlozbi samoj
u smislu da se potencira logika da umjetnost &ini/
daje vazZnost galeriji, a ne vice versa. Kao drugo,
uniformna postavka radova u prostoru i nhamjerno
¢injenje prostora hermeti¢nim u svojevrsnom “to-
talitarnom” maniru sarkasti¢no replicira totali-
tarne tendencije podvodenja umjetnosti u tr2isnu
sferu, tj. njeno pretvaranje u robu, kao §to i na
simbolickoj razini predstavlja odraz odbijanja
svodenja izloZbe na pasivnu komponentu interi-
jera. Kao trece, ovakvom se postavkom subvertira
klasicisticka malogradanska tendencija konzu-
macije umjetnosti u maniru “"zabavne,” cirkularne
Setnje kroz Galeriju i leZernog promatranja ra-
dova, kao sto se subvertira i mogucnost grupi-
ranja publike u centru galerijskog prostora kao
inercije koja istu publiku implicitno, i naZzalost,
prevodi u glavnu supstancu neke izlozZbe.

Dakle, oslanjanje na "zaglusujuce” crnu; upotreba
teksture kao glavne genericke supstance sadrza-
ja 1 prostorna dispozicija radova koja art, a ne
pogled publike, stavlja u fokus ¢ine subverzivnu,
ikonoklasticku, pa i punk-rock gestu pokazivanja
srednjeg prsta, ne samo arhai¢nom i neoliber-
alnom (“urbanom") primitivizmu dominantnom
u odnosu prema umjetnosti na podrucéju grada
BihaCa, nego i autoderogirajucoj, desubjektiv-

on the aesthetic level and on the level of the
production of new visual discursivity, but it is
also extremely important in terms of rejection of
an implication entailed in a natural-centric art
(and petty-bourgeois ideology) that the artist
is merely an agency of aestheticization of that
which already exists. In the same sense, the con-
ceptualization of the exhibition's layout in terms
of placing the works in space, instead of on the
walls, has a triple function.

As first, this layout subordinates the gallery
space to the exhibition i.e. works themselves
in a manner that emphasizes a logic that states
that art procures relevance to the gallery, not
vice versa. As second, the uniform-like layout of
the works in space and intentional, “totalitar—
ian-like," conversion of the space sarcastically
replicates totalitarian tendencies that are turn-
ing art towards the market logic and towards be-
coming a commodity, as well as it, on a symbolic
level, represents a rejection of exhibition becom-
ing a passive component of the interior. As third,
this layout subverts classicistic petty-bourgeois
habit of consuming art in a leisurely manner, as
well as it subverts the possibilities of a congre-
gation of an audience in the center of gallery
space, which is an inertion that implicitly, and
unfortunately, translates the audience into the
main substance of an exhibition.

So, the reliance on “deafening” black; utiliza-
tion of textures in as the main generic substance
of content and the spatial disposition of works
that put art, not the gaze of the audience, into
focus make a subversive, iconoclastic, punk-rock
gesture of flipping the bird, not only to archaic
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izacijskoj ideologiji svodenja autora na pukog
"svjedoka" svijeta kao navodno nepromijenjive
kategorije.

TJELESNOST TAME, SUBJEKTIV-
NOST MONOKROMATSKE MASE
I UMJIETNICKI POTENCIJAL DIS-
TOPIJE

Sto se druge dimenzije ove izloZbe tide, ona je
u vezi s odabirom tehnike, spektrom umjetnickih
utjecaja te, ali i najvazZnije, s umjetnic¢kom
relevancijom Kadicevog rada. Svoj pristup autor
bazira na upotrebi akrilika i ulja na crnom plat-
nu koje se koristi radi ekspresivne snage, dok se
teksturalno oblikovanje bazira na jednopoteznoj
upotrebi velike cetke i Spahtli raznih dimenzi-
ja. Ipak, spektar umjetnickih utjecaja je taj kon-
tekst koji daje dodatni uvid u pozicioniranost
autorovog rada na globalnoj art sceni. Vezano
za samu zZanrovsku odredenost, Kadi¢c se pozi-
cionira u naizgled kontradiktornom kontekstu
kombinacije apstraktnog ekspresionizma i mini-
malizma. Parafrazirajuci autora, cilj spajanja ova
dva pravca sluZze provociranju oka. Kako Kadic
navodi, "pastozno nanosenje boje i pokreti velike
¢etke pobuduju osjecaj pokreta i vezan je za ap-
straktni ekspresionizam,” dok je s druge strane
"ovaj pristup monokromatski,” u smislu navoden-
ja promatraca da “"dozZivi pokret” §to, dalje para-
frazirajuci autora, funkcionira kao referenca na
minimalizam (konkretnije West Coast Light and
Space Movement i rad ameri¢cke umjetnice Mary
Corse [1945]).

and neoliberal (‘urban”) primitivism dominant
in the relation towards art in Biha¢ area but also
to the auto-derogating ideology of de-subjec-
tivization that reduces an artist onto a mere wit-
ness of the world as a supposedly unchangeable
category.

CORPORALITY OF DARKNESS, THE
SUBJECTIVITY OF MONOCHRO-
MATIC MASS AND THE ARTISTIC
POTENTIAL OF DYSTOPIA

Regarding the second dimension of this exhi-
bition, it concerns the selected technique, a
spectrum of artistic influences, and most im-
portantly, the artistic relevance of Kadic's work.
The author's approach is based on the usage of
acrylic and oil on black canvas, which is used
for expressive strength, while textural shaping
is based on single-move usage of big brush and
spatulas of different dimensions. Still, it is the
spectrum of different artistic influences that
gives additional insight into the positioning of
the author's work on the global art scene. With
regard to the genre-like direction, Kadi¢, ac-
cording to his own words, positions himself in an
apparently contradictory context consisting of
the combination of abstract expressionism and
minimalism. Paraphrasing the author, the aim of
combining these two directions is the provoca-
tion of the eye. As the author claims, “pasty ap-
plication of color and the moves of the big brush
awaken a feeling of movement and is tied to ab-
stract expressionism,” while on the other hand,

Ovaj se pristup, Kadicevim rije¢ima, “moze
smatrati neminimalisti¢ki kreiranim minimal-
nim objektom” koji omogucava eklekticnost (ra-
dova).

Takoder, autor se referira na rad umjetnika kao
S$to su Richard Serra (1938), Sol LeWitt (1928 —
2Q07) te Frank Stella (1936) koji, manje-vise,
pripadaju svojevrsnoj New York sceni geometri-
jske apstrakcije, apstraktnog iluzionizma, hard-
edge slikarstva, konceptualne umjetnosti, mini-
malizma i u slucaju Serrae, procesnog arta. Ipak,
za razliku od skulpturalnih tendencija Richarda
Serrae, te kolorita u radu LeWitta i Stelle, Kadic
u interdisciplinarnom maniru zapravo integrira
korporalnost skulptorstva u margine platna, tj.
u margine dominante crne. Autorov rad takoder
ostvaruje referencu i na radove slikara apstrak-
cije poput Gerharda Richtera (1932) ili Rober-
ta Rymana (1930 — 2079). Za razliku od Rich-
tera ¢iji se, konceptualno slic¢an, pristup temelji
na ekstenzivnoj upotrebi kolorita, Kadicev rad
snaznije podsjeca na monokromatsku slikarsku
Skolu Roberta Rymana, tj. monokromatski mini-
malizam i konceptualnu umjetnost New Yorka iz
197@-ih, te na “korejsku Skolu” monokromatsk-
og slikarstva ¢iji su prominentni predstavni-
ci, izmedu ostalih, Whanki Kim (1913 — 1974) i
Park Seo-bo (1931). Preciznije govoreci, Kadicev
rad se samo do odredene mjere referira na Kima
u smislu eksperimentiranja s minimalistickim
strukturiranjem genericke supstance rada s obzi-
rom da je Kim upotrebljavao boju, ali isti radovi
ostvaruju najdirektniju referencu na odredene ra-
dove Park Seo-boa. U tom smislu, Kadicevi ra-
dovi se zapravo najsnaznije referiraju na Parkovu

“this approach is monochromatic,” in terms of
guiding an observer towards ‘experiencing
movement,” which, further paraphrasing the au-
thor, functions as a reference to minimalism
(more precisely West Coast Light and Space
movementi and the works of an American artist
Mary Corse [1945]). Such an approach, according
to Kadic, "can be considered as a minimalistic
object created in a non-minimalistic manner,”
which renders the eclecticism of the works pos-
sible.

Also, the author refers to the work of artists such
as Richard Serra (1938), Sol LeWitt (1928 — 2007)
and Frank Stella (1936), which more or less, be-
long to the New York scene that utilizes geomet-
ric abstraction, abstract illusionism, hard-edge
painting, conceptual art, minimalism, and in the
case of Serra, process art. Still, and as opposed
to the sculptural tendencies of Richard Serra;
as well as the coloring present in the works of
LeWitt and Stella, Kadi¢ in an interdisciplinary
manner actually integrates the corporality of
sculptural approach into the margins of a can-
vas, that is, into the margins of a dominant black.
The author's work also seems to have a reference
to the works of painters of abstractions such as
Gerhard Richter (1932) and Robert Ryman (1930
— 2019). In contrast to Richter, whose conceptu-
ally similar approach is based on the extensive
usage of colors, Kadic¢'s work actually more in-
tensively reminds of the monochromatic painter
school of Robert Ryman, that is, monochromat-
ic minimalism and conceptual art related to the
already mentioned New York scene. But, Kadic's
work to a certain extent also reminds of the "Ko-



upotrebu implicitno “skulpturiranih” struktura
na monokromatskoj pozadini medija platna te na
rad Yun Hyong-keuna (1928 — 2007) i njegovo
intenzivno oslanjanje na crnu, tj. tamne tonove.
U tom se smislu Kadicev rad mozZe promatrati

rean school” of monochromatic painting whose
prominent representatives are, among others,
Whanki Kim (1913 — 1974) and Park-Seo bo
(19371). More precisely, Kadic¢'s work can be seen
as having only a minor reference to Whanki Kim,
due to his extensive reliance on the utilization of

kao inspirativno pozicioniran u relaciji s juz-
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Sterilnost postojanja / Sterility of existence (164x184 cm)

jetnickoj organizaciji Public Delivery (Seoul):

Dansaekhwa je umjetnicki pokret nastao
u Juznoj Koreji u 197@-im. Pioniri Dan-
saekhwa pokreta su rodeni izmedu 71913
i 1936 te su u svojim radovima tezili iz-
bjeci bilo kakvu referencu na zapadnjacki
realizam, stvarajuci prvenstveno monokro-
matske i minimalisticke slike. [Ovi] umjet-
nici su se pokusavali odvojiti i od naslijeda
japanskog imperijalizma i od zapadnjacke
apstrakcije. Dansaekhwa se intenzivno in-
teresira za izikalnost slike. (Cf. Public De-
livery, 2019)

Stoga, Kadicev apstraktni minimalizam, u Sirem

kontekstu monokromatskog slikarstva, zapravo
funkcionira kao suvremeni, ali ne nuzno i post-
moderni, oblik avangardnog diskursa u smislu da
se isti diskurs ne bazira na (meta)informacijskom
overloadu, nego na dopunjavanju minimalistick-
og pristupa sadrZzajem koji pojacava manjak in-
formacije. Tu se, drugim rijec¢ima, radi i o radi-
kalnom odbacivanju sadrZaja kao nositelja neke
prepoznatljive, klasicistic¢ki strukturirane dina-
mike kao genericke supstance umjetnickog rada,
ali i o artikulaciji sadrZaja kao oblika praz-
nine. Ono §to je bitno u kontekstu proizvodnje i

reference to Seo-bo's usage of sculpture-like
structures on the monochromatic background
of the canvas in combination with the (possi-
ble) influence of Yun Hyong-keun (1928 — 2007)
and his utilization of black, i.e. dark tones. In
these terms, Kadic's work can be observed as in-
spirationally positioned in relation to the South
Korean art movement Dansaekhwa (also known
as Tansaekhwa), which means "monochromatic
painting.” Regarding this movement, and as stat-
ed by the non-profit art organization Public De-
livery (Seoul):

Dansaekhwa is an art movement born in
South Korea in the 197@s. The pioneers of
Dansaekhwa are born between 419413 and
1936 and avoided any reference to \Western
realism in their works, creating primari-
ly monochrome and minimalist paintings.
The artists also attempted to break away
from the heritage of Japanese imperial-
ism and Western abstraction. Dansaekhwa
is deeply involved with the physicality of
painting. (Cf. Public Delivery, 20719)

Hence, Kadic's abstract minimalism, in the wid-
er context of monochromatic painting, actually
functions as a contemporary form of avant-gar-

il




kontekstualizacije ovih radova, a u referenci na
prethodno spomenuto odbacivanje kolorita, je to
da ovi radovi zapravo reprezentiraju odbacivanje
metaforickog beata koji u postmoderno prefiksir-
anom artu predstavljaju (industrijski posredovan)
vitalizam koji (navodno) zamjenjuje naturocen-
trizam. Dakle, ovi radovi nisu postmodernis-
ticki jer se ne temelje na postmodernizmu tako
svojstvenom driftu (strujanju, skretanju, plutanju)
ili poigravanju s (cini¢nim) referiranjem na raz-
na interdisciplinarna strujanja ili tendencije, Sto
znac¢i da Kadicevi radovi zapravo funkcioniraju
kao odraz konzistentne tendencije ka proizvodnji
suvereno pozicioniranog arta koji ima tendenciju
biti referenca sam sebi.

U vezi s ocito ogromnim utjecajem koji fran-
cuski slikar, graficar i skulptor Pierre Soulages
i njegova praksa Outrenoir (iza ili onkraj crne),
imaju na autorov rad, kod Kadica su primjetna
znatna, i dobrodosla, odstupanja od Soulagesove
pristupne matrice. Ovo se pak referira na to da
za razliku od Soulagesa i njegovih na crnoj du-
bini baziranih slika koje funkcioniraju u korel-
aciji s efektom svjetlosnih refleksija na teksture
slike, refleksija svjetla na Kadicev rad je na neki
nacin vec¢ "urezana” u sami rad. To znaci da ovaj
koncept totalnog oslanjanja na crnu i proizvodn-
ju perceptualne dinamike rada kroz teksturu crne
zapravo implicitno negira vaznost "onoga Sto je
iza crne” ili “"onoga Sto stoji iza slike.” Drukci-
je receno, Kadicevi radovi imanentno prisutnu
sliku sociopoliticke stvarnosti kapitalizma, u
simbolickom smislu, eksponiraju kao takvu; dis-
topijsku, beznadnu i hegemonijsku — kao masku
iza koje (ne) stoji nista. U vezi s Soulagesom,
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de discourse without the postmodern prefix in
terms that the said discourse is not based on
(meta)information overload, but on a tendency to
supplement minimalistic approach with content
that actually amplifies the lack of information.
It is, differently put, about radical discarding of
content as a carrier of some recognizable, clas-—
sically structured dynamism as a generic sub-
stance of artwork, as well as about the articula-
tion of content as a form of emptiness. What is
important in the context of production and con-
textualization of the author's work — which is
also related to previously mentioned rejection of
colors — is that these works actually represent a
rejection of metaphorical beat, which in art with
the postmodern prefix signify (industrially ne-
gotiated) vitalism that (supposedly) substitutes
natural-centrism. So, these works are not post-
modern because they are not based on typical-

ly postmodern drift and/or playing with cynical

referencing to various interdisciplinary currents,
which means that Kadi¢'s works actually function
as a reflection of a consistent tendency towards
the production of sovereign art discourse that
aims at becoming a reference for itself.

In relation to obviously huge impact French
painter, graphic artist, and sculptor Pierre Sou-
lages, as well as his practice of Outrenoir (be-
yond black), had on the author’'s work, Kadic's
work entails significant, as well as welcome,
straying from Soulages' approach matrix. As
opposed to Soulages and his paintings that,
while being based on black depth, function in
correlation with the reflections light makes on
the surface and the texture of paintings, the re-

Nekontrolirano uzbudenje / Uncontrollable excitation (164x41871 cm)



kod Kadica je vjerovatno prisutan veci stupanj
hermetic¢nosti, ali ta hermeti¢nost je =zapravo
konstruktivna jer ona svjetlo, tj. refleksiju na neki
nacin podreduje samom prisustvu rada u prosto-
ru. To ne znac¢i da svjetlo nije bitno u kontekstu
funkcioniranja Kadi¢evog rada, nego da je vanjs—
ki utjecaj, ambijentalnog i/ili umjetnog svjetla,
mobiliziran da funkcionira kao podrska dinamici
radova Cija se percepcija mijenja u ovisnosti od
pozicije promatranja dakako, ali na na¢in da ra-
dovi sami, a ne okruzenje, diktiraju interaktivnu
kvalitetu koju ostvaruju.

Naime, sve ovo je povezano s prethodno spome-
nutom fizikalnosScu rada kao koncepta prisutnog
unutar diskursa Dansaekhwa pokreta. Govoreci
o “fizikalnosti” ili “tjelesnosti” Kadicevog rada,
onha se manifestira i kroz prethodno spomenu-
tu prostornu suverenost samih radova, ali i kroz
provociranje, tj. navodenje ljudskih cula, konk-
retno pogleda, da se suoce s negacijom viska in-
formacije kao informacijom. Drukcije re¢eno, ra-
dovi bazirani na strukturiranju masivnih nanosa
monolitne “"crne materije” i "reljefne mase” te nji-
hova redukcija informacijske redundancije zapra-
vo subvertiraju danas sveprisutni informacijs-
ki overload posredovan tehnologijom i nac¢inom
Zivota uopce. Medutim, isti radovi funkcioniraju
i kao oblik analize pogleda kao instrumenta koji
nadilazi svoju baznu funkciju, navodno autonom-
nog i suverenog, ¢ula. U referenci na meditativni
aspekt prisutan u Dansaekhwa diskursu, medita-
tivni aspekt Kadicevog rada je ujedno i interpre-
tativni aspekt koji pogled eksponira kao sastavni
dio postfordisticke kapitalisticke ekonomije. Sve
ovo je povezano s radom americkog teoreticara
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flection of light in Kadic's case is observable as
already “engraved” into the works themselves.
This means that such a concept of total reli-
ance on black and the production of perceptual
dynamics through the textures of black actually
implicitly denies the importance of that "which
is beyond the black” or that "which stands be-
hind the painting.” Differently put, this means
that Kadic's works, in a symbolic sense, actu-
ally expose an immanently present image of
the social-political reality of capitalism, as
such; dystopian, hopeless, and hegemonic — as
a mask behind which there is nothing.

In relation to Soulages, Kadié's work proba-
bly carries a bigger amount of hermeticism,
but this hermeticism is actually constructive
because it makes the light, i.e. reflections of
light subordinate to the presence of the works
in space. This does not mean that the light is
not important in the context of how the author's
work functions, but that the outer influences of
ambient light or other similar elements, were
mobilized to function as a support to the dy-
namism of the works themselves, the perception
of which shifts depending on the position of the
gaze but in a way that the works themselves, not
the surrounding, dictate the interactive quality
they realize.

Hence, all of this is connected with the pre-
viously mentioned physicality of work as a
concept entailed within the discourse of Dan-
saekhwa movement, with the caveat that the
corporality of Kadié¢'s work manifests in already
mentioned spatial sovereignty of the works
themselves, but also through a provocation, i.e

filma, kriti¢ara kulture i mediologista Jonathana
Bellera koji tvrdi da "Gledati znaci raditi” (Bel-
ler 2006, 115).

Beller, izmedu ostalog, govori o gledanju kao
radu u smislu da ljudska paZnja investirana u
konzumaciju raznih kulturnih sadrzZaja ili ima-
gea koji cirkuliraju world wide webom (i koji su
tehnoloski posredovani) ne pripada autonomnom
vremenu subjektiviteta ili registru “entertain-
menta” kao odmora, nego da se radi o postfordis-
tidkom obliku mobilizacije pogleda/paZznije i tzv.
*slobodnog vremena” u rad za kapital. Kadicev
rad, u onom smislu u kojem nadilazi sami vizual-
ni dojam samim tim provocira navodnu ideolosku
neutralnost pogleda te ga u isto vrijeme artikuli-
ra kao interpretativnu kategoriju koja, sredstvima
odbacivanja imagea razotkriva ideolosku ulogu
imagea, ali i pogleda u suvremenom kapital-
izmu. Naime, Beller tvrdi da: "Image strukturira
vidljivo i nevidljivo, apsorbira oslobadajuc¢u moc
i usisava vrijeme solidarnosti. Mod dominaci-
je se mijenja da bi odrzao hijerarhijsko drustvo”
(Beller 2006, 5).

Umjetnikov fokus na minimalisticko konfig-
uriranje vizualnog i prakticno odbacivanje
cirkulacije ‘“razlicitosti vizualnog” razlicitih
imagea, zapravo funkcionira kao simbolicka
subverzija méda dominacije koji ostaje isti u
direktnoj proporciji u kojoj se "mijenja.” Umjet-
nikov rad u ovom kontekstu eksponira kakofoniju
cirkulacije slika kao instrument dominaci-
je. Takoder, a u onoj mjeri u kojoj je kognitivni
mainstream postmoderne postao baziran na
ideoloskojutilizaciji percepcije, autorov rad ek-
sponira cirkulaciju diversificiranih imagea kao

guidance of human senses, concretely gaze or
look, towards facing the lack of information as
a sort of information. Hence, these works, based
on massive layers of monolithic “dark matter”
and their reduction of information redundancy,
actually function as a subversion of information
overload negotiated by technology and the way
of life in general. However, the same works also
function as a form of analysis of look as an in-
strument that supersedes its basic function or
allegedly autonomous and sovereign sense. In
reference to the meditative aspect present with-
in the Dansaekhwa discourse, the meditative as—
pect of Kadic's work is at the same time also an
interpretative aspect that functions as an instru-
ment of exposition of look as an integral part of
the post-Fordist capitalist economy. Hence, all
of this is related to the work of American film
theorist, culture critic, and mediologist Jona-
than Beller who argues that: "To look is to labor”
(Beller 2006, 115).

Beller, among other things, speaks about looking
as laboring in those terms in which the mobili-
zation of human attention invested into the con-
sumption of various cultural content and images
that circulate via world wide web (and that are
technologically negotiated in general) is seen as
not belonging to the autonomous time of subjec-
tivities or to the register of “entertainment” in
terms of free time, but in terms of interpreting
look/attention, as well as “free time," as catego-
ries that have been mobilized into forms of la-
bor for capital. Kadi¢'s work, to that extent it su-
persedes the visual impression as such, actually
provokes alleged ideological neutrality of gaze.
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industrijalizirani oblik kapitalisticke ekonomi-
je i re2Zima moci koji legitimiraju status quo i
manjak politickog i ideoloskog diversificiteta.
Beller u kontekstu analize industrijalizacije, tj.
kinematizacije pogleda, tvrdi sljedece:

Kad sve stvari postanu spremne za posta-—
janje slikama/imageima, kada svaki ob-
jekt egzibira svoje sjajno nalicje, svijest
sama postane kinemati¢na. Modalnost ove
svijesti je upravo nac¢in na koji ona organi-
zira cirkulaciju image-objekata. Prvo smo
pozicionirani kao kamere u univerzumu
fetis-objekata, a onda smo u postmoderni
apsorbirani u simulaciju — efektivno pozi-
cionirani kao kamere u svijetu ambijental-
nih slika. (Ibid, 249)

Ovaj se uvid u danom kontekstu zapravo prevo-
di tako da Kadicev rad subjektu-kao-kameri on-
emogucuje pogled na image kao sjajno nalidje,
eksponirajuci pritom (proto)subjektivitet kao
svojevrsnu “kameru;” kao objekt kalibriran te
preduvjetovan da gleda na odredeni nacin. U
tom smislu Kadicev rad protosubjekte i njihovu
memoriju (u smislu znanja o svijetu i samima
sebi) zapravo na neki nacin dekodira kao nos-
itelje “prostetske memorije” koju teoreticarka u
domeni studija sjecanja Alison Landsberg obja-
Snjava na sljedeci nac¢in. Po Landsberg:

Pod prostetskim sjecanjima mislim na
sjeCanja koja u strogom smislu ne proizlaze
iz prozivljenog iskustva. Ta su sjecanja us-
adena, a nejasne granice izmedu realnih i
simuliranih sjeCanja Cesto su popracene
i drugim poremecajima: ljudskog tijela,
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Differently put, this work articulates look as an
interpretative category, which actually and by
means of a radical rejection of images, uncovers
the ideological role of image, as well as look in
contemporary capitalism. According to Beller:
"The image structures the visible and the invisi-
ble absorbs freeing power, and sucks up solidar-
ity time. The mode of domination shifts in order
to maintain a hierarchical society. (Beller 2006,
5)

The artist's focus on minimalistic configurations
of the visual and practical rejection of the circu-
lation of "diversity of the visual” of different im-
ages actually functions as a symbolical subver-
sion of the mode of domination, which stays the
same to that extent it changes. The artist’'s work
in this context exposes the cacophony of the cir-
culation of images as an instrument of domina-
tion. Also, and to that extent to which the cog-
nitive mainstream of the postmodern has become
based on ideological utilization of perception,
the artist's work exposes the circulation of di-
versified images as industrialized forms of the
capitalist economy and its power regime that le-
gitimate the status quo and the lack of political
and ideological diversity. Beller in the context
of the analysis of the industrialization, that is,
the cinematization of look, argues the following:

When all things are ready to become imag-
es, when each new object exhibits its shin-
ing forth, consciousness itself becomes
cinematic. The modality of this conscious-
ness is precisely its organization of circu-
lating image-objects. We are first posited
as cameras in a universe of fetish-objects,

njegova mesa, njegove subjektivne au-
tonomije, razlike o odnosu na Zivotinjsko i u
odnosu na tehnolosko. (Landsberg 2004, 251)

Ovaj cyber-punk vokabular je ovdje aplikativan u
onom smislu u kojem Kadiceva “tamna materija”
zapravo dekodira i individualnu "memoriju” kao,
metaforicki receno, teksturu unutar monolit-
nog polja (ne)mogucnosti i kao oblik disrupcije
navodno postojece distance izmedu Zivotinjskog,
tehnoloskog i ljudskog. U tom smislu, a u refer—
enci na ulogu tijela u kontekstu analize kultura
tehnoloske tjelesnosti, teoretic¢arka kulture Anne
Balsamo argumentira:

Konstrukcija granice izmedu prirode i kul-
ture sluzi za nekoliko ideoloskih ciljeva;
najvidljivije, ona jamc¢i i pravni poredak st-
vari i uspostavlja hijerarhijski odnos kul-
ture i prirode. Na osnovnoj razini, ta drust-
veno konstruirana hijerarhija funkcionira
tako da afirmira tehnologijom stimuliranu
predodZbu da ée kultura/dovjek pobijediti
u svojim suceljavanjima s prirodom. Ulo-
ga tijela u tom procesu uspostave granica
je znacajna zato §to tijelo postaje mjestom
erupcije strahova o ‘ispravnom poretku st-
vari,’ a taj je proces u krajnjoj liniji ideolos-
ki. (Balsamo 2001, 306)

U relaciji s ovim uvidom, te u referenci na pri-
je spomenutom tjelesnoScu monokromatskog
slikarstva i Dansaekhwa $kole, Kadicevi radovi
— te njihova teksturalnost odredena crnom kao
konceptualnim okvirom koji predstavlja ili ek-
sponira manjak mogucnosti — =zapravo mogu
biti videni kao oblici anksiozne tjelesnosti i/

and then in the postmodern we are ab-
sorbed in simulation—effectively posi-
tioned as cameras in a world of ambient
images. (Ibid, 249)

This insight in the given context actually trans-
lates the artist's work as the one that deprives
subject-as-camera of possibilities of looking
at an image as some sort of colorful, diversified
facet, exposing in the process (proto)subjectivity
itself as a kind of "camera;” as an object cali-
brated and preconditioned to look in a certain
manner. In this sense, this work, in a way, de-
codes proto-subjects and their memory (in terms
of knowledge about themselves and the world)
as carriers of “prosthetic memory,” which is
explained by a theorist in the field of memory
studies Alison Landsberg in the following way.
According to Landsberg:

By prosthetics memories I mean memories which
do not come from a person’'s lived experience in
any strict sense. These are implanted memories,
and the unsettled boundaries, between real and
simulated ones are frequently accompanied by
another disruption: of the human body, its flesh,
its subjective autonomy, its difference from both
the animal and the technological. (Landsberg
1995, 175)

This cyberpunk vocabulary is applicative here
in that sense in which Kadic's “"dark matter” ac-
tually decodes both the individual "memory” as,
metaphorically said, a texture within a mono-
lithic field of (im)possibility and as a form of
disruption of the allegedly existing distance be-
tween the animal, technological and human. In
that sense, and in further reference to the role of
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Identitet razli¢itosti / Identity of difference (164x1841 cm)

ili manifestacije anksioznosti svijeta neoliber-
alnog globalnog kapitalizma. Ovo je vazno zato
$to ovi radovi svojom tjelesnoscu zapravo kritic-—
ki adresiraju tendenciju i praksu kapitalistickog
imperijalizma da se reprezentira kao deteritori-
jaliziran te da potiskuje i reprezentira svoj efekt
kao takav. U kontekstu analize funkcioniranja
postmodernog imperijalizma Beller tvrdi:

Teritorijama se i1 dalje dominira, ali kao
dodatak tradicionalnim legalnim i milita-
ristickim metodama, njima se dominira de-
teritorijalizacijom koja ove teritorije ¢ini
"globalnim,” deteritorijalizacijom koja se
pojavljuje kroz direktni (lokalni) upis novih
logika [dominacije, op.a.] u tijela kroz teh-
nolosko posredovanje. (Beller 2006, 74)

Potenciraju¢i anksioznost izazvanu totalnoScu
‘crne materije” i “reljefne mase” umjetnikov rad,
tj. njegova tjelesnost, zapravo funkcionira kao ob-
lik gravitacije koja "privlaci” deteritorijaliziranu
cirkulaciju slike (ideoloskih logika nosenih is-
tima) u jedno mjesto i vrijeme. U ovom kontek-
stu funkcionira i audio komponenta izloZbe ¢&iji
je sound design raden specificno za potrebe ove
izlozbe.

Kako navodi umjetnik Adi Dizdarevic, koji je i au-
tor sound designa ove izloZbe, “"odsustvo boje,
kao i ¢injenica da crna sama po sebi ne sadrzi
(poznate) frekvencije, dizajn zvuka je u korelaciji
s prelamanjem svjetla (frekvencija) u interakciji s
crnom i u vezi s (elaboracijom) fizickog koncep-
ta zradenja crnih/tamnih tijela.” U vezi s znanst-
venim spoznajama da tamna materija ne ostvaru-
je interakciju s elektromagnetnom silom, tj. da

the body in the context of the analysis of cul-
ture(s) of technological embodiment, cultural
theorist Anne Balsamo argues:

The construction of a boundary between
nature and culture serves several ideolog-
ical purposes; most notably, it guarantees
a proper order of things and establishes a
hierarchical relationship between culture
and nature. At a basic level, this social-
ly constructed hierarchy functions to re-
assure a technologically over-stimulated
imagination that culture/man will prevail
in his encounters with nature. The role of
the body in this boundary setting process
is significant because it becomes the place
where anxieties about the ‘proper order of
things' erupt and are eventually ideolog-
ically managed. (Balsamo 1995, 215-216)

In relation to this insight, and in reference to
previously mentioned corporality of mono-
chromatic painting and Dansaekhwa movement,
Kadic's work — i.e. its textures confined by the
conceptual framework that represents or exposes
a lack of possibilities — can be seen as forms of

anxious corporality and/or as manifestations of

the anxiety of global neoliberal capitalism. This
is important because these works, through their
corporality, actually critically address the ten-
dency and the practice of capitalist imperialism
to represent itself as deterritorialized, as well
as to represent its effect as such. In the context
of his analysis of postmodern imperialism Beller
argues:




ne apsorbira, reflektira ili emitira svjetlo,
Dizdarevic navodi da je:

U samom stvaranju zvuka koristena izvor-
na (VCO = Triangle) frekvencija koja prati
koncept rubne frekvencije vidljivog opsega
(790+ THz) pri ¢emu se zvukom pokuSava
predoditi masivnost/teZina tame ali i za-
gonetnost nevidljivog spektra. Zvuéne os-
cilacije prate valovite poteze slikara, kao i
frekvencijske varijacije [do kojih je dolazi-
lo] pri interakciji (Shimmer FX).

Parafrazirajuci Dizdarevica, a govoreci u kon-
tekstu korelacije zvuka i radova, svaki sloj diza-
jna unutar kompletirane zvuéne teme je obliko-
van kroz pazljivu opservaciju nastanka Kadicevih
radova i koristenih slikarskih tehnika, a zvuk je
definiran na temelju pracenja tona i dinamike
poteza; autorske tematike izloZbe i diskusija

vodenih tokom cijelog ovog procesa. Sto se tide

varijable vrijeme, ona je po Dizdarevicu takoder
vezana za tempo ove teme i njen koncept u smis-
lu reflektiranja (pretpostavke) da je vrijeme na
rubovima singularnosti relativno; ili super us-
poreno ili gotovo stati¢no, a zato je i zvuk kao
komponenta ove izlozbe izuzetno spor. Dakle,
funkcija upotreba (ovakvog) sound dizajna kao
integralne komponente izloZbe je pojacavanje
ili naglaSavanje njenog prethodno spomenutog
teritorijalizacijskog ucé¢inka u smislu simulaci-
je gravitacijskog uc¢inka singularnosti. Sve ovo
se, posredstvom vizualne i audio komponente
ove izlozZbe, zapravo prevodi u metaforicki efekt
privlacenja i, mozda najvaznije, radikalnog us-
poravanja sveprisutne cirkulacije informacija,
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Territories are still dominated, but in ad-
dition to the traditional legal and military
methods, they are also dominated by a de-
territorialization that renders each of them
affectively “"global,” a deterritorialization
that occurs through the direct (local) entry
of new logics into bodies through techno-
logical mediation. (Beller 2006, 74)

By emphasizing the anxiousness caused by the
totality of “dark matter” and “embossed mass”
the artist's work and its corporality, therefore,
functions as a form of gravity that “attracts” de-
territorialized circulation of images (ideologi-
cal logics carried by images) into one place and
time.

This is also the context in which an audio com-
ponent, the sound design of which was done spe-
cifically for the needs of this exhibition, func-
tions. As Adi Dizdarevic, the artist who authors
sound design for this exhibition claims, " the ab-
sence of color, as well as the fact that the black
by itself does not entail (known) frequencies, the
sound design is in correlation with the bending
of light (frequencies) in interaction with black
and in relation to (an elaboration of) physical
concept of black bodies radiation.” Regarding
the scientific insights that established that dark
matter does not interact with the electromagnet-
ic force, i.e. that it does not absorb, reflect, or
emit light, Dizdarevic argues the following:

During the process of creation of sound for
this exhibition, source (VCO = Triangle)
frequency that follows the concept of 1lim-
inal frequency of visible range (790+ THz)

Neuredena drustvena stvarnost / Unsettled social reality (15@x18@ cm)



tj. “usporavanja” svijeta te njegovog izlaganja
kritickoj reinterpretaciji.

U tom kapacitetu, (re)teritorijalizacija stvore-
na ovim radovima i izloZbom kao takvom omo-
gucuje svojevrsnu distanciranu poziciju iz koje
se kriticki moze pogledati i na znacenje indus-
trijalizacije kognicije i na rezim moci koji svoju
teritorijalnost prikriva apstraktifikacijom proc-
esa globalizacije. Dakle, da, ova izloZba, tj. ra-
dovi sadrzani u njoj, funkcioniraju kao zrcalnha
konfiguracija i kao svojevrsno (crno) ogledalo
Sireg sociopolitickog okruzenja, ali ne u smis-
lu banalnog (ili binarnog) pukog reflektiran-
ja neke staticne slike. Naime, dok monokrona
priroda ovih radova u estetskom smislu eksponi-
ra navodnu razlic¢itost svijeta kao homogenu, svi
ovi radovi u kolektivnoj konfiguraciji, u formatu
izlozbe, zapravo emitiraju umjetnicku, a u Sirem
smislu i politicku i ideolosku subjektivnost. Ova
subjektivnost zapravo predstavlja kontrapunkt i
umjetnosti liSenoj subjektivnog kritickog senzi-
biliteta i desubjektivizacijskom ucinku rada ka-
pitala na periferiji Prvog svijeta.

Pojasnjenja radi, a govoreci u pop-kulturnom
kontekstu, distopijska kvaliteta Kadicevog rada
nema nikakve veze s distopijskim diskursom kako
je ilustriran u popularnoj TV seriji Black Mirror
(Channel 4 2011—-20"4, Netflix 2014 — ). Naime,
ono §to je problematic¢no s ovom serijom nije samo
njena implikacija da je (zlo)upotreba tehnologije
jedan od osnovnih preduvjeta novogtotalitarizma,
nego i njena interpretacija distopijskog kao neceg
otudenog, dehumaniziranog, liSenog "raznoliko-
sti” i slobodne volje, a Sto je sugestija sadrza-
na i u negativno konotiranom oznacitelju crno.
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was utilized, along which the sound was
used in order to represent the mass/weight
of darkness, as well as to represent the
mysteriousness of invisible spectrum.
Sound oscillations were, therefore, made
to follow the wavey moves of the artist and
frequency variations [that were emerging]
during the interaction (Shimmer FX).

Paraphrasing Dizdarevié, and speaking of the
correlation between the sound and the works, ev-
ery layer of design within the completed sound
theme was shaped through careful observation
of the process of creation of Kadié's work and
used painting techniques, while the sound was
defined on the basis of tracking the tone and dy-
namic of moves; author’'s theme of the exhibition
and discussions held during the whole process.
As regards the time variable, it is, also according
to Dizdarevic, tied to the tempo of given themat-
ic and its concept in terms of reflecting a (pre-
sumption) that time on the edge of singularity is
relative; either super slowed, either almost com-
pletely static, which is why this sound design,
as an integral component of this exhibition, is
extremely slow. Hence, the function of usage of
so conceptualized sound design is the amplifi-
cation of previously mentioned territorialization
effect of the exhibition, which actually simulates
the mentioned gravitational effect of singularity.
All of this, negotiated through visual and audio
components of the exhibition, actually translates
into a metaphorical effect of attraction and, more
importantly, radical deceleration of omnipresent
circulation of information in terms of “slowing”
of the world and its exposition to critical re-in-
terpretation.

Za razliku od ovih implikacija, Kadicevi ra-
dovi — kao konfiguracije totalno crne ili tame
u kapacitetu oznacitelja manjka multipliciteta i
diversificiranosti — zapravo radikalno propituju
umjetnost shvacenu kao nekakav (heartikulirani)
oblik oslobadanja, kao Sto propituju i neartikuli-
ranu glorifikaciju koncepta slobodne volje u so-
ciopolitickom i filozofskom smislu. Naime, na-
kon §to su se veliki dijelovi (globalne) populacije
u kontekstu karantene prouzroc¢ene COVID-19
pandemijom osjetili pozvanim da se kreativno
izraze na drustvenim mreZama to je pokazalo,
ne samo da je jedina stvar gora od nekreativnog
protosubjekta — kreativan protosubjekt (usporedi
s Tatli¢, 2020), nego i da je manifestacija viska
nekriticki artikulirane razli¢itosti, kreativnosti
i slobode samo jo$ jedan layer hegemonijskog.
To se odnosi i na masovnu percepciju kreativno-
sti kao puke ekspresije, ali i na implikaciju da
je abnormalno prouzro¢eno pandemijom abnor-
malno zato Sto je reduciralo slobodu ekspresije
necega $to je zapravo nista. Naime, u kontekstu u
kojem glorifikacija viska razlic¢itosti, kreativno-
sti i slobode samo skriva svodenje ovih koncepa-
ta na prazne oznacitelje, Kadicev rad i njegovo
konceptualno koketiranje s totalitarnim u smis-
lu eksplicitne redukcije oznacitelja mogucnost
na nemogucnost zapravo funkcionira kao ulti-
mativna anti-totalitarna gesta. Drukcije receno,
ovi radovi funkcioniraju kao oblik mobilizacije
distopijskog u kriticki diskurs koji utopijsko ¢ita
kao moguce ili dohvatljivo, ali samo na temelju
prepoznavanja slobode unutar kapitalizma kao
oblika prozimanja totalitarizma.

In those terms, the (re)territorialization created
by these works and the exhibition itself produc-
es a kind of a distanced position from which the
meaning of industrialized cognition and the re-
gime of power — that conceals its territoriality
by abstractification of the globalization process
— can be looked upon. So, yes, this exhibition,
i.e. works entailed in it, do function as a mirror
configuration, that is, as a kind of a (black) mir-
ror of wider sociopolitical surrounding, but not
in terms of being a banal-like (or binary-like)
reflection of some static image. Hence, while the
monochromatic nature of these works in aesthetic
sense exposes the alleged diversity of the world
as homogeneous, the same works in collective
configuration, in the format of the exhibition,
actually project artistic, and in a wider sense
political and ideological subjectivity. Such a
subjectivity presents a counterpoint to both art
deprived of subjective critical sensibility and to
the de-subjectivization as the effect of the work
of capital in the First World's periphery.

For the sake of further elaboration, and speak-
ing in a pop-cultural context, dystopian quality
of Kadic's work has no connection, what so ever,
with the popular TV show Black Mirror (Chan-
nel 4 20411 — 2074, Netflix 2014 — ). Hence, that
which is problematic with this show is not just
its implication that the (mis)use of technology
is one of the fundamental preconditions for the
emergence of new totalitarianism(s), but also its
interpretation of dystopian as something alien-
ated, dehumanized, deprived of "multiplicity”
and free will, which is also a suggestion entailed
in the negatively connotated signifier black.
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ANTI-SPEKTAKL, DEKOLONIJALNI
ASPEKT TAMNE MATERIJE | KRITI-
KA NEOLIBERALIZMA

Sto se pak treée dimenzije ove izloZbe tide, ona
se referira na spektar sociopoliti¢kih implikaci-
ja koje autorov rad ostvaruje. Ove se implikacije
na baznoj razini manifestiraju kroz konceptual-
ni layout same izloZbe modeliran da usmjeri ili
"smijesti” posjetitelje unutar svojeg diskurziv-
nog polja koji se manifestira kroz anti-populis—
tiéku politiku same izloZbe, tj. njenu tendenci-
ja da funkcionira kao svojevrsni anti-spektakl.
ZnacCenje spektakla je ovdje adresirano u refer-
enci na Guy Deborovu artikulaciju koncepta. Po
Debordu:

Spektakl, shvacen u svojoj sveukupnosti,
je istodobno rezultat i projekt postojeceg
nacina proizvodnje. On nije dodatak stvar—
nome svijetu ni njegov naknadni ukras. On
je sdmo srce irealizma stvarnog drustva.
U svim svojim posebnim oblicima — u in-
formiranju i u propagandi, i u reklamiran-
ju i u izravnoj potrosnji zabave — spektakl
tvori model Zivota koji vlada u drustvu.
On je sveprisutna potvrda vec nacinjenog
izbora u proizvodnji i njegova posljedic¢na
potrosnja (Debord 1999, 36-37; kurziv u
originalu).

Naime, pored toga $to je spektakl "rezultat i pro-
jekt postojeceg moda proizvodnije,” isti je, kao
komponenta unutar margina dominantnog (heo-
liberalnog) moda kapitalisticke proizvodnje (ali
samo u Prvom svijetu kapitala), ujedno i implicitni
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As opposed to these implications, Kadi¢'s works
— that were made as configurations of blackness
and that function as signifiers of a lack of multi-
plicity and diversity — actually radically ques-
tion art understood as some (unarticulated) form
of liberation, as well as they question unartic-
ulated glorification of the concept of free will
in a social-political and philosophical context.
Hence, after great parts of the population, in the
context of the COVID-19 pandemic, felt a need
to creatively express themselves, it showed, not
only that the only thing worse than non-creative
proto-subject is creative proto-subject (Cf. Tat-
lie, 2020), but also that the manifestation of a
surplus of non-critically articulated diversity,
creativity, and freedom is just another layer of
the hegemonic. This relates to the mass percep-
tion of creativity as mere expressiveness, as well
as to an implication that the abnormal caused by
the pandemic is abnormal because it reduced the
possibility of expressing something, which is
actually nothing. Hence, in the context in which
a glorification of the surplus of diversity, cre-
ativity, and freedom only conceals the reduction
of these concepts onto empty signifiers, Kadic's
work and it's conceptual flirting with the total-
itarian in terms of explicit reduction of signifi-
er possibility onto impossibility actually func-
tions as an ultimate anti-totalitarian gesture.
Differently put, these works function as a form
of mobilization of the dystopian into a critical
discourse that reads the utopian as possible and
obtainable but only on the basis of recognizing
freedom within capitalism as a form of perme-
ation of totalitarianism.

model totalnog brisanja demarkacijske lini-
je izmedu kulture i ideologije, a Sto znaci i da
je mainstream umjetnic¢ki diskurs takoder samo
"potvrda veC nacinjenog izbora u proizvodnji,”
ali i u adopciji kapitalisticke ideoloske dogme.
Umjetnikov rad i njegova, na neki nacin, indus-
trijska estetika u tom smislu jeste svojevrsna,
kriti¢ki predisponirana, ekstrakcija prirode um-
jetnosti kao industrijske, Sto i autorov izbor da
se spektakularizacijska potencija radova limitira
zapravo ¢ini gestom eksponiranja tzv. slobodne
volje kao puke ekonomske, tj. ideoloske kategori-
je. U vezi sa spektaklom kao "srcem irealizma st-
varnog drustva,” umjetnikov rad se stoga namece
kao svojevrsna “konkretizirana apstraktnost”
koja, negirajuci navodnu ideolosku i teritorijal-
izacijsku neutralnost spektakla, uspostavlja di-
rektnu ekvivalenciju s izborom u neoliberalnom
kapitalizmu kao apstrakcijom. Za francuskog so-
ciologa, filozofa i teoreti¢ara kulture Jean Bau-
drillarda:

Referentni sistemi produkcije, oznacavan-
je, afekt, supstanca i historija, sva ova ek-
vivalencija koje se referirala na ‘stvarni’
sadrzaj te na stvarnost koja je punila znak
upotrebljivoscu, gravitacijom — tj. formom
reprezentativne ekvivalencije je =zavrsila.
(Baudrillard 2017, 28)

Dakle, u onom smislu u kojem je suvremena um-
jetnost podredila svoj diskurzivni sadrzaj refer-
entnom institucionalnom okviru (u smislu ser-
vilnosti oznaciteljima koje reproducira logika
kapitala), ova izloZba spomenutu tendenciju
izokrece u smislu da funkcionira kao svojevrsna
(prethodno spomenuta) singularnost ¢iji horizont

ANTI-SPECTACLE, DECOLONIAL
ASPECT OF DARK MATTER AND
THE CRITIQUE OF NEOLIBERALISM

Regarding the third dimension of this exhibition,
it refers to a spectrum of social-political impli-
cations it realizes and/or that can be recognized
in its discourse. These implications on the basic
level manifest through the conceptual layout of
the exhibition, modeled to direct or “place” visi-
tors within its own discursive field the reason to
which is the anti-populist policy of the exhibi-
tion, i.e. its tendency to function as a kind of an
anti-spectacle. The meaning of the spectacle is
here understood in reference to Guy Debord's ar-
ticulation of the concept. According to Debord:

The spectacle, understood in its totality, is
simultaneously the result and the project of
the existing mode of production. It is not
a supplement to the real world, its added
decoration. It is the heart of the unreal-
ism of the real society. In all its specific
forms, as information or propaganda, ad-
vertisement or direct consumption of en-
tertainments, the spectacle is the present
model of socially dominant life. It is the
omnipresent afiirmation of the choice al-
ready made in production and its corollary
consumption. (Debord 1970, paragraph 6;
emphasis in the original)

Hence, aside the spectacle being the “result and
the project of the existing mode of production,”
it is, as a component within the margins of the
dominant, neoliberal mode of capitalist produc-
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dogadaja, metaforicki receno, “usisava” refer-
enthe sisteme umjetnicke produkcije i za njih
vezan spektar oznacitelja; afekata; supstanci;
tendencija i historija. U kontekstu Baudrillar-
dove izjave da je: "NaS centar gravitacije pom-
jeren naspram libidinalne ekonomije koju zan-
ima samo naturalizacije Zelje, Zelja posvecena
nagonima ili pak masinskom funkcioniranju, ali
prije svega imaginariju represije i oslobadanja”
(Baudrillard 2001, 38), ova izlozba funkcionira
kao oblik kritike naturalizacije masSinskog funk-
cioniranja te kao oblik denaturalizacije umjet-
nosti. Drugim rije¢ima, ona funkcionira kao oblik
usmjeravanja korporalnosti umjetnosti ka domeni
kritickog diskursa.

\Vezano za na pocetku ovog teksta spomenuti ot-
klon ove izloZbe od dominacije naturocentrizma
u BH umjetnosti, mora se napomenuti da je ovaj
naturocentrizam sastavna komponenta kapital-
izma za koji se, dakako potpuno pogresno i us-
prkos dominaciji radikalnih etnic¢kih i klasnih
podjela, i dalje misli da nije u potpunosti zaZivio
u prostoru bivSe Jugoslavije. Naime, ovaj natu-
rocentrizam nije samo manifestacija definiranja
umjetnosti unutar domene sitnoburZoaskog man-
irizma i arhai¢nog romantizma, nego se radi i o
manifestaciji radikalnog manjka ikonoklasticke
ili opcenito kriticke dimenzije u epistemologi-

ji umjetnosti na periferiji Prvog svijeta kapitala.

Sve to zapravo svjedocCi (drustvenom) pristanku
na tumacenje ocCajne sociopoliticke stvarnosti
kao "prirodno” predodredene ili determinirane
fikcijskim i rasistickim konceptom "mentaliteta,”
tj. pristankom na samovalorizaciju kroz (auto)
kolonijalnu optiku Prvog svijeta kapitala koja

tion (but only in the First World of capital), also
an implicit mode of total erasure of demarca-
tion lines between culture and ideology, which
means that the mainstream art discourse is also
only an "afirmation of the choice already made
in production,” as well as in the adoption of cap-
italist ideological dogma. The artist’s work, and
its somewhat industrial aesthetics, is in this
sense a kind of critically positioned extraction
of the nature of art as industrial, which decodes
the author's choice to limit the spectaculariza-
tional potential as a gesture of exposing the so-
called free will as mere economic, i.e. ideolog-
ical category. In relation to the spectacle as the
*heart of the unrealism of the real society,” the
artist's work, therefore, imposes itself as a kind
of "concrete abstraction,” which, by negating the
alleged ideological and territorial neutrality
of the spectacle, establishes direct equivalence
with the choice in neoliberal capitalism as an
abstraction. According to French sociologist,
philosopher and cultural theorist Jean Baudril-
lard:

The systems of reference for production,
signification, the affect, substance and his-
tory, all this equivalence to a ‘real’ content,
loading the sign with the burden of ‘util-
ity’, with gravity — its form of represen-
tative equivalence — all this is over with.
(Baudrillard 2017, 28)

Hence, in that sense in which contemporary art
has subordinated its discursive content to the
referent institutional framework (in terms of ser-
vility to the signifiers reproduced by the logic of
capital), this exhibition twists the said tendency
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Balkan vidi kao mrac¢nu mocvaru neukrocenih
atavistickih nagona, tj. neukrocene “prirode.” U
situaciji u kojoj dominantna ideoloska matrica
u bivSoj Jugoslaviji ekonomiju svodi na usluznu
djelatnost; politiku na praksu administracije in-
teresa kapitala i umjetnost na turisticko-popu-

listigki i tr2isni diskurs, Tamna Materija/Reljef-

na Masa kritizira, napusta i nadilazi ovu matricu
upravo sarkasti¢nim prevodenjem totalnosti
metaforicnog mraka u sadrZzaj umjetnosti kao
kritickog i politi¢ckog diskursa.

U tom smislu, a u dodatnoj referenci na asocija-
ciju koju Dark Matter (ako se slobodno ¢ita kao
“Dark Matter[s]),” ima u vezi s Black Lives Mat-
ter, Kadiceva umjetnost moze biti videna kao di-
skurs koji implicitno sugerira da su “tamna, trau-
maticéna” mjesta Europe, ne samo sastavni, nego i
kljuéni dijelovi kognitivne i politicke topografi-
je istog kontinenta, relacija s kojima i u odnosu
na koje ¢e diktirati buducnost Europe. Takoder,
a u kontekstu veze s tzv. izbjeglickom “krizom”
te rastucom proliferacijom niza rasistickih di-
skursa u gradu Bihacu i Unsko-sanskom kantonu
(kao, uostalom, i u ostatku regije te u Europi
opcenito) usmjerenih protiv izbjeglica s Blisk-
og istoka i sjeverne Afrike na rasnoj razini, au-
torov rad — potencirajuci oznacitelj "tamno” kao
svoju konstitutivnu oznaku — zapravo emancip-
ira ne-bijelo i eksponira "crni status” koji Bal-
kan kao periferija ima u percepciji Prvog svijeta
— s izbjeglicama ili bez njih. Kako argentinski i
meksicki filozof, historic¢ar i dekolonijalni teo-
retic¢ar Enrique Dussel navodi:

in terms that it functions as a kind of (already
mentioned) singularity whose event horizon,
metaphorically speaking, “"sucks in" referent sys-—
tems of art production and connected spectrum
of signifiers; affects; substances; tendencies and
histories. In the context of Baudrillard's argu-
ment that: "Our center of gravity has been dis-
placed towards a libidinal economy concerned
with only the naturalization of desire, a desire
dedicated to drives, or to a machine-like func-
tioning, but above all, to the imaginary of re-
pression and liberation” (Baudrillard 2004, 38),
this exhibition functions as a form of critique of
naturalization of machine-like functioning and
a form of denaturalization of art. Differently put,
it functions as a form of directing corporality of
art towards the domain of critical discourse.

In relation to the previously mentioned distance
this exhibition produces towards natural-cen-
trism, it should be said that this natural-cen-
trism is an integral component of capitalism,
which is still, wrongly, of course, seen as not
fully implemented in the space of former Yugo-
slavia despite the ongoing radical ethnic and
class divisions. Hence, this natural-centrism is
not only a manifestation of art defined within the
domain of petty-bourgeois mannerism and ar-
chaic romanticism, but it is also a manifestation
of a radical lack of iconoclastic and general-
ly critical dimensions within the epistemology
of art in the First World's periphery. All of that
actually testifies to the social consent to inter-
preting horrific social-political reality as nat-
urally pre-determined and/or determined by the
fictitious and racist concept of "mentality,” i.e.

Vrijeme i pokret I / Time and movement I (150x12@ cm)



Europljani su kroz svoju “civilizirajucu” ek-
spanziju (...) osjetili opravdanim da pokri-
ju, isklju¢e i ignoriraju kao nepostojece
sve kulture koje su prethodile njihovoj,
kao i one suvremene civilizacije (one
"narode bez historije") koje su smatrane
nevrijednima “"zapadne kulture.” Ovaj proces
koji je pod krinkom modernog Razuma "“isk-
lju¢io,” negirao i delegirao u registar "Van-
jskog” sve ono $to je smatrao bezvrijednim u
smislu moderne vrijednosti i "univerzalnih”
kriterija civilizacije koja je nametnuta kao
jedini oblik valorizacije, se rapidno Sirio
od pocetka 19. stoljeca na sve neeuropske
kulture. Rezultat je bio iznenadujuce efek-
tan, do te mjere se spomenutom procesu — a
s obzirom na industrijsku inferiornost —od
strane neokolonijalnih elita (educiranih u
Europi i kasnije SAD-u) aplaudiralo euro-
centricnoj ideologiji koja do nedavno nije
imala kritickog oponenta. (Dussel 2002,
D32)

U kontekstu analize dominantnih matrica or-
ganizacije umjetnosti u regiji, ovo ne znac¢i da
eurocentrizam kao ideologija na “bijeloj" eu-
ropskoj periferiji funkcionira kao oblik negacije
neke tradicijske; umjetnosti bazirane na etnickoj
kulturi ili opcenito umjetnosti odredene glori-
fikacijom nekog "naslijeda,” nego upravo suprot-
no — kao oblik potenciranja apoliti¢nih oblika
(tradicijskih i arhai¢nih) umjetnosti zarad re-
produkcije percepcije lokalne populacije kao
predindustrijske formacije koja je, navodno, bliZa
registrufaune negoregistraljudskog. Tome daeu-
rocentricna ideologija u ovom smislu funkcionira
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by consent to a self-valorization through an (auto)
colonial optics of the First World of capital that
sees the Balkans as a dark swamp of untamed ata-—
vistic drives, i.e. untamed “nature.” In the situation
in which dominant ideological matrix in former
Yugoslavia reduces the economy onto a service
category; politics onto a practice of administra-
tion of the interests of capital and art onto a tour-
ist-like, populist, market discourse, Dark Matter/
Embossed Mass criticizes, rejects and supersedes
this matrix by sarcastically translating the total-
ity of metaphorical dark into the content of art as
a critical and political discourse.

In that sense, and in terms of an additional refer-
ence to the association Dark Matter (if freely read
as Dark Matter[s]) has in relation to Black Lives
Matter, Kadic's art can be seen as a discourse that
implicitly suggests that “dark, traumatic” places
of Europe, are not only integral, but also essential
places of the cognitive and political topography
of the same continent, the relation with which and
towards which, will dictate its future. Also, and
in the context of a relation to the ongoing refugee
"crisis” and the rising proliferation of racist dis-
courses in Bihac¢ and Una-Sana Canton (as well as
in the rest of the region and in Europe in general)
aimed against the refugees from the Middle East
and North Africa, the artist’'s work by emphasizing
the signifier "dark” as its constitutive mark actu-
ally emancipates the non-whiteness and exposes
the "black status” the Balkans has in the percep-
tion of the First World — with or without the ref-
ugees. As an Argentine and Mexican philosopher,
historian and decolonial theorist Enrique Dussel
argues:

svjedoCe shaZne tendencije mainstream umjet-
nosti u BiH (te u regiji opcenito) ka postajanju
svojevrsnim vitalistickim diskursom, bilo rep-
likacije prirodnog okruzZenja, bilo glorifikaci-
je, navodno politicki i ideoloski nedodirljivih,
metafizickih koncepta poput “duha” ili “duse”
etnicki ili lokalno prefiksiranog kolektiva.
Naime, nije sluc¢ajno da se ove tendencije koje
glorificiraju vitalizam Zivota svedenog na ruzni,
traumatic¢ni dogadaj intenziviraju upravo zadnjih
30-ak godina u vrijeme konsolidacije kapitaliz-
ma. Ove su se tendencije dakle intenzivirale up-
ravo u vrijeme radikalnog svodenja drustva kao
potencijalno politicke kategorije na razinu etni-
je i/ili lokalne zajednice ekstremno limitiranog
politickog i ideoloskog horizonta; te u vrijeme
totalnog kolapsa Zivota na razinu Zivotarenja
odredenog duznickim ropstvom i vodenim prim-
itivnim; desnicarskim; etno-neoliberalnim; ko-
rumpiranim populistickim elitama i politickim
establishmentima. Autorov rad, u onom kontek-
stu u kojem funkcionira globalno, totalnu "mo-
bilizaciju” tamne materije zapravo pretvara u
odgovor na metafori¢ki re¢eno, zaglusujucu bje-
linu eurocentriéne ideologije i/ili Europe uopéce
dok, u onoj mjeri u kojoj funkcionira lokalno,
tamu spomenutog Zzivotarenja zapravo vizuali-
zira i eksponira kao kognitivno-teritorijalni ok-
vir koji determinira (samo naizgled paradoksal-
ni) ne-mrtvi drustveni vitalizam.

Sto se tide kritidke reference koju Tamna Materi-
ja/Reljefna Masa proizvodi u relaciji s (kritikom)
neoliberalizma, autorovo linijski bazirano kon-
cipiranje teksturalnosti na neki nacin adresira
homogenost masovne kapitalisticke proizvodnje;

Europeans, in their “civilizing” expansion
(..)thus felt justified in covering over, ex-
cluding, and ignoring as nonexistent all
cultures that preceded theirs, as well as
those contemporary civilizations (those
‘peoples without history”) not worthy of
notice by “"Western Culture.” This process,
by which modern Reason "excluded,” negat-
ed, and confined to "Exteriority” all it con-
sidered worthless in terms of the modern
values and “universal” criteria of civiliza-
tion by which it deemed everything should
be evaluated, rapidly extended itself from
the beginning of the nineteenth century to
all the non-European cultures. The results
were surprisingly effective, so much so that
those who were negated—given their ev-
ident industrial inferiority—applauded
through their neocolonial elites (educat-
ed in Europe and later in theUnited States)
a Eurocentric ideology that until very re-
cently has had no critical opponent. (Dus-
sel 2002, 232)

In the context of the analysis of dominant matri-
ces of the organization of art in the region, this
does not mean that Eurocentrism as an ideolo-
gy in "white" European periphery functions as a
form of negation of some traditional art based on
ethnic culture or generally art determined by the
glorification of some “heritage,” on the contrary
— it emphasizes apolitical (traditional, archaic)
formsof art forthe sake of the reproduction of per—
ception of the local population as pre-industrial
formation, which is allegedly closer to the regis-
ter of fauna, than it is to the register of humanity.
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komodifikaciju umjetnosti, ali i pretvaranje
Zivota u robu, tj. oblik produkta. Kako navodi
Herbert Marcuse:

Produkti indoktriniraju i manipuliraju; oni
promoviraju laznu svijest koja je imuna na
svoju laznost. Kako ovi produkti postaju
dostupni vecem broju drustvenih klasa, in-
doktrinacija koju nose prestaje biti javna;
ona postaje zivotni stil. [...] Tu dolazi do st-
varanja obrasca jednodimenzionalne misli
i ponasSanja unutar kojeg ideje i ciljevi koji
svojim sadrzZzajem nadilaze uspostavljeni
univerzum diskursa i akcije bivaju ili od-
baceni ili reducirani na puke pojmove ovog
istog univerzuma. Ovi diskursi bivaju re-
definirani racionalnoScu postojeceg siste-
ma te postaju njegove kvantitativne eksten-
zije. (Marcuse 1991, 12; kurziv u originalu)

Naime, pod “produktima” se ne misli samo na
robu, materijalni produkt, nego i proces sub-
jektivizacije sveden na proces postajanja robom,
produktom koji u drustvenoj hijerarhiji napreduje
u onoj mjeri u kojoj odbacuje bilo kakav diskurs
koji nadilazi margine sistemskog racionalnog.
Govoreci u kontekstu kritike neoliberalnog kap-
italizma kao danas dominantnog sistema moci i
oblika racionalnosti, ovdje se ne radi o tipu to-
talitarizma cija se jednodimenzionalnost mani-
festira povrsno; na razini uniformne estetizacije
subjektiviteta/robe, nego na razini reprezent-
acije razlic¢itih efekata ideoloskog procesa iz-
jednacavanja subjektivizacije i komodifikaci-
je kao autenti¢nih oblika razlicitosti. Kadicev
rad stoga, kao svojevrsni simulakrum sistemske
uniformnosti unutar koje tekstura predstavlja
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The effects of Eurocentric ideology can be seen
in strong tendencies in mainstream art in Bos-
nia and Herzegovina (as well as in the region)
towards becoming a vitalistic discourse-based
either on the replication of natural surrounding,
either on the glorification of, supposedly politi-
cally and ideologically untouchable, metaphysi-
cal concepts of "spirit” or "soul” adherent to eth-
nically or locally prefixed collective. Hence, it
is not incidental that these tendencies that glo-
rify vitalism of life reduced to an ugly, traumatic
event, intensified in the last 3@ or so years in the
time of consolidation of capitalism. So, these
tendencies have intensified exactly during the
time of radical reduction of society as poten-
tially political category onto a level of ethnicity
or a local community that fosters extremely lim-
ited political and ideological horizon; as well
as in the time of the total collapse of life onto a
level of barely-living determined by debt slav-
ery and led by primitive; ethnocentric-neolib-
eral; right-wing; corrupted populist political
establishments and elites. The author's work, on
that level on which it functions globally, utiliz-
es total mobilization of dark matter as a means
of an answer to, metaphorically said, deafening
whiteness of Eurocentric ideology and/or Europe
itself while, by functioning on a local level, it
actually visualizes the dark of barely-living, ex-
posing it as a cognitive-territorial framework
that entails (only apparently paradoxical) un-
dead vitalism.

Regarding the reference Dark Matter/Embossed
Mass makes in relation to (or as) the critique
of neoliberalism, the author's line-based

traZenje subjektivnosti, zapravo porucuje da je
prepoznavanje sistemskih margina nemogucno-
sti preduvjet razmisljanja o mogucnosti subjek-
tivizacije kao politickog procesa nadilaZenja
ekvivalencije subjektivitet — roba.

conceptualizing of textures addresses both the
homogeneity of mass capitalist production;
the commodification of art, but also life and its
conversion into a form of a product. According to
Herbert Marcuse:

The products indoctrinate and manipu-
late; they promote a false consciousness
which is immune against its falsehood.
And as these beneficial products become
available to more individuals in more so-
cial classes, the indoctrination they carry
ceases to be publicity; it becomes a way of
life. [...] Thus emerges a pattern of one-di-
mensional thought and behavior in which
ideas, aspirations, and objectives that, by
their content, transcend the established
universe of discourse and action are either
repelled or reduced to terms of this uni-
verse. They are redefined by the rationality
of the given system and of its quantitative
extension. (Marcuse 1991, 12; emphasis in
the original)

Hence, these "“products” are not just confined to
being a commodity, material products but this
also relates to the process of subjectivization
reduced onto a process of becoming a commod-
ity to that extent any discourse that transcends
the margins of the systemic rational is discard-
ed. Speaking in the context of a critique of neo-
liberal capitalism as today dominant power sys-
tem and a system of rationality, it is not a form of
totalitarianism whose one-dimensionality man-
ifests superficially; on the level of uniform-like
aestheticizations of subjectivities/commodities,
but on the level of representation of different
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effects of an ideological process that equates
subjectivization and commodification as an au-
thentic form of difference. In that sense, Kadié's
work, as a certain simulacrum of systemic uni-
formity in which texture represents a search for
subjectivity, states that the recognition of sys-
temic margins of impossibilities is a precondi-
tion of thinking about subjectivization as a po-
litical process of superseding the subjectivity
— commodity equivalence.

Vrijeme i pokret II / Time and movement II (150x12@ cm)




Neograni&ene dubine / Limitless depths (5@x5@ cm, poliptih). Str. 38—49 >
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BIOGRAFIJA

Ervin Kadi¢ je roden 1984. godine u BihacCu
gdje danas 2ivi i radi. Njegov trenutni rad se
zasniva na dva umjetnicka pravca, ,apstraktnom
ekspresionizmu" i ,minimalizmu®, a utjecaj na
njegov rad su imali Pierre Soulages, Richard
Serra, Sol LeWitt i Frank Stela. Ovim je pristupom
izbacio tradicionalni akademski manir i
raskinuo sve veze s lagodnim evociranjem ljepote
ili sklada. Ovaj stav se najbolje moze opisati kao
s»anarhisti¢ki”, pri ¢emuje suprotan autoritarizmu
u smislu odbacivanja pravila i tradicije. Ovaj
pristup podrazumijeva upotrebu crne boje
zbog njene nedvosmislenosti i potencijalne

ekspresivne snage.

BIOGRAPHY

Ervin Kadi¢ was born in 1984 in Biha¢ where
he lives and works. His current work is based
on two artistic styles: abstract expressionism
and minimalism, and mostly influenced by
Pierre Soulages, Richard Serra, Sol LeWitt and
Frank Stela. In this way he managed to abandon
traditional academic approach and break all
ties with the easy evocations of beauty and
harmony. This approach can be best described
as ,anarchist", as in opposite to authoritarianism
due to the rejection of rules and tradition. This
approach implies the use of black color due to
its unambiguity and potential expressive power.
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BILJESKE

I. Light and Space (Svjetlost i Prostor) je um-
jetnicki pokret nastao u juznoj Kaliforniji 1960-
ih koji se oslanja na op art (opticku umjetnost),
geometrijsku apstrakciju i minimalizam u smislu
da se fokusira na svojevrsnu interakciju volumena
i dimenzije samih radova sa svjetlom te ostalim
ambijentalnim elementima, ali i samim percep-
tivnim efektom koji radovi ostavljaju u oku pro-
matrada.

II. Cf. CERN, The European Organization for
Nuclear PResearch. https://home.cern/science/
physics/dark-matter#:~:text=Unlike%2@nor-
mal%2@matter®%2C%20@dark%2@matter, -
t0%20have®%200on%20visible%2@matter
(Acc. 16.907. 2020)

NOTES

I. Light and Space is an artistic movement that
originated in southern California in the 1960s
and that relies on op art, geometric abstrac-
tion and minimalism in terms that it focuses on
the interaction between the volume and dimen-
sions of works and the light and other ambient
elements, as well as perceptive effect the works
leave in the eye of the beholder.

II. Cf. CERN, The European Organization for
Nuclear PResearch. https://home.cern/science/
physics/dark-matter#:~:text=Unlike%20@nor-
mal%2@matter%2C%20@dark%2@matter, -
t0%20have®%20@0on%20visible%2@matter
(Acc. 16.07. 2020)
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