
L U I S E  K L O O S
S I L E N T  L I G H T

Otvorenje izložbe održat će se 16. siječnja 2015. u 19:00 sati | Opening of the exhibition on 16th of January at 7:00 pm
Galerija Bačva | 17. siječnja - 8. veljače 2015. | Bačva Gallery | January 17 - February 8, 2015



Žarko Paić
PROSVJEĆENJE KROZ DRUGI POGLED
Luise Kloos – Silent Light

	 Do sada su se pojavila vrlo važna pitanja o 
poučavanju Holokausta kao posebne teme u javnom 
pamćenju. Humanističke i društvene znanosti postavile su 
niz pitanja o drugim traumatičnim povijesnim događajima, 
ali nikada s takvom neposrednošću. Kada bismo bili u 
mogućnosti govoriti o događajima nacističkog horora i 
genocida da se povijest nije razlomila ili se raspršila u to-
liko fraktala i opsega da je takozvana “velika igra“ svjetske 
univerzalne povijesti postala gotovo zastarjela?1 Pitanje jav-
nog pamćenja nadilazi granice između “privatnog“ i “korpo-
rativnog“ u modernim industrijskim društvima. U teorijske 
bi svrhe bilo korisno načiniti konceptualnu razliku između 
dva stanja unutar pamćenja kao kolektivnog i individual-
nog procesa samosvijesti: 1) pamćenje kao neograničen tok 
informacija, podataka, osjećaja kroz međusobno posredo-
vanje medija; 2) pamćenje kao aparat uklopljen u cjelokupni 
sustav društvenih, političkih, ideoloških i kulturnih diskursa.2 
Razlika se najviše može osjetiti kada u svom primordijalnom 
stanju bića otkrijemo tektonske pomake. Dva sjećanja dvije 
su povijesti čovječanstva, duboko i traumatično međusobno 
povezane. Aparat ima neizravnu i potpuno nevidljivu moć 
nad tijelom u ovim umreženim okruženjima. Stoga prvo 
pamćenje, autonomno i djelomično oslobođeno od ovog 
drugog, mora pokušati otvoriti novi pogled ili raskinuti stare 
veze između slobode pamćenja i aparata kao instance kon-
trole u prikupljenim informacijama iz “prošlosti“. Štoviše, 
pitanje oslobođenja pamćenja od aparata kao novog ob-
lika medijski kontroliranog društva može se žurno postaviti 
kad god se na rubu kaotičnih okolnosti bavimo povratkom 
metapolitičkih pokreta koji su duboko kontaminirani „blut 
und boden“ ideologijom ili nekim drugim postmodernim 
klišeom, poput suvereniteta nacionalne kulture, itd.3 Kako 
su, na tom putu, i iz koje perspektive, suvremeni umjetnici 
pokušavali pripremiti gledatelje kao interaktivnu zajed-
nicu za primanje traumatičnog slijeda prikaza ili duhovnih 
podataka nekog događaja koji se više ne može prizvati u 
pamćenje kao totalitet procesa ponovne izvedbe? Raz-
mjeri su Holokausta, u kombinaciji s postmodernom mišlju, 
proizveli ključno pitanje o tome kako se sadašnje i buduće 
generacije koje nisu doživjele taj događaj mogu sjećati is-
toga.    
 
Hoće li javnost biti šokirana i isprovocirana umjetničkim 
prikazima koji reproduciraju sada već klišeizirane foto-
grafije pa čak i kičaste prikaze s kojima smo već jako dobro 
upoznati ili se može proizvesti neki drugi oblik reprezen-
tacije s referencama na Holokaust  i uspjeti u tome? Među 
mnogim sličnim izložbama diljem svijeta koje kustosi 

1	  Vidi. Henry W. Pickford, The Sense of Semblance: 
Philosophical Analysis of Holocaust Art, Fordham University Press, 
Fordham, 2013.
2	  Vidi. Žarko Paić, „Događaj i razlika“: Performativno-
konceptualni obrat suvremene umjetnosti“, u: Treća zemlja: 
Tehnosfera i umjetnost, Litteris, Zagreb, 2014., str. 63-105.
3	  Vidi. Žarko Paić, Sloboda bez moći: politika u mreži 
entropije, Udruga Bijeli val, Zagreb, 2013.
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ENLIGHTENMENT THROUGH ANOTHER GAZE
Luise Kloos – Silent Light

	 There have been very important questions, up to 
now, regarding the teaching of the Holocaust as a special 
suject in public memory. The humanities and social sci-
ences have produced a number of questions about other 
traumatic historical events, but never with such immediacy. 
When would we be able to speak about the events of Na-
zi-horror and genocide if the history has not fragmented 
or disappeared into so many fractals and scopes making 
the so-called „big game“ of world universal history almost 
obsolete?1 The question of public memory goes beyond 
the borders of „private“ and „corporate“ in modern indus-
trial societies. It would be useful, for theoretical purposes, 
to make the conceptual difference between two conditions 
inside the memory as collective and individual process of 
self-consciousness: 1) memory as an unconditional flow 
of information, data, emotions through media inter-medi-
ations; 2) memory as an apparatus incorporated into the 
whole system of societal, political, ideological and cultural 
discourses.2 The difference has its main effects when we 
detect tectonic transformations in our primordial state of 
being. Two memories are two histories of mankind, deeply 
and traumatically interconnected. The apparaturs has in-
direct and fully invisible power on the body in these net-
worked environments. Thus, the first memory, autonomous 
and partly emancipated from the second one, must try to 
open the new scape or crash the old links between free-
dom of memory and apparatus as control instance in co-
llected information from the „past“. Moreover, the ques-
tion of emancipating the memory from the apparatus as 
new kind of media controlled society might be urgently 
posed whenever on the edge of chaotic circumstances we 
are engaged with the return of metapolitical movements 
which are deeply contaminated with the ideology of „blut 
und boden“ or some other postmodern cliché, like the so-
vereignty of the great national culture, etc.3 Along the way, 
how and from which perspective do contemporary artists 
attempt to prepare the spectators as interactive community 
to catch the traumatic flow of images or spiritual data of 
an event which can no longer be collected in memory as 
the totality of re-enactment processes?  The scale of the 
Shoah, combined with postmodern thought, has provoked 
the essential question of how the present and future ge-
nerations that did not experience the event can remember it.  
 
Will the public be shocked and provoked by the artistic re-
presentations that reproduce the now clichéd photographs 
and even kitsch-like images that we know too well, or 
can some other form of post-Shoah representation actu-
ally be produced and succeed? Among many similar exhi-
bitions in the whole world organized by curators on theo-
retical assumptions that we have to catch the new wind 

1	  See. Henry W. Pickford, The Sense of Semblance: 
Philosophical Analysis of Holocaust Art, Fordham University Press, 
Fordham, 2013.
2	  See. Žarko Paić, „Event and Difference“: Performative-
Conceptual Turn of Contemporary art“, in: Third Land: Technosphere 
and Art, Litteris, Zagreb, 2014., pp. 63-105. 
3	  See: Žarko Paić, Freedom without power: The politics in 
the network of Entropy, White Vawe, Zagreb, 2013.



postavljaju na temelju teorijske pretpostavke da moramo 
slijediti nove trendove, ne samo u suvremenoj umjetnosti, 
nego posebno na području nove vizualne kulture, smatram 
da jednu među njima treba prepoznati kao paradigmatičnu. 
 
Lego koncentracijski logor, zlatni broš s natpisom Jude i 
velika hrpa trupaca koji krvare, neki su od radova koji se 
mogu vidjeti na izložbi Black Milk – Holocaust in Contem-
porary Art. Trinaest međunarodnih umjetnika iz Bolivije, 
Danske, Izraela, Poljske, Južne Afrike i SAD-a na različite se 
načine, polazeći od vlastitog kulturnog konteksta i perspe-
ktive bavi temom Holokausta. Radovi iznenađuju, neki su 
konfrontacijski, dok su drugi poetični, a svi zajedno postav-
ljaju pitanje na koji se način današnja umjetnost može ili 
treba baviti jednim povijesnim događajem poput Holokausta. 
 
Naziv izložbe, Black Milk, preuzet je iz pjesme “Death Fugue“ 
iz 1945. koja opisuje iskustvo koncentracijskog logora 
samog Paula Celana. Neočekivani spoj “crnoga“ i “mlijeka“ 
također odražava “suprotstavljene“ radove na izložbi kao i 
iznenađujući način na koji se umjetnici bave temom Holo-
kausta. Temama kao što su žrtve u odnosu na mučitelja, pri-
kazi neprijatelja, demagogija, kolektivno pamćenje i zagrobni 
život, ovi se umjetnici bave na inovativan i ponekad neukroćen 
način. Radovi su vrlo iznenađujući; neki su drski, dok su drugi 
poetični. Koriste poznate simbole i povijesne reference u no-
vom kontekstu koji odražava suvremene poglede na Holo-
kaust. Umjetnici koji su sudjelovali na izložbi, među njima i 
Miroslaw Balka kao vodeći umjetnik ove orijentacije, svojim 
raznolikim glasovima i radovima, pokazuju zašto je i na koji 
način tema Holokausta dirljiva i danas, kao povijesna trau-
ma i simbol zločina koji je čovječanstvo počinilo protiv sebe. 
 
U svojoj knjizi At Memory’s Edge: After Images of the Holo-
caust in Contemporary Art and Architecture, James E. Young 
postavlja ključno pitanje: “Kako se generacija umjetnika 
nakon Holokausta može “sjećati“ događaja koje nikada nije 
izravno doživjela?”.4 Priznaje kako ne može postojati jedin-
stvena formula, “konačno rješenje“, za suvremene umjetnike. 
Vratimo se na trenutak u srž problema pamćenja i sjećanja. 
Freud je slavnu definiciju psihoanalize definirao kao: Wo 
es war, soll Ich werden. No, u osnovi, imamo na umu da je 
proces kretanja povijesti od stanja prirode do stanja kulture 
postao ključni problem u trenutku kada su binarne opozicije 
(“priroda“ protiv “kulture“) postali ostaci pogrešne dijalektičke 
priče. Glavni problem Holokausta nije samo “konačno 
rješenje“ – istrebljenje Židova u koncentracijskim logorima 
diljem Europe i mobilizacija totalitarne ideologije NS-države. 
Problem leži u činjenici da Holokaust predstavlja promjenu 
paradigme suvremeno artikuliranih sustava globalnog nihi-
lizma moći, koji ima korijene u opsesiji stvaranja zajednice 
s onu stranu modernih industrijskih i tehničkih dometa.5 In-
formacije koje omogućuju komunikaciju nisu ništa više nego 
samo nove riječi kibernetike za stare pojmove metafizike. 
Ovdje napokon ulazimo u prostor-vrijeme kao radikalno uki-
danje odnosnih struktura temeljenih na uzročnosti i svrsi. 
Ako su odnosi bili povijesno određeni posebnim vertikalnim 
središnjim strukturama (Bog, ideje, supstancija, subjekt) 

4	  James E. Young, At Memory’s Edge: After Images of 
the Holocaust in Contemporary Art and Architecture,Yale University 
Press, New Haven, 2000.
5	  Vidi. Zygmunt, Bauman, Modernity and the Holocaust, 
Polity Press, Cambridge, 1989. i Franz Neumann, Behemoth: The 
Structure and Practice of National Socialism 1933-1944. Ivan
R.Dee, Chicago, 2009.

of fire, not only in trends of contemporary art, but parti-
cularly in the areas of new visual culture, it seems to me 
that one of them should be recognised as paradigmatic. 
 
A concentration camp in Lego, a golden brooch inscribed with 
Jude and a big pile of bleeding logs are some of the works 
one can encounter at the exhibition Black Milk – Holocaust in 
Contemporary Art. Thirteen international artists from Bolivia, 
Denmark, Israel, Poland, South Africa and the USA focus on 
the Holocaust in very different ways and from their own cul-
tural background and personal perspective. The works sur-
prise, some are confrontational, and others are poetic, and 
together they raise the question of how a historical event 
like the Holocaust can or should be dealt with in art today. 
 
The exhibition’s title,  Black Milk,  comes from the poem 
“Death Fugue” from 1945, which describes Paul Celan’s 
own concentration camp experiences. The unexpected coali-
tion of black and milk also reflects the exhibition’s contrast-
ing works and the surprising way in which the artists work 
with the Holocaust theme. They deal with themes such as 
victim versus torturer, images of the enemy, demagogy, co-
llective memory and the afterlife in an innovative and some-
times untamed manner. The works are surprising; some of 
them are brash, while others are poetic. They use familiar 
symbols and historical references in fresh contexts that re-
flect contemporary views on the Holocaust. The participa-
ting artists, Miroslaw Balka as the key artist of this orienta-
tion, with their varied voices and diverse works, show us why 
and how the Holocaust still touches us today as a historical 
trauma and as a symbol for humanity’s crime against itself. 
 
In his book At Memory’s Edge: After Images of the Holocaust 
in Contemporary Art and Architecture, James E. Young poses 
the decisive question: “How is a post-Holocaust generation 
of artists supposed to ‘remember’ events they never expe-
rienced directly?”.4 He admits that there can be no single 
formula, “no final solutions” for contemporary artists. Let’s 
go back for a moment to the very heart of the problem of 
memory and memories. Freud defined the famous formula 
of psychoanalysis as follows: Wo es war, soll Ich werden. But 
we must keep in mind that the process of moving history 
from the state of nature to the state of culture has become 
a crucial problem when the binary oppositions („nature“ vs. 
„culture“) are remnants of a false dialectical story. The main 
problem of the Holocaust was not only in the „final solution“ 
– extermination of the Jews in concentration camps all over 
Europe and the mobilization of the totalitarian ideology of 
the NS State. The problem lies in the fact that the Holocaust 
has represented the paradigm-shift of a modern articulated 
system of global nihilism of power, which has its roots in the 
obsession with the construction of the community beyond 
the modern industrial and technical scopes.5 

Information that enables communication is nothing more 
than just a new word for cybernetics for old concepts of 
metaphysics. Here we are finally entering the space-time 
as a radical abolition of relational structures based on 
causality and purpose. If relations were historically deter-
mined by specific vertical central structures (God, ideas, 
substance, subject), as Jacques Derrida once said,6 it is 

4	  James E. Young, At Memory’s Edge: After Images of 
the Holocaust in Contemporary Art and Architecture,Yale University 
Press, New Haven, 2000.
5	  See. Zygmunt, Bauman, Modernity and the Holocaust, 
Polity Press, Cambridge, 1989. and Franz Neumann, Behemoth: 
The Structure and Practice of National Socialism 1933-1944. Ivan 
R.Dee, Chicago, 2009.
6	  „If this is so, the entire history of the concept of 



kao što je Jacques Derrida jednom rekao,6 jasno je zašto 
kibernetika mora napustiti svaku mogućnost božanske 
providnosti i povijesnog samoodređenja. Koncept razmjene 
obrađenih i kontroliranih informacija zamijenjen je vjerom u 
Posljednji sud. Doista, sklop se formira u obliku kojeg svatko 
može prebaciti iz jednog stanja u drugo. Kada se informaci-
je prenesu u konstelaciju transformacije, događaj postaje 
postljudsko stanje umjetnog života (A-Life). U današnje 
se vrijeme, tehnoumjetnost kao produktivna kompleksnost 
informacijsko komunikacijske tehnologije, nalazi u poziciji 
moći nad prirodom i svijetom u cjelini. Tehnologija stoga 
djeluje baš kao i jezik u procesu komunikacije. Jezik osigu-
rava uvjete za mogućnost interakcije. Mogao bi se označiti 
kao agent-svrha nove tehničke interaktivnosti. U skladu s 
time, on transcendira naslijeđene prirodne jezike pove-
zane sa skupom informacijsko komunikacijske tehnologije. 
Jezik otvara vidike svijeta. Kada svijet postane tehničko 
okruženje jezik tada postaje aparat.7 Ako imamo na umu 

6	  „Ako je tome tako, cijela se pojma strukture, prije raskida 
o kojemu govorimo, mora promišljati kao niz supstitucija od središta 
do središta, kao lanac determinacija središta. Postupno i na uređen 
način, središte dobiva različite forme ili imena. Povijest metafizike, 
kao i povijest Zapada, bila bi povijest tih metafora i metonimija. 
Njezina izvorna forma bila bi – oprostite što tako malo pokazujem 
na primjerima i što sam tako eliptičan, kako bih što prije stigao 
do glavne teme – determinacija bitka kao prisutnosti u svakom 
smislu te riječi. Moguće je pokazati da su svi nazivi temelja, načela 
ili središta uvijek označavali konstantu neke prisutnosti (esencija, 
egzistencija, supstancija, subjekt/, aletheia, transcedentalnost, 
svijest, Bog, čovjek itd.)“ (Jacques Derrida, Pisanje i razlika, 
Šahinpašić, Sarajevo, 2007., str. 298)   
7	  Vidi. MartinHeidegger (1997.) Besinnung, GA, Vol. 
66, Frankfurt/M: V.Klostermann. str. 16-25. i Gaffney, Peter, (ed.) 
(2010.) The Force of the Virtual: Deleuze, Science, and Philosophy. 
Minneapolis-London:  University of Minnesota Press. 

evident why the cybernetics must abandon any possibili-
ty of divine providence and historical self-determination. 
The concept of an exchange of processed and controlled 
information is replaced by the belief in the Last Judgment. 
Indeed, the assembly is formed with the setup which every-
one can switch from one state to another. When the infor-
mation has been transferred to the constellation of trans-
formation, the event will be the post-human condition of 
artificial life (A-Life). In the present time, techno-art as a 
productive complexity of information and communications 
technology is in the position of power over nature and the 
word in general. Technology operates, therefore, just as lan-
guage acts in the process of communication. The language 
is performing the condition of the possibility of interaction. 
It could be denoted as the agent-purpose of new techni-
cal interactivity. Accordingly, it transcends natural inherited 
languages connected to assembly information and commu-
nication technologies. Language opens up the horizons of 
the world. When the world is transformed into a technical 
environment, then the language becomes an apparatus.7 

structure, before the rupture of which we are speaking, must be 
thought of as a series of substitutions of center for center, as a 
linked chain of determinations oft the center. Successively, and in a 
regulated fashion, the center receives different forms or names. The 
history of metaphysics, like the history of the West, is the history 
of these metaphors and metonymies. Its matrix – if you will pardon 
me for demonstrating so little and for being so elliptical in order to 
come more quickly to my principal theme – is the determination 
of Being as presence in all senses of this word. It could be shown 
that all the names related to fundamentals, to principles, or to the 
center have always designated an invariable presence – eidos, 
arche, telos, energeia, ousia (essence, existence, substance, subject) 
aletheia, transcendentality, consciousness, God, man, and so forth.“ 
(Jacques Derrida, Writing and Difference, Chicalo University Press, 
Chicago, 1978., pp. 353.)
7	  See. MartinHeidegger (1997) Besinnung, GA, Vol. 66, 
Frankfurt/M: V.Klostermann. pp. 16-25. and Gaffney, Peter, (ed.) 



takvu veliku transformaciju u srži ontologije, onda razlike 
između tehnike i tehnologije koje su bile duboko ukorije- 
njene u svakodnevnom životu zahtijevaju razmatranje pita-
nja o tehničkoj prirodi razmišljanja kao računanja, planiranja 
i konstrukcije. Mora se odmah napomenuti da Heidegger 
zasigurno nije predlagao potpuno novu “ontološku razliku“.  
 
Naša bi zadaća trebala biti određena uvođenjem tog kon-
cepta u raspravu samo zato jer smo produbili razliku između 
analognog i digitalnog doba. Tehnika se na analogno doba 
industrije i strojeva uobičajeno odnosi kao na strojeve koje 
sastavlja i kojima upravlja čovjek kao subjekt. Ali kada smo 
zaokupljeni cijelim nizom novih informacijsko komunikacij-
skih tehnologija (računalima), tada djelujemo u digitalnom 
okruženju strojeva. Umjesto promjene prirode (tehnike), sada 
svjedočimo dramatičnoj promjeni života (tehnologije). Nije 
neobično da temeljno pitanje filozofije i teologije danas više 
nije pitanje bitka, Boga, svijeta i čovjeka, nego samog post-
anka i kraja “života“ kao takvog. Tehnika pripada računalnom 
načinu razmišljanja u prirodnim znanostima poput matema-
tike i fizike. Digitalni se dizajn, pak, referira na tehnološki 
prijenos informacija. To je obilježje računalne metode ge-
neriranja stvarnosti. Dok je tehnika uvijek bila povezana s 
analognim sustavom prirode, namjera je tehnologije otvo-
riti digitalnu mrežu prostorima s onu stranu razlika prirode 
i kulture. Ono što ih povezuje s novim sklopom može biti 
kibernetički koncept kodiranja informacija. Bez njega ne 
postoji mogućnost budućih komunikacija između povezanih 
sustava. Tehnika je ukorijenjena u prisutnost vremenskih di-
menzija kao redoslijeda “sada-ovdje“.    

Međutim, tehnologija, sasvim suprotno tome, preuzima kon-
strukciju nad vremenom i brojem daleko u budućnost. Na 
ovaj se način digitalni model pojavljuje kroz primat prostornih 
dimenzija virtualne stvarnosti nad otvorenošću vremena 
u njegove tri dimenzije (prošlost, sadašnjost i budućnost). 
Zapravo istiskuje prošle i nadolazeće stvari. Trebali bismo 
nadodati da u digitalnom dobu sustavi upravljaju ljudima. 
Sukladno tome, sve postaje brzo, dinamično i organizirano 
poput apsolutne mobilizacije. Kao što su neki sociolozi pri-
zvali fenomen nestajanja u ubrzanju, možemo reći da izvor 
seže u srž tehnike. Samo na taj način možemo razumjeti kako 
implozija informacija može biti prihvatljivo objašnjenje ono-
ga što se događa kada tehnologija ugasi stvarnost kako bi 
zamračila pamćenje. U nekim aspektima, u preostalim sfera-
ma digitalni zaborav predstavlja tamnu sjenu transformacije.  
 
	 Koja je ideja projekta poetski nazvanoga Silent 
Light suvremene umjetnice Luise Kloos? To je site-specific 
instalacija od stakloplastike, velikih dimenzija, izrađena po-
vodom Međunarodnog dana sjećanja na Holokaust 2015. 
“SILENT LIGHT“ hvata svjetlo iz prostora i reflektira ga. Svo-
jom instalacijom Luise Kloos stvara dva izuzetno neobična 
iskustva percepcije. Kružna struktura od niti, poput zavjese, 
stvara izuzetno neobičnu prostornu situaciju koju se najbolje 
može opisati kao da “teče“, u kojoj možemo samo percipirati 
“unutrašnjost“ (u kojoj se nalazi posjetitelj) i “vanjštinu“ (kroz 
koju može gledati kroz tkanje niti).

Zrake svjetlosti prodiru kroz niti (koje su osnovni materijal 
optičkih niti koje se upotrebljavaju u telekomunikacijskoj in-
dustriji) i dopiru do “unutrašnjosti“ gdje oblikuju nestvarne, 
snovite, maglovite prizore igre svjetla. To je “umjetan prostor 
prirodnog svjetla“ koji nas poziva na prisjećanje i kontem-
placiju. Što se tiče glavnih trendova u suvremenoj umjetnosti 
koje je teoretičar Peter Osborne nazvao “postkonceptualna    

If we keep in mind such a great transformation in the core of 
ontology, then the differences between techniques and tech-
nologies which were deeply incorporated into everyday life 
require consideration of a question regarding technical na-
ture of thinking as computation, planning and construction. 
It must be said immediately that Heidegger was certainly 
not proposing a completely new „ontological difference“.  
 
Our task should be determined by introducing that concept 
into debate just because we have strengthened the diffe-
rence between analogue and digital era. On the analogue 
age of industry and machines, technique is normally re-
ferred to as machines that are assembled and operated by 
humans as subjects. But when we are preoccupied with the 
entire set of new information and communication technolo-
gies (computers), then we are acting in a digital environ-
ment machines. Instead of changing the nature (technique), 
now we are witnessing a dramatic change of life (techno-
logy). It couldn’t be unusual that the fundamental question 
of philosophy and theology today is no longer the question 
of being, God, world and human, but the very origin and 
the end of „life“ itself. The technique belongs to a compu-
ter based thinking in natural sciences such as mathema-
tics and physics. The digital design, in turn, has referred to 
the technology transfer of information. It is the feature of 
the computer method of generating reality. While the tech-
nique was always tied to the analogue system of nature, 
technology is intended to open the digital network order be-
yond the differences of nature and culture. What connects 
them to the new assembly might be a cybernetic concept 
of encoding information. There is no possibility of future 
communications between related systems without it. The 
technique has been rooted in the presence of time dimen-
sions as sequences of “now-here”. However, the technology, 
quite opposed to this, assumed a construction of time as 
well as over a number far in the future. In this way, the 
digital model appears through the primacy of the spatial 
dimensions of virtual reality over openness time in its three 
dimensions (past, presence and future). Actuality squeezes 
past and upcoming things. We should add that in the digital 
age systems manage over people. It follows that everything 
becomes fast, dynamic and organized as total mobilization. 
As some sociologists have recalled the phenomenon acce-
lerating in disappearance, one could argue that the origin 
goes back to the essence of technique. Only in this way we 
can understand how the implosion of information might be 
an acceptable explanation of what is going on when reality 
is turned down by technology in order to blackout memory. 
In some respects, in the remaining spheres digital oblivion 
represents the dark shadow of transformation. 

	 What is the idea of the project poetically entitled 
Silent Light created by contemporary artist Luise Kloos? It is 
a large-dimensioned, site specific fiberglass installation on 
the occasion of the International Holocaust Remembrance 
Day 2015. „SILENT LIGHT“ catches the environmental light 
and reflects it. Luise Kloos produces two extraordinary ex-
periences of perception with her installation. The cylindrical 
curtain-like thread structures create an extremely unusual 
spatial situation best described as “flowing”, in which we can 
only sense an “interior” (in which the visitor is) and an “ex-
terior” (through which s/he can look through the weave of 
threads). Beams of light penetrate the threads (which are 
the basic material for optical fibre threads indispensable in 
the telecommunications industry) and pass through into the 
“interior” where they create an unreal, dreamlike, misty light 
situation. It is an artificial “nature-light-space” which invites 
us to remember and to contemplate.
(2010) The Force of the Virtual: Deleuze, Science, and Philosophy. 
Minneapolis-London:  University of Minnesota Press. 



umjetnost i viraktualizam“,8 postoje mnogi oblici bliskih 
veza između istraživanja u umjetnosti i novih tehnologija. 
U virtualnom prostoru ovo zapravo upravlja novim tjeles-
nim objektima koje se mogu povezati s vizualnim estetskim 
senzacijama. Dakle, srž postkonceptualne umjetnosti mo-
gla bi se zapravo baviti virtualnom stvarnošću koju stvara 
računalna tehnologija. Stoga čvrste poveznice između 
“virtualnog“ i “stvarnog“ možemo smatrati stvarnima. Ne 
iznenađuje činjenica da ćemo u bliskoj budućnosti otkriti 
neke nove oblike transformacije u intenzitetima kojima vla-
da tehno-kultura u svojoj snažnoj vizualnosti.  

	 Luise Kloos odlučila je spojiti dvije razine svjetlosti 
i dva materijala u novom načinu preispitivanja. Kao glavno 
obilježje informacijske tehnologije u današnje vrijeme, ona 
koristi optička vlakna i ta vlakna razdvaja poput neke hi-
bridne mreže tokova koji omogućuju različite perspektive. 
Svjedočimo kako priroda i kultura u tehničko-znanstvenom 
svijetu postaju i više nego složene.  Kao hibridni materijal 
(stakloplastika) kojim umjetnica stvara i konstruira sas-
vim različite stvarnosti, a zatim ih odvaja kako bi stvorila 
novi prostor pokreta kroz nešto začudno. To je ključno u 
njezinoj namjeri. Kao što je Derrida rekao o suštini imena 
i konceptu Holokausta, svjedočenje mora zaći dublje u 
područje začudne mreže gdje samo riječi pjesnika i proroka 
zvuče kao kristali u tami. No svjedočenje zahtijeva snažnu 
matricu arhiva kao konceptualno oruđe za budućnost 
kako bi se emancipirao od duhova unutar i izvan povijes-
ti.9 Svjedočenje ima mnogo više funkcija u prisjećanju 
traumatične povijesti Židova od davnina do Auschwitza. 
Novo uprizorenje u našem postindustrijskom poretku očito 
znači nešto izvan tradicionalnog razumijevanja vremena. 
Problem koji Luise Kloos postavlja svojom instalacijom 
indirektno provocira način na koji naša percepcija teče u 
javnom prostoru. Kako smo već uronjeni u razne percep-
tivne šokove tehnologije, politike, kulturnih igara, važno 
je znati gdje začudni događaji svjedočenja o holokaustu 
počinju, a gdje prolaze kroz crnu rupu digitalnog zaborava.  
 
Luise Kloos ne koristi iste metode suvremene umjet-
nosti koje se bave izravnim društvenim sudjelovan-
jem, nego je još uvijek povezana sa situacijom nakon 
Holokausta,10 kao što je Liza Saltzmann jednom rekla 
za slikarstvo i konceptualnu umjetnost Anselma Kiefera. 
 
Istražiti odnose prema izvorima traume u tijeku vremena 
znači istražiti granice medija naše percepcije. U tom smis-
lu, ova je instalacija potrebna kako bi propitivala grani-
ce svjedočenja u današnjem svijetu. Žrtve traže govor o 
veličini. Ali govor je toliko nemoćan u svom singularitetu 
da se svjedočenje u konačnici oslanja na pitanje o krh-
kosti vizualne kulture u kojoj živimo. Svjetlost prolazi kroz 
tok vremena i ostavlja blijedi trag kajanja. Sve bi drugo 
bilo neučinkovito. Što je ostalo od svjetlosti i njegove tihe 
poruke? Drugi pogled prosvjećenja, drugi pogled na povijest 
u nestajanju. To je sasvim dovoljno.  

8	 Peter Osborne, Anywhere Or Not At All: Philosophy of 
Contemporary Art. London-New York: Verso,2013,
9	  Vidi, Jacques Derrida, „Uniqueness, Limitation and 
Forgivability“, An Interview With Professor Jacques DerridaJanuary 
8, 1998, Jerusalem
10	  Lisa Saltzman, Anselm Kiefer and Art After Auschwitz, 
Cambridge University Press, New York, 2000.

Concerning the main trends in contemporary arts what 
theorist Peter Osborne has called „post-conceptual art and 
viractualism“,8 there are close ties between investigating in 
art and new technologies in many forms. In virtual space, 
this essentially manages new corporeal things that could be 
interconnected with visualizing aestehtic sensations. So, the 
core of post-conceptual art might be concerned, really, with 
virtual reality produced by computer technology. Therefore, 
we can find strong connectedness between „virtual“ and „ac-
tual“ as real. It will not be a surprise that in the near future 
we will be able to detect some new forms of transforma-
tions in the intensities governed by techno-clture in its po-
werfull visuality.

	 Luise Kloos has decided to combine two folds of 
light and two materials in a specifically new reconsideration. 
As the main characteristic of information technology today 
she uses the fibre optics and detaches the threads as some 
hybrid network of flows that provide different perspectives. 
We are witnessing that nature and culture in techno-scien-
tific world become more than complex. The hybrid material 
(fiberglass) in which the artist created and constructed quite 
different realities, these are then detached to create a new 
territory of movements by something uncanny. That’s the 
crucial point of her intentions. As Derrida said concerning 
the substance of name and concept of the Holocaust, testi-
mony must go further in the zone of uncanny network where 
only the words of poets and prophets sounds like crystals in 
the darkness. But testimony is looking for strong matrix of 
archive as conceptual tool for future to come emancipated 
from ghosts from inside and outside of history.9 Testimony 
has many more functions in the recollection of traumatic 
history of Jews from ancient times to Auschwitz. Making 
things new in our post-industrial constellation means ob-
viously something beyond the traditional understanding of 
time. The problem of installation created by Luise Kloos in-
directly provokes the flow of our perception in the public 
space. As we are already immersed in all kinds of perceptual 
shocks from technology, politics, culture games, it will be 
important to know where the uncanny events of testimony 
on the Schoa/Holocaust begins and where it goes through 
the black holes of digital oblivion? 

Luise Kloos does not fall into the same methods of 
contemporary arts that engage with direct social par-
ticipation, but she is still connected to the post-Holo-
caust situation,10 as Liza Saltzmann once said regard-
ing Anselm Kiefer’s painting and conceptual artwork. 
 
To examine the relations towards the sources of trauma 
in the stream of time means to examine the limits of the 
medium of our perception. In this respect, this installation 
is necessary in order to question the limits of testimony 
in today’s world. Victims require speech about greatness. 
But speech is so impotent in its singularity that testimony 
ultimately relates to the question of the fragility of visual 
culture in which we live. Light passes through the stream of 
time and leaves a faint trace of contrition. Everything else 
would be ineffective. What is left of the light and its silent 
message? Other Gaze of enlightenment, other view of his-
tory in the disappearance. That’s quite enough.

8	 Peter Osborne, Anywhere Or Not At All: Philosophy of 
Contemporary Art. London-New York: Verso,2013,
9	  See, Jacques Derrida, „Uniqueness, Limitation and 
Forgivability“, An Interview With Professor Jacques DerridaJanuary 
8, 1998, Jerusalem
10	  Lisa Saltzman, Anselm Kiefer and Art After Auschwitz, 
Cambridge University Press, New York, 2000.
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