Vito Trhuljak

Fee Coin

The exh ivided into two parts - one installa and two
projectio i h offering visitors a unique perspecti Nd sensory
experience in i hin the installation, carefully arrang are digital

prints of crafted with a diameter of 30 mm. These prints are
housed i bli hose used to hold numismatic val le and rare
coin speg

The presentation of the work does not imitate entions, or

strategies of spatial organization commo . stead, the
presenta s are closer to thoughtfully desig he circular
digital p feature abstract representations ts typically

seen on |store shelves, adorned with brightly i s and food
packagi These colourful product images from the
internet d then, with the help of compute ffects, trapsformed into

visual sy Is in the form of spirals. The spiral progress, it is also a
tool used in hypnosis. The product images are distorted into colourful spirals that are
complete nrecognizable compared to their original source.

The exhibition author suggests that each visitor is free to take one of the spirals they

like. The €apsules also contain a part of the economic exchange offered in this
exhibition, as each one contains a circular print and an unseen coin that can be
heard rattling inside. Some capsules contain a coin worth 10 or 20 cent hile others

have an even more modest content - a one- cent coin. By placing the apsules on
the gallery floor in close proximity to the wall, the artist mimics the “st gic” display
of goodslin a supermarket. However, by degrading the position of the allation on
the floor,/he also somewhat devalues the offered product.

As prom piral and a
coin for exchange
of mone . places a red sticker on the above the

emptied be, similar to the ones usually placed next

cating strong interest from the audience.
the artist’s
Iso received it for free. Moreover, they also received bney, while

simultan sly giving the gallery wall or the exhibition itself a new appearance. By
taking s i isi i i i even more
advantag ) box with the

print and the coin. One day, these may increase in value beyond their current
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nominal val Perhaps the artist's digital drawing will become significantly more
valuable, orf maybe the coin, once taken out of circulation, will gain ismatic
value much greater than its t worth. Or maybe neither will happen.

The installat occupies t oom of the gallery, inviting visitors to lore the
“charms” of N interaction. Moving into the midd] ction of
the gallery > i ing the first video, showing the transformations
of various i i i s. In the adjacent, dimly lit room, tors are
introduced cted onto the wall, bringing the ani ed spiral
vortices to | ge visitors to get lost in the exploration of the
swirling nat of consumer culture, engaging in the boundless fusion of the “art” of
items and the art of movement, while simultaneou ue ing the fu oning of
the gallery

By combin these two videos and incorpo installatiom and the
participatory involvement of the audience, the ex biosis of
commerce g art, emphasizing cyclical patterns i i ape our
world drive consumer desires.

At the same e, the goal of the exhibition is to emory of @rtists past
and presen ho utilized similar expressive means. For example, there are Boris
Demur's sp , @ form he saw in all aspects of life and nature, and Dubravka
Rakoci's enarmous circles, which she constantly repeats, always in new ¢olours and
twists. Final arcel Duchamp and his Rotorelief (1935) and Anémic Ci a (1926)
should be particularly emphasized as early predecessors of what will seen in
James Whi 's film Lapis (1966). In Lapis, a hallucinatory animate andala
accompanied by the sound of an Indian sitar speaks best to the spirit of the time in
which the fi as created, the era of flower children and the oneiric, relaxed hippie

movement. s film was likely among the first attempts to use a computer for its
production, fand computers were rarely accessible to artists at the time. However,
today, the computer is an indispensable element in the entire process of this work.

V.T.
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