Projekt se bazira na slojevitoj prostornoj instalaciji —
svojevrsnom arhivu odbacenih predmeta, pronadenih u
neposrednoj umjetnikovoj okolini, u kompleksu bivseg
tvornickog kompleksa Paromlin. Ti predmeti sami po sebi
imaju svoju povijest i memoriju. Ipak, transmutacijom,
izmjestanjem iz izvornog konteksta te reinterpretacijom, oni
dobivaju novi zivot, redefiniraju svoje znacenje, i postaju
hibridna scenografija — intiman, poeti¢an prostorni imaginarij
nekog neimenovanog stanara. U tom smislu, upravo prostor
Galerije Karas, koja svojim izgledom i rasporedom prostorija
podsjeca upravo na omanji stambeni prostor nekog
imaginarnog stanara, idealan je za prezentaciju ovakvog tipa
rada.

Sakupljacka praksa i ideja reciklaze snazno progovaraju o
svijesti autora o ogranic¢enosti resursa kojima raspolazemo te o
nacinu na koji njima raspolazemo. Aktualna je to i vazna
tematika, Sto je svojstveno umjetnickom angazmanu cijele
generacije umjetnika, a potice promatraca na promisljanje
stanja naseg okolisa te nase pozicije i uloge unutar njega.
Pritom autor zauzima poziciju iz koje svaka materija u sebi
sadrzi potencijal za preobrazbu — potencijal novog zivota.t

Svaki je element kod ovog multimedijalnog umjetnika tek
naoko jednostavan. Iza tog paravana minimalizma skriva se
slojevit kdd razvoja, napretka, propadanja, Cekanja,
popravljanja i konacnog raspada. Neobi¢ne kombinacije
nastale krpanjem od prirodnih i umjetnih materijala sudaraju
se u zacudnim novim predmetima, koje, ovisno o kutu
gledista, mozemo nazvati frankensteinovskim ili eklekticnim.
Sudara se organsko i anorgansko. Skarabejeva mitoloska
besmrtnost susrece smrt — onu simboli¢nu, totalnu za cijelo
Ccovjecanstvo (pcele).2 Sudaraju se klasika i futurizam, utopija i
distopija, mramor i plastika, glitch i arhivska crno-bijela
fotografija — pocetak i kraj.

Estetika Kedzinog rada nedvojbeno pripada postinternetskoj
umjetnosti. Gotovo filmske scene / prostorne instalacije /
imaginarni prostori i metanarativi na neki nacin reproduciraju
strukturu i dispoziciju mreze, pri c¢emu je svaki element
.kodirana“ poveznica na druge aspekte cjelokupnog sustava.
Pojedine boje, koje se tu i tamo pojavljuju, u potpunom su
nesrazmjeru sa stvarnim turobnim koloritom propadajuceg
materijala. Te boje vriste novo marketinsko, korporativno,
gejmersko doba —crossover digitalnog i analognog /

online i offline formata — otkrivaju novu umjetnost,

koja nadilazi ovisnost o webu i koristi njegove alate

za obradu postojecih predmeta. Umjetnost koja

se moze beskrajno mnogo puta reproducirati

kroz razlicite oblike, a da pritom ne izgubi

svoju ,kultnu vrijednost”, auru ili

istinitost.®> Novo doba shvacanja

tehnologije svjesno je iluzornosti

internetskog neselektivnog

karaktera te narcisoidnosti

interneta kao medija. U

tom smislu i umjetnost

prestaje biti samo komentar kulturnog, socijalnog i politickog
konteksta i pocinje aktivno propitivati kapitalisticku
hiperprodukciju Zelja, programiranu infrastrukturu
ucinkovitosti u kojoj Zivimo, pocinje subverzivno suprotstavljati
covjeka tehnologiji te ukazivati na distopiju i opce razocaranje.
Ovakva suvremena umjetnost nema uski, elitisti¢ki pogled,
vec, naprotiv, njeguje Siru, univerzalisticku perspektivu, a
upravo to konstruiranje utopijskog i univerzalnog konteksta
¢ini je relevantnom.

Na pitanje postavljeno u naslovu (postavljeno tako da djeluje
kao pani¢na potraga za odgovorom) odgovor ne¢emo dobiti.
Ono je retoricka zagonetka. Tko tu zivi? Bilo tko, svatko i nitko.
Materijal egzistira i egzistirat ¢e neovisno o nama, u fizickom ili
digitalnom obliku.

Nika Simici¢

1»... uistinu niSta nema razlog biti ili ostati onakvo kakvo jest, a ne biti ili postati drugo —
to jednako vrijedi za zakone koji vladaju svijetom kao i za stvari u svijetu. Sve se moze
raspasti - stabla kao i zvijezde, zvijezde kao i zakoni, zakoni fizike kao i zakoni logike. |
to ne na temelju nekog vrhovnog zakona prema kojem je sve osudeno na propadanje,
vec na temelju izostanka vrhovnog zakona sposobnog bilo §to sacuvati od
propadanja.«

Quentin Meillassoux: Poslije kona¢nosti. Esej o nuznosti kontingencije

2 Kad nestane pcela nestat ¢e i ljudi, rekao je Albert Einstein

3 Walter Benjamin izjednacava izloZbu predmeta s njegovom reprodukcijom i

vjeruje da kao rezultat reprodukcije umjetnicko djelo gubi svoju "kultnu

vrijednost", svoje mjesto u ritualu i tradiciji, svoju auru.

The project is based on a multifaceted spatial installation —an
archive of sorts, consisting of discarded items, found in the
artist's closest environment, the former factory compound
Paromlin. Each of the items has its own history and its own
memory. Yet, by being displaced from their original setting
and reinterpreted, they receive new life. They get to redefine
their meaning and turn into an intricate set —an intimate,
poetic imaginarium of an unnamed denizen. In that sense, the
space of Karas Gallery, whose floor plan truly reminds of a
small residential space of an imaginary tenant, is perfect for
presenting this type of work.

The collector’s practice and the idea of recycling speak
strongly about the author’s awareness of the limited resources
we have at hand and the ways we use these resources. It is a
burning issue today, provoking the engagement of an entire
generation of artists, which inspires the observer to think
about the state of our environment and reflect our own role
and position in it. In this process, the author communicates
the idea that each matter has the potential to transform —the
potential of new life.t

Each element in the work of this multimedia artist is at first
glance simple. But behind the screen, there is a whole
multi-layered code of development, progress, deterioration,
waiting, repairing and final disintegration. Unusual
combinations made by combining natural and artificial
materials collide in wondrous new objects, that, depending on
the point of view, we van call Frankenstein-like or eclectic. It is
a collision between organic and inorganic. The scarab’s
mythological immortality meets death — a death that is
symbolic and total for the entire mankind (bees).2 It is a
collision between classicism and futurism, utopia and
dystopia, marble and plastic, glitch and archive black & white
photography — the beginning and the end.

The aesthetics of Kedzo's art undoubtedly belongs to the
post-Internet art. The almost film-like / spatial installations /
imaginary spaces and metanarratives seem to reproduce the
structure and disposition of a network, where each element is
a “coded” link to other aspects of the system. The colours that

appear from time to time are in complete contradiction with
the gloomy hues of the perishing material. These colours
scream the new marketing-corporate-gaming era — the
crossover of digital and analogue / online and offline format —
revealing new art that surpasses web addiction and uses web
tools to process the existing objects. Art that can be
reproduced endlessly and through different forms, without
losing its “cult value”, aura or truthfulness.® The new age of
understanding technology is aware of the illusory nature of
the non-selective Internet and its narcissism as a medium. In
that sense, art too ceases to be just a commmentary of cultural,
social and political context and begins to re-examine the
capitalist hyper-production of desires and the programmed
infrastructure of efficiency in which we live; in a subversive
manner, it puts man against the technology and points to
dystopia and general disappointment. Such contemporary
art does not have a narrow, elitist viewpoint, but rather, it
cultivates a wide, universal perspective, and this creation of
utopian and universal context is what makes it relevant.

As for the question posed in the title (posed in such way that
it looks like a frantic search of answers), there is no answers. It
is a rhetorical puzzle. Who lives here? Anyone, everyone and
no one. The material exists and will continue to exist,
independently, either in physical or in a digital form.

Nika Simicic¢

1»..for the truth is that there is no reason for anything to be or remain thus and so
rather than otherwise, and this applies as much to the laws that govern the world as
to the things of the world. Everything could actually collapse, from trees to stars,
from stars to laws, from physical laws to logical laws; and this is not by virtue of some
superior law whereby everything is destined to perish, but virtue of absence of any
superior law capable of preserving anything, no matter what, from perishing.«
Quentin Meillassoux: After Finitude: An Essay on the Necessity of Contingency

2 Albert Einsteinsaid if bees disappeared off the face of the Earth, man would
disappear too

3 Walter Benjamin identifies an exhibition of an object with its reproduction and
believes that, as the result of the reproduction, a work of art loses its “cult” value, its
place in ritual and tradition and its aura.
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