
1. kat / floor

Ulaz / Entrance
1.	 MUO	-	Muzej	visoke	radničke	klase,	2009.

rezultati glasanja zaposlenika MUO
MUO	-	High	Working	Class	Museum,	2009
results of voting by museum employees

Atrij / Atrium
2.	 Proleteri	svih	zemalja,	2008.

Proleteurians	of	all	countries,	2008
crvena zastava EU / red EU flag

3.	 Meeting	point,	2009.
logo na kamenom podu u zgradi CIA, po filmu “Good 
Shepherd” / logo on the marble floor in CIA building, 
based on the film “Good Shepherd”

40.	1848	Remix
koncert na otvorenju + snimka
izvode ansambli Cantus I / II / III, skladatelj Berislav Šipuš
concert at the opening + recording
performed by Cantus ensembles I / II / III, composer 
Berislav Šipuš

Muzejska prodavaonica / Museum Shop
4.	 Muzejske	vezice,	2009.

Štand uličnog prodavača vezica za cipele privremeno je 
dislociran i postavljen u MUO, kao eksponat i prodajni 
artikl muzejske prodavaonice. Istog dana, na mjestu u 
gradu postavljena je pločica: “Žniranci su na posudbi u 
Muzeju za umjetnost i obrt, Zagreb, Trg maršala Tita 10.”
Museum	shoelaces,	2009
The booth of a street vendor of shoelaces is temporarily 
relocated and placed in the MUO museum shop, as exhibit 
and sales item. That same day, at the same place in the 
city a tile with the wording: “The shoelaces are on loan 
to the Museum of Arts and Crafts, Zagreb, Maršala Tita 
Square 10.” was put down.

Cárcel	de	amor,	2009
Tapestry Cárcel de amor (Dungeon of Love) is an 
illustration of the romance by Spanish writer Diego de 
San Pedro (approx. 1437-1498). During the exhibition 
MUORTINIS artist will read the romance taking one page 
from the tapestry every day.

III. Barok / III. Baroque
20.	Posjetitelj	u	Muzeju	moderne	umjetnosti	/	NY,	1998.

propusnica za službene posjetitelje MOMA-e
Visitor	at	MoMA	/	NY,	1998
pass for official visitors to MOMA

VII. Klasicizam/Empire / VII. Neoclassicism/Empire
11.	 Abbiamo	lavorato	tutta	la	vita

stolnjak po transparentu iz filma Umberto D, Vittorio De 
Sica, 1952.
Muzej revolucije, 2009.; transparenti s demonstracija, 
štrajkova i prosvjeda
Abbiamo	lavorato	tutta	la	vita
tablecloth after a banner from film Umberto D, Vittorio De 
Sica, 1952
Museum of Revolution 2009, banners from 
demonstrations, strikes and protests

IX. Bidermajer / IX. Biedermeier
23.	Biedermeier	forum,	2009.

stranica internetskog foruma / page from an internet 
forum

VIII. Empire / VIII. Empire
22.	Herr	Biedermeier,	1848	(Hoch	Kunst	Glanz),	2009.

motorima pogonjene peruške za oprašivanje muzejskih 
eksponata
Herr	Biedermeier,	1848	(High	art	polish),	2009
motor-run feather-dusters for dusting off museum 
exhibits

37.	 Oops!,	2009.
(Tri kineske vaze iz dinastije Qing razbijene su kada se, u 
siječnju 2006., u njih zabio Nick Flynn, posjetitelj muzeja 
Fitzwilliam u Cambridgeu spotaknuvši se o vezice svojih 
cipela.)
Oops!,	2009.
(Three Chinese vases of the Qing dynasty were 
smashed when, in January 2006, Nick Flynn, a visitor to 
Cambridge’s Fitzwilliam Museum ran into them having 
tripped over his shoelaces.)

XVI. Moderno i suvremeno slikarstvo / XVI. Modern and 
Contemporary Painting

16.	 Štrajk	umjetnika,	1977.
fotodokumentacija + jedno umjetničko djelo pokriveno 
plahtom / promjenjivo mjesto
Na grupnoj izložbi Inovacije u Galeriji Karas (1977.) u 
Zagrebu D. M. je proglasio opći jednodnevni štrajk svih 
umjetnika. Sve slike okrenuo je licem prema zidu, a 
skulpture pokrivio bijelim platnom (umjetnici na izložbi 
nisu bili konzultirani). Djelo D. M., izloženo na izložbi, 
bilo je platno na dvostrukom drvenom okviru s dvjema 
“stražnjim stranama” slike.
Artists	on	strike,	1977
photo documentation + one artwork covered with cloth / 
location subject to change
At the group show Innovations held in Karas Gallery, 
Zagreb, D. M. declared a one-day strike of all the 
participating artists. All paintings were turned toward 
the wall; sculptures were covered with white cloth. The 
artists of these works were not consulted. The work D. 
M. displayed at the show was a canvas on double wooden 
frame with two “back sides”.

17.	 Mikijeva	ponuda	dana,	2008.
Miki’s	offer	of	the	day,	2008
promjenjivo mjesto / location subject to change

18.	 Čuvar	na	izložbi,	1976.
Performance je izveden 1976. na grupnoj izložbi u 
Galeriji suvremene umjetnosti (danas Muzej suvremene 
umjetnosti) u Zagrebu. D. M. je, umjesto izlaganja 
vlastitog djela, naizmjence čuvao djela drugih umjetnika.
Art	Guard,	1976
Performance held in 1976 at the group show in the Gallery 
of Contemporary Art (today Museum of Contemporary 
Art), Zagreb. Instead of exhibiting his own work D. M. 
guarded the works of other artists.

XIX. Obrtna škola / XIX. Crafts School
10.	 No	a	la	HR	4437

tapiserija po transparentu s protesta u Phoenixu
Muzej revolucije, 2009.; transparenti s demonstracija, 
štrajkova i prosvjeda
No	a	la	HR	4437
tapestry after a banner from a protest in Phoenix
Museum of Revolution 2009, banners from 
demonstrations, strikes and protests

XVII. Historicizam, XVIII. Historicizam II. /  
XVII. Neo-Styles I., XVIII. Neo-Styles II.

26.	Kupujem	vrijeme,	2008.
I	buy	time,	2008
 

XVII. Historicizam / XVII. Neo-Styles I.
28.	TV	dnevnik	04.	09.	1974.,	2009.

video, remake TV dnevnika
TV	news	of	04.	09.	1974.,	2009
video, remake of TV news program

XXIX. Moda / XXIX. Fashion
7.	 Krzno	smrdi

modni akcesorij po transparentu s prosvjeda u Zagrebu
Muzej revolucije, 2009.; transparenti s demonstracija, 
štrajkova i prosvjeda
Fur	stinks
fashion accessory after a banner from a protest in Zagreb
Museum of Revolution 2009, banners from 
demonstrations, strikes and protests

XXV. Satovi / XXV. Clocks
26.	Kupujem	vrijeme,	2008.

I	buy	time,	2008
fotografija / photograph

28.	TV	dnevnik	04.	09.	1974.,	2009.
video, remake TV dnevnika
TV	news	of	04.	09.	1974.,	2009
video, remake of TV news program

XXIV. Satovi II / XXIV. Clocks and Watches
27.	 Umjetnik	pri	radu,	1978.

Artist	at	work,	1978
instalacija / installation

XXVIII. Zvona / XXVIII. Bells
29.	Emisija	vijesti,	2000.

binarna serija
Sa zvonika crkve Sv. Marka u Zagrebu koja se nalazi 
između sjedišta Hrvatskog sabora i vlade RH D. M. je 
zvonjavom emitirao binarno kodirane dnevne vijesti. 
Performance je bio prenošen uživo i preko interneta.
News	broadcast,	2000
video documentation of audio performance, 2001 / binary 
series
The artist transmitted binary coded daily news by ringing 
two bells in the bell-tower of the St. Mark’s Church in 
Zagreb, located on the square between the parliament and 
the government (it was broadcast live over internet).

XXX. Staklo / XXX. Glass 
31.	 Sretan	Božić	1954.!,	2009.

serija Data recovery
Svake jeseni, od ranih 50-ih godina, obitelj Martinis je u 
kućnoj radinosti, u vlastitom stanu, proizvodila kuglice 
– božićne ukrase. Mali D. M. igrao se s kuglicama slažući 
razne slike ili riječi.
Merry	Christmas	of	1954!,	2009
Data recovery series
Every autumn, since the early 1950s, the Martinis family 
started manufacturing, in their home, glass baubles for 
Chrismas trees. Little D. M. used to play with these balls 
composing simple words or signs.

32.	Tito,	2009.
božićne kuglice u kutijama / serija Data recovery
Christmas baubles in boxes / Data recovery series

XXVII. Metal / XXVII. Metal
33.	“JBT	27.	12.	2004.”,	2004/2005.

serija Data recovery
27. prosinca 2004. spomenik maršala Tita u Kumrovcu 
dignut je u zrak eksplozivnom napravom. D. M. je zauzeo 
mjesto na praznom mramornom postamentu. 14. siječnja 
2005. D. M. je izveo performance u kojem je rekreirao 
događaj dekapitacije Titovog lika rezanjem glave na maloj 
brončanoj replici spomenika.
“JBT	27.	12.	2004.”,	2004/2005
Data recovery series
On Dec. 27, 2004 a monument to Yugoslavia’s late 
antifascist fighter and communist leader Josip Broz Tito 
was blasted with an explosive device in his native village of 
Kumrovec. Dalibor Martinis took over the vacated position 
on the pedestal to commemorate this date. On January 14, 
2005 Martinis did a performance in which he reenacted 
the event of decapitation of Tito’s sculpture by cutting the 
head of a small bronze replica.

34.	Vječna	vatra	gnjeva	(model),	2007.
Eternal	flame	of	rage	(model),	2007
serija Data recovery / Data recovery series

XXXII. Suvremena keramika / XXXII. Contemporary 
Ceramics

35.	Rad	za	Galeriju	Pumps,	1978.
fotografije performancea bojenja galerije Pumps u bijelu 
boju, Vancouver 1978. i video bojenja bijelog zida MUO (na 
kojem se video projicira) u bijelo, 2009.
Work	for	Pumps	Gallery,	1978
photos of performance of painting the Pumps Gallery in 
white,1978 and
video of painting the museum wall (on which video is being 
projected), 2009
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XIII. SAKRALNA UMJETNOST
XII. 
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UMJETNOST

XI. SAKRALNA UMJETNOST

X. DEVOTIONALIJA

XIV. JUDAICA

VI.  
KLASICIZAM/
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VII.  
KLASICIZAM 

/ EMPIRE

IX.
BIDERMAJER

VIII. EMPIRE
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IV. BAROK II.

XV. GALERIJA 
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III. BAROK

II.
RENESANSA

I. GOTIKA

STUBIŠTE

DIZALO

Ravnateljeva soba i atrij / Director’s Office and Atrium
5.	 Predsjednik	RH,	2009.

fotografija u uredu Ravnatelja + Kava s predsjednikom, 
performance u atriju
Uobičajena Kava s predsjednikom održavat će se svakog 
drugog četvrtka od 11 sati. D. M. će s posjetiteljima 
raspravljati o svim gorućim temama suvremenog 
hrvatskog društva, potpisivati razglednicu i voditi kroz 
izložbu MUORTINIS.
President	of	Croatia,	2009
photo in the Director’s office + Coffee with the President, 
performance in atrium
The usual Coffee with the President will be held every 
second Thursday from 11h. Dalibor Martinis will discuss 
with visitors all the hot issues of contemporary Croatian 
society, sign postcards and offer a guided tour through the 
exhibition Muortinis.

U krošnji u Klaićevoj ulici / Klaićeva street
39.	Marxova	11.	teza	o	Feuerbachu,	2002/2007.

audio instalacija u krošnji drva, binarna serija
Tekst 11. Marxove teze o Feurebachu (“Do sada su filozofi 
interpretirali svijet, stvar je u tome da ga se promijeni”) 
binarno je kodiran i reproduciran kao ptičji pjev u krošnji 
drveta u Klaićevoj ulici.
Marx’s	11th	thesis	on	Feuerbach,	2002/2007
audio installation in the tree, binary series
The text of Marx’s11th thesis on Feuerbach (“Philosophers 
have hitherto only interpreted the world in various ways; 
the point is to change it.”) is binary coded, and played back 
as a bird song in the tree of Klaićeva street.

VI. Klasicizam/Bidermajer /  
VI. Neoclassicism/Biedermeier

28.	TV	dnevnik	04.	09.	1974.,	2009.
video, remake TV dnevnika
TV	news	of	04.	09.	1974.,	2009
video, remake of TV news program

9.	 Pravda	slijepa,	sud	gluh
prostirka po transparentu s prosvjeda HUS-a u Splitu
Muzej revolucije, 2009.; transparenti s demonstracija, 
štrajkova i prosvjeda
Blind	justice	deaf	court
mat after the banner from HUS protest in Split
Museum of Revolution 2009, banners from 
demonstrations, strikes and protests

V. Rokoko / V. Rococo
13.	 Mijenjajmo

stolni ukras po transparentu s prosvjeda HUS-a u Splitu
Muzej revolucije, 2009., transparenti s demonstracija, 
štrajkova i prosvjeda
Let’s	change
table decoration after the banner from HUS protest in 
Split
Museum of Revolution 2009, banners from 
demonstrations, strikes and protests

XV. Galerija baroknog slikarstva / XV. Baroque Painting 
Gallery

14.	 March	online,	2007.
(autori Dalibor Martinis i Neven Kovačić)
website za virtualne demonstracije
website for virtual demonstrations

15.	 Djelo	(krađe)	u	tijeku,	2009.
promjenjivo mjesto
Work	(of	theft)	in	process,	2009
location subject to change

I. Gotika / I. Gothic Period
19.	 Cárcel	de	amor,	2009.

Tapiserija Cárcel de amor (Tamnica ljubavi) ilustracija je 
istoimenog ljubavnog romana španjolskog pisca Diega de 
San Pedra (oko 1437.-1498.). Za vrijeme trajanja izložbe 
MUORTINIS D. M. će čitati roman skidajući s tapiserije 
svaki dan jednu stranicu.
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prizemlje / groundfloor
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XXI. Art Deco
8.	 MTČ	d.d.	štrajk

stolić po transparentu iz štrajka ranika tvornice MTČ
Muzej revolucije, 2009.; transparenti s demonstracija, 
štrajkova i prosvjeda
MTČ	d.d.	strike
table after a banner from the strike of MTČ workers
Museum of Revolution 2009, banners from 
demonstrations, strikes and protests

XX. Secesija / XX. Art Nouveau
24.	Posjetitelji	na	izložbi,	2009.

TV monitor i kamera kao ogledalo u zlatnom okviru 
Visitors	at	exhibition,	2009
TV monitor and camera as a mirror in golden frame

25.	Koncept	Izjave	nagrađenog	umjetnika,	1976.
Djelo je bilo izloženo na grupnoj izložbi održanoj 1976. 
u Zagrebu. Posjetitelji koji su pomislili da bi im ovakav 
koncept mogao ustrebati uzimali su kopije teksta. Na 
preostalom primjerku nepoznati posjetitelj je rukom 
dopisao: “Lako se tebi zajebavat”.
Concept	for	a	statement	by	a	prize-winning	artist,	
1976
The work was exhibited at a group show held 1976. in 
Zagreb. Visitors were free to take one copy of the typed 
text if they felt they could need it. On the last copy an 
unknown visitor wrote by hand: “It is easy for you to fool 
around.”

XXII. Design
36.	Svakom	prema	potrebama,	1974.

oglas D. M. objavljen u Večernjem listu 1974.
To	everyone	according	to	his/her	needs,	1974
1974 ad by D. M. published in Večernji list daily paper

38.	Krivotvorine,	1974.
kolaži-intervencije na tramvajkartama
Counterfeits,	1974
collages-interventions on tram tickets

XXIII. Fotografija / XXIII. Photography
30.	“Društveno	čitanje	05.	05.	1980	/	11.12.1999.”,	2009

fotografije / serija Data recovery
“Social	reading,	05.	05.1980	/	11.	12.1999”,	2009
photographs / Data recovery series

Stubište / Staircase
6.	 Otvoreni	kolut,	1976.

video
Kamera na stativu povezana je s video-rekorderom. 
Nakon što uključi snimanje, umjetnik prihvaća video-
vrpcu koja se odmata s prvog koluta i prolazi preko 
magnetne glave video-rekordera i, umjesto na drugi 
kolut, omata je oko svoje glave okrećući se na rotirajućem 
stolcu. Njegovo lice s vremenom je potpuno pokriveno 
video-vrpcom na kojoj je snimka njegova lica oko kojega 
se omata video-vrpca na kojoj je snimka njegova lica oko 
kojega se omata video-vrpca na kojoj je snimka njegova 
lica oko kojeg...
Open	reel,	1976
video
A camera on a tripod is connected with a video-recorder. 
After starting the recorder, the artist gathers up the 
video-tape uncoiling from the first reel and passing 
through the magnetic head, and winds it around his 
head, turning around on his chair. In the end his face is 
completely swathed in video-tape on which his face is 
recorded, over which is coiled the video-tape on which his 
face is recorded, over which ...

IV. Barok II. / IV. Baroque II.
12.	 Političari,	maknite	ovo	čudo

zastor po transparentu s prosvjeda protiv tvornice 
Rockwool, Labin
Muzej revolucije, 2009., transparenti s demonstracija, 
štrajkova i prosvjeda
Politicians,	move	this	monster
curtain after a banner from a protest against the 
Rockwool factory, Labin
Museum of Revolution 2009, banners from 
demonstrations, strikes and protests

IV. Barok II., VI. Klasicizam, VII. Klasicizam/Empire /  
IV. Baroque II., VI. Neoclassicism, VII. Neoclassicism/
Empire

21.	 Kupujem	vrijeme,	2008.
osobni ulični oglas s brojevima telefona koji se mogu 
otrgnuti
I	buy	time,	2008
personal street ad with telephone numbers  
which can be torn off
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MUORTINIS

“ 
Izložba Dalibora Martinisa u Muzeju za 
umjetnost i obrt nije samo jedna u nizu 
izložbi ovoga muzeja. S muzeološkog as-
pekta ona inaugurira novi oblik dinamičnih 
izložbenih događanja vezanih uz stalni po-

stav Muzeja.
Muzej za umjetnost i obrt afirmirao se podjed-

nako svojom iznimnom izložbenom aktivnošću i svojim 
stalnim postavom koji artefaktima iz svog fundusa pred-
stavlja umjetnička kretanja i pravce razvitka materijalne 
kulture u Hrvatskoj od gotike do kraja dvadesetog stolje-
ća. Recentni stalni postav artikuliran prema zamisli prof. 
Vladimira Malekovića, otvoren je javnosti 1995. godine. U 
ograničenim prostornim okvirima, ovaj postav i danas, tek 
s neznatnim izmjenama, djeluje poput velike freske hrvat-
ske umjetnosti i kulture proteklih razdoblja, s naznaka-
ma ključnih trenutaka umjetničkih zbivanja u Hrvatskoj 
do tada. Pitanje koje se nameće danas, gotovo petnaest 
godina od otvaranja ovog postava, jest kako pored izložbi 
suvremenog stvaralaštva, i unutar ovog segmenta mu-
zejske prezentacije odgovoriti na izazove vremena, te na 
koji način u stalni postav uključiti i ono što se događa na 
suvremenoj umjetničkoj sceni, a unutar ograničenja pro-
stornih okvira postava i bez radikalnih zahvata u njegovu 
temeljnu matricu. Kao jedini mogući odgovor nametnuo 
se koncept privremenog inkorporiranja radova pojedinog 
umjetnika unutar samog stalnog postava. Na taj način 
otvara se prostor za umjetnički dijalog autora s Muzejom 
za umjetnost i obrt, odnosno onim segmentom koji ga 
najbolje reprezentira, poštujući načelo potpune kreativne 
slobode u promišljanju i interpretaciji Muzeja, koncepcije 
postava i njegovih izložaka te same ideje muzeja. Ovakvo 
neuobičajeno otvaranje tradicionalne institucije novim i 
drugačijim viđenjima predstavlja izazov kako za djelatnike 
Muzeja, tako i za posjetitelje, koji će, potaknuti osobnim 
viđenjem autora intervencija, biti u prilici sagledati kon-
cepciju “najbolje i najveće izložbe MUO” iz nove i neobične 
vizure, bez povijesnoumjetničke objektivizacije.

Razmišljajući o odabiru autora kojim bi se zapo-
čeo ovaj ciklus, nametnulo se ime Dalibora Martinisa kao 
transmedijalnog umjetnika koji je izlagao u mnogim od 
najznačajnijih svjetskih muzeja i galerija, čiji se radovi ču-
vaju u njujorškom Muzeju moderne umjetnosti, ciriškom 
Kunsthausu i u novom Muzeju suvremene umjetnosti u 
Zagrebu. Među ostalim, Martinis je predstavljao Hrvat-
sku na Venecijanskom bijenalu 1997., a brojnim umjetnič-
kim nagradama uvršten je među najznačajnije europske 
umjetnike. No, od svih ovih formalnih razloga zasigurno 
je važnija, odnosno presudna bila činjenica da je umjetnik 
već u svojim najranijim radovima znatnu pažnju posvetio 
upravo problematiziranju relacije umjetnika i muzeja i 
galerija, odnosno pozicije umjetnika unutar tog sustava. 
Gotovo na samom početku njegova rada 1976./7. nastale 
su akcije pod naslovom Čuvar na izložbi, Štrajk umjetni-
ka, Koncept izjave nagrađenog umjetnika i Umjetnik pri 
radu (neki od ovih radova biti će re-kreirani za ovu prigo-
du), sudjelujući u tada vrlo aktualnoj temi antimuzejskih 
strategija.

Odgovor Dalibora Martinisa na ovaj izazov bio je i 
sveobuhvatniji nego što smo to prvotno očekivali. Marti-
nis se, gotovo, u doslovnom smislu te riječi infiltrirao u sve 
segmente Muzeja, od ulaznog atrija do posljednjih dvora-
na na trećem katu postava, negdje većim, negdje manjim 
intervencijama i interpolacijama starijih i novonastalih 
radova koji odašilju “skrivene, enigmatične poruke”(N. 
Beroš). On je zapravo stvorio izložbu unutar izložbe na ta-
kav način da se dva tematska, kontekstualna i značenjska 
sloja međusobno isprepliću. Čak i radovi koji su nastali 
prije tridesetak godina u ovom novom kontekstu, barem 
djelomično, mijenjaju svoje prvotno značenje i smisao, jer 
ono što je nekad bila provokacija muzejsko-galerijskog 
sustava, danas se na određen način muzealizira, a to je 
ono što konačno ipak svaki umjetnik želi, koliko god re-
volucionaran i avangardan bio. Cijela Martinisova izložba 
u izložbi ili kako smo ju za ovu priliku nazvali MUORTI-
NIS može se podijeliti u nekoliko većih cjelina. Rani radovi 
obuhvaćaju djela nastala tijekom 1970-ih, u kojima autor 
problematizira ulogu umjetnika, umjetničke poruke i kon-
vencija, te odnos s institucionalnim okvirima, razvijajući 
zapravo antimuzejske strategije. U Radovima iz 21. stolje-
ća i novog tisućljeća znatno je naglašeniji društveni anga-
žman, kako s aspekta položaja umjetnika u društvu tako i 
s aspekta mogućnosti djelovanja pojedinca u širem druš-
tvenom kontekstu. Radovi iz ciklusa Data recovery bave se 
gubitkom originalnih informacija – podataka i činjenicom 
da bi svako naknadno kontekstualiziranje događaja kroz 
njegovu interpretaciju i historizaciju bilo “manipulacija 
izgubljene zbilje” (D. Martinis). Ovaj se segment na odre-
đen način može shvatiti i kao još jedan umjetnikov komen-
tar na instituciju muzeja jer je svojevrstan data recovery 
upravo glavni i osnovni zadatak svakog muzeja. Konačno, 
posljednja grupa radova koji su nastali kao site specific 
reakcija autora na sam Muzej za umjetnost i obrt, makar 
i među njima ima radova koji imaju šire društvene i poli-
tičke konotacije.

Jedan od njegovih najznačajnijih tautoloških rado-
va iz rane faze je Otvoreni kolut (1976.), u kojem je umjet-
nik sam bio objekt i subjekt video rada (na umjetnikovu 
glavu se namata vrpca na kojoj je snimka istovjetne radnje 
– namatanja vrpce na umjetnikovu glavu) u suvremenoj 
interpretaciji projicira se na skulpturu Alegorije prosvje-
te, što presudno utječe na razumijevanje ovog rada. Sada 
kada se objekt izmijenio, a i sam nosi nemalo simboličko 
značenje, i interpretacija ovog, nazovimo ga tako, klasič-
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MUORTINIS

“
The Dalibor Martinis exhibition in the Mu-
seum of Arts and Crafts (MUO) is not just 
one in a string of exhibitions of this muse-
um. From the museological aspect, it is an 
exhibition that inaugurates a new form of 

dynamic exhibition events related to the permanent dis-
play of the museum.
The Museum of Arts and Crafts has made its name equal-
ly with its outstanding exhibition activity and with its per-
manent display, which with artefacts from the holdings 
presents the artistic trends and directions in the devel-
opment of the material culture of Croatia, from Gothic to 
the end of the 20th century. The recent permanent display, 
articulated according to a concept by Vladimir Maleković, 
was opened to the public in 1995. In the restricted spatial 
conditions, even today this display, with just some slight 
changes, works like a great fresco of the Croatian art and 
culture of bygone ages, with indications of key moments of 
artistic events in Croatia up to that time. The question that 
inevitably arises today almost fifteen years after the open-
ing of the exhibition is how alongside exhibitions of con-
temporary creative work, within this segment of museum 
presentation, one responds to the challenges of the time, 
and in which way what is happening on the contemporary 
art scene can be included into the permanent display, all 
within the spatial constraints of the display and without 
any radical operations in its basic pattern. One possible 
response that occurred was the concept of the occasional 
incorporation of the works of a given artist within the per-
manent display itself. In this way, a space is opened up for 
an artistic dialogue between authors and the Museum of 
Arts and Crafts, alternately, with the segment that best 
represents it, respecting the principle of total creative lib-
erty in thinking about and interpreting the museum, the 
conception of the display and its exhibits, as well as the 
very idea of the museum. This uncommon opening up of 
a traditional institution to new and different visions is a 
challenge for both the museum staff and for visitors, who, 
spurred on by the personal vision of the author of the inter-
ventions, will be able to comprehend the “best and biggest 
exhibitions of MUO” from a new and uncommon stand-
point, without any objectification from art history. When 
we were thinking about the choice of artist with whom to 
begin this cycle, the name of Dalibor Martinis was a must: 
a transmedia artist who has exhibited in many of the most 
important world museums and galleries, whose works 
are held in the New York Museum of Modern Art, the Zu-
rich Kunsthaus and the new Museum of Contemporary 
Art in Zagreb. Among other things, Martinis represented 
Croatia at the Venice Biennale in 1997, and with his many 
prizes has to be counted among the most important art-
ists of Europe. But more than any of these formal reasons, 
a more important, in fact, a crucial, reason was the fact 
that the artist in his earliest works devoted consider-
able attention to taking issue with the relations of artist 
and museum and gallery, that is, the position of the art-
ist within this system. Almost at the very beginning of his 
work, in 1976/7, he had actions entitled Art guard, Artists 
on Strike, Concept for a Statement by Awarded Artist and 
Artist at Work (some of which will be recreated on this oc-
casion), taking part in the then very current topic of anti-
museum strategies.

The response of Dalibor Martinis himself to this 
challenge was more all embracing than we had originally 
expected. In a literal sense of the word, Martinis practical-
ly infiltrated himself into all the segments of the museum, 
from the entry atrium to the last room on the third floor of 
the display, with sometimes larger and sometimes smaller 
interventions and interpolations of older or newly created 
works that broadcast “covert and enigmatic messages” 
(Nada Beroš). He has in fact created an exhibition within 
an exhibition, in such a way that the two thematic, contex-
tual and semantic layers are mutually interwoven. Even 
works that were created some thirty years ago change, 
in this new context, their original meaning and point, for 
what was once a provocation to the museum and gallery 
system has today in a sense been musealised, and that is 
what every artist, after all, wants, however revolutionary 
and avant-garde he or she might be. The whole of Marti-
nis’ exhibition within an exhibition, or as we have called it 
for this occasion MOURTINIS, can be divided into several 
major units. Early Works covers works created during the 
seventies, in which the author takes issue with the role of 
the artist, the artistic message and conventions, and the 
relationship with institutional frameworks, developing in 
fact anti-museum strategies. Then we have Works from 
the 21st Century and the New Millennium in which social 
engagement is much more accentuated, from both the 
aspect of the position of the artist in society and that of 
the possible action of the individual in the broader social 
context. Works from the cycle Data Recovery deal with the 
loss of original data – and the fact that every subsequent 
contextualisation of an event, through its interpretation 
and historicisation, must be “a manipulation of a lost re-
ality” (Dalibor Martinis). This segment can in a certain 
way be understood as one more comment of the artist on 
the institution of the museum for a kind of data recovery is 
in fact the main and basic task of every museum. Finally, 
there is the last group of works, created as site specific 
reactions of the author to the Museum of Arts and Crafts 
itself, although there are among them pieces that have 
wider social and political connotations.

One of his most important tautological pieces of 
the early phase, Open Reel (1976) in which the artist him-
self was both object and subject of a video piece (a tape is 
wound onto the head of the artist, and on the tape is a re-
cording of the same action – winding tape onto the artist’s 
head) is in the contemporary interpretation projected on 
the sculpture Allegory of Education, which has a crucial 
effect on the understanding of the work. Now when the ob-
ject has been altered, and itself carries no small weight of 

symbolic meaning, the interpretation of this classic, as we 
can call it, Martinis work takes on different forms. Is this 
a reference out to the successive and incessant reforms of 
education and the school system that we have witnessed 
over the last forty years, or has the artist in fact merely 
made use of a handily placed sculpture without any refer-
ence to the meaning of it? This is a question that remains 
unanswered. In the same way we can wonder if the inter-
vention entitled Miki’s Offer of the Day is an allusion to the 
nickname of the author of this text, who just happens to 
be the author of the part of the display in which the instal-
lation is set up, or whether it is in fact about the artist’s 
reaction to the media and marketing approach to art in 
which all is brought down to a well-formulated supply of 
a commodity. In the atrium of the museum the work Pro-
letEUrians of All Countries is placed; this is a big red flag 
with the gold stars of the EU, in which by a simple change 
of colours, blue becoming red, the author clearly plays 
with the political connotations of the colours. In front of 
the flag, on the floor, is a big CIA logo (a film frame, which 
is noticed only when one sees the shadow of human fig-
ures that are incorporated into the logo). The whole of this 
intervention will be reinforced at the actual opening, when 
a classical music ensemble will perform the work no. 40 
1848_REMIX, actually better known under the old name of 
the Internationale, in a new arrangement that neutralises 
its original revolutionary meaning. The relation of these 
interventions, the play with symbols of various forms of 
totalitarianism that is as threat always current in the con-
text of the space of museum as a place for looking back 
on the past, is in a given way the key for to several other 
works, at first glance having political connotations, which 
the author has decided to include in his dialogue with the 
display of the Museum of Arts and Crafts. This is primarily 
the High Working Class Museum, where the artist, after 
a questionnaire administered to museum staff members, 
has awarded the institution a certain number of red stars 
with hammer and sickle, ironising, profaning or reduc-
ing to their true measure (hated or beloved) the symbols 
of past times and abandoned ideologies, brought down 
to the level of the stars that are awarded for the level of 
hotel-keeping attained, thus commenting on the reiter-
ated transformation of a revolutionary ideology into the 
standard consumer commodity of contemporary market 
society. Although they also use the political symbols of the 
communist regime – the hammer and sickle and the logo 
TITO – the works Happy Christmas 1953! and TITO are 
in fact intimistic reminiscences of the author of the time 
when Christmas was at best a holiday that was passed 
over in silence, but that many nevertheless celebrated, the 
artist’s family earning its living by making glass baubles 
for the Christmas tree, and of his personal experience 
of the chasm between the world of the family, Christmas 
and Dad, and the external world – that of the hammer and 
sickle and Tito. By forming these symbols with the same 
glass baubles and their installation within the glass dis-
play of MUO, Martinis talks of that time of parallel worlds, 
which was our reality for decades. Talking of this period, 
the artist himself on one occasion said: “My own life is very 
firmly planted in this time. It would be idiotic for a man to 
set out with such a self-destructive ambition”. Ultimately 
we can conclude that with respect to the fact that we can-
not choose the time and place of our birth, the past that we 
have undergone inevitably defines us and makes up a part 
of our personality, and every negation of it is at the same 
time an amputation of a part of what we are.

Particular attention needs paying to works that 
were created to be site specific – reactions to given exhibits 
or rooms in which the author enters into a direct dialogue 
with them, interpreting them intertextually. The artist has 
placed on a Late Gothic tapestry of 1522, with a motif of 
the Gothic romance of the Spanish writer Diego da San 
Pedro Cárcel de amor (Dungeon of Love) printed pages of 
the romance itself, totally covering it; and yet in the course 
of time, they will be removed, revealing thus the tapestry 
in all its beauty. With this act, Martinis problematises the 
relationship between two closely connected works of art in 
different media, showing that the phenomenon of artistic 
crossover is much older than our times and contemporary 
media. A similar transcription of different media can be 
seen in the work Herr Biedermeier 1848 (High Art Polish), 
placed in the Biedermeier room of the permanent display 
of MUO, where the author emphasises 1848, the year of the 
great revolutions that shook the old world and marked a 
leapfrogging movement towards the contemporary world, 
while Biedermeier himself represents the paradigm of the 
petit-bourgeois style.

The group of works entitled Museum of the Revolu-
tion, also specially made for this occasion, makes use of 
this same warp of revolutionary 1848 and of all the later 
revolutionary years until this date, with a stress on the 
idea that revolution is an obsolescent and today impossi-
ble form for the demonstration of social discontent, a con-
cept that has become a historical label, a depleted concept 
closer to historical than to real surroundings, the place of 
which is among the other historical concepts, symbols, 
emblems and objects in the Museum of Arts and Crafts.

This kind of viewpoint, since the Martinis exhibi-
tion in the exhibition of the permanent display of the Mu-
seum of Arts and Crafts (MUO) is a kind of retrospective, 
for the works on display cover almost the whole of the art-
ist’s span, from the early seventies until the present day, 
perhaps provides a clue for the response to all the symbols 
and mottos that the artist uses, on this occasion, even his 
own works. 

nog Martinisova rada, poprima druge oblike. Je li to osvrt 
na uzastopne i neprestane školske i obrazovne reforme 
kojima smo svjedoci posljednjih četrdesetak godina, ili je 
zapravo umjetnik iskoristio zgodno postavljenu skulptu-
ru ne uzimajući u obzir njezino značenje, ostaje otvoreno 
pitanje. Na isti način možemo se pitati je li intervencija 
pod naslovom Mikijeva ponuda dana aluzija na nadimak 
autora ovog teksta, koji je “slučajno” i autor dijela posta-
va u kojem je postavljena instalacija, ili je zapravo riječ o 
umjetnikovoj reakciji na medijski i marketinški pristup 
umjetnosti u kojemu se sve svodi na dobro formuliranu 
ponudu robe. U atriju Muzeja postavljen je rad Proleteuri 
svih zemalja – velika crvena zastava sa zlatnim zvjezdica-
ma Europske unije, gdje se jednostavnom zamjenom boja 
– plave u crvenu autor jasno poigrava političkim konota-
cijama ovih boja. Ispred zastave na podu je veliki logo CIA-
e (kadar iz filma, što se uočava tek zamjećivanjem sjena 
ljudskih nogu koje su inkorporirane u taj logo). Cijela ta 
intervencija bit će pojačana na samom otvorenju kada će 
ansambl klasične glazbe izvesti rad br. 40 “1848_REMIX”, 
inače poznatiji pod starim nazivom Internacionala, u no-
vom aranžmanu koji neutralizira njezino izvorno revoluci-
onarno značenje. Odnos tih intervencija, igra simbolima 
različitih oblika totalitarizma koji je kao prijetnja uvijek 
aktualan u kontekstu prostora Muzeja kao mjesta osvr-
tanja na prošlost, na određen način je i ključ za nekoliko 
drugih radova, na prvi pogled političkih konotata, koje se 
autor odlučio uključiti u svoj dijalog s postavom Muzeja za 
umjetnost i obrt. To je prvenstveno Muzej visoke radnič-
ke klase, gdje je umjetnik, nakon ankete provedene među 
djelatnicima Muzeja, dodijelio instituciji određeni broj cr-
venih zvjezdica sa srpom i čekićem, ironizirajući, profa-
nirajući ili svodeći na pravu mjeru (omražene ili omiljene) 
simbole minulih vremena i napuštene ideologije na razinu 
tzv. hotelskih zvjezdica koje se dodjeljuju za dosegnuti tu-
ristički standard, komentirajući time opetovano pretvara-
nje revolucionarne ideologije u običnu potrošnu robu su-
vremenog tržišnog društva. Iako se također koristi politič-
kom simbolikom komunističkog režima – srpom i čekićem 
i logom Tito – radovi Sretan Božić 1953. i TITO su zapravo 
intimističke reminiscencije autora na vrijeme kad je Božić 
bio u najboljem slučaju prešućivan blagdan, koji su ipak 
mnogi slavili, a umjetnikova se obitelj prehranjivala izra-
dom staklenih kuglica za božićna drvca, te njegovim osob-
nim doživljajem rascijepa između svijeta obitelji, Božića i 
Tate, te onog izvanjskog – srpa, čekića i Tita. Formiranjem 
ovih simbola tim istim staklenim božićnim kuglicama i 
njihovom instalacijom unutar postava zbirke stakla MUO, 
Martinis govori o tom vremenu “paralelnih svjetova”, koje 
je bilo naša stvarnost desetljećima. Govoreći o tim vreme-
nima, sam umjetnik jednom prilikom je rekao “Moj vlastiti 
život je, međutim, vrlo tvrdo usađen u tom vremenu. Bilo 
bi idiotski da čovjek krene s takvom autodestruktivnom 
ambicijom.” U konačnici možemo konstatirati da s obzi-
rom na to da ne biramo vrijeme i mjesto gdje se rađamo, 
prošlost koju smo proživjeli nas neminovno određuje i čini 
dio naše osobnosti, a svako njezino negiranje je ujedno i 
amputacija dijela onog što jesmo.

Posebnu pažnju treba obratiti na radove koji su 
nastali kao site specific radovi – reakcije na pojedine ek-
sponate ili dvorane u kojima autor ulazi u izravan dijalog s 
njima, intertekstualno ih interpretirajući. Na kasnogotičku 
tapiseriju iz 1522. s motivom iz gotičkog romana španjol-
skog pisca Diega da San Pedra Cárcel de amor (Tamnica 
ljubavi) umjetnik stavlja otisnute stranice samog romana, 
potpuno je prekrivajući, koje će se pak tijekom vremena 
postupno skidati, otkrivajući tako samu tapiseriju u svoj 
njezinoj ljepoti. Ovim činom Martinis problematizira od-
nos dvaju, blisko povezanih umjetničkih djela, u različi-
tim medijima, ukazujući na to da je fenomen umjetničkog 
overcrossinga mnogo stariji od našeg vremena i suvre-
menih medija. Sličnu transkripciju različitih medija uoča-
vamo i u radu Herr Biedermeier 1848 (Hoch Kunst Glanz) 
postavljenom u dvorani bidermajera stalnog postava 
MUO, gdje autor naglašava 1848. godinu, godinu velikih 
revolucija koje su potresle stari svijet i označile skokovit 
pomak ka suvremenom svijetu, a sam bidermajer pred-
stavlja paradigmu malograđanskog stila.

Grupa radova pod nazivom Muzej revolucije, ta-
kođer posebno priređenih za ovu priliku oslanja se na ovu 
potku revolucionarne 1848. te svih kasnijih revolucionar-
nih godina do danas, s naglašenom idejom da je revolucija 
zastarjeli, danas nemoguć oblik iskazivanja društvenog 
nezadovoljstva, pojam koji je postao povijesnom etiketom, 
“potrošeni” pojam bliži povijesnom nego životnom okru-
ženju, kojemu je mjesto među ostalim povijesnim pojmo-
vima, simbolima, amblemima i predmetima u Muzeju za 
umjetnost i obrt.

Ovakav stav, budući da je Martnisova izložba u 
izložbi stalnog postava MUO svojevrsna retrospektiva 
(izloženi radovi pokrivaju gotovo cijeli umjetnikov raspon 
djelovanja od ranih sedamdesetih do danas), daje možda i 
ključ za očitavanje svih simbola i parola koje umjetnik ko-
risti, ovom prilikom čak i vlastitih radova.
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