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The awareness of the illusionary whole-
ness of the subject within itself and of

the architectonics of the world is a chronic
symptom of contemporaneity, paradoxically
resisted by an attempt to form an identity by
endlessly multiplying it. According to Re-
nata Salecl, the roots of being traumatized
by the authorities that are not up to their sy-
mbolic status are in collision with the man-
tra of the skillfully packaged demand for
self-realization, as well with the cynical re-
cognition that this demand is impossible.
This anxiety has been deepened by the up-
sets of AIDS, the unsolved legacy of colo-
nialism and totalitarianism, the globaliza-
tion confusion, the promises of ecstatic
cancellation of suffering in cyberspace, or
the hope of annulment of consciousness by
mutating into one’s own clone. The crisis
schizophrenically culminated in wars, either
in a direct way, as is the case here, or indi-
rectly, by aggressive waves of emigrants
and refugees who threaten the Western
“peace” to collapse. In Croatia, the war left
physically maimed and mentally tortured
individuals, both literally and metaphorical-
ly. As Julia Kristeva noted, commenting the
Balkans situation in a conversation, they
definitely feel that they cannot get the min-
imum that would allow them to continue
living without being exposed to such mental
and physical exhaustion as a consequence
of social and economic uncertainty. Altho-
ugh in the work of Kata MijatoviÊ we imme-
diately notice the very initiation neurosis of
the urgency to balance one’s internal and
external beings, one’s conscious and sub-
conscious, or more precisely, unconscious,
it is not possible to read the questioning of
the personal while neglecting the experi-
ence of such social reality.

“I am made up of the matter of my
dreams”, wrote Gaston Bachelard. Kata Mi-
jatoviÊ says the same thing in her Web-work
Dream Net (www.miroslav-kraljevic.hr /dre-
ams) (2001), in which she combines short
descriptions of her dreams from 1991 with
photographs which her partner Zoran Pave-
liÊ has been taking during the last ten years.
Plowed fields, an umbrella in an empty ro-
om, a tidy bed; these scenes are not devoid
of a sense of rejection, a residue of nostal-
gia, and of melancholy, but only when they
slowly fade out from the screen into a black-
ness from which emerge words that descri-
be a dream, the story really becomes a web
of fragments of the artist’s subjectivity. The
title itself, which contains the word “web”,

Svijest o prividu cjelovitosti subjekta
unutar sebe samog i  arhitektonike svi-

jeta kojoj se, paradoksalno, opire pokuπaj us-
postave identiteta kroz njegovo beskonaËno
umnaæanje, kroniËni je simptom suvreme-
nosti. Korijeni, kako prosuuje Renata Sale-
cl, traumatiziranosti autoritetima koji nisu
dorasli svojemu simboliËkom statusu, u sra-
zu su mantranog, vjeπto upakiranog zahtje-
va za samostvaranjem i ciniËnom pre/poz-
navanju nemoguÊnosti toga ostvarenja. Tje-
skobu su produbili πokovi AIDS-a, nerijeπe-
no naslijee kolonijalizma i totalitarizma,
zbrka globalizacije, obeÊanja ekstatiËnog po-
niπtenja patnje u kiber-prostoru ili nada po-
niπtenja svijesti mutacijom u vlastitog klona.
Krizu su do shizofrenog vrhunca doveli ra-
tovi, da li izravno kao πto je bio sluËaj kod
nas ili posredno, agresivnim uruπavanjem
“mira”  Zapada valovima emigranata i izbje-
glica. U Hrvatskoj je rat ostavio, doslovno i
metaforiËki, tjelesno osakaÊenog i  psihiËki
muËenog pojedinca. On pouzdano osjeÊa da
ne moæe dobiti, kako je primijetila Julia
Kristeva, osvrÊuÊi se u jednom razgovoru na
situaciju na Balkanu, minimum koji bi mu
dopustio da nastavi æivjeti a da nije toliko iz-
loæen mentalnom i fiziËkom iscrpljenju kao
posljedici socijalne i ekonomske nesigurno-
sti. Iako u radu Kate MijatoviÊ na prvi pogled
opaæamo upravo inicijacijsku neurozu potre-
be uravnoteæenja unutarnjeg i vanjskog biÊa,
svijesti i podsvijesti, ili preciznije, nesvjes-
nog, propitivanje osobnog nije moguÊe iπ-
Ëitavati izvan iskustva takve druπtvene zbilje.

“SaËinjen sam od materije svojih sno-
va”, zapisao je Gaston Bachelard. Kata Mi-
jatoviÊ u web-radu Mreæa snova - (www.
miroslav-kraljevic.hr/dreams) (2001.), u ko-
jem kombinira kratke opise svojih snova iz
1991. i fotografije koje njezin æivotni part-
ner Zoran PaveliÊ snima u posljednjih deset
godina, kaæe to isto. Prikazi oranice, otvore-
nog kiπobrana u praznoj sobi, uredno  sloæe-
nog kreveta, nisu ispraænjeni od dojma na-
puπtenosti, taloga nostalgije i melankolije,
ali tek kada s ekrana polako nestaju u crni-
lo iz kojeg izranjaju rijeËi opisa sna, priËa
doista postaje mreæa fragmenata umjetniËi-
na subjektiviteta. VeÊ sam naziv u kojem se
spominje “mreæa”, a to prati i web-dizajn
Ivana KraljeviÊa - rad naime otvara shema
nalik molekularnoj strukturi, krugovi s ispisi-
ma od 1 do 30, koliko je i snova te linije ko-
je ih povezuju - sugeriraju navigaciju bez
odreenog poËetka i kraja. ©toviπe, nakon
odreenog vremena praÊenje postaje viπe
uvjetovano unutarnjom logikom rada nego

ruæica
πimunoviÊ

svijest u/o 
nesvjesnom:
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consciousness
in/about the 
unconscious: 
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followed by the Web design by Ivan
KraljeviÊ - the work is initiated by a scheme
resembling a molecular structure, circles
numbered 1 to 30, which is the number of
the dreams, and of the lines connecting
them - suggests a navigation without a def-
inite beginning or end. Moreover, after a
while, tracking the work becomes more
conditioned by the internal logic of the work
than we could control and make our choic-
es. We delve deeper and deeper into stre-
ams of subconsciousness, and we don’t kn-
ow if it is the artist’s or ours. When Rosalind
E. Kraus analyzes the role and the meaning
of the notion of web in art, she lucidly notes
how its nonlinear structure, from the struc-
turalist viewpoint resembles a mythical one,
or, if we talk about psychoanalysis, it rese-
mbles the structure of the subconscious. As
we have already said, Kata MijatoviÊ appro-
priates both viewpoints, by choosing the
title of the work, and choosing her visual
material - for instance, when she invokes
the legacy of romanticism using a version of
a web, a window. The window - locus of the
reconstitution of the being, according to
Krauss - is closed in one of the dreams; a
curtain is drawn over it. Contrary to this
scene, in which the camera is characteristi-
cally aimed from the room to the window,
in the second scene we see the artist stand-
ing in the open, and behind her, windows,
both open and shut, filling half the cadre. In
one of the dreams, a window offers a dim
view of the kitchen, and this scene is labe-
led by a text containing a maternal referen-
ce, which is not insignificant. Personal my-
thology and the subconscious intertwine.

I sit in the kitchen, in the old house; my
mama is here, standing by the stove and watch-
ing through the window. It is dark outside; the
sky is far away and full of stars. I approach the
window and I see two stars falling, I loudly say
that now one should make a wish (I am sure that
my wish will be fulfilled), and at the same
moment I notice a hole opening in the sky, black
on the dark blue background of the sky. In fear,
it comes to my mind that one of the stars did it,
but the scene slowly changes and I understand
that what I see is not night sky, but an impro-
vised wooden façade, a screen with a hole in the
middle.

When she speaks about the states of
crisis and fragmentation - both of the artist
and of the esthetic object - Julia Kristeva as-
serts that, to talk about artistic work as an
expression of these states, we must invoke
the experience of psychoanalysis. Freud’s

πto moæemo kontrolirati i usmjeravati oda-
bir. Poniremo sve dublje u tokove, pitanje
je, vlastite ili umjetniËine podsvijesti. Kada
Rosalind E. Krauss analizira ulogu i znaËe-
nje mreæe u umjetnosti ona  lucidno zapaæa
kako je njezina nelinearna struktura, iz pozi-
cije strukturalistiËkog prouËavanja kulture
nalik onoj mita ili, ako je rijeË o psihoana-
lizi, strukturi podsvjesnog. Kata MijatoviÊ,
rekli smo, i nazivom rada i dizajnom, ali i
odabirom  vizualnog materijala - kada, pri-
mjerice, preko inaËice mreæe, prozora, prizi-
va naslijee romantizma - usvaja oboje. Po
Kraussovoj, mjesto rekonstitucije bitka, pro-
zor je u jednom od snova zatvoren, preko
njega je navuËena zavjesa. Za razliku od tog
prizora u kojem je kamera znakovito usm-
jerena iz sobe prema prozoru, na drugom
mjestu vidimo umjetnicu kako stoji na
otvorenom, a, iza nje, polovicu su kadra za-
premili prozori zgrade, otvoreni i zatvoreni.
U jednom od snova prozor pak otvara mutni
pogled na kuhinju i nije sluËajno πto uz taj
prizor stoji tekst u kojem se spominje majka.
Osobna mitologija i podsvijest se prepliÊu.

Sjedim u kuhinji, u staroj kuÊi, tu je
mama, stoji kraj πtednjaka i gleda kroz prozor.
Vani je noÊ, nebo je udaljeno i puno zvijezda.
Prilazim prozoru i vidim dvije zvijezde kako
padaju, kaæem glasno da sada treba zaæeljeti
jednu æelju (sigurna sam da Êe se ispuniti ono πto
sam zaæeljela), u isti mah spazim da se na nebu
otvara rupa, crna na zagasito plavoj pozadini
noÊi. U strahu pomislim da je to uËinila jedna od
tih zvijezda, ali prizor se lagano mijenja i ja
razabirem da to πto gledam nije noÊno nebo, veÊ
improvizirano drveno proËelje, kulisa s rupom u
sredini.

Kada govori o stanjima krize i frag-
mentaciji - i umjetnika i estetskog objekta -
Julia Kristeva tvrdi kako se za govor o
umjetniËkom radu kao iskazu tih stanja mo-
ramo pozvati na iskustvo analize. Freudovo
shvaÊanje podsvijesti kao naπeg pakla, za-
kljuËuje Kristeva, presudno je za poimanje
neodvojivosti krize i ljudskog biÊa. Kata Mi-
jatoviÊ projekt smjeπta na skliskoj granici
susreta podsvjesnog i svjesnog, kao preo-
krenutom rukavicom poigrava se moguÊ-
noπÊu poistovjeÊenja nelogiËnosti sna i pro-
æivljene svakodnevnice. A ona je, ispripovi-
jedana kroz san, tmurna i neizvjesna, i za
razliku od sna ne pretpostavlja olakπanje
buenja. »ini se da je putovanje labirintima
sna koliko grËevito prebiranje po zapretanim
predjelima svijesti podjednako i komentar
noÊne more stvarnosti. Upravo stoga Mreæa
snova nije posvema hermetiËna, u njoj je
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umreæeno i kolektivno sjeÊanje u kojem je
svatko pozvan na prepoznavanje vlastitih,
sad psiholoπki sad socijalno uvjetovanih,
razina svijesti. 

Takvu je nakanu Kata MijatoviÊ trans-
parentnije provela u projektu Izabrani snovi
(2002.) koji je predstavila kroz tri odvojene
cjeline. U zagrebaËkom klubu MoËvara izve-
la je performans u kojem, zatvorena u ka-
vezu, sjedi na ljestvama i s publikom pro-
matra projekciju tekstova i fotografija iz Iza-
branih snova. Ali, dok Mreæu snova isklju-
Ëivo temelji na vlastitim snovima, sada su to
zapisani snovi i privatni fotoportreti Ivana

conception of the unconscious as our hell,
Kristeva concludes, is crucial to the notion
that the crisis cannot be separated from the
human being. Kata MijatoviÊ locates her
project on the vague border between the
conscious and the unconscious; as with an
inverted glove, she plays with possibility to
equate the illogicalities of dreams with the
experienced everyday life. And the every-
day, narrated thorough a dream, is gloomy
and uncertain, and contrary to dreams, it
does not imply the relief of waking up. It
seems that the journey thorough the
labyrinths of dreams is a frantic browsing

29

4



the tangled areas of consciousness, as well
as a comment of the nightmarish reality.
This is precisely why Dream Net is not com-
pletely hermetic; a collective memory is wo-
ven into it, in which everyone is invited to re-
cognize one’s own levels of consciousness,
conditioned psychologically and socially.

Kata MijatoviÊ realized this purpose
most transparently in her project Selected
Dreams (2002), which she presented in
three separated units. In MoËvara club in
Zagreb, she presented a performance in
which she was sitting on a ladder, inside a
cage, and together with the audience she
was watching the projection of the texts and
photographs from Selected Dreams. But,
while she based the Dream Net exclusively
on her own dreams, now it is about record-
ed dreams and private photo-portraits of
Ivan KoæariÊ, Marijan CrtaliÊ, Ksenija Tur-
ËiÊ, Vlasta ÆaniÊ… 

I dreamt about meeting a painter, a friend
of mine who had died not long before (Fruk). I
met him on the beach from Fellini’s dolce
vita. Surprised to see him, I greeted him cor-
dially and asked him how it was over there. He
answered it was fine. Somehow unhappy with
the answer, I continued to ask: “Well, what do
you do, do you paint?” He said he did paint and
that everything was somehow similar to “down
there”. The only difference was that there were
no systems of values. I explained this to myself,
then and many times after that - so, there is no
good and bad, up and down, beautiful and ugly,
black and white, nor blue and red… etc.

The experience was deepened by Ger-
shwin’s Summer Time, sung by Ella Fitz-
gerald and Janis Joplin. The second presen-
tation of Selected Dreams, in Hannover, is a
shift from the Self to the Other. Lit by a
spotlight, the artist was reading the dreams
of her friends, and the translator was sitting
in the dark part of the stage, translating the
text into German. Again, Bachelard comes
to mind - “Vision tells too many things at
once. The being does not see itself. Maybe
it listens to itself.” Therefore, the dreams
were spoken, and the music, which is for
Kata MijatoviÊ what is madeleine for Prou-
st, was replaced by voices, thus multiplying
their meaning and reception - through expe-
riencing the two colors, the rhythm of the
voices, intertwining the two languages that
not everyone in the audience understood,
and, of course, thorough the presence of the
author and the translator, acting either as
catalysts or as hindrances for the reception.

At the Urban festival in Zagreb last

KoæariÊa, Marijana CrtaliÊa, Ksenije TurËiÊ,
Vlaste ÆaniÊ …  

Sanjala sam da susreÊem jednog prijatelja,
slikara, koji je nedugo prije toga poginuo
(Fruk). Srela sam ga na plaæi iz Felinijeve
Dolce Vite. Iznenaena πto ga vidim, srdaËno
sam ga pozdravila i upitala kako je tamo.
Odgovorio mi je da je dobro. Nekako nezado-
voljna odgovorom, pitala sam dalje; “Pa πto
radiπ, jel’ slikaπ?”. Rekao je da slika i da je sve
vrlo sliËno kao “kod nas”. Jedina razlika je u
tome πto ne postoji sistem vrijednosti. Sama sam
sebi objaπnjavala, tada i mnogo puta poslije -
dakle, ne postoji dobro-loπe, gore-dolje, lijepo-
ruæno, crno-bijelo, pa ni plavo, crveno … itd.

Doæivljaj produbljuje Gershwinov Sum-
mer Time u izvedbama Elle Fitzgerald, Janis
Joplin. Druga izvedba Izabranih snova, u
Hannoveru, takoer je odmak od Ja prema
Drugom. Osvijetljena reflektorom, umjetni-
ca je na sceni Ëitala snove svojih prijatelja,
a simultana prevoditeljica sjedila u tami
pozornice na ljestvama i tekstove govorila
na njemaËkom. Na pamet i opet pada Bac-
helard - “Vid kazuje suviπe stvari odjednom.
Bitak ne vidi sebe. Moæda on sebe sluπa.”
Snovi su, dakle, bili i izgovarani, glazbu, ko-
ja je za Katu MijatoviÊ πto za Prousta  ma-
delaine, sada zamjenjuju glasovi, a time se
njihovo znaËenje i recepcija umnaæaju; kroz
doæivljaje dviju boja i ritmiËnosti glasa, pre-
kide, ispreplitanje nekima poznatog nekima
nepoznatog jezika i naravno prisutnost um-
jetnice i prevoditeljice kao katalizatora ili
smetnje prijemu. 

Proπlog ljeta na Urbanom festivalu u
Zagrebu Kata MijatoviÊ je, pak, lijepila  is-
pise Izabranih snova na tramvajske postaje
i izloge knjiæara. Tom su prigodom, kaæe,
sluËajni prolaznici odljepljivali i odlazili s tek
izloæenim tekstovima. ©to opet otvara nova
pitanja; u najmanju ruku ona koja Êe izrav-
no provocirati pretpostavke o tomu kako
Kata MijatoviÊ i kada govori o sebi, govori o
Drugom, odnosno kako nikad ne prestaje
njezino promiπljanje izvanjskog u kojem
ona/Drugi obitava. Na taj naËin dolazi do
sve iskrivljenije percepcije privatnog i jav-
nog unutar rada, on se, uvijek s odreene
udaljenosti i prikriveno, reaktivira i kao kri-
tiËki manifest stvarnosti. U sluËaju izlaska s
Izabranim snovima na ulicu, moæe se, prim-
jerice, spekulirati o tomu je li javnost doista
postala senzibilizirana za umjetnost, je li na
djelu tek potroπaËka ideologija prihvaÊanja
svega ponuenog i konaËno koliko je uopÊe
interpretiranje jednog ili drugog zanimljivo
umjetnici. Intrigira li je koliki su proËitali, a
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kamoli odluËili zadræati papir koji nudi san,
a ne poziv na protest ili vjeæbe joge?     

Katu MijatoviÊ komunikacija zanima, s
nesvjesnim, inzistira, treba svjesno sura-
ivati jer ono nikad ne laæe. Web-rad Mreæa
snova nastao je u suradnji s galerijom Miro-
slav KraljeviÊ na osnovu instalacije K+Z
(2001) predstavljene u Galeriji umjetnina u
Slavonskom Brodu, gdje je istovremeno iz-
lagao i Zoran PaveliÊ. UmjetniËini rukom is-
pisani tekstovi na prozirnoj najlonskoj foliji
bili su poloæeni po tlu i zidovima dok su gor-
nji dijelovi stupova dvoriπta bili obojeni bije-
lo, a donji crno, aludirajuÊi tako na dvojnost
yinga i yanga, zemlje i neba, noÊi i dana,
sna i jave. A sretna se sluËajnost - najljepπe
πto se dogodilo, otkrila je Kata MijatoviÊ u
razgovoru sa Æeljkom Jermanom, bila je
kiπica koja je poËela padati po “mojim sno-
vima” - pokazala kao znak da bi doista, san
mogao biti stanje budnosti za razliku od
umrtvljene jave. Upravo sukladno praksi de-
vedesetih koja se velikim dijelom oslanja na
feministiËku umjetnost Susan Hiller, Annete
Messager ili Marthe Rosler, ali deziluzioni-
rano odbija politiËki rakurs, Kata MijatoviÊ
je prvenstveno okrenuta samoispitivanju.
Svjesna nerazrjeπivosti pokuπaja, ona preko
traganja za izvornim fragmentima osobnosti
teæi artikulirati barem dio istine o biÊu u
krizi. Kao πto smo istaknuli, rad Kate Mija-
toviÊ nije gluho  nerazumijevanje socijalnog
konteksta u kojem nastaje. U projektu Pri-
vremeni smjeπtaj (2002.) koji je za Muzej
suvremene umjetnosti ostvarila sa Zoranom
PaveliÊem, ona se moæda najizravnije dosad
dotaknula teme rata, izbjegliπtva i svakod-
nevnice u kojoj je umjetnik baËen na mar-
ginu bez moguÊnosti da æivi od svojega stva-
ranja. Meutim, podstanarstvo na koje su
ona i njezin partner osueni ili iskustvo iz-
bjegliπtva njihovih obitelji, umjetnica i opet
podastire iz sebi svojstvenog poetiËkog ra-
kursa. U tom prigodom ostvarenom video-
radu Forsithya nadahnuÊe nalazi u grmu
plavog cvijeta u dvoriπtu iznajmljenog stana.
Vidimo ju kako pokuπava uÊi u njega, dva-
desetak se puta zalijeÊe i svaki put u tre-
nutku zaleta nestaje. Je li doista pokuπaj
ulaska/useljenja u bajkoviti svijet uspio ili
njezini stalni pokuπaji i nestanci sugeriraju
da je takva æelja tek iluzija? Istovremeno
nastaje i web-rad Posjet (www.katamija-
tovic.mi2.hr) gdje se pak nudi ulazak u Pa-
veliÊev i njezin te domove joπ trinaestero
prijatelja - Marije i Zlatka Kopljara, Tomis-
lava Gotovca, Markite FranuliÊ i Borisa
CvjetanoviÊa, Branke StipanËiÊ i Mladena

summer, Kata MijatoviÊ was putting the
prints of Selected Dreams on tram stations
and bookstore windows. On this occasion,
she says, passers-by were taking the texts
that had just been exhibited and leaving
with them. This poses some new questions,
which will, at the least, directly provoke su-
ppositions that, when Kata MijatoviÊ speaks
about herself, she speaks about the Other,
that is, that she never stops to contemplate
the outside where she/Other resides. In this
way, the perception of private and public
work is being distorted; it is being reactivat-
ed also as a critical manifesto of reality, but
always from a distance and only provision-
ally. For example, speaking about present-
ing Selected Dreams on the street, one co-
uld speculate about whether the public real-
ly became sensible for art, or is it only con-
sumer ideology of accepting everything that
is offered, and finally, is the artist herself
interested in these interpretations at all. Is
she intrigued by how many people have
read, let alone decided to keep a paper
offering them a dream, and not an invitation
to a demonstration or to join a yoga class?

Kata MijatoviÊ is interested in commu-
nication; she insists that one should con-
sciously cooperate with the unconscious,
because it never lies. The Dream Net origi-
nated in cooperation with Miroslav KraljeviÊ
Gallery, based on K+Z installation (2001),
presented in Galerija umjetnina in Slavonski
Brod, where Zoran PaveliÊ had his exhibi-
tion simultaneously. The artist’s texts, han-
dwritten on a transparency, were laid out on
the floor and on the walls, while the upper
parts of columns in the backyard were pai-
nted white, and the lower, black, thus allu-
ding to the binarity of yin and yang, earth
and sky, night and day, dream and wake. A
happy coincidence - the best that happe-
ned, Kata MijatoviÊ revealed in a conversa-
tion with Æeljko Jerman, was that rain be-
gan to sprinkle “my dreams” - was a sign
that dreaming could actually be a state of
awareness, contrary to the desensitized sta-
te of wake. In accordance to the practice in
the 90s, which largely leans on the feminist
art of Susan Hiller, Annette Messager or
Martha Rosler, but Kata MijatoviÊ, disillu-
sioned and rejecting any political angle, is
primarily oriented towards self-examination.
Aware that the attempt was impossible, she
searches for the primal fragments of the
self, aiming to articulate at least a part of
the truth about being in crisis. As we have
already pointed out, works by Kata
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MijatoviÊ are not deaf to the social context
in which they originate. In Temporary Acco-
mmodation (2002), a project that she reali-
zed with Zoran PaveliÊ for the Museum of
Contemporary Art, she touched the theme
of war, perhaps in the most direct way, as
well as refugees, and everyday life in which
artists are marginalized and deprived of
possibilities to make a living by doing their
work. However, the tenant status that she
and her partner are bound to endure, or the
experience of refugee status of their fami-
lies, are themes that the artist presents from
her peculiar poetic angle. In Forsythia vi-
deo, realized in this occasion, she finds in-
spiration in the blue flower in the back gar-
den of a rented apartment. We see her try-
ing to enter, she starts toward it twenty-odd
times, and every time she disappears in a
dash of it. Did the attempt to enter/move
into the apartment succeed, or her constant
efforts and vanishings suggest that such a
wish is only an illusion? At the same time,
the Web work Visit (www. katamijatovic.
mi2.hr), offers to enter her and PaveliÊ’s
home, and the homes of thirteen of their
friends - Marija and Zlatko Kopljar, Tomis-
lav Gotovac, Markita FranuliÊ and Boris
CvjetanoviÊ, Branka StipanËiÊ and Mladen
StilinoviÊ, Marijan Molnar, etc. Among
them is Georg Trakl, whose poetic great-
ness, which ended in a schizophrenic coca-
ine-induced dream at the onset of World
War I, is a permanent inspiration for Kata
MijatoviÊ.

In the texts within the Dream Net, cer-
tain words are emphasized by color-coding
- coal, narrow passage, feather, light, snow,
dust, night - or, otherwise - I am lying, I am
sitting, I am seeing. The artist systematizes,
she makes a list of her personal vocabulary
that she started in a series of earlier pro-
jects; among them was The Life of Trakl in-
stallation (1997). Presented in Zagreb Nova
gallery, it was based on three elements for-
ming a triangle - a black cardboard box on
one wall, a white shirt on the other, and on
the floor, a circle of salt with a glass of wa-
ter in the center. The materials used, as the
artist herself says, are actually embodied
words. As she describes, the black ink she
used to color the box means silence to her,
a cessation of empty talk about war and po-
litics. The salt and the glass of water sym-
bolize desire, a thirst for silence that she
equals with poetry. Kata MijatoviÊ argues
that the conscious can approach the uncon-
scious only in the language of poetry.

StilinoviÊa, Marijana Molnara. A meu
njima i Georga Trakla Ëija je pjesniËka veli-
Ëina,  shizofreno okonËana u kokainskom snu
na poËetku klaonice Prvog svjetskog rata,
stalno nadahnuÊe Kate MijatoviÊ.      

U zapisanim tekstovima na web-radu
Mreæa snova drugaËijom bojom ispisa na-
glaπavaju se odreene rijeËi - ugljen, uski
prolaz, pero, svijetlo, snijeg, praπina, noÊ -
ili pak - leæim, sjedim, vidim. Umjetnica sis-
tematizira, stvara listu osobnog vokabulara
koju je zapoËela joπ nizom prijaπnjih pro-
jekata meu kojima je i instalacija Traklov
æivot (1997). Postavljen u zagrebaËkoj Ga-
leriji Nova bio je temeljen na tri elementa -
na jednom zidu ovjeπena crna kartonska
kutija, na drugom bijela koπulja i, na tlu
galerije, krug od soli s Ëaπom vode u sredi-
ni, zatvorili su trokut. Koriπteni materijali,
kaæe umjetnica, u stvari su opredmeÊene
rijeËi. Kako opisuje, crni tuπ kojim je oboji-
la kutiju, za nju je πutnja, prekid ispraznog
brbljanja o ratu i politici. Sol i Ëaπa vode
simboliziraju æudnju, æe za πutnjom koju
poistovjeÊuje s poezijom. Svjesno se nesv-
jesnom moæe pribliæiti jedino jezikom poez-
ije, smatra Kata MijatoviÊ. 

Kada padne veËer, otac postade starac; u
tami odaja lice se matere skameni, a djeËak oÊuti
kako ga tiπti prokletstvo izopaËenog roda. Pone-
kad bi se spominjao svojega djetinjstva u kojem
je bilo mnogo bolesti, uæasa i mraka, potajnih
igara u vrtu zvjezdanom, ili kako je hranio πta-
kore u sumraËnom dvoriπtu. Iz modrog zrcala
izlazila je vitka spodoba sestre i on se kao mrtav
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survao u tminu. Poput rujnog voÊa, usta mu se
noÊu raspuknula, a zvijezde bi zablistale iznad
njegove nijeme æalosti. Njegovi snovi ispunjavali
su starinsku kuÊu prea. U predveËerje rado je
lutao zapuπtenim grobljem, ili bi razgledao
leπeve u sumraËnoj mrtvaËnici, zelene mrlje ras-
padanja na njihovim lijepim rukama. Na vra-
tima samostana zaprosio je komadiÊ kruha;
sjena vrapca iskrsnu iz tame i prestraπi ga. Kad
bi leæao u svojoj prohladnoj postelji, oblijevahu
ga neizrecive suze. Ali nikoga nije bilo tko bi mu
stavio ruku na Ëelo.

Trakl nije izdræao prokletstvo istjeranih
iz Raja, rekla je Kata MijatoviÊ, objaπnjava-
juÊi izloæbu Pripreme (1998.) za zagrebaËki
Muzej suvremene umjetnosti. Ona se, sa os-
miπljenih πest instalacija, nadovezala upra-
vo na Traklov æivot i raniju Æudnju (1996.)
predstavljenu u dubrovaËkoj galeriji Otok.
VeÊ je u toj instalaciji - sastojala se od veli-
kog kvadrata crnim tuπem premazanog no-
vinskog papira  i na njega poloæenog kruga
od soli - zasiÊena politikom kao jedinom te-
mom koja se  provlaËila kroz medije i razgo-
vore, Ëvrsto stupila na teren tiπine, jedini
prihvatljivi prostor odmaka od izravnog, ne-
uËinkovitog sudjelovanja. U Pripremi, slaæu-
Êi instalacije od same bjeline perja, platna,
soli, stakla i vode, umjetnica meu zagluπ-
no πaputanje opredmeÊenih rijeËi odjednom
unosi, kao snaæni kontrapunkt, toplinu drve-
ta. Trezvena suzdræanost jednih materijala
tako je slomljena jakom emocionalnom upa-
dicom, sjeÊanjem na djetinjstvo kada je
“djed predivno slagao cijepana drva”.     

RjeËnik osobnih rijeËi saËinjen od sno-
va/sjeÊanja Kata MijatoviÊ materijalizira  i u
projektima na koje se nadovezuju Mreæa
snova i Ispisani snovi. Jednim svojim snom
iz 1989. inspiriranu instalaciju Ugljen iz
podsvijesti (1999.), koja se sastojala od ka-
veza i unutar njega hrpe ugljena s izokrenu-
tim taËkama na vrhu, postavila je na otvo-
renom, uz zagrebaËki Studentski centar. Ka-
vez, koriπten poslije u performansima Ni-
sam svjesna (2000.) i Pomaku (2002.), oz-
naËava stvarnost, ili kako umjetnica kaæe,
svijest. “Æeljela sam da izgleda kao da sam
zaista siπla u rudnik-podsvijest, od tamo
iznijela tri tone ugljena na svijetlo dana i za-
tvorila ga u kavez - svijest”, zapisuje. I u toj
instalaciji, odnosno performansima, Kata
MijatoviÊ manipulira odnosima toplo-hlad-
no, svijest-podsvijest. Racionalnost svijesti
prikriveno, ali strastveno, tka ljubavlju, teæ-
njom za pripadnoπÊu, domom, πto prepo-
znajemo sad kroz uporabu cvijeta i drveta,
sad ugljena, vatre. Na sceni je Freud.

When the night fell, Father became an old
man; in the gloomy house, Mother’s face hard-
ened, and the boy felt the damnation of a
depraved family. Sometimes he would reminisce
about his childhood, in which there were many
illnesses, horrors and darkness, secret games in
the starry garden, and feeding rats in the gloomy
backyard. The slim figure of his sister would get
out of the blue mirror and he would collapse into
the darkness, as if he were dead. His mouth
would pop like a red fruit, and the stars would
shine over his silent sorrow. His dreams filled the
ancient house of the ancestors. At dusk, he would
wander on a neglected graveyard, or watch the
corpses in a gloomy mortuary, green patches of
decay on their beautiful hands. At the gates of a
convent, he asked for a piece of bread; a shadow of
a sparrow appeared from the darkness and star-
tled him. When he was lying in his cold bed, he
wept unutterable tears. But there were nobody to
put a hand on his forehead.

Trakl did not endure the damnation of
the exiled form Eden, said Kata MijatoviÊ,
explaining her exhibition entitled Preparatio-
ns (1998) for Zagreb Museum of Contem-
porary Art. With its six installations, it was a
continuation of The Life of Trakl and of earli-
er Desire (1996), presented in Dubrovnik
Otok gallery. In this installation - it consisted
of a large square, painted in black ink on a
newspaper, and of a circle made of salt - the
artist, annoyed with politics, had already
stepped on the territory of silence, the only
acceptable space of distance from direct,
ineffective participation. In Preparations,
assembling the installations from the whi-
teness of feathers, canvas, salt, glass, and
water, the artist suddenly puts the warmth of
wood within the loud whisper of the embod-
ied words, as a powerful counterpoint. In this
way, the sober discretion of the materials is
broken by a strong emotional incursion, a
remembrance of childhood, when “Grandpa
was beautifully arranging chopped wood”.

In her projects before Dream Net and
Written Dreams, Kata MijatoviÊ also materi-
alizes her personal vocabulary, made from
dreams/remembrances. Her installation Coal
from the subconscious (1999), inspired by a
dream from 1989, which consisted of a cage
and a heap of coal inside it, with a handcart
in upside-down position on top of it, she pre-
sented in the open, near the Zagreb Student
Center. The cage, which was to be used
again in performances I am not Conscious
(2000) and Shift (2002), signifies reality, or
as the artist says, the consciousness. “I
wanted it to look as I really descended to the
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mineshaft of the subconscious, dug out three
tons of coal and put it in a cage - the con-
scious”, she writes. In this installation, and in
the performances, Kata MijatoviÊ also deals
with oppositions of warm-cold and conscio-
usness-subconsciousness. She impregnates
the rationality of consciousness with love, a
yearning for home, which we recognize in her
materials: flowers, wood, coal, fire. Freud is
on the scene.

Das das Kind an seinem Bette steht, ihn an
Arme fast, und ihm vorwurfsvoll zuraunt:
Vater, siehst du denn nicht, dass ich verbrenne?

As a sequel to Coal from the subcon-
scious, in ambient installation Back from the
Unconscious (1999) in Zagreb Miroslav
KraljeviÊ Gallery, the artist added new words-
materializations to the longing to dive into the
unconscious: she put scissors into a blue pot
and filled it with water, and she presented
the fabric of her cut-out clothes, also infused
with water, as a series of canvases. As in the
most of her other projects, the sense of hear-
ing plays a part, too - the viewer hears water
splashing. To further examine the theme she
treated in Coal from the subconscious, to
open the door of the unconscious, Kata
MijatoviÊ returns to SC and performs I am not
conscious - in a closed cage, she sits at a
table covered with a white tablecloth, with
the blue pot, which she had used before, on
her head. Her persevering urge to under-
stand, to hear and to feel is almost painful; in
her performance Shift, presented in Zadar,
she silently stands beside the very same table
and watches its video projection. Sara
l’Aurora, a song by Eros Ramazzotti, provides
the sense of sweet and sour nostalgia -
Morning will come / there is a hope / every-
thing will change / you only have to believe/.

How it is in the Unconscious? (1999), a
performance she presented with Zoran
PaveliÊ in Zagreb Gradska Gallery is not
based on a dream, but is inspired by remem-
brances from childhood. But, do we manage
to tell the one from the other?

In the backyard of my grandmother’s house
in Branjina, near the entrance gate, beside the
rusty wire fence, grass and weed on the other side,
there was an old, narrow well, covered with moss.
It had no covering, and one would get water from
it using a tin bucket, hanging at the end of a long
rope. The bucket rested on a brick surface, and the
free end of the rope hung over the wire fence. You
would drop the bucket in the well using the rope.
First you would hear a thump on the surface of
the water, then a splash, and then you would
slowly rotate the bucket until it was full. Your

Das Kind an seinem Bette steht, ihn an
Arme fast, und ihm vorwurfsvoll zuraunt:
Vater, siehst du denn nicht, dass ich verbrenne?

Kao nastavak Ugljena iz podsvijesti
umjetnica Êe na ambijentalnoj instalaciji
Povratak iz nesvjesnog (1999.) u zagre-
baËkoj Galeriji Miroslav KraljeviÊ Ëeænju za
produbljenjem iskustva poniranja u nesvjes-
no obremeniti novim  rijeËima - materijali-
zacijama kao πto su plavi lonac u koji je
spustila πkare i napunila ga vodom te, ta-
koer natopljena vodom, tkanina njezine
izrezane odjeÊe izloæena kao niz (slikarskih)
platna. I ondje je, kao i u veÊini ostalih pro-
jekata, ukljuËen i osjet sluha - do proma-
traËa dopire zvuk pljuskanja vode. Kako bi
dalje istraæila temu zapoËetu Ugljenom iz
podsvijesti, otvorila nova vrata nesvjesnog,
Kata MijatoviÊ se vraÊa u SC i izvodi Nisam
svjesna - zatvorena u kavezu, sjedi za sto-
lom prekrivenim bijelim stolnjakom, a plavi
lonac, πto ga je veÊ rabila, stavlja preko
glave. Gotovo bolna potreba da shvati, Ëuje
i osjeti ne prestaje progoniti pa Êe u perfor-
mansu Pomak izvedenom u Zadru nijemo
stajati pokraj istog onog stola iz prethodnog
performansa i promatrati njegovu video pro-
jekciju. OsjeÊaj slatko-gorke nostalgije osigu-
rala je izvedba Sara l’Aurora Erosa Ramaz-
zotija - DoÊi Êe jutro/postoji nada/sve Êe se
promijeniti/samo treba vjerovati/. 

A performans Kako je u nesvjesnom?
(1999.) koji je izvela sa Zoranom PaveliÊem
u zagrebaËkoj galeriji Gradska umjesto da
bude potkrijepljen snom nadahnut je sjeÊa-
njem na djetinjstvo. No, uspijevamo li raz-
luËiti izmeu jednog i drugog? 

U dvoriπtu kuÊe moje bake u Branjini,
blizu ulazne kapije, uz zahralu æiËanu ogradu,
koju su s druge strane æice nadvisivali trava i
korov, nalazio se stari, uski bunar obrastao
mahovinom. Nije bio natkriven, a voda se iz
njega vadila limenim vedrom za Ëiju je ruËku
bio zavezan dugaËki konop. Vedro je stajalo na
ciglenu podnoæju bunara, a slobodni kraj konopa
visio je prebaËen preko æiËane ograde. Uz pomoÊ
konopa vedro se spuπtalo u bunar. Najprije bi se
Ëuo mukli udarac o vodenu povrπinu, zatim
pljusak i potom bi se vedro lagano okretalo u
vodi sve dok se ne bi napunilo. Ruke bi osjetile
otpor i povlaËile konop van, a voda iz vedra pre-
lijevala bi se po mahovini sudarajuÊi se sa
skliskim zelenim zidovima bunara. Na rubu
otvora, s unutarnje strane zida, urastao je
izmeu cigala grm divlje ruæe, Ëiji su cvjetovi
uvijek bili mokri od vode. Kad bi ih okrznulo
vedro ili ljudska ruka, moglo se vidjeti bijele
cvjetove i zelene nazubljene listove kako se miËu
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u tamnom vodenom zrcalu. Ljeto smo Ëesto znali
iz bunara izvlaËiti vedra puna vode po Ëijoj su
povrπini plivale latice divljih ruæa.

Svijest da smo zauvijek izgubili si-
gurnost djetinjstva, a joπ pojaËana gubitkom
doma, πokantni je rez pupËane vrpce sa sa-
mim sobom, spoznaja, kako kaæe Boltanski,
da u svima nama leæi mrtvo dijete. Kada
Kata MijatoviÊ za performans instalira stol s
kruhom, Ëaπom i tanjurom, krevet, zrcalo i
monokromna platna, ona joπ jednom pita
“tko sam?”, mjeri propusnost granica sjeÊa-
nja i sna. Njihovo preklapanje mutira u ha-
lucinantnu izvedbu, teatar apsurda koji u
stvarnom prostoru i vremenu neartikulirano
muca ne o sjeÊanju, nego doæivljaju doæiv-
ljaja sjeÊanja. Odjeveni u ronilaËka odijela
Kata MijatoviÊ i PaveliÊ iz velikih plavih lo-
naca natapaju prostor i sve ondje izloæeno
vodom, pokuπavajuÊi uspostaviti prekinuti
strujni krug izmeu unutarnjeg i vanjskog,
dijelova svijesti i podsvijesti koji bi mogli
potvrdili subjekt. Kao i u ostalim svojim ra-
dovima umjetnica odgaa pomiriti rascije-
pljeni identitet. Svjesna je neuspjeha poku-
πaja. Pojavljivanjem u ronilaËkom odijelu,
na πto poziva i svog partnera/Drugog, ona
do iscrpljenja, na makabralno komiËan na-
Ëin vodi ritualnu igru bez odgovora. ©toviπe,
kao πto u drugim radovima, primjerice, stav-
lja lonac preko glave, sjedi anonimno meu
gledateljima, okrenuta leima promatra svoj
rad, a i kada osvijetljena reflektorom Ëita,
ona Ëita tue snove i pretpostavka je da pro-
Ëitano hannoverska publika nije razumjela,
tako i sada maskirana, javno vodi intiman
razgovor  s osobnom proπloπÊu i traumom
odvajanja od nevinosti koju je, nada se, mo-
guÊe naÊi u nesvjesnom. Upravo taktikom
stalnog izmicanja, Kata MijatoviÊ nenasilno,
na isti taj Ëin navodi i gledatelja. Prepuπta-
njem saznajemo viπe o nama samima nego
πto nam je to umjetnica ikad rekla o sebi. t

hands would feel the weight and start pulling the
rope, and the bucket would bump into the slippery,
green walls of the well and spill over some water,
making the moss wet. On the edge of the opening,
from the inner side, a wild rose bush was growing
between the bricks, and its flowers were always
wet. When the bucket or a human hand touched
the flowers, you could see the white flowers and
green serrated leaves moving in the dark water
mirror. In summertime we often happened to
draw buckets full of water with wild rose petals
floating on its surface.

The awareness that we have lost the
protection of childhood forever, reinforced by
losing one’s home, amounts to cutting the
umbilical cord connecting us with ourselves;
a realization, as Boltanski says, that we all
have a dead child lying inside us. When Kata
MijatoviÊ for her performance installs a table
with slices of bread, a glass and a plate, as
well a bed, a mirror, and monochromatic
canvases, she once again asks “who am I?”,
measuring the permeability of borders betwe-
en remembrances and dreams. Their overla-
pping mutates into a hallucinatory performa-
nce, a theatre of the absurd that, in real time
and space, inarticulately mumbles not about
remembering, but about experiencing the ex-
perience of remembering. Dressed in diving
suits, Kata MijatoviÊ and Zoran PaveliÊ spill
water from big blue pots on everything that is
presented, trying to reestablish the broken
circuit between the inside and the outside,
between parts of consciousness and subcon-
sciousness that might confirm the subject.
As well as in her other works, the artist post-
pones the reconciliation of identity split. She
is aware of the failure. Appearing in a diving
suit, and inviting her partner to do the same,
she in a comical way performs a ritual game
without a solution, to the very exhaustion.
Moreover, in the same way as in her other
works - for instance, when she puts a pot on
her head, or sits anonymously among the
viewers, looking at her own work, or when
she, under a spotlight, reads other people’s
dreams, presuming that the Hannover audi-
ence did not understand it - now she leads
an intimate conversation with her own per-
sonal past and the trauma of separation from
innocence that she hopes to find in the
unconscious. Using the tactics of constant
avoidance, Kata MijatoviÊ nonviolently leads
the viewer to do the same action. By letting
go, we learn more about ourselves than the
artist had ever told us about herself. l

prijevod / translation: Goran VujasinoviÊ
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