Nika Radi¢ (Zagreb, 1968) has been present in the
scene since 1992 when she graduated in sculpture
from the Academy of Fine Arts in Zagreb and
exhibited for the first time at the VN gallery. She
also graduated in art history in Vienna in 2008.

After leaving the academy, she has mainly
constructed objects and installations in the

spirit of modernist abstraction, pursuing the
questions of space in an almost architectural way.
In the early 2000s, she turned her attention to

the performative aspects of the spatial context
articulating her interest in interpersonal relations
and behaviour with a focus on private and public

Nika Radié-Doma Zaintervencije u Stalnom postavu odabiremo suvremene autore u €ijim

radovima prepoznajemo da se bave pitanjem djelovanja umjetnosti u stvarnom, odnosno kon-

struiranom okruZenju, da reagiraju na sam kontekst komuniciranja umjetnostite da polaze od
promatraca kao aktivnog sudionika umjetnickog procesa. Takva strategija rada na kontekstu
i rada s kontekstom koja proizlazi iz interesa za modalitete ljudske komunikacije, vizualne i
verbalne, osobne i druStvene, upecatljivo je obiljeZje internacionalne umjetnice Nike Radié.

Medutim, unjenom opusu poveznica sa Stalnim postavom MUO postoji po sebiimimoizloZbe
ili potrebe da se pronade zajednicki nazivnik. Rijec je o temi stanovanja koju muzejski postav

podastire genericki , paralelno uz pregled stilova, a Nika Radi¢ je u potrebi osporavanja ne-

utralnosti galerijskog prostora, kroz posljednjih nekoliko godina, povremeno, manje ili vise
eksplicitno, koristi, izlaZe i zapravo ne gubiiz fokusa (izloZbe Private View, Berlin, 2015.; Other
people’s space, Milano, 2008.; Biografija, Galerija Waldinger, 2009.; Out of Place, Galerie
Traversée, Miinchen, 2010., videoinstalacije na temu Prozori, 2006.-2008.; videoinstalacija
Ustajanje, 2005./06. viSekratno prikazana u galerijskim i javnim prostorima u Hrvatskoj i
inozemstvu).

Unutar teme stanovanja, a treba naglasiti da se stanuje i u jeziku, raspli¢u se i dva kljucna
autorska interesa. Kroz pitanje koristenja prostora i stvari kojima smo okruZeni opéenito je
zahvaéenaideja oblikovanja privatnosti, dakle kontrole prostora, ne samo u smislu definiranja

okruZenja, veciprovodenja svakodnevnih praksi- rituala samoodrZavanja. Paradoksalno, sta-

novanje se tice mehanizama izolacije i zaStite kojima zonu intimnosti ogradujemo od javnog
djelovanja u potrebi za osobnom slobodom. Tako dolazimo do pitanja ljudske komunikacije
kao procesa Cija se interaktivnost objelodanjuje kroz preklapanje privatnih impostacija sa
sferom javnog Zivota. Aktualnost pristupa Nike Radi¢ pociva na €injenici da je sveprisutnost
digitalne tehnologije omogucila afirmaciju druStvenih mreZa kao foruma gdje privatno postaje
javno, dok se zahvaljujuci popularnosti televizijskog koncepta reality showa sfera javnog i
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drustvenog drobi u nepovezan niz privatnih rituala, Sto komunikacijske uloge smjeSta u podrucje
egzibicionizma i voajerizma. Iz ovog proizlazi posezanje autorice za digitalnom tehnologijom i vide-
oinstalacijama, u namjeri modificiranja javnog prostora u privatni i obrnuto, te preobrazaja fizickog
u virtualni komunikacijski prostor. U sredistu kritickog ispitivanja granica izmedu javne i privatne
komunikacije stoje dva povezana pitanja: kako prostor uvjetuje ponasanje i moguénosti komunikacije
odnosno kako se kreira odnos rada s publikom.

Serija radova koje autorica izlaZze u MUO bavi se preplitanjem privatnog i javnog Zivota, Sto Cini vidlji-
vom medusobnu uvjetovanost privatne svakodnevice pojedinca i Sirih druStvenih kretanja, vanjskih
okolnosti zbog kojih su se predmeti zatekli u muzeju. Jasno da prostorne instalacije Nike Radi¢ u
muzeju nailaze na plodno tlo jer je muzejski postav sam po sebi konstrukt kolektivne memorije sa-
stavljen od fragmenata - odabranih predmeta, izvorno nepovezanih, koji dolaze iz razlicitih konteksta.
Sli¢na konstrukcija s nezacijeljenim Savovima otkriva se i kod autorice u nekim ranijim radovima kroz
koje otvara uvid u potencijalna propadaliSta nerazumijevanja u koja upadamo kad smo zakinuti za
bilo koju razinu doZivljaja nase viSekanalne audiovizualne komunikacije (Vernissage, Za Cocteaua...).

U muzejskom postavu, koji prezentira umjetnicku kulturu kroz kulturu opremanja stambenih prostora,
a pod imperativom kriterija umjetnickog stila i tipologije, nedostaje upravo prijenos iskustva koje
nadilazi sferu vizualnog usvajanja sli¢nosti ili razlika medu izloZzenim predmetima. Zato Nika Radi¢
konstruira audiovizualni dozZivljaj stanovanja u muzeju, prikazivanjem svakodnevne egzistencijalne
rutine kroz nizintimnih scena-situacija kao Sto su budenje, pranje, odijevanje, hranjenje iliodmaranje.
U pojedinim prostorijama na putu od Renesanse do Dizajna vidimo Nikine fotografske autoportete u
prirodnoj veli€ini Sto joj omogucuje da se odabranim muzejskim eksponatima koristi kao rekvizitima
u obavljanju svakodnevnih radnji, koncipirajuci ambijent udvojene prostornosti — realne i virtualne,
pri ¢emu se upravo virtualna dimenzija otkriva kao domena udomacenog subjekta koji ovladava stva-
rima, ostvarujuci s njima bliskost. Na taj nacin autorica virtualno funkcionalizira predmete u njihovoj
izvornoj ulozi, a kroz audio radove, koji u ovaj intimni zaklon propustaju zvukove uli¢nih nemira, uz
dopuStene asocijacije na politicke prosvjede i rat, mrsi slojeve ne samo opéenito javnog Zivota u
pozadini intime, vec i suvremene zbilje. Grani¢nost konstruirane situacije proizlazi iz zaglavljenosti
negdje izmedu realnosti i mogucnosti. Kopka nas ostvarivost te moguénosti i taj dojam naruSava ne-
dirnutost muzejskog svijeta i nacima opnu koja stiti muzejske predmete od ljudi i muzejski postav od
Zivotnih promjena. Izoliranost je muzejska konvencija iz koje proizlaze sve ostale, a Nika Radi¢ svojim
postupkom iskuSava fleksibilnost postavljenih granica — od restrikcija koje se odnose na pona3anje
posjetitelja do pitanja zaustavljenog vremena i staticnog prostora.

Jasmina Fuckan
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Nika Radi¢ - At Home For the interventions in the museum’s permanent exhibition, we

chose authors whose work we recognize as engaged in the way art affects real or constru-
cted surroundings, authors who react to the context of art as communication and who un-
derstand the viewer as an active participant within the artistic process. Such combined stra-
tegies of working on the context and working with the context that evolve out of an interest

in the modalities of human communication, visual and verbal personal and social, are nota-
ble characteristics of the international artist Nika Radié.

However, there is a link to the museum’s permanent exhibition in her oeuvre in itself, re-
gardless of the exhibition and unaffected by any need to find something in common with it.
This link is the topic of living, which the museum exhibition generically displays, in parallel
to a stylistic overview. Nika Radi¢, in order to deny the neutrality of the gallery space, is
more or less explicitly using it, exposing it and actually never losing sight of it at all during
past several years (the exhibitions Private View, Berlin, 2015; Other people’s space, Milano,
2008; Biografija, Galerija Waldinger, 2009; Out of Place, Galerie Traversée, Miinchen, 2010,
video installations with the topic Prozori, 2006-2008; video installation Getting Up, 2005/6
shown several times in gallery and public spaces in Croatia and abroad).

Within the topic of living, and one should mention that one lives also in a language, the aut-
hor’s two main interests emerge. The question of how we use space and things around us, in
general encompasses the idea of the shaping of privacy, hence the control of the space not
only in the sense of defining the environment, but also in conducting daily practices - ritu-
als of self preservation. Paradoxically, this living also concerns itself with the mechanisms
of isolation and protection that we use to shield ourselves from public activities, in need
of personal freedom. We thus arrive at the question of human communication as a pro-
cess whose interactivity reveals itself through the overlapping of private settings with the
public sphere. The actuality of Nika Radi¢’s approach lies in the fact that the omnipresent
digital technology enables the social networks to establish themselves as forums where the
private becomes public. Due to the popularity of the television concept of reality shows, the
spheres of the public and private fall to pieces with numerous private rituals that place the
roles of communication within the realm of exhibitionism and voyeurism. This is where the
author’s reaching for digital technology and video installations comes from, as she aims
to modify the public space into a place of privacy and vice versa, and as she transforms the
physical into a virtual communication space. At the centre of the critical examining of the
borders between the public and private communication, there are two connected questions:
how does a space determine behaviour and the possibilities of communication or rather
how does one create a relationship in order to work with the audience.
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communication. The selection of video and spatial
installations that is presented here shows a
continuity in her examining the borders of private
and public life.

At the same time, these works create situations
that manifest themselves as borderline for the
possibility, or success, of the transfer of messages
and their reception.

The series of works that the author is exhibiting at the Museum of Arts and Crafts
tackles the question of both private and public life and in so doing reveals several
points: the interference of the private daily life of the individual and wider social
movements, circumstances outside that have resulted in the fact that those objects
are now to be found in the museum. It is clear that Nika Radi¢’s spatial installations
fall on fertile ground as a museum exhibition in itself is a construction of collective
memory built with fragments - chosen objects, originally unrelated, that come from
different contexts. A similar unhealed, stitched construction is to be found in some
of the author’s earlier works that allow an insight into potential black holes of misun-
derstandings that we fall into when we miss any of the experience levels that make
up our multichannel audiovisual communication (Vernissage, For Cocteau...).

The museum exhibition that presents visual arts culture through the culture of how
living space is furnished, under the imperative of artistic style and typology crite-
ria, misses exactly the transfer of experience that is beyond the sphere of a visual
appropriation of similarities and differences between the exhibited objects. This is
why Nika Radi¢ constructs an audiovisual experience of everyday life within the mu-
seum, by showing the daily routines of existence through a series of intimate sce-
nes/situations like getting up, washing, getting dressed, eating or resting. In certain
rooms between the Renaissance and Design we see Nika's life size photographic se-
If-portraits which enable her to use museum exhibits as props in her daily tasks while
envisaging an environment of double spatiality - the real and the virtual. This expo-
ses the virtual dimension itself as the domain of the homely subject that rules over
things, making them intimate. The author thus visually gives the objects a function
in their original role whilst also employing audio and thus letting the sound of civil
disorder from the streets reach into this intimate shelter. Allowing for political de-
monstrations and war associations, she messes with the levels of not only public life
in general, but also those of contemporary consensus reality. The borderline constru-
cted situation emerges due to being stuck between the reality and the possibility. We
are intrigued by the possibility that it could be realized and this feeling is disturbed
by the intactness of a museum world that cuts into the skin, protecting the objects in
the museum from people and the exhibition itself from changes in life. Isolation is a
museum convention that all others come from, thus Nika Radi¢ uses her approach to
examine the flexibility of preset borders - from restrictions placed upon how visitors
may behave, to the questions of how time and static space are suspended.

Jasmina Fuckan
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tallation team Katarina Bence, Zoran Svrtan, Maja Velicogna Novoselac, Nika Radi¢; tehnicki tim MUO technical staff Antun Brkic, Robert Brdari¢, Zoran Culibrk, Ivo Lovri¢, Velimir Matijasi¢, Marijan Muhié¢, Ljerko Rihter,

; kustosica izlozbe curator of the exhibition Jasmina Fuckan; marketing Vesna Ledi¢; odnosi s javnoséu PR Fernando Soprano; pedagoski program educational program Malina Zuccon Martié, lva MeStrovi¢, Maja Marovic; fotografije photographs

Sparovic

Davorin Valdec; oblikovanje zvuka sound design Corin Arnold ED 2000, tisak fotografija photographs printed by Print grupa d.o.o0.; oblikovanje vizualnog identiteta izloZzbe i dizajn kataloga visual identity of the exhibiton and catalogue design Dora Bence i Romana Kajp; tisak print Tiskara Offset, naklada circulation 500; ISBN 978-953-7641-48-1

Nika Radi¢; prijevod teksta na engleski english translation of the text Nika Radi¢; lektura i korektura proof-reading Antonia DoSen, Irena Ravli¢; tehnicki postav ins

nakladnik publisher Muzej za umjetnost i obrt, Zagreb; za nakladnika for the publisher Miroslav Ga

2008.

R
o
o
N
o
]
)
o0
o
S
)
2z
[0}
o0
o]
[7/]
(7]
o=y
a
S
o
>

9
o
(=]
o
)
3
(]
o
=
o=t
s
()]
(]
-
=
(=

'I9Y}INJ Yool noA se purut
I}ey)} Ieaq ‘mouy Apeaife
am yeym uodn Afurewr
spuadap surpuejsiapun
no Jo [[V ‘}Ie puejlsiapun
9M MOY Se duIes 9} ST
OIYM ‘sagdeuiI puejsiapun
DM MOV 03 JeJIWIS ST .IdY3}0
yoes puejsiapun am MOH

sijek, 2009.

L |
i
4l||
lil!!

\

¥e

O
—_

b _
] |
m |

r

e, MUO, Zagreb, 2015./16.

ol L1 L AR

91pEY BYIN

1

‘21931 1no y3noj urnied
axe s3uryl yey} udis e sI 31 ‘sowoy Jno JurIajua
syrels orqnd oy} J1 ‘usijo Aisa inq ‘siodueris
0} Loewnjur ano jo sioop ay} pauado A[Surim
am asnedaq ‘aiqnoxy ur aq Adwrs 3ySrwr ap
"9[qNOI] UI SIB 9M MO 9M ‘DWI0Y INO SULIalua
S1I€1S ‘pPalIAUTUN ‘PLIOM SPISINO dY] JI "UOISBAUTL
1eors£yd jo 110s Aue wodaj os[e Ing ‘SI9AIasqo
Asou woiy Afuo jou ‘Aoearid ino 109301d ap
"SISLID JO 9suas e [99] am ‘Burreaddesip ‘osiom
uaAa J0 ‘BurueyD 11e)S SI9PI0q 9} JI ‘T9AMOH

2191} sfem[e axe A9} Inq ‘@In3Nd 03 dININD
woly APy3is I193J1p A9yl "UonIpeIl TeInind
3uog e aaey o11qnd oy} pue a3earid 9y} Usamiaq
paysI[qelse am siapioq 9yl ‘duo djearrd 9y}
JI9jus 03 9oeds o1[qnd a3} JUEBM },UOP OS[e am Ing
‘sooeds 9jearlrd Ino woj A[[eniiia JUaIUOISIP
Ino moys A[ssetunrey Afuo ued am ‘@deds orjqnd
ou SI 219U} JI ‘pUE UOIIDBJSIIESSIP INO MOUS
‘ayerisuowrap ued ap) ‘9deds orqnd ur Teonrjod
9q OSs[e ued 9\ "Yiim 9a13e 3,uop am ardoad yim
ono} ur £e1s pue ‘unj aaey ‘prIom ay3} mouy o}
193 ued am axaym adeds ay3 SI SIYL "Mouy 1K
1,uop am a[doad mau os[e Inq ‘DWOoY e JUeM JoU
op am d[doad 1991 UeD 9M Os 9deds 18] PaaU 9

Private V'

Getting up, Miinchen 2010.
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