





Anamaria Totic

For the Love of God, 2021.
akrilik / Sperploca
200 X 160 Cm

Odsjek za slikarstvo, 1. godina diplomskog studija

mentorstvo: doc. art. Vedran Perkov,
asist. art. Josip Surlin

| wantto be a machine.”
Andy Warhol

Inspirirana vlastitom potrebom nesvjesnog i automatskog crtkara-

nja, Anamaria ToticC kreira impozantno slikarsko djelo koje problema-

tizira pojmove ponavljanja i teznje perfekciji. Instinktivno narisane

crtice koje autorica naziva ,iglicama®, na drvenoj se podlozi pretva-
raju u 2640 ispunjenih crnih pravokutnika izvedenih preko prethod-
no pripremljenog rastera. Drvena je podloga unikatan komad izrade
autoricinog oca, s kojim Cesto umjetnicki stvara. Naslov for the Love

of God, u prijevodu Za Boga miloga, odraz je frustracije zbog nesavr-

Senosti, usklik, Ceznja za savrsenstvom.

U procesu nizanja pravokutnika umjetnica prostorucno prati ma-
tematicku preciznost rastera, sustava koji pruza prijeko potreban
| stabilan oslonac nepouzdanoj ljudskoj ruci. Skladnost oblika u

For the Love of God, 2021
acrylic / plywood
200 X 160 cm

Painting department, 1% year graduate student
mentorship: Ass. Prof. Vedran Perkov,
Asst. Josip Surlin

“‘l want to be a machine.”
Andy Warhol

Inspired by her own need for unconscious and automatic doo-

dling, Anamaria TotiC creates an impressive painting that problem-
atizes the notions of repetition and striving for perfection. Instinc-
tively drawn lines that the artist calls “needles”, are transtormed

into 2,640 filled black rectangles on a wooden base, executed over
the previously prepared raster. The wooden base is a unique piece
made by the artist’s father, whom she often creates art with. The title
For the Love of God, is an expression of exasperation over imperfec-
tion, an exclamation, a longing for perfection.

In the process of concatenation of rectangles, the artist follows the
mathematical precision of the raster with freehand, a system that pro-
vides a much-needed and stable support for an unreliable human



rasteru predstavlja ideal za kojim zudi nastala mreza crnih igli-
ca. Privid potpune pravilnosti koji pruza prostorna udaljenost od
rada narusen je izravnijim uvidom u rad, pri cemu se otkriva ne-
minovnost ,gresnosti” ruke. Sitne pogreske rezultati su inheren-
tno neizbjeznih intervencija ljudskosti poput tremora. U vapaju
7a izbjegavanjem te pogresnosti, Toti¢ se okreCe imitaciji stroja,

intenzivno i svakodnevno radeci na svojim uvecCanim iglicama. Fi-

ziCka 1 psihicka zahtjevnost unaprijed zadane repetitivnosti na-
posljetku rezultira impresivnim ostvarenjem. Naglasak se pritom
stavlja na ponavljanju kao usavrsavanju, kao putu prema artifi-
cijelnoj, besprijekornoj harmoniji koja odolijeva covjecnosti. Pa-
radoksalno, uz zelju da se oponasanjem stroja izbjegnu greske,
prisutna je i neminovna potreba prenosenja osobnih emocija na

promatraca, kako bi prepoznao nepokolebljivost i predanost mla-

de umjetnice koja kroz iscrpnu procesualnost stvaralackog po-
stupka prihvaca limite svoje ljudskosti.

Mia MiosSic

hand. The harmony of shapes in the raster represents an ideal that
the resulting network of black needles aspires to. A more direct in-
sight into the work disturbs the illusion of total regularity provided by
spatial distance from the work, thus revealing the inevitable “inaccus-
racy” of the hand. Minor errors are the result of the inherently inevita-
ble interventions of humanity such as tremors. Trying to avoid this in-
accuracy, TotiC turns to imitation of the machine, intensely and daily
working on her enlarged needles. The physical and mental demands
of the predetermined repetitiveness ultimately result in an impressive
achievement. In the process, the emphasis is on repetition as refine-
ment, leading to an artificial, flawless harmony that resists human-
ity. Paradoxically, with the desire to avoid the error by imitating the
machine, there is also an inescapable need to convey personal emo-
tions to the observer, so that he can recognize the steadfastness and
dedication of the young artist who accepts the limits of her humanity
through the exhaustive processuality of the creative procedure.

Mia MiosSic¢
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Fani Vidovic

Greska, 2021.
fotografija / umjetnicka knjiga
23 X 23 cm (20 stranica)

Odsjek za slikarstvo, 1. godina diplomskog studija
mentorstvo: doc. art. Vedran Perkov,
asist. art. Josip Surlin

Propitkivanje pojavnosti i ucestalosti gresaka u svakodnevnom zivo-
tu temeljna je ideja rada Greska autorice Fani VidoviC. Rad predstav-
ja svojevrstan arhiv fotografija ostvaren u formi umjetnicke knjige.
Dvadeset odabranih fotografija sadrzano je u knjizi tvrdih korica di-
menzija 23 x 23 cm. Kao centralna poveznica svih fotografija uocava
se, gotovo neprimjetna, opCeprinvacena i ustaljena prisutnost gres-
ke u ljudskoj svakodnevnici. SmjeStanjem motiva greske u centar
svojih fotografija autorica doslovno, ali i figurativno, priblizava i na-
glasava njezino postojanje te paznju gledatelja fokusira na ucestalu,
ali Cesto nezapazenu, prisutnost greske u ljludskom okruzju.

KoristeCi mobilni uredaj, autorica tijekom izvjesnog vremena foto-
orafira greske na koje svakodnevno nailazi, a 5to je dovodi do sa-
kupljanja znatnog broja fotografija, gotovo njih stotinjak. Propit-
kujuci brojnost akumuliranih fotografija i onoga Ssto one prikazuju,
odnosno analizirajuci greske koje one predstavljaju, autorica dola-

For the Love of God, 2021
photography / artist book
23 X 23 cm (20 pages)

Painting department, 1% year graduate student
mentorship: Ass. Prof. Vedran Perkov,
Asst. Josip Surlin

The fundamental idea of Fani Vidovic¢’s work Error is questioning the
manifestation and frequency of errors in everyday life. The work repre-
sents a photo archive of sorts, realized in the form of an artist book. The
hardcover book measuring 23 x 23 cm contains twenty selected photo-
graphs. The through-line connecting all photographs is the almost im-
perceptible, generally accepted and established presence of error in
human daily life. By positioning the motif of error in the centre of her
photographs, the artist literally, but also figuratively, reveals and empha-
Sizes its existence and focuses the observer’s attention on the frequent,
but often unnoticed, presence of error in the human environment.

Using a mobile device, the artist takes photos of errors that she en-
counters every day over a certain period of time, which results in an
accumulation of a considerable number of photographs, close to a
hundred. Examining the number of accumulated photographs and
what they show, that is, analysing the errors they represent, the art-



zi do kljucne problematike samog rada: sto ustvari jest, a 5to nije ist arrives at the crucial point: what actually is or is not an error, and

greska te na koji je naCin moguce napraviti jasnu distinkciju izmedu how can we make a clear distinction between an error and a man-
greske i [Judski prouzrokovane pojave. made phenomenon.

Autorica na koncu odabire dvadeset fotografija koje se printaju u Fventually, the artist selects twenty photographs that are printed in
formi knjige koja se sastoji od jednako toliko stranica. Stranice se the form of a book consisting of as many pages. The pages are print-
printaju jednostrano s ciljem potpunog fokusiranja gledateljeve pa- ed on one side with the aim of fully focusing the viewer’s attention
Znje na pojedinacno prikazane greske, ali ujedno i s ciljem posti- on individually displayed errors, but also with the aim of achieving
zanja urednosti cjelokupnog rada. Umjetnicka knjiga kao forma te neatness of the entire work. The artist book as a form, and photogra-
fotografija kao umjetnicki medij Cesto se pojavljuju u opusu Fani Vi- phy as an artistic medium often appear in the work of Fani Vidovic.
dovic. Greske prikazane na fotografijama u vecini slucajeva zauzi- In most cases, the errors shown in the photographs occupy the cen-
maju sredisnji dio fotografije, Cime se dodatno naglasava temeljna tral position in the picture, thus further emphasizing the basic inten-
intencija i motiv rada. tion and motif of the work.

Matea Krivic Matea Krivic¢
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Kristijan Vrdoljak

Autoportret, 2021. Self-portrait, 2021

digitalni ispis / papir digital print / paper

100 X 70 Cm 100 X 70 Cm

Autoportret, 2021. Self-portrait, 2021

digitalni ispis / papir digital print / paper

100 X 70 Cm 100 X 70 Cm

Tvornica, 2021. Factory, 2021

digitalni ispis / papir digital print / paper

100 X 70 Cm 100 X 70 CmM

Odsjek za slikarstvo, 1. godina diplomskog studija Painting department, 1% year graduate student

mentorstvo: doc. art. Vedran Perkov, mentorship: Ass. Prof. Vedran Perkov,

asist. art. Josip Surlin Asst. Josip Surlin

U doba kulture ekrana i slikovnog obrata umjetnik Kristijan Vrdo- In the age of screen culture and the pictorial turn, the artist Kristi-
jak, kroz upotrebu digitalnog medija i softwarea, stvara radove jan Vrdoljak uses digital media and software to create works based
utemeljene na ideji greske, tzv. glitcheve. Posredstvom alata sof- on the idea of error, the so-called glitches. Using software tools, he
twaera stvara digitalni rasap slike (glitch) putem kojeg slika gubi creates the digital image distortion (glitch) whereby the image los-
svoj izvoran oblik. Za postizanje rezultata autor manipulira foto- es its original form. To achieve results, the artist manipulates pho-
grafijama dodavanjem ili oduzimanjem gradbenih elemenata. Gli- tographs by adding or subtracting the structural elements. Glitch
tch Artom umjetnik problematizira benjaminovsko pitanje origina- Art problematizes Benjamin’s question of the original work of art.

la umjetnickog djela. Walter Benjamin navodi da se reprodukcijom Walter Benjamin states that by reproduction a work of art loses its



umjetnickog djela gubi na njegovoj jedinstvenosti. No, glitchu nije
cilj imitacija ni reprodukcija, ve¢ manipulacija i izmjena odredenog
sadrzaja. Prema tome, rezultat dobiven glitch tehnikom postaje
jedinstven i u svojoj sustini ostaje originalan. Originalnost se po-
javljuje virtualnim oblikom koji sadrzi kod, a upravo taj kdd ,,upu-
cuje” ekran kako prikazati stvorenu sliku. Referirajuci se na Lulu
Renéa Magrittea, autor takvu komunikaciju zapravo stavlja u kon-
tekst ,metaslike koje govori“ W. J. T. Mitchella. Magritteova Lula
zagonetno rijeCima nalaze da ,,ovo nije lula® (Ceci n’est pas une
pipe), nego je samo slika lule, ili drugim rijecima, slika se odno-

si na samu sebe. U digitalnom obliku kod predstavlja ,govor® koji
je skriven (ne percipira se izravno), a vidljiv ostaje samo rezultat
komunikacije koda i racunala. Autor upotrebljava digitalnu gres-
ku kao digitalni ready-made. Radove takvog tipa unikatnima cini
izmjena izvornog kdda. Koristene fotografije u postupku izrade ra-
dova iznova su mijenjane, manipulirane i kolazirane u postojece
kompozicije. Navedena metoda omogucuje neogranicenu moguc-
nost izmjene i manipulacije slike. Konacno djelo rezultat je pro-
gramskog rada o Cijoj finalizaciji ovisi umjetnikova odluka, znanje i
svjesno ogranicavanje rada u programu.

Barbara Catipovi¢

uniqueness. However, the goal of glitch is not imitation or reproduc-
tion, but manipulation and modification of certain content. The re-
sult obtained with the glitch technique therefore becomes unique,
and in its essence remains original. Originality appears in a virtual
form that contains a code, and this code “instructs” the screen how
to display the created image. Referring to René Magritte’s Ceci n’est
pas une pipe, the artist puts such communication in the context of
W. J. T. Mitchell’s “talking metapictures”. In Magritte’s Ceci n’est pas
une pipe, an enigmatic inscription says “This is Not a Pipe”, but only
a picture of the pipe, or in other words, the image is self-referential.
In digital form, code is “speech” that is hidden (it is not perceived
directly), and only the result of communication between code and
computer remains visible. The artist uses digital error as a digital
ready-made. What makes works of this type unique is modification
of the original code. Photographs used in the process of making the
artwork have been changed again, manipulated and collaged into
existing compositions. This method allows for an unlimited ability to
modify and manipulate the image. The final work is the result of pro-
gramming work, the finalization of which depends on the artist’s de-
cision, knowledge and conscious limitation of work in the program.

Barbara Catipovi¢
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