
Muzej 21. stoljeÊa koristit Êe namjernu
neizvjesnost i svjesnu nepotpunost kako bi
izazivao poticajne promjene, a pritom i da-
lje hranio miran pogled.

Cedric Price

PrisjeÊajuÊi se obilaska Muzeja Sir
Johna Soanea u Londonu u druπtvu s
Cedricom Priceom, Hans Ulrich Obrist osvr-
nuo se na ulogu muzeja danaπnjice koja se
iz naπe situacije Ëini zanimljivom. Ljepota
umjetnosti ovisna je o polaganom zamjeÊi-
vanju (usporeno kretanje kao nova brzina).
Muzej buduÊnosti treba biti blizak onima
koji umjetnost stvaraju, a snaga se djelova-
nja, kako tvrdi Rem Koolhaas, moæe prona-
Êi i u zanemarenom, propuπtenom, u onoj
dozi “neposluha” koja Êe odreenu institu-
ciju uËiniti drugaËijom od ostalih. 

Nakon desetljeÊa Ëekanja, u Hrvatskoj
se grade dva muzeja - u Zagrebu je Muzej
suvremene umjetnosti veÊ poprimio prepoz-
natljiv oblik, dok projekt rijeËkog Muzeja
moderne i suvremene umjetnosti joπ uvijek
Ëeka usklaenje izmeu æelja, potreba i mo-
guÊnosti. Stoga ovaj broj Æivota umjetnosti
posveÊujemo temama muzeja i naËinima
na koje se suvremenoumjetniËki sadræaji
posreduju gledateljima. ©to se mijenja, tko
je danaπnja publika, πto ona oËekuje? I πto
joj muzeji, kao naËelno tradicionalne usta-
nove, mogu ponuditi u uvjetima kratkotraj-
nih interesa, sveopÊe dostupnosti te poima-
nja izloæbi kao svojevrsnih programa u koji-
ma se ne moramo nuæno snaÊi?

Nevjerojatno je, ali istinito, da su broj-
ne generacije povjesniËara umjetnosti,
likovnih kritiËara, umjetnika, profesora li-
kovne kulture i ostalih kojima je umjetnost
predmet profesionalne preokupacije, rijetko
bile u prilici susresti se s graom o kojoj su
uËili. Muzej suvremene umjetnosti prije
dvadeset je godina u KloviÊevim dvorima
pokazao dio svog fundusa koji u palaËi
Kulmer iz objektivnih razloga nije mogao
biti izloæen, a sa sliËnim se problemom no-
se i RijeËani. U meuvremenu je Zapadna
Europa izgradila fascinantnu mreæu muzeja,
pregradila je i dogradila postojeÊe, dok naj-
noviji primjeri govore o snaænoj ekspanziji
privatnih kolekcionara koji podiæu zanim-
ljive graevine i Ëije zbirke postaju dijelom
scene koja je odavno institucionalizirala
najraznovrsnije oblike umjetniËkih praksi. U
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1. Æeljko Badurina, Post-Art 27, 02/2006

A twenty-first-century museum will
utilise calculated uncertainty and conscious
incompleteness to produce a catalyst for
invigorating change whilst always produ-
cing the harvest of the quiet eye.

Cedric Price

Remembering the walk with Cedric
Price through the museum of Sir John
Soane in London, Hans Ulrich Obrist talked
about the role of today’s museums, which
seems interesting from our perspective. The
beauty of art lies in how slowly we perceive
it (slow motion is the new velocity); the
museum of the future should be close to
those who create art, while the force to act,
in the words of Rem Koolhaas, can be
found in the neglected, the omitted, in the
dose of “disobedience” that makes a certain
institution different from others. 

After waiting for a decade, Croatia is
building two new museums; the Museum of
Contemporary Art in Zagreb already dis-
plays a characteristic shape, while the pro-
ject of the Museum of Modern and Contem-
porary Art in Rijeka is still waiting for a rec-
onciliation between desires, needs and abil-
ities. Therefore, we dedicate this issue of
Æivot umjetnosti to the theme of museums
and ways of mediating the contents of con-
temporary art to the public. What is chang-
ing, who is today’s audience, what do they
expect? And what can that audience obtain
from museums, generally traditional institu-
tions, in the conditions of short-term inter-
ests, universal accessibility and exhibitions
seen as programs where a sense of direc-
tion is not a must?

Incredible but true: numerous genera-
tions of art historians, art critics, artists,
professors of visual arts and others who
deal with art as part of their occupation,
were rarely able to see the objects they lear-
ned about. The Museum of Contemporary
Art showed a part of its collection in the
gallery of KloviÊevi dvori twenty years ago,
since it could not be exhibited in the
Kulmer Palace for objective reasons; Rijeka
had a similar problem. In the meantime,
Western Europe built a fascinating network
of museums and rearranged and upgraded
the old ones, and the most recent examples
indicate a strong wave of private collectors
who erect interesting buildings and turn
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their collections into a part of a scene that
has long since accepted the most diverse
forms of art. In our society, unfortunately,
some things happen too late. It applies,
among other, to the collection of the Mo-
dern Gallery in Zagreb, finally presented to
the public at the end of last year. 

After years of waiting, public resent-
ment, loss of confidence in the institution,
oblivion creeping over the works that we
used to see on the Gallery’s walls, its man-
ager Igor ZidiÊ decided right before the end
of last year to open the doors of the Modern
Gallery to the lovers of painting, which
would have taken much less time in any
other civilized country. The exhibition had
been hailed as the painterly event of the
season even before it was opened, but the
public and press, craving for sensations and
looking for scandals everywhere, criticized
it on a particularly low level. There was so
much negative energy in such a small
space, so much desire to find the prints of
current and past loves on the walls, but
some much more important topics never
came to the attention of various “critics”. 

I visited the gallery several times on
Saturdays, blaming the management for
the opening hours, one of the several weak
points that will be mentioned. When there
is only one institution in Croatia with
exhibiting rooms showing a representative
selection of works created from 1800 till
now, who could be allowed to make them
publicly accessible on weekends only until
1 p.m.? ZidiÊ, of course, not caring too
much about other people’s opinions, often
avoiding others on his professional path,
opening some new routes while closing
many existing and used ones. 

I must say I tried from the very begin-
ning not to be swayed by the pressure of
the public and those painting experts who
often use their comments to attack other
activities of ZidiÊ. Maybe that is why I could
share the enthusiasm of Marina BariËeviÊ,
after years of books and catalogs, to happi-
ly see the works of art themselves, ade-
quately refreshed and arranged. After a long
time, I could consider the differences bet-
ween the colors of the continent and the
coast. I was intrigued by paintings I had
pushed to the back of my memory, since I
have always been immersed in contempo-
rary art. I was surprised by Montenegrine
Woman by Bukovac, looming in the dark,
painted a little before the artist opened him-
self to light and color. Therefore, let us start
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naπoj sredini, na æalost, neke se stvari do-
gaaju prekasno. To se, uz ostalo, odnosi i
na krajem proπle godine javnosti konaËno
predstavljen stalni postav Moderne galerije
u Zagrebu. 

Nakon godina iπËekivanja, primjedbi
javnosti, gubitka povjerenja u ustanovu, za-
borava koji je polako prekrio djela koja smo
nekoÊ mogli vidjeti na njenim zidovima, tik
pred kraj proπle godine ravnatelj Igor ZidiÊ
odluËio je otvoriti vrata Moderne galerije i
prepustiti likovnom svijetu ono πto bi u bilo
kojoj drugoj civiliziranoj zemlji trajalo mno-
go kraÊe. Postav je proglaπen likovnim do-
gaajem sezone i prije nego πto je bio otvo-
ren, a senzacijama skloni javnost i tisak,
koji u svemu traæe skandale, popratili su ga
kritikama osobito niske razine. Koliko li je
samo negativne energije na tako malom
prostoru, koliko æelje da se na zidovima
traæe otisci sadaπnjih i bivπih ljubavi, dok
neke mnogo vaænije teme nisu doprle u sre-
diπte interesa kojekakvih “kritiËara”! 

Posjetila sam galeriju viπe puta zare-
dom, subotom, zamjerajuÊi upravi radno
vrijeme koje je jedna u nizu slabih toËaka o
kojima Êe biti rijeËi. Jer, tko si u danaπnje
vrijeme moæe i smije dozvoliti da su izloæ-
bene prostorije jedine ustanove u Hrvatskoj
u kojoj je ovoga trenutka moguÊe vidjeti
reprezentativan odabir djela nastalih od
1800. godine do danas, javnosti vikendom
na raspolaganju samo do 13 sati? Dakako,
ZidiÊ ne vodi pretjerano raËuna o miπljenji-
ma drugih, u svom profesionalnom æivotu
Ëesto koraËa mimo ostalih, otvarajuÊi neke
nove puteve istodobno zatvarajuÊi mnoge
veÊ postojeÊe i isprobane. 

Moram priznati da sam od poËetka
nastojala ostati izvan pritiska javnosti i
onog dijela likovnih struËnjaka koji su se u
svojim komentarima nerijetko obraËunavali
s ostalim ZidiÊevim angaæmanima. Moæda
sam upravo stoga bila u prilici podijeliti en-
tuzijazam koji je iskazala i Marina BariËe-
viÊ, sretna πto su pred nama mnoga djela
koja su nam godinama bila dostupna tek
posredstvom knjiga i kataloga, osvjeæena i
opremljena na primjeren naËin. Nakon du-
go vremena bila sam u prilici razmiπljati o
razlikama u kolorizmu kontinenta i mora,
zaintrigirala su me platna koja sam pogur-
nula u pozadinu svoje memorije, zato πto je
suvremena likovna praksa u najveÊoj mjeri
predmet mog stalnog interesa. Ostala sam
iznenaena BukovËevom Crnogorkom utis-
nutom u mrak, nastalom neπto prije nego
πto Êe umjetnik otvoriti puteve svjetlu i boji.
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from what is good, from what makes the joy
of every lover of art: the fact that we are
facing almost seven hundred works of art,
arranged in a way that will remain the legit-
imate chronology up to the 1940s, an aux-
iliary method helping us to see them as a
continuous flow of events. 

ZidiÊ opens the section of 200 years of
Croatian art in the hall with the homage to
baron Vranyczany, the owner of the palace
housing the Modern Gallery, painted by
Bukovac, whose major painting The Dream
of GunduliÊ and a great work by MedoviÊ
are in the company of sculptures by ©utej
and Vulas. Such a forced dialog is a prolo-
gue to an exhibition that has some accept-
able parts. But it is marred by the visual
confusion resulting from the predominantly
smaller sculptures, placed on dark gray
pedestals, intruding among the paintings.
For example, the stone St. Dominic by
Robert Frangeπ MihanoviÊ is trespassing
into the field of vision of Kordun Outpost by
Oton IvekoviÊ, and similar intrusions of
sculptures into painted fields can be seen in
many rooms. As a medium, sculpture was
obviously less favored by the Modern Gal-
lery than painting, and such a gap in quan-
tity and quality works against unhindered
and concentrated viewing. Furthermore, the
sculptures are exhibited unacceptably from
the aspect of contemporary museum stan-
dards, and the choice of materials and col-
ors of the pedestals is wrong. In the exhibi-
tion space dedicated to the last decades,
the author of the exhibition layout Æeljko
KovaËiÊ places the sculptures on a metal
traverse stretching across two rooms, used
both as a pedestal and a partition. Such a
liberty of the architect, taken in the weak-
est part of the exhibition, has turned out to
be a particularly bad decision. 

Very early on, ZidiÊ decides to arrange
paintings in two rows, which can be justi-
fied by the quantity of works that greatly
exceeds the available space. But one is irri-
tated by the paintings hung above the doors
between rooms, making some of the por-
traits almost indistinct. We see the triptych
At Death’s Door by Mirko RaËki on a height
canceling the details of the ductus without
any justification. The gallery is not a
church, paintings exhibited on such heights
are not parts of altar groups; neither their
composition nor their themes are suited to
the viewpoint of “the humiliated and the
downtrodden”. In some parts, the vertical
order of paintings hung on metal ropes

Stoga, krenimo ovom prilikom od onog πto
je dobro i πto svakog zaljubljenika u umjet-
nost veseli, a to je Ëinjenica da je gotovo
sedamsto djela pred nama. Rasporeenih
na naËin koji Êe do Ëetrdesetih godina 20.
stoljeÊa zadræati legitimitet kronologije kao
jedne od pomoÊnih metoda πto pripomaæu
da djela promatramo u kontinuiranom slije-
du zbivanja. 

ZidiÊ otvara dionicu 200 godina umjet-
nosti u Hrvatskoj dvoranom u kojoj je pos-
vetu barunu Vranyczaniju, vlasniku palaËe
u kojoj se nalazi Moderna galerija, naslikao
Bukovac, uz Ëije reprezentativno platno
GunduliÊev san i sjajnog MedoviÊa postav-
lja ©utejevu i Vulasovu plastiku. Taj prisilni
dijalog prolog je postava koji u nekim dijelo-
vima funkcionira na prihvatljiv naËin. No,
ono πto smeta vizualna je zbrka nastala
postavom skulptura redom manjih formata
meu slike, smjeπtenih na tamnosive post-
amente. Kameni Sv. Dominik Roberta Fran-
geπa MihanoviÊa tako ulazi u vidno polje
slike Otona IvekoviÊa Predstraæa na Kordu-
nu, a sliËan se prodor skulpture u oslikana
polja zbiva u mnogim prostorijama. Skulp-
tura je evidentno medij kojem Moderna
galerija nije posveÊivala onoliku pozornost
kao slikarstvu, pa taj raskorak u koliËini i
kvaliteti ide nauπtrb neometanog i koncen-
triranog pregleda. Osim toga, naËin izlaga-
nja skulpture neprihvatljiv je za suvremene
muzeoloπke standarde, odabir materijala i
boja postamenata je promaπen, dok u izloæ-
benom dijelu posveÊenom posljednjim de-
setljeÊima autor postava Æeljko KovaËiÊ
smjeπta skulpture na metalnu traverzu koju
razvlaËi kroz dvije prostorije, koristeÊi ju
istodobno kao svojevrsni postament i kao
prostornu pregradu. U tom, i inaËe najsla-
bijem dijelu postava, taj se ustupak arhitek-
tu pokazao kao osobito loπa odluka. 

ZidiÊ se vrlo rano odluËuje i za postav-
ljanje slika u dva reda, o Ëemu se moæe raz-
govarati, pogotovo s obzirom na koliËinu
djela koja uvelike premaπuje raspoloæiv
prostor. No, ono πto daleko viπe smeta su
slike smjeπtene iznad prolaza meu pros-
torijama, pa neki od tako izloæenih portreta
postaju gotovo neraspoznatljivi. Triptih
Pred vratima smrti Mirka RaËkog proma-
tramo na visini na kojoj se gube detalji duk-
tusa, a da pritom ne nalazimo nikakav raz-
log za tu odluku. Galerija nije crkva, slike
izloæene na tim visinama nisu dijelovi
oltarnih sklopova, a ni kompozicijom niti te-
matikom ne pristaju da ih gledamo ih
rakursa “poniæenih i potlaËenih”. U poje-
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dinim detaljima postava slika jedne iznad
druge, posebno zbog koriπtenja metalne
uæadi na koje su objeπene, ta je uæad tre-
bala biti izbjegnuta, kao na primjeru slika
Slave Raπkaj. Uz to, ZidiÊ se odluËuje na
ponavljanje motiva, usporeujuÊi prikaze
pojedinih autora, poput RaËkog i Sessije,
koji slikaju prizor mrtve djevojke na odru.
Ponekad Êe to biti zanimljivo, no kad se
sliËnom metodom posluæi previπe puta, ona
se pretvara u nepotrebno inzistiranje na
motivici kao kljuËnom kriteriju posredova-
nja sadræaja.  

Razvidno je da ZidiÊ kombinira krono-
loπki postav s djelomiËno provedenim te-
matsko-sadræajnim principom, no taj je spoj
teπko odræiv, u πto Êe se uvjeriti veÊina pos-
jetitelja. Iako se Ëesto susreÊemo s praksom
da jedna osoba potpisuje postav odreena
muzeja, Ëudi me πto ZidiÊ nije iskoristio
struËnjake raznih generacija koji su godina-
ma djelovali pod okriljem Moderne galerije,
odnosno koji su trenutno aktivni. Moæda bi
raffinement jedne Mladenke ©olman, kao i
vrsno poznavanje suvremene umjetniËke
prakse Ane DeviÊ, da izdvojimo dvije kus-
tosice vrlo razliËitih generacija i interesa,
moglo ublaæiti nesporazume kojih ima, i
koji redom nastaju zbog samouvjerenosti
ravnatelja u ono πto Ëini. 

Uz to, u jednom od komentara spo-
menuto je kako ovaj postav mora kvalitetno
educirati posjetitelje, πto on ne Ëini. Brojna
publika nema priliku naiÊi na bilo kakvo
obrazloæenje problematike odreena raz-
doblja ni umjetniËkih sadræaja, niti su joj
posredovane osnovne karakteristike opusa
slikara i kipara Ëija su djela pohranjena u
galeriji. Uz radove nisu navedene ni tehnike
kojima su izvedeni ni podaci o autoru, osim
godine roenja i smrti. Takav postav izazov
je za laike koje je potrebno educirati. Proπlo
je toliko godina u sreivanju depoa, a usta-
nova Moderne galerije nije nam u stanju
ponuditi ono πto svaki muzej u svijetu koji
dræi do publike i æeli da se ona u πto veÊem
broju vraÊa, mora imati. U krajnjoj liniji, pi-
tamo se πto rade kustosi Moderne galerije,
zaπto nisu ukljuËeni barem u taj dio posla,
kojim bi se pridonijelo preglednosti i snala-
æenju u velikom broju izloæaka. Sve spo-
menuto publici mora biti dostupno krat-
kim obrazloæenjima smjeπtenima uz ra-
dove kojima zapoËinje odreeno razdob-
lje, odnosno problematika, dok pojedina
djela zahtijevaju pojedinaËno tumaËenje.
Tek nakon πto se to gledateljima ponudi
besplatno, treba oËekivati ukoriËeno

should have been avoided, as in the case of
Slava Raπkaj. Moreover, ZidiÊ repeats the-
mes, comparing the images of different
authors, like RaËki and »ikoπ-Sesija show-
ing dead girls lying in state. Sometimes it is
interesting, but when this method is varied
too many times, it turns into unnecessary
stress on themes as the key criterion of con-
tent mediation.  

It is clear that ZidiÊ combines the
chronological order with a partial theme /
content approach, but such a combination
is hardly justifiable, as most visitors will
notice. Although it is quite frequent that a
single person arranges the entire collection
of a museum, I wonder why ZidiÊ did not
turn to various generations of experts who
worked in the Modern Gallery for years or
still work there. Maybe the refinement of
Mladenka ©olman, or the excellent insight
of Ana DeviÊ into contemporary art - just to
mention two curators from very different
backgrounds and areas - would mitigate the
present misunderstandings that usually
result from excessive confidence of the
gallery manager. 

Furthermore, one of the comments
said that such a collection should provide
high-quality education to the visitors, which
is lacking here. The numerous visitors are
provided with no explanation of the issues
of specific periods or artistic contents, no
presentation of the basic features of the
styles of painters and sculptors exhibited in
the gallery. The works of art are not accom-
panied by basic data on techniques and
authors, except for the years of birth and
death. This collection is a challenge for the
uninitiated, who need to be educated. After
so many years of ordering the storerooms,
the institution of the Modern Gallery is not
able to offer us what should be offered by
any museum in the world that cares about
its visitors and tries to convince them to
come again. In the end, we wonder what
the curators of the Modern Gallery have
been doing, why they are not participating,
at least in that part of the work, which
would help people to find their way in the
multitude of works. All of the above should
be available to the visitors in the form of
short explanations placed next to the first
works of distinct periods or styles, and
some works would require individual inter-
pretation. Only when this is offered to the
visitors for free, one can expect a bound
publication dedicated to the collections of
the Modern Gallery.
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It can be noticed that Igor ZidiÊ is very
prone to the lyrical, the organic, the figural.
Of course, his choice of the works to be
exhibited was conditioned by what the
Modern Gallery managed to collect over the
years, but since I belong to the generation
remembering the old exhibited collection, I
must say it was with special pleasure that I
visited the few rooms on the second floor,
exhibiting the works of the postwar genera-
tion of authors. But it is precisely this part,
the “notorious second floor”, that includes a
whole lot of misunderstandings, to put it
mildly. The rural clashes with the urban,
there is strained communication between
the early naïve art, social themes and still
lives. Singled-out photographs of Zlatko
Gurski can hardly withstand the pressure of
Toπo Dabac in the immediate vicinity.
Room 17 introduces the final chaos, where
the postwar battles of individual expres-
sions indicate the political circumstances
and conditions of an emerging critical
thought (but most visitors do not know
enough about that). Geometric abstraction
versus naïve art, Picelj, Srnec, Knifer versus
the nudes of AugustinËiÊ - they live in diffe-
rent worlds. A forced contextual approach
that applies equal treatment to Jadranka
Fatur and the Group of Six Artists, that hud-
dles ©utej and Knifer in a small space, that
creates a cacophony of colors, forms and
styles, placing Experience of Amerika by
MurtiÊ so that it looks pale next to the
strong colors of the late Kulmer and Kinert
- it all confirms that ZidiÊ copes much bet-
ter with earlier periods. 

The last big room on the upper floor
contains large paintings, packing Demur’s
spiral together with the folded circle of
Dubravka Rakoci, squeezing Lepen’s sculp-
tures among the visually striking Kipke’s
paintings. The final straw is the choice of
recent photography, a frequently mentioned
topic that we choose not to ignore. Honest-
ly, the fact that Lupino published a couple
of photographs in Details in the long-gone
‘80s is of no interest whatsoever today.
Therefore, Modern Gallery would be better
off without photography, especially if they
intend to present it in this way. The same
applies to the choice of video art. The an-
nouncement that the part of the collection
from the ‘80s and after will be periodically
changed needs to be viewed with reserve.
In fact, we dare not think what “periodical”
could mean, since we waited so long for the
opening. 

izdanje posveÊeno zbirkama Moderne
galerije.  

Primjetno je u kolikoj je mjeri Igor ZidiÊ
sklon lirskom, organiËkom, figuralnom. Da-
kako da odabir djela za postav odreuje
ono πto je Moderna galerija tijekom godina
prikupila, no s obzirom na to da pripadam
generaciji koja se sjeÊa starog postava, mo-
ram spomenuti kako sam s velikim zado-
voljstvom nekoÊ posjeÊivala onih nekoliko
dvorana na drugom katu u kojima su bili
izloæeni radovi poslijeratne generacije auto-
ra. Upravo u tom dijelu - na tom “famoz-
nom drugom katu”, dogaa se Ëitav niz,
blago reËeno, nesporazuma. Tu dolazi do
sukoba ruralnog i urbanog, uspostavlja se
nategnuta komunikacija izmeu rane naive,
socijalnih sadræaja i mrtvih priroda, izdvaja
se fotografija Zlatka Gurskog koji sâm teπko
moæe izdræati pritisak Toπe Dapca u svome
neposrednu susjedstvu. U dvorani 17 poËi-
nje zakljuËni kaos, poslijeratni srazovi au-
torskih izriËaja upuÊuju na politiËke okol-
nosti i uvjete u kojima se poËela formirati
kritiËka misao (o Ëemu veÊina publike ne
zna dovoljno), a geometrijska apstrakcija i
naiva, Picelj, Srnec, Knifer i AugustinËiÊev
akt jednostavno ne diπu zajedno. Inzistira-
nje na kontekstualizaciji u kojoj se - sudeÊi
prema vienom - na jednakomjeran naËin
prilazi Jadranki Fatur i Grupi πestorice, do-
dirivanje ©uteja i Knifera na malom pros-
toru, kakofonija boja, oblika i poetika, Mur-
tiÊev Doæivljaj Amerike koji djeluje bljee uz
izraziti kolorizam neπto kasnijeg Kulmera i
Kinerta - sve to potvruje da se ZidiÊ daleko
bolje snalazi u ranijim razdobljima. 

U posljednjoj velikoj dvorani na gor-
njem katu slike su velikog formata. Guπe se
tako zajedno Demurova spirala i presavinu-
ti krug Dubravke Rakoci, Lepenove skulp-
ture su se stisnule meu vizualno dojmlji-
vim Kipkeovim slikama. ©eÊer na kraju je
odabir recentne fotografije, jedna od Ëesto
spominjanih tema koju bismo mogli izbjeÊi,
ali i ne moramo. Jer, uistinu, to πto je
Lupino davnih osamdesetih godina objavio
par fotografija u Detailsu danas viπe nikoga
ne moæe fascinirati. Stoga bi bilo bolje da
Moderna odustane od fotografije, pogotovo
ako ju namjerava ovako prezentirati. Kao
πto, uostalom, prezentira i odabir videora-
dova. A najavu da Êe se dio postava s djeli-
ma od osamdesetih do danas periodiËno
mijenjati treba uzeti s rezervom. Jer, πto u
stvari znaËi periodiËno kad smo na otvore-
nje Ëekali ovoliko dugo, to se ne usuujemo
ni predviati. 
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SjeÊam se Nove hrvatske umjetnosti,
projekta koji su ranih devedesetih godina
producirali kustosi Moderne galerije u su-
radnji s nekoliko struËnjaka posveÊenih re-
centnim umjetniËkim zbivanjima. To je bio
dobar primjer koji je pokazao u kolikoj mjeri
ta ustanova moæe odreagirati na suvremenu
praksu. S tom izloæbom u mislima ne mogu
vjerovati da nakon neπto viπe od deset godi-
na nije moguÊe napraviti reda meu oda-
branim individualnim izriËajima. Jer, prim-
jerenije je dræati se onoga πto moæe izdræati
komunikaciju unutar postava nego inzisti-
rati na teroru pluralizma koji ni umjetnicima
ni ustanovi u konaËnici ne ide u prilog. t

I remember New Croatian Art, the pro-
ject made in the early 1990s by the cura-
tors of the Modern Gallery in cooperation
with several experts interested in recent art
developments. It showed well to what ex-
tent that institution can react to contempo-
rary artistic practice. When I think of that
exhibition, I cannot believe that after more
than ten years it is impossible to order the
chosen individual expressions. In fact, it
would be appropriate to stick to those
works that can withstand communication
within the collection, instead of insisting on
the terror of plurality, which eventually ben-
efits neither the artists nor the institution. l

prijevod / translation: Marko Maras
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