about the artists:

Born 1967, in Sarajevo, Bosnia and Herzegovina.
Lives and works in Paris and Sarajevo,

Born 1969, in Zagreb, Croatia.
Lives and works in Zagreb.

Born in 1861, in Istanbul, Turkey,
Lives and works in Istanbul.

Born in 1969 in Shkodiér, Albania.
Lives and works in Milan.

curated by
Sto, kakeo | za koga / What, How & for Whom|WHW
e-mall: whwermi2. hr

about the curators:
WHW is a Zagreb-based independent curatarial
team. Its members are Ivet CURLIN, Ana DEVIC,
Natafa ILIE and Sabina SABOLOVIE. Since June
2003, WHW has been running a city-owned gallery
W8Yi in Zagreb.

apexart
291 church strest
P my 10013

art.org
yapexart.org

apaxart is a 501(c)(3), not-for-profit, tax-
deductible organization and does not engage
in sales or sales related activities.

This sxhibition Is supported in part By The Andy Warkol
Foundation for the Wisual Arts.

WHW would like to thank The City office for Culture Zagreb
and The MMinsstry of Cultwre of the Republic of Croatia.

2003
15BM: 0-9722167-9-0

thi guote:
“for sorrow’s eye, glazed with blinding tears,
divides one thing entire to many objects;
like perspectives, which rightly gaz'd upon

show nothing but confusion; ey'd awry

distinguish form: so your sweet majesty,

looking awry upon your lord's departure,

finds shapes of grief more than himself to wail;

which, look'd on as it is, is nought but shadows

of what it is not.”
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The works of Igor Grubie, Avdan Murtezaoglu,
1|.'|;1_i.,| |!;|_i|_'1. bt and Adrian Paci have many points in
mman: they deal with personal topics and private
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identities within the specific turbulent social context
if countries in transition. They demonstrate both
their embedment in secial reality and a shift aw

it Through minimal intervention intoe evervoday

hey open the depths of deepest collective and

individual frustrations, tears and desires, and
ndirectly touch upon prohlEms af sex and gender
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These works embody and materialize excessive
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andd 1n that sende they are not realistie, but point o the
Real, which cannot be symbolized, In the artises’
analvsis, the poing 15 not to deconstruct the fascinating
g LIl e of NEges bt 1o recs o lize the unbearable
presence of the Real, revealed when we “look awry™ at
. Im that sense the title of the exhibition

functions also as the key to read the works and as an

the pactur
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i The title has bean taken from the book by Slaval
Fitek in which he analyzes cinema from theé Béfspec-
tive of Lachnian piychoanalyisg, Lookiveg Awry - An
Introciuction fo .-.'.--'.:r'.r":l acan throwgh poowlar
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Croatian artist | FOF GRU B1Cs work, Velver
Undergronnd, presents photographs of peap sfuimd
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images sugpests that these are the autobiograp

sl frorm an inmate. The placement of the texes and

notes of the costumed inmates, The charming illiteracy
crammatical and logienl ineptness [which borders on
inarticulateness | expresses an honesty which indicntes
that the costumed bodies must be the Inmates
However, thie masked inmarte is acrually the artist
himse II I ] |'- rsom in the stuffed toy cosmume, and his
vellinge o childhood memories, do not sugreest a
lubsier : i | i "_:-:|' Ol il ke that orponates in
childbnd troumas. This prevents the viewer fron
lircctly participating in nostalgia for the lost object
i formin ¥ 1 sl F-camm |'l| icent realizmtion that even
FEETHLTEL S WETE O children and are also somieome"s
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nastalgia for the lost object and childhood, for the
naive, non-corrupted perspective of o child — a subject
who can still experience immediate enjoyment -
and the anxiety that we feel at the imits of freedom
imposed by prison, captiviry, and punishment. The
immediacy of this identification is frustrated by the
realization that it is not about the opposition between
prisan and freedom/childhood, or the nostalgia for the
lost valley of childhood, but about the unpleasant
knowledge that we are separated by an irredeemable
gap from the naive gaze of the other, of the subject
who can still immediately enjoy despite the tragedy
of the human condition, and that the identification of
the viewer with the abject of the picture is out of the
question. The artist as a prisoner communicates his
own trama of prison and his frustration by the regime
of punishment, all the while appropriating sther
people’s stories, behind which he stavs hidden.

Turkish artist A¥vdan MURTEZAOGLU
photograph (above) shows the artist from the back,
sitting om o bench on the bank ul’]hm:p]mrl.t.-; and
facing the cityscape of Istanbul, which is slanted left
Im another work in the exhibition, the artist again
turns her back to us while standing on a roof
everlooking the city. She holds on to an antenna and
hl.':ﬂ-J!- towards the r:i|.:|1! while 1r_l.'ini.1 {144 1:4_1'[- hl_-r
balance against the strong wind, The slanted ety
seemingly refers to the trauma of the cine's 1999
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Bicdrian PACI

Adan MURTEIADGLY | Ustitled

L'LII'I'tl.|llL1]~LI.' and of the regime used to cope with the
tremars of the renovation process, The angles in the
tilted image invoke typical political leanings of left
and right. Again, the artist herself is the protagonist
but while Grubié hides behind a mask, Murtezaogia
turms her back on us, The viewer's gnze is possible only
over her shoulder, We cannot sssume her perspective,
but only decode o slanted view. Her back guards the
city, and the artist is like a sphinx, not enly an outside
viewer but also a participant in the social situation. In
away similar to Grubié, who speaks about his own
status, assuming the prison as the lecation and another
person's childhood as his starting poing, Murtezsogl
also speaks about the status of artists in Turkish
society, in which she intervenes by her moedest gesture
of manipulation performed in P.||.;,:-r|,l;.'|||._|'g:-“ ;

Adrian PA C1, an Albanian artist who has been
living in Milan for years, deals with the circumstances
of our limited perception in his work, and with the
shortages and impossibilitics of experiencing important
pspects of everyday reality. In his video Vajtojca, the
artist stages his own death, The video depicts the
ritual of mourning a decessed person, customarily
performed by professional wailers in Albania. The
mesmerizing singing of a wailer is highly suggestive,
and there are moments when it seems that the singing
creates an experience of the other side, but in fact since
the wailers are hired professionals, the performance is
oot authentic, The enchanting quality of the voices
delays the realization that the corpse on the altar is
breathing, and when he stands up, we feel relicved for a
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death is staged. The living corpse — the artist him
is & metaphor of several sd entikies ||‘.'.'||'|:-|_
dissident and father. It i o minimal intervention ingoe
reality that fails in its efforts to make known the
ultimate secret of death, and opens itself 1o the
domain of secial interaction and the traumatic
PErMESsSIVEness af |:|:||'|‘.i|l:|' dlentities

The work of V] :I_i.'l BAJEVIC is related to her
personal biography and the political and social

the 194005, The
dizsident position of Rajevié, who has been living in

circumsiances in '!'I.I;.!l."'-\-lll".' ia during

Pars since the early 19940z, exists as a result of her

connections to Sarajevo and her eritical distance to the
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Mala BAJEVIC | Bach in Black

city and to the new dominant ideslogy, as well as o the
plitical and national condition after the war in Bosnia
and Hi rEeEoving Her work Back in Black consists of a

double projection of a video taken in the nostalgic
atmosphere of a cabé decorated by various portraits of
Josip Broz Tito, the leg

sndary president of Socialist,
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mid Yugoslavin, a country in which the
national, gender and class questions were supposedly
solved once and forever. As on a stage, the masked
persons tell dark, cruel and cynical jokes about
wartime Sarajevo. The socks on their faces initially
recall an armed and masked robber from the early ages
af terrorism, when faces were still hidden, but the
function of the mask i3 nat o hide the face, but to make
it recagmizable — to make it identical and replaceable
and ta prévent easy and naive identifheation. This is

also the function of the jokes: their dark humor eludes
understanding, and they do not sugpest that humar is
thee vital ENETEY that !'r:||.|'.|1'|'-|15 over all the difficulies,
nar dises it ereate a distance from reality; hurmor
denotes the very Real that cannot be symbaolized
The cruelty of jokes is the anly truth, the unutterable
the trauma that is not being dizcussed, and post-war
Sarajeve acknowledges it in the form of jokes.

All the works function in a socially determined
conbext: the dissident position of Paci and the symbolic
death of the exiled, the war from the inside and outside,
f urbanity and the position of

1 does ot show her face] as woman

the social tissye
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and artist, and in the work of Grubié the prison ns an
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slanted gaze alss refers to the sitestion in countries in
transition, which is always ambigeous and equally
ortented to renewing :|":|.'j.!'l.:l.|-.]{'ﬂ| histor ¥ [mostalgia for
the security of the Socialist age] as to the projections of a
golden future [of real capitalism] in which everybods
will hawe l..'l.|l.I.I| O e tunities — in these eountries
normalization should guarantes the security of the
future, as wiell as it guarant

[ b ] I"I-l_I Oppress i ol ["Il_'
status guo, The past and the future are a burden for the
present, the present in which it is possible only to re
engct what was before, hoping that minimal shifts in this
process will open a new perspective, pregnant with
changes.®
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