





g
,.‘wn-’ ’:.,B.’ _ d
M’ﬂ




VRIJEME

o_m 16(2 0 14

ivsa V0jNa Uo_gg
s%@&




1

NASLOV
TITLE

AUTOR
AUTHOR

dizajn: na rubu

Dizajn: na rubu
MARKO GOLUB I BOJAN KRISTOFIC

Ovogodisnja tema festivala Dan D — Design: Borderline / Dizajn: na rubu
pokusat ¢ée reflektirati dramati¢ne transformacije samog okruZenja u kojem
dizajn i dizajneri djeluju, kao i klizanja uloge i pojma dizajna izvan njihovih
uvrijeZenih okvira i parametara. Tema s¢ utoliko moZe shvatiti viSestruko —
kao dijagnoza trenutne situacije i strukture odnosa u dizajnerskoj produkciji,
kao ‘izokrenuto’ ogiste koje nam moze pomodéi da te odnose bolje razumi-
jemo, kao prepoznavanje prozimanja s drugim disciplinama, aktivnostima i
praksama, kao dekonstrukcija samog dizajiherskog procesa, kao afirmacija
nestabilnosti i iS¢asenosti ili, suprotno tome, traZenje reda, novih uporista i
novih modela rada i suradnje.

Neprekidno se mijenjajuci ovisno o socijalnom, ekonomskom i politickom
kontekstu, dizajn kao profesija viSe se ne moZe klasificirati prema uvrijeze-
nim podjelama na ‘industrijski’, ‘graficki’ ili kakav god veé dizajn, jer gotovo
svakodnevne tektonske promjene u na¢nirna proizvodnje i distribucije slika
i predmeta briSu granice izmedu neko¢ jasrio odvojivih kategorija, a dizajneri,
¢ime se god bavili, moraju ovladati stalno rastu¢im brojem vjestina kako bi
mogli opstati na globalnom trzistu rada/ Prostor regije bivsih juznoslavenskih
i regionalnih zemalja u neprekidnom je proc¢esu tranzicije prema drugacijem
ekonomskom i politickom drustvenom modelu kojeg nikad do sad nismo
uspjeli precizno definirati, niti ga u€initi univerzalnim i primjenjivim. Progre-
sivne drustvene inicijative upozoravaju da su regionalno povezivanje i aktiva-
cija autenti¢nih domadih resursa, kao i cko/oski odrZivih nacina industrijske
proizvodnje, moguci smjer stvaranja inovativnih i kulturno relevantnih
iskustava i proizvoda.

Gdje su u svemu tome dizajneri? Trebaju li oni postavljati pitanja ili nuditi
odgovore? Kakve im se drustvene uloge i radni uvjeti nude? Mogu li sami
stvoriti svoja radna mjesta ili se moraju prilagoditi postojeéim modelima
zaposljavanja? Kako se povezuju s korisnicima svojih rjeSenja i proizvoda?
Trebamo li prigrliti i produbiti model djelovanja u kojem dizajner, suo€en sa
zamiranjem industrije, preuzima ulogu poduzetnika i investitora, ili je i ta
pozicija podloZna kritici? Predstavljaju li ssmoinicirani projekti put ka eman-
cipaciji, ili je rije¢ o samozavaravanju, maniri i eskapizmu? Sto za nas danas
znadi pojam ‘dobar dizajn’, a $to je on znacio nekad? Kome se obra¢amo i tko
se obrac¢a nama? MoZemo li uéeéi iz vlastite dizajnerske proslosti sagledati
konture buduénosti? MoZemo li izvrnuti naglavce sam pojam dizajna, sagle-
dati njegove obrise i dodire s drugim disciplinama i podrucjima kreativnog i
drustvenog djelovanja, izostriti ga na ssmom njegovom rubu, kako bismo ga
oolje razumjeli?

Design borderline

This year’s D-day festival — Design: Borderline-
will try to reflect some dramatic transforma-
tions of the environment in which design and
designers function as well as some divergences,
in the role and perception of design outside of
its regular framework and parameters. The focus
put on this year’s festival can be understood
in several different ways: as a diagnosis of the
current situation and relationship structure
in design production, as ‘upturned’ viewpoint
which can help in their better understanding,
as fecognition of intertwined relations with
other disciplines, activities and practices, as a
deconstruction of the design process, as the aff-
irmation of instability and twistedness or, quite
contrary, as a pursuit of order, new foundations,
warking methods and models of collaboration,
Constantly changing depending on social,
economic and political context, design as a
profession can no longer be classified according
to the long-established distinctions implying
‘industrial’, ‘graphic’ or any other kind of design
since everyday tectonic changes in different pro-
duction models and distribution of images and
objects erasing the limits between what used
to be clearly distinguished categories, while
designers, no matter what they are involved with,
have to master the increasing number of skills
in order to survive on the global labour market.
Thi SEE region is constantly undergoing the
transition process heading towards a different
economic and political social model which has
never been clearly defined not made universal
and applicable. Progressive social initiatives
warn that regional integrations and activation
of domestic resources, as well environmental-
ly-friendly industrial production might provide a
possible direction for the creation of innovative
and culturally relevant experiences and products.
And where is the place of designers in all that?
Should they raise questions and offer answers?
WHat social roles and working conditions are
already at their disposal? Can they create their
jobs on their own or do they have to adapt to
the existing employment models? How can they
cornect with their clients or consumers? Are
we to embrace and deepen the present model
of functioning where a designer, confronted
with complete neglect of the industry, has to
undertake the role of entrepreneur or investor;
or is that position subjected to criticism? Do
self-initiated projects provide a way to eman-
cipation or is it just a matter of self-deception,
manhnerism and escapism? And what is the
meaning of the term ‘good design’ now and what
has|it been in the past? Who are we communi-
cating with and who is communicating with us?
Can we learn something from the history of our
design in order to see the future features? Can
we turn the very concept of design upside dowin,
analyze its contours and contact points with
other disciplines and areas of creative and social
activism, sharpen it on its4arderlines in order to
better understand it?
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Vizualni identitet
IGOR KUDUZ I HRVOJE ZIVCIC

Pristup dizajniranju vizualnog identiteta Dana D kroz godine je varirao — od
potpuno radionickog, s podosta polaznika i mentorima do hijerarhijski
ravnopravnog. Kroz te promjene uvijek se trudio zadrZati i svoju edukativnu
ulogu kroz uklju€ivanje mladih i jo§ nedovoljno afirmiranih dizajnera. Sada
nesto uhodaniji, tim za vizualni identitet (Lana Grahek, Igor Kuduz, Barbara
Majnarié, Karla Paliska, Hrvoje Ziv&ié) mogao si je priustiti puno ravnoprav-
nije sudjelovanje svih ukljuc¢enih, dajuéi prostora mladim dizajnericama za
autorski rad. Identitet se do sada temeljio na karakteru samog festivala kao
studentske manifestacije, na specificnostima pojedine lokacije te na temi
festivala. Dan D 2013 bio je prvo tematskg odredeno izdanje festivala, ali dok
se pro$logodi$nji identitet temeljio primarno na savladavanju grandioznog
prostora TZV Gredelja i dijalogu s postavom, ove godine identitet, uz lokaciju,
proizlazi iz zadane teme — dizajn: na rubu.

Tema festivala se mogla interpretirati na razlicite i potpuno legitimne
nacine. Odabrani smjer temelji se na shvaZanju razvoja struke koja nakon $to
je uspostavljena i utvrdena (ili €ak prije nego li je do kraja sazrijela) poéinje se
drasti¢no mijenjati, prelaziti iz jednog oblika u drugi, spajati s drugim strukama,
te se do tada uhodani nacini rada pocinju urusavati. Uz nepredvidljive crosso-
vere koji sve viSe obiljeZavaju dizajne’sku struku i metodologije dekonstruk-
cije su davno usle u svijet grafickog dizajna, tamo se legitimirale te na kraju
postale éesto samo formalna, stilska odlika. Vizualni identitet ovogodisnjeg
Dana D temelji se na karakteru i sadrZaju lokacije bivse vojne bolnice preuzevsi
graficke elemente tog ambijenta: bo|nicke formulare, tablice, kolorit interijera.
Na taj formalni sloj iS¢itavanja prostbra primjenjuje se suvremeni jezik glitcha,
svojevrsnog nasljednika dekonstrukcije i elektronskih eksperimenata deve-
desetih. Dobivena kombinacija u ist je vrijeme uredna i suha koliko kaoti¢na
i privlacna, te je potpomognuta pomalo eklekti¢nim izborom pisama, kojih
je autor dizajner pisama mlade generacije Hrvoje Zivéié takoder ¢lan tima za
vizualni identitet festivala.

Dan D nema jedan dominantan vizual Cije su ostale aplikacije njegovi
spin-offovi. Standardni B1 plakat koristen je samo na nekoliko lokacija, grad nije
zasipan citylightovima, jumbo plakata nitinema. Nasuprot tome, svakom mikro
materijalu (npr. web banneri) pristupano e kao jednakovrijednom mediju u
kojem se jezik tabli¢nih formulara i raspadanja istih prilagodavao. S obzirom na
neizvjesnost aplikacija, ovakav pristup se/pokazao i krajnje prakti¢nim — nije
bilo potrebno detaljno razraditi standarde za sve potencijalne situacije, vec je
definiran nacin tretiranja informacijal bio dovoljno jasan i prilagodljiv svakom

Visual identity

The approach to designing the visual identity
of D-Day changed over the years — from
workshops including a significant number
of attendants and mentors, to groups of
hierarchically equal members. The educational
aspect was never ignored as these changes
were taking place, and young designers who
have not yet proven themselves were always
included. The visual identity team, now
running more smoothly (Lana Grahek, Igor
Kuduz, Barbara Majnarié, Karla Paliska,
Hrvoje Ziv&ié), enables all those involved to
work on equal terms, giving young designers
room to do their authorial work. So far, the
identity was based on the festival seen as a
student manifestation, on the characteristics
of specific locations, and on the topic of the
festival. D-Day 2013 was the first thematic
edition of the festival, but, where last year’s
visual identity was primarily based on tackling
the grandiose space of the Gredelj factory and
on creating a dialogue with that space, this
year the identity emerges from both the loca-
tion and the set topic — design: on the edge.
The topic of the festival could be interpret-
ed in different, completely legitimate ways.
The chosen direction is based on seeing the
development of the profession which, after it
was established and confirmed (or even be-
fore it had time to completely mature), began
to drastically change, shifting from one form
into another, merging with other professions,
and crumbling the so far well-established
work modes. Along with unpredictable cross-
overs which increasingly define design, meth-
odologies of deconstruction entered graphic
design a long time ago, legitimized themselves
and, finally, often turned into just a formal,
stylistic trait. The visual identity of this year’s
D:Day is based on the character and contant
of the location of a former military hospital by
including the graphic elements of the ambjient:
hiospital forms, tables, colors of the interior.
This formal layer of space perception is inter-
preted through the contemporary language of
glitch, a kind of heir to deconstruction and the
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kontekstu. Umjesto uspostavljanja d
metodologija rjeSavanja situacija u r:
novina ovogodisnjeg vizualnog iden

logi¢an nastavak svega navedenog, ¢

izajnerskih standarda definirana je
znim medijimai to je jedna od veéih
teta. Promotivni video nastao je kao
glazbom ga je upotpunio dizajneri

glazbenik lvan Antunovié, odnosno jedan od njegovih brojnih glazbenih pse-
udonima — Valter Horvat. Jedna od novo

i u tiskanim materijalima festivala

je da nakon tri godine novinskog formata (prvo samo u estetskom smislu,

kasnije kroz pravi novinski tisak na rc
dardniji oblik festivalskog kataloga. N
potrosnosti i prolaznosti koju nosi nc

e dobiti ulogu trajnog dokumenta. C
predstavljanje svih sudionika na izloz
odigrala kljuénu ulogu te su bolnicki{

taciji), ovoga puta prelazimo na stan-

la taj nacin Zeljeli smo se odmaknuti od
vinski tisak, te napraviti publikaciju koja
vakay format omogucio nam je i bolje
bama| Kod signalistike je uloga lokacije
ormulari i navigacija kroz prostor do-

sliedno interpretirani i uklopljeni u veé postavljeni vizualni kod.

ele
cor
att
by
au
ge

ttronic experiments of the 1990s. The new
bination is tidy and dry, and chaotic and
active at the same time, and is supported
a somewhat eclectic selection of letters
hored by a letter designer of the younger

aeration, Hrvoje Zivé&i¢, who is also a mem-

ber of the festival visual identity team.
D-Day does not have a single dominating
visual image which could be turned into spin-
offs. The standard B1 poster was used only at
a few locations, the city was not overloaded
th citylights, and no billboards were used.
wever, every micro material (e.g. web ban-
rs) was approached as a medium of equal
portance to which the language of tables,
rms, and deconstruction had to be adapted.
onsidering the uncertainty of the applica-
ons, this approach proved to be ultimately
ractical — it was not necessary to thor-
ughly develop the standards for all possible
ituations, and the defined way for manag-
ng information proved to be clear enough
and applicable to every context. Instead of
astablishing design standards, a methodology
or resolving issues in different media was de-
ined, and that is one of the bigger innovations
n this year’s visual identity. The promotional
ideo was created as a logical extension of
verything listed above, and was complet-
d when music was added by designer and
nusician lvan Antunovié, that is, one of his
umerous music-related pseudonyms — Valter
:riorvat. One of the novelties in printed festival
naterials is the format which, after three year:
n newspaper formats (at first only aesthet-
ically, and later made in rotational printing),
this time we turn to the standard festival
catalogue. By doing this, we tried to step awa
from the expenditure and impermanence
gscribed to newspaper printing, and aimed
to create a publication which could attain the
role of a permanent document. This format
Iso allowed us to present participants in all
xhibitions in a better way. When it comes t
gnage, the location proved vital, and hospit:
rms and navigation through space were
nsistently interpreted and included into th:
ready established visual code.
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TVRTKO BOJIC / BOX AMBALAZA

Ve¢ tradicionalni partner HDD-a na Danu D, Box ambalaZa ove godine predstavlja  Box ambalaza has been present at D-Day now
novu tehnologiju i materijal instalacijom dizajnera Tvrtka Boji¢a. Box ambalazai|  forseveralyears, offering innovative technolo-
prethodnih je godina podrZala HDD razvojem i proizvodnjom inovativnih eleme- | &S in production of exhibition elements and
R . e . furniture. This year the company will present
nata postava i funkcionalnog namjestaja od kartona. itself with an installation by designer Tvrtko
Proizvodnja Honeycomb sa¢a u raznim dimenzijama i debljinama, koje se Boji¢, using new Honeycomb technology.
konvencionalno apliciraju u proizvodnji sendvié¢ plo€a u industriji namjestaja i _ Production of Honeycomb in different
stolarije, zbog svoje dekorativnosti i fleksibilnosti omoguéava cijeli niz dizajner- | dimensions and various sizes that are conven-
o .. ., . N At .. . tionally used in production of layered boards
skih interpretacija koje cemo zasigurno vidjeti u buducoj suradnji Box ambalaZs | i, the furniture industry, can be interpreted in

i dizajnera. various ways in design projects, based on its
flexibility and decorative qualities.
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Kome pri(o)padaju demilitarizirani
prostori?

GORDAN BOSANAC, Centar za mirovne studije

Ovogodisnji Dan D na tri dana zauzeo fje prostor bivse vojne bolnice u Vlaskoj
ulici. To je samo jedan u nizu reprezentativnih bivsih vojnih objekata koji ¢ekaju
svoju prenamjenu. Raspadom Jugoslgvenske narodne armije, na teritoriju
Hrvatske zatekao se &itav niz vojnih prostora koje je naslijedilo Ministarstvo

obrane Republike Hrvatske (MORH). Smanjenjem opsega Hrvatske vojske,
brojne vojne nekretnine pocele su MGRH-u predstavljati sve veci teret za odrza-
vanje te su se s vr.emenom pojedini vajni prostori poceli napustati. Sam sustav
konverzija vojnih u civilne prostore nilkad nije bio do kraja ureden i ostavljao je
diskrecijsko-lobisticki prostor kroz koji su pojedine jedinice lokalne samouprave
dolazile u posjed reprezentativnih prostora. Jednako tako, RH donedavno nije
imala niti jasnu strategiju Sto uéiniti sa biv§im vojnim prostorima, a ponajmanje
kako u procese konverzija ukljucivati gradane. U novijoj povijesti imamo primje-
re relativno uspjesnih konverzija koje su u€injene u smjeru prenamjena prostora
za javno dobro kao $to je kampus Borongaj u Zagrebu ili Gradska knjiznica u
Zadru. S druge strane, oni bivsi vojni prostori koji su predani lokalnoj samoup-
ravi, a prenamjene se nisu dogodile, izloZeni su potpunoj devastaciji. Mnostvo
takvih primjera naéi ¢ete npr. na otoku|Visu, ali i u samom Zadru odmah do
gradske knjiznice ili u konacnici u zgradi u kojoj se odrZava Dan D. Sve ovo upu-
2uje na mnogo improvizacije u dosadagnjim procesima konverzije.

0Od 2013. godine uoc¢avaju se pojedine javne politike koje se razvijaju u smje-
ru pokusaja kvalitetnijeg upravljanja bivsim vojnim prostorima. Kao prvo, MORH

je usvom Godi$njem izvjeS¢u o obrani|za 2013. godinu objavio kako je napokon

sastavljen popis svih vojnih lokacija i gradevina. Tijekom popisa utvrdeno je da
se u evidenciji vojnih nekretnina nalazi 225 perspektivnih nekretnina koje kori-
ste OruZane snage i Ministarstvo obrane i 392 neperspektivne vojne nekretnine
(225 izgradenih nekretnina — vojarne, skladista, poligoni, hoteli, 128 zemljista

i 39 ostalih nekretnina — spomenici, parkovi, nogostupi, 49 vodovodi i dr.), kao
i 358 nekretnina koje su predane drzavnim tijelima nadleznima za upravljanje

i raspolaganje imovinom u vlasni$tvu Republike (101 nekretnina predana je od
rujna 1992. do prosinca 1999. godine, dok je najveéi dio nekretnina, njih 257,

Who do demilitarised facilities
belong to; and who is responsible
for their deterioration?

This year’s D-Day has occupied the site of the
former military hospital in Vlaska Street for three
days. This is just one of a number of representative
former military facilities waiting to be convert-
ed. Following the dissolution of the Yugoslav
People’s Army, a number of military facilities in
the Croatian territory came into possession of]
the Ministry of Defence of the Republic of Croatia
(MOD). With the downsizing of the Croatian Arnyy
numerous military properties were increasingly
becoming a burden for MOD in terms of mainte-
nance and in time some military facilities started
to be abandoned. The very system of conversions
of military facilities into civil ones was never fully
regulated and has left a discretionary and lobbying
margin whereby some local self-government units
came into possession of representative facilities.
Equally, until recently the Republic of Croatia
did not even have a clear strategy as to how to
proceed with former military facilities, least of all
how to include citizens into the conversion pro-
cesses. Recent history has seen some example$
of relatively successful redevelopments carried
out in order to convert the facilities into public
good, such as the Borongaj campus in Zagreb
or the City Library in Zadar. On the other hand,
military facilities that have been transferred to
the local self-government authorities, but which
have not been converted, have been exposed to
utter devastation. There are many such examples,
forinstance, those on the island of Vis, but alsb in
Zadar — the facilities adjacent to the city library or,
ultimately, the building that hosts D-Day. All this
indicates that there has been a lot of improvisa:
tion in the conversion processes carried out so far.
Starting in 2013, there have been instances of
specific public policies developing with a view to
attempt to achieve a better-quality management
of former military facilities. First, in its 2013 Annual
Defence Report MOD released information that
alist of all military sites and buildings has finally
been drawn up. During the process of drafting the
list it was established that the records of military
real estate contain 226 viable property units used
by the Armed Forces and the Ministry of Defence
and 392 non-viable military real estate units/(225
constructed properties — army barracks, storages,
ranges, hotels, 128 land units and 39 other prop-
erty units such as monuments, parks, pavements,
49 water pipelines etc.), as well as 358 properties
transferred to state bodies in charge of manage-
ment and disposal of assets in the ownership of
the Republic (101 properties were transferred from
September 1992 to December 1999, whereas the
largest part of properties, 257, were transferred
from January 2000 to December 2013)." Equally,
MOD has announced that after the list is drawn
up it would set aside the viable property that it
will keep and dispose of, whilst it will transfer
ather, non-viable property to the State Property

1- 2013 Annual Defence Report,
the Ministry of Defence of RC
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predano od sije¢nja 2000. do prosinca 2013. godine).' Jednako tako, MORH je

najavio kako ¢e nakon izvr§enog popisa izdvojiti perspektivnu imovinu koju ¢e
zadrZati i njome raspolagati, a ostalu imovinu koja je neperspektivna ée preda-
vati Drzavnom uredu za upravljanje drzavnom imovinom (DUUDI).

Osnivanje DUUDI-a u 2013. drugi je vaZan trenutak u nastojanju drzave da
kvalitetnije upravlja drzavnom imovinom. DUUDI je nastao poprili€no tiho kao
nasljednik bivsih diskreditiranih agencija/fondova (npr. Fonda za privatizaciju
i sl.) i sluzi kao koordinacijsko tijelo za upravljanje drZavnom imovinom — i to
svom imovinom — od nekretnina, preko dionica do trgovackih drustava. Na taj
nacin drzava je snazno centralizirala upravljanje imovinom Zele¢i uvesti pri-
marno red u bazu podataka ¢ime sve drzava raspolaZe, a onda i osmisliti kako
Upravljati imovinom. Sto se ti¢e samé baze podataka DUUDI je izadao s prvim,
kako i sam priznaje, nepotpunim popi/sgm drZzavne imovine u kojemu se nalazi i
popis vojnih nekretnina. Ipak, taj popis je i dalje nepotpun, te danas iako MORH
tvrdi da ima jasan popis perspektivnih ineperspektivnih nekretnina, konac¢an
popis neperspektivnih vojnih nekretrina ne¢ete moci naéi na Internetu. Upravo
$e u tome nalazi prvi korak prema zagovaranju javnog interesa u upravljanju
drzavnom imovinom — da popis bivsih vojnih nekretnina bude svima dostupar)
lkako bi imali barem nacelne ravnopravne pozicije u imaginaciji upravljanja tim
drustvenim resursima.

Druga komponenta javnog interesa jos je osjetljivija i otvara pitanje kreiranja
mehanizama ukljuéenja gradana u dono3enje odluka o buduénosti bivsih vojnih
nekretnina. U svom Planu upravljanja drzavnom imovinom za 2014. godinu
DUUDI navodi kako upravijanje imovinom Republike Hrvatske podrazumijeva pro-
nalaZenje optimalnih rjesenja koja ée dugarocno ocuvati imovinu, cuvati interese
Republike Hrvatske i generirati gospodar-
ski rast. Vlasnistvo drZave osigurava kon-
trolu, javni interes i pravicno raspolaganje
nad prirodnim bogatstvima, kulturnom
i drugom bastinom, vaznim trgovackim
drustvima i drugim resursima u vlasnistvu
Republike Hrvatske, kao i prihode koji se
mogu koristiti za opée dobro. Vidljivo je
kako je trenutna pozicija drZzave da se
sva imovina mora primarno staviti u
svrhu generiranja gospodarskog rasta uz
galanciju o€uvanja imovine i interesa RH
(8to je popriliéno apstraktna kategorija).
Naravno da u trenutku viSegodisnjeg izostanka gospodarskog rasta u RH jedan
od ciljeva drzave mora biti usmjerenje na rast, ali je vazno staviti i neke kriterije
koji e osigurati odrZivost i socijalnu pravednost takvoga rasta. Drzava ima
duzZnost skrbiti o svim gradanima i upravo gospodarski rast mora biti nacelno
usmjeren na dobrobit svih gradana. Ako je gospodarski rast primarni kriterij
upravljanja drzavnom imovinom, lako se rnoZe dogoditi da ¢e brojne gradanske
inicijative, kao i inovativna rjeSenja upravljanja javnom imovinom biti potpuno
marginalizirana u usporedbi s investitorima sa Zivim ‘cashom’.

Ipak, DUUDI u svojoj strategiji za 2014. godinu navodi kako ¢ée se Vojne ne-
kretnine ustupati zainteresiranim stranama po najvaznijem kriteriju — razvojnim
projektima i sukladnosti prostornom uredenju. Naime, ako zainteresirana strana
predloZi razvojni projekt i dostavi projektnu dokumentaciju, nema razloga da se
njihov prijedlog brzo ne razmotri i odobri koriStenje, pravo gradenja ili prodaja —
tvrdi DUUDI. Prema DUUDI-u, vojne nekretnine i nadalje bi trebale biti pokretac
razvoja jedinica lokalne i podruéne (regionalne) samouprave, s naglaskom na
model raspolaganja osnivanjem prava gradenja, davanja u zakup ili najam te
dodjelu na koristenje.?

1— Godisnje izvjesce o obrani za 2013. godinu, Ministarstvo obrane RH
2 — Plan upravljanja imovinom u vlasnistvu Republike Hrvatske za 2014. godinu,
Narodne novine 53/2014

Management Administration. The establishment
of DUUDI in 2013 was the second important
moment in the state’s efforts to improve the
management of state property. DUUDI was
established quite quietly, as a successor of the
former discredited agencies/funds (e.g. the
Privatisation Fund etc.) and serves as a coordi-
rjation body for state property management —
more specifically, all property — from real estate,
through shares to companies. In this manner the
stete strongly centralised property management
wishing primarily to introduce order into the
database on all that the government disposes of,
and thereafter to devise how to manage proper-
ty. As regards the database, DUUDI launched the
first, in its own words, incomplete list of state
property that also contains the list of military
real estate. Still, the list remains incomplete and
nowadays, although MOD claims it has a clear
ligt of viable and non-viable property, a compre-
heisive list of non-viable military property is not
available on the Internet. Specifically, this is the
first step towards advocating the public interest
in state property management — to make the list
of/former military real estate publicly available
so that the general public would have, at least in
principle, equal standing in possible manage-
ment of those societal resources.

Another component of public interest is
i2ven more sensitive, opening up the issue of
creating the mechanisms for including the
citizens into decision making about the future of
former military real property. In its 2014 Plar| of
State Property Management DUUDI notes that
management of property of the Republic of Croatia
implies identifying optimal solutions that will
preserve the property, preserve the interests of the
Republic of Croatia and generate economic growth
in the long term. The state ownership ensures
tontrol, public interest and equitable disposal of
natural resources, cultural and other heritage,
important companies and other resources in the
ownership of the Republic of Croatia, as well as
revenues that may be used for the common good.
It'is evident that the current position of the state
is that all property has to be primarily utilised
o generate economic growth with guaranteed
pieservation of the property and interests of RG
(which is quite an abstract category). Of course;
at the time when economic growth in RC has
keen non-existent for years, one of the goals of]
the state must be growth focus; however, it is
also important to set up some criteria that will
ensure sustainability and social equity of such
growth. The state has the duty of care of all
citizens and particularly economic growth has to
be in principle focused on the benefit for all citi-
zens. If economic growth is the primary criterion
of/management of state property, it can easily
happen that numerous civic initiatives, as well
as innovative solutions for state property man-
agement, are totally marginalised in comparison
with investors with readily available cash.

Yet, in its strategy for 2014 DUUDI states that
military real estate will be ceded to interested
parties according to the paramount criterion
— development projects and meeting the zoning
requirements. Namely, if an interested party
proposes a development project and submits
project documents, there is no reason why their
project should not be promptly reviewed, and
utilisation, the right to build or sale approved
—\DuuDI claims. According to DUUDI, military
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U slu€aju nedavne prenamjene
orostornog plana grada Pule oko bivsih
vojnih nekretnina na poluotoku Muzil,
vidljivo je kako su gradanske inicijative
bile isklju¢ene iz procesa donoSenja
odluka. lako je bilo nastojanja otvararija
komunikacije izmedu gradana i lokalne vlasti — ta se komunikacija nije uspjela
odvijati u sigurnom i kreativnom prostorul, te je na kraju ostao gorak okus kako
se ponovno nekome pogodovalo. Time 'se produbilo nepovjerenje u upravljanje
buduéim procesima konverzija.

Jedna velika prednost, ali i mana bivsih vojnih prostora je da se oni ¢esto
nalaze na iznimno reprezentativnim lgkacijama — od samog centra grada do
atraktivnih lokacija na otocima i obali. U tom smislu zanimljivi su Sirokom krugu
ljudi — od lokalne zajednice do vanjskih investitora, ali su i pod stalnim okom
Iokalne zajednice. Buduéi da danas ti prostori (pa makar i devastirani) esto
predstavljaju i samu srZ neke lokalne sredine, njih necée biti lako ‘prosvercati’ u
privatne ruke i bit ¢e uvijek generator mobilizacije gradana ukoliko se uoci da se
proces konverzija dogada vise ispod stola nego na stolu. U tom smislu potrebno
je izgraditi kvalitetan okvir komunikacije izmedu razli¢itih zainteresiranih strana
koji bi preventirao ‘radnje ispod stola’ ali | sukobe izmedu potencijalnih investito-
ra i gradana. Kada bi ¢itav proces bio transparentniji i pravedniji u smislu dostu-
pnosti tih javnih resursa $to ve¢em kruguiljudi, vjerojatno bi i buduénost vojnih

nekretnina i$la i u smjeru gospodarskog rasta i u smjeru razvoja lokalne zajednice|
Konacno, kolic¢ina bivsih vojnih nekretnina je iznimno velika i kolokvijalno re¢eno
‘ima dosta za sve’, pa bi i prenamjena bivsih vojnih prostora morala biti raznolika
ilotvorenija prema onima koji su naoko financijski (ali ne upravljagki kreativno i
odrZivo) u losijoj poziciji.

Bit ¢e zanimljivo promatrati $to ¢e se u buduénosti dogoditi s prostorom u
kojemu se odvija ovogodisnji Dan D. Zbog nerealne pocetne vizije njegove prena-
mjene od strane grada (trebao je postdti prastor u kojeg bi uselile pojedine sred-
nje 8kole) — konverzija ovog prostora je stald od strane institucija. Istovremeno,
ad hoc konverzija se dogada od strane gradanskih inicijativa kao $to je Muzej uli¢-
ne umjetnosti i sada Dan D. O¢ito kreativnih i odrZivih pristupa konverziji ovog
prostora ne nedostaje. Potrebno je samo dati povjerenje i takvim inicijativama da
oosao konverzije odrade do kraja tj. do odjZive prenamjene prostora u funkciju
za razvoj lokalne zajednice kao $to smo to prilike imali vidjeti npr. u stvaranju

Drustvenog centra Karlo Rojc u Puli, koji je okupacijom gradanskih inicijativa 1997.

godine pestao jedan od kljucinih prostora aktera koji rade za opce dobro.

real estate should continue to be the engine

of growth of local and territorial (regional)
self-government, with focus on the model of
disposal by establishing the right to build, lease
and use.

In the case of the recent conversion of
physical plan of the city of Pula around former
military real estate on the Muzil peninsula, it
is evident that civic initiatives were excluded
from the decision-making process. Although
there have been attempts at opening up com;
munication between citizens and local author-
ities — this communication could not develop
in a safe and creative space and finally there
remained a bitter taste of favouring someone
again. This deepened the lack of confidence in
managing the future conversion processes.

A major advantage, but also disadvantage|of
former military facilities is that they are often
situated in exceptionally representative loca-
tions — from the very city centres to attractive
island and coastal sites. In this respect a wid¢
variety of stakeholders find them interesting —
from the local community to foreign investors,
but they are also constantly eyed/monitored
by the local community. Since nowadays thase
facilities (even if devastated) often represent.
the very pivotal point of a local community, it
will not be easy to ‘smuggle’ them into private
hands and they will always be the generator
of civic mobilisation if it is observed that the
conversion process is being done more under
the table than on the table. In this respect it|is
necessary to build a quality framework of com-
munication among various stakeholders that:
would prevent ‘under-the-table deals’, but also
conflicts among prospective investors and cit|-
zens. Should the whole process be more trans-
parent and equitable in terms of availability of
those public resources to the broadest possible
base of stakeholders, the future of military real
estate would probably also focus on economic
growth and local community development.
Finally, the quantity of former military real es-
tate units is exceptionally great and, in popular
terms, ‘there is enough for everyone’, therefore,
the conversion of former military facilities
would also have to be diverse and more open
towards those seemingly in financially (but not
creatively and sustainably management-wise)
more adverse position.

It will be interesting to observe the future
developments of the facility that hosts this
year’s D-Day. Due to unrealistic initial vision of
its conversion by the city (it was supposed to
become a facility into which some secondary
schools would move) — the conversion of this
space by institutions came to a halt. At the
same time, there is an ongoing ad hoc conver-
sion by civic initiatives such as the Museum
of Street Art and, now, the D-Day. Obviously,
there is no shortage of creative and sustainable
approaches to conversion of this space. All that
is required is to also give confidence to such
initiatives to see the conversion through, i.e.,
to the sustainable redevelopment of space to
make it functional for the development of loca|
community, such as already seen, for instance,
in the creation of the Community Centre Karld
Rojc in Pula which, following the ‘occupation’
by civic initiatives in 1997, has become one of
key spaces of actors working for common good.
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Dizajn: na rubu VOL.1

MARKO GOLUB

Cijela koncepcija Dizajna na rubu bila je pokusaj da se zaobilaznim putem
provocira pitanje Sto je dizajn danas i o ¢emu uopce govorimo kad govorimo o
dizajnu, imajuéi pritom u vidu sav splet|istrazivackih, refleksivnih, diskurzivnih,
konceptualnih, kriti¢kih, eksperimentalnih, rubnih, interdisciplinarnih, surad-
nickih praksi, novih modela suradnje i djelovanja, novih odnosa i hijerarhija u
dizajnu i uokolo dizajna. Najjednostavniji nacin spoznajnog svladavanja ovog
naizgled nasumce nabrojenog niza pojmova bio bi, kao i uvijek, njihovo svode-
nje, odnosno usitnjavanje na razli¢ite vidove specijalizacija i kompetencija, od
kojih svaka tipi¢no adresira to¢no odredeni problem, to¢no odredeno iskustvo,
to¢no odredene fragmente sveukupnih [judskih, drustvenih, ekonomskih i
proizvodnih okruZenja i odnosa. Suprotno tome, nasa je Zelja bila pogledati,
barem na trenutak, onkraj specijalizacija i onkraj fetiSa masovne proizvodnje

i potro$nje. Ova pozivna izloZba oslanja 5e na autorske prakse iza kojih stoje
upravo dizajneri, ali ih je tesko sagledavati kao striktno dizajnerske u pogledu
njihove utilitarnosti i prakti¢nosti, a mahom nastaju iz refleksije samih autora
prema kontekstu vlastitog djelovanja i pretpostavkama koje ono nosi. Pozvali
smo neke od autora &iji nam je dosadashji rad, barem u nekim segmentima, bio
inspirativan u kontekstu teme dizajna na rybu, sa Zeljom da na nju slobodno
odgovore bilo postojec¢im radom, bilo novom produkcijom ili predstavljanjem
nekog projekta u nastajanju. Manje reprezentativna tematska izlozba, ovo je
vi$e za nas iznimno znacajna fusnota proizasla iz razmisljanja o rubovima, koju
vidimo kao skicu buduée opseznije izloZbe.

Pritom nisu nuzno posrijedi radikalni odmaci i barem jedan od projekata —
Dizajnersko-tiskarski pojmovnik Damiia Prizmiéa & Ivana Klisuriéa
- vracanje je na pocetne, sasvim prakti¢ne|pretpostavke rada u grafickom
dizajnu. Projekt, ovdje prikazan u beta-verziji, nastaje prvenstveno iz Zelje za
samoobrazovanjem u smislu dubljeg i standardiziranijeg razumijevanja osnovnée
tiskarske terminologije koja opisuje razlicite tiskarske procese, materijale i
proizvode te time olak$ava samim dizajnerima pristup Sirokom rasponu mogué-
nosti koje im intenzivnija suradnja s tiskatima pruza. Drugim rije¢ima, pojmov-
nik pokusava dovesti u jasniju vezu specifi¢ne tiskarske postupke i njihove
etablirane digitalne analogije, te ponovho pribliZiti dizajn i tiskarstvo, razumno
pretpostavljajuci kako ée se to u konacnici odraziti i na kvalitetu lokalne produk-
cije grafickog dizajna.

Design: Borderline VOL.1

The overall concept of the Design Borderline
figures as an attempt to elusively spark off
the debate what is design today and what are
we talking about when we talk about design,
at the same time having in mind a compre-
hensive combination of exploratory, reflexive,
discursive, conceptual, critical, experimental,
bordering, interdisciplinary, collaborative
practices, new modes of collaboration and op:
eration, new relations and hierarchies within
and around design. The most straightforward
way to understand this seemingly random list
of terms would be, as it always is, to reduce
or dissect them to various forms of specializa-
tion and competences, where each category
might typically address a particular problem,
experience or fragment of our total human, sc-
cial, economic and productional environment
or correlation. Quite the contrary, our inten-
tion was to look into, at least for a moment,
beyond those specializations and beyond

the fetish of mass production and consump-
tion. This kind of invitational exhibition relies
on various independent design practices;
however, it is very hard to analyse them as
strictly design-based in terms of utilitarianism
and practicality. They mostly result from the
designers’ reflection in line with the context
of their activities and assumptions these
activities imply. We have decided to invite
some of the designers whose work, at least in
some segments, inspired us to reflect on the
main theme design borderline. They were free
to answer the call either by existing work, a
completely new project, or work-in-progress.
While not a complete thematic overview on
it’s own, for us this is more like an extremely
important ‘footnote’ reference which emerged
from reflection about the borderlines we see
as a draft for future, more comprehensive
exhibitions.

Some of the works are not necessarily radical
steps into the unknown, and at least one

of the projects — Glossary of Printing and
Graphic Design Terms by Damir Prizmié

& Ivan Klisurié — presents a certain return

to basic, completely practical premises for
dealing with graphic design. The project,
showcased at the exhibition in its beta-ver-
sion, emerged from self-education intended
for a deeper and standardized understand-
ing of basic graphic design terminology. It
describes various processes, materials and
products making it easier for designers to
choose from a broad spectrum of possibilities
offered through a more intensive collaboration
with print shops. In other words, this glossary
intends to introduce a clearer correlation
between specific printing practices and

their already established digital analogies,
re-introducing graphic design and printing and
assuming that the project-could firially lead to
abetter overall quality of local graphic design
production.
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Kontinuirana progresivna edukacija je i U fokusu djelovanja saveza udruga
Drganizam kojeg ¢ine UBU — Udruga bivsih u¢enika SPUD-a, Sintoment —
Jdruga za multimedijalnu umjetnost i afirmaciju kulture, Babushke — studio

rza vizualne komunikacije i specijalne mo¢i i Nefunkcionalni Most — arhitek-
tonska grupa. Kroz 40 projekata i suradniji u posljednjih 5 godina, Organizam

Je uspostavio iznimno uspjesnu platformu djelovanja na podruéju povezivanja
kreativnih ZariSta s lokalnom zajednicom, senzibilizacije Sire javnosti za kulturu
i umjetnost te njenog upudéivanja na postojece kreativne resurse, rasvjetljavanja
i promocije nasljeda vizualne kulture, strateSkog umreZavanja s akterima civilne
i kulturne scene, osmisljavanja novih modela edukacije te njegovanja internaci-
onalnih suradnji i interdisciplinarnog pristupa.
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Na prijelazu go-ih i 2000-ih u suradnji Dejana Krsi¢a i Gordane Brzovi¢ nastalo
je tridesetak Teorijskih filmova emitiranih u sklopu kultne tv emisije Transfer
na nacionalnoj televiziji. TF su bili medijski hibrid u kojem je izokrenuti televizij-
ski format ekonomsko-propagandnog spota posluZio kao okvir za hipnoti¢no i
nerijetko provokativno kasnovecernje obrac¢anje gledateljima vizualiziranim te-
orijskim diskursom umotanim u mal¢ animirane, igrane ili tipografske didaktic-
ke sekvence. TF su bili i ostali primjer $to se moZe raditi s medijem onda kad se
osvijesti njegov kriti¢ki potencijal. Serija printeva Gentlemen Fake Polaroids
vizualno zavodljivo pak postavlja pitanje ¢ tome §to su parametri ‘autenti¢no-
sti’ u danadnjoj masovnoj, radikalno demokratiziranoj produkciji i distribuciji
slika. To ‘autenti¢no’ u Kr§iéevom promisljanju upravo je sve ono §to smatramo
artificijelnim, od automatske ‘postprodukcije’ fotografije u softveru mobilnih
uredaja opremljenih-leéoim;-do nacina ha koji web servisi i druStvene mreze
izajniraju” njenu prezentaciju.

Continuous progressive education is also in the
focus of Organizam, a collaborative association
made of UBU — Association of Former SPUD Stu-
dents, Sintoment — Association for Multimediz
Art and Affirmation of Culture, Babushke — Visual
Communications and Special Powers Studio

and Nefunkcionalni Most — Group of Architects.
With their 40 projects and collaborations in the
past five years, Organizam has established an
exceptionally successful platform for various act
tivities that bring closer creative focal points and
local communities, sensitise the broader public
for issues related to culture and art and inform
them about the existing creative resources. It
also provides grounds for better understanding
arid promotion of visual culture heritage, initiates
stiategic networking with the main actors in civil
society and culture, explores new educational
madels and stimulates international cooperation
and interdisciplinary approach.

During the late 1990s and early 2000s, Dejan
Krsié in collaboration with Gordana Brzovi¢ cre-
ated some thirty Theoretical Films as a part of
Transfer, a cult TV show broadcast on the national
television. TFs were media hybrids which appro-
priated the well-established TV form of an eco-
nomic propaganda video to serve as a framework
for hypnotic and often provocative late evening
shows which communicated to the audience &
v|sualized theoretical discourse wrapped in small,
anhimated or typographical didactical sequences,
Ti's were, and still are, an example of what can be
done with a medium once we are fully aware of
its critical potential. On the other hand, a series
o prints titled Gentlemen Fake Polaroids is a
visually seductive project that questions what
are parameters of ‘authenticity’ in today’s mass
and radically democratised production and
distribution of images. According to Krsi¢, the
authenticity lies in everything we assume to be
artificial, from automatic ‘postproduction’ of
photographs made possible owing to software
inside any mobile device with a lens, to the way
web services and social networks ‘design’ the
way we view these photographs.
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Slican senzibilitet za rubove naseg iskustyva s novim medijima otkri-

va se u novom radu Igora Kuduza, knjizi My Dear Noble Friend, u
potpunosti sa¢injenoj od ‘digitalnog smeta’ — pazljivo arhiviranih spam
mailova koji primatelju nude prilike za naglo bogaéenje ili ljubavnu vezu.
Prihvacajuci ih takve kakvi jesu, Kuduz ih|otkupljuje od kriminalne na-
mjere svojih anonimnih autora, a njihovusadrzajnu generi¢nost i obli-
kovne specifi¢nosti doslovno tretira kao literarni tekst i osobni rukopis.
Layout teksta je onakav kakav su poSiljatelji napravili, vjerno su preuzeti
odnosi veli¢ina, proredi, pozicije teksta, tipografija itd. Svo prevodenje
sadrZaja iz digitalnog u tiskani medij dogadla se kroz tipografiju, vjerno
preuzetu iz samih spamova, a iako je|rije¢ iskljucivo o sistemskim
fontovima koje svi imaju na svojim rg €unalima, svi su uredno navedeni
U impresumu kao da je rije€ o najkvalitetnijim komercijalno dostupnim
fontovima. MDNF je primjer dizajna bez dizajna jednako toliko koliko i
dizajna knjige bez pisca, urednika i lektora.

Webom kao svojevrsnim ekosustavom bavi se i Petra Mili€ki u projektu
Monuments of a Yugo-sized Global Village, ali specifi¢no se fokusira-
juci na uzavrelu online komunikaciju kbja se odvija, izmedu ostalog, i na
razlic¢itim Youtube kanalima posve¢en/m kulturnoj i popkulturnoj ostavsti-
ni bivSe Jugoslavije. Konkretno, Petra IMili¢ki video postove na ovom web
servisu razmatra kao svojevrsne spomenike, a taj njihov status argumen-
tira ¢injenicom da su brojni od njih postali snaZna simbolicka mjesta kako
nostalgije i sjecanja, tako i mrZnje i netrpeljjvosti, ovisno o tome na koji
nacin i s kojim predznakom se korisnici identificiraju s njihovim sadrZzajem.
Ovom pitanju autorica prilazi na nekoliko razina — teorijskoj, performativ-
noj i dizajnerskoj, pokusavajuci ga zahvatiti s razlicitih aspekata, ukljucuju-
¢iiizradu stranice projekta koja uprave tematizira odnose i interakcije koje
se oko njih zbivaju.
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Similar sensibility for borderline experience with
thi new media can be found in the new work

by Igor Kuduz, the book titled My Dear Noble
Friend. The book is entirely made of ‘digital juhk’,
meticulously collected and archived spam e-mails
that provide the recipient with an opportunity te
suddenly get rich or start an intimate relationship,
Accepting them as they are, Kuduz emancipates
them from their authors’ criminal intent, treating
their generic character and visual identity as literary
text and personal handwriting. Layout is exactly
the same as originally created by the senders;
sizg, leading, position of the text, typography are
precisely copied in their original form. Any transla-
tioh of the content from digital to printed medium
happens only by means of typography, which was
taken over from spam messages and although we
are talking about system fonts that everyone has
installed on their computers by default, they are
all listed in the impressum as if we're dealing with
the best commercially available fonts. MDNF is an
example of designing without design as well as a
book without a writer, editor nor proof-reader.

Web as a kind of eco-system was also in the focus
of Petra Mili€ki’s project titled Monuments of
aYugo-Sized Global Village, which specifically
foclises on online communication taking place

on different YouTube channels for cultural and
pop-cultural heritage of former Yugoslavia. To be
mole precise, Petra Milicki analyses video posts
on this web service treating them as monuments,
explaining their memorial status with the fact that
many of them have become very strong symbolical
points of both nostalgia and remembrance, as well
as hate and intolerance, depending on how their
visitors react or identify with what they represent.
Petra Milicki deals with this issue on several levéls,
i.e| theoretical, performative and designer level,
trying to comprehend it from various aspects,
including the creation of a project’s website which
focuses on-correlations and.interactions taking
place around these ‘monuments’.
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PlaZa 3.0: Set za prirodu i drustvene mreZe deriviran je

iz dosadasnje serije radova Line Kovaéevié u kojima se ova
autorica bavi kreiranjem scenarija i ertefakata za korisnike

na mjestu presijecanja ‘stvarnog’ i ‘virtuglnog’ iskustva u
svakodnevici. Lina ove dvije razine iskustva promatra na istoj
ravni, drugim rije¢ima medijsko okruZenje vidi kao integrirano
s onim fizickim, stvarajuci tako naizgled nadrealna sucelja
koja intenziviraju bivanje unutar i izvan mreZe koristeci stare i
nove tehnologije. Instalacija PlaZa 3.0. spécificno je osmislje-
na za izlaganje u nekadasnjoj vojnoj bolnici, u kojem, prema
rije€ima autorice simulira mjesto privremenog eskapizma, uto-
pijskih plaZa naspram nedavne ratne povijesti te prostor bivse
vojne bolnice pretvara u hibrid fizickog|i virtualnog na kojem se
ostvaruju novi scenariji bussiness or leisure timea.

Beach 3.0: A Set for Nature and Social Net-
works derives from a series of works by Lina
Kovaéevié in which the author focuses on the
creation of scenarios and artefacts for users at
the point where the ‘real’ and the ‘virtual’ cross
in our everyday lives. Lina sees the two levels
of experience in the same plane, or in other
words, she perceives the media environment
as integrated with the physical, thus creating
surreal interfaces that intensify the presence
inside and outside of networks using old and
new technologies. The installation titled Beach

3.0. is a specific design created for showcasing

at the former military hospital in where, in her
own words, she simulates a place of temporary
escapism, utopian beaches in opposition to recent
war history turning the interior of the former
hospital into a hybrid between physical and virtual
space in order to create new scenarios for busihess
or leisure time.

Luminokineticka interaktivna instalacjja Interval zajednicki je rad umjetnice
Vesne Rohacek i produkt dizajnerice Dore Purkesac. interval ¢ine dva bazena
s vodom na osjetljivom podu ¢&ije vibracije pokre¢u valove na povrsini, a njihov
se svjetlosni odraz projicira na okolne zidove generirajuci fluidan i promjenjiv,
Zivi ambijent. Interval stoga ne egzistira bez fizickog prisustva publike, koja kroz
spontanu koreografiju kretanja postaje ‘izvoda¢em’ rada. Ova usmjerenost na
produbljivanje iskustva prostora, i vlastitog tijela u njemu, moze se tumacditi u
kontekstu Cinjenice da su obje autoricz istovremeno i aktivne protagonistice
suvremenoplesne scene.

Lumino-kinetic interactive installation titled
Interval is a collaboration between the artist
Vesna Rohaéek and Dora Purkesac, product
designer. The Interval is made of two water
pools on a sensitive floor the vibrations of
which create waves on the surface and their
light reflexion is then projected on the sur-
rounding walls generating fluid and change-
able, live ambience. The Interval, therefore,
does not exist without the physical presence
of the audience, which becomes the ‘per-
former’ of this work through a spontaneous
choreography. The focus set on a deeper
spatial experience and one’s body inside that
space may be interpreted as in the context of
the fact that both authors are simultaneously,
also very active protagonists of contemporary
dance scene.
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Uz narucene i primijenjene radove, mahom u podruéju dizajna vizualnih ko-
munikacija, Niko Mihaljevié kontinuirano razvija i samostalne projekte koji

eflektiraju njegov interes za zvuk, glazbu, neoavangardnu umjetnost, medijsku
rheologiju, razli¢ite vrste arhiviranja, vernakularno, strategije ready-madea i niz
drugih stvari. U posljednje vrijeme djeluje i pod kolektivnim pseudonimom

N. Mihaljevié i Soft Temple 11, a taj identitet stoji iza performativnih nastupa
koncerata koji uz glazbu ukljuéuju i auto-intervjuiranje, razli¢ite ‘muzicke’
artefakte kojima pridaje sakralni znacaj, a cijeli proces opisuje kao dokidanje
azlike izmedu banalnog i transcendentnog. Ovo dobro ilustrira i naziv predstav-
jenog projekta Fui mortus prius comedi kéfteburger (Bio sam mrtav prije
nego sam pojeo kéfteburger).

Frojekt Wc lektira inicijalno je realiziran prema konceptu Dore Bilié i Tine
tiller (u suradnji s kustosima Zbirki u pokretu Nade Bero$ i Tihomira Milovca i

arhitektom Igorom Frani¢em) za zagrebacki Muzej suvremene umjetnosti 2009.
godine kao integralni dio opreme nove zgrade. Rije€ je o 49 bijelih keramickih
plocica interpoliranih u prostore muzejskih toaleta, sve s otisnutim naslovima

mjetnickih djela iz stalnog postava. Svaki naslov, s navedenim imenom autora,
orelomljen je kao da je rijec o stranicama iz neke publikacije, dovodeci u direk-
tnu vezu sferu visoke umjetnosti sa sferom svakodnevice, kultivirani graficki
tipografski senzibilitet sa spontanim intervencijama po javnim toaletima.
Rekontekstualizacija projekta u okvir bivse vojne bolnice dodaje mu, medutim,
novu dimenziju. Koliko god su natpisi imali efekt iznenadenja za posjetitelje
ne-muzejskih zakutaka novog muzeja, njihovo izmjeStanje u napustene prosto-
rije i hodnike u Vlaskoj ¢ini ih posebno zacudnim, te kao da sugerira potencijal
za preobrazaj samog tog prostora.

ogether with commissioned and applied
orks, mostly in the field of visual commu-
ication, Niko Mihaljevié continuously
evelops independent projects reflecting his
interest for sound, music, Neo-avantgarde art,
media archaeology, various forms of archiving,
the vernacular, ready-made strategies and
ny other things. Recently, he has also
become active under a collective pseudonym
N. Mihaljevié and Soft Temple 11, and this
identity stands behind performative events/
certs including both music and self-inter-

edi kéfteburger (/ was Dead Before Eating a
Kofteburger).

The wc booklist has been initially realized by
Dora Bili¢ and Tina Miiller (in collaboration
with Nada Bero$ and Tihomir Milovac, the
curators of the permanent display Collections
in Motion, and architect Igor Franic) for the
Nluseum of Contemporary Art in Zagreb in
2009, as an integral part of the equipment for
the new building. It is composed of 49 white
c
t

eramic tiles interpolated in the Museum’s
dilets with imprinted titles of artworks
owcased at the Museum’s permanent exhi-
ition. Every title, with the name of the artist,
is set as if published in some publication,
irectly linking the sphere of high art with the
phere of everyday life as well as cultivated
graphical and typographical sensitivity and
¢pontaneous interventions inside of public
toilets. Re-contextualization of the project
nside the former military hospital provides a
completely new dimension. As much as these
itles allow for the effect of surprise for visitors
>f ‘non-museum’ corners inside the new
museum, their relocation to the abandoned
nteriors and halls on Vlaska street make them
articularly astounding as if the intention is
to suggest the transformation potential of the
space in question.

_——
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Stefano Mirti
Na granici dizajna i granicnog
poremecaja licnosti

IVANA BOROVNIAK

Stefano Mirti je diplomirao i doktorirao arhitekturu na Fakultetu u Torinu, nakon
cega seli u Japan na postdoktorsko usavrsa /anje na Tokyo University, Tadao Ando
Lab i predaje na Tama Fine Art Academy. Od 2001. do 2005. godine je izvanredni
profesor na Interaction Design Institute Ivrea. Kao arhitekt je jedan od osnivaca
Cliostraat. [www.cliostraat.com]. Od sijecnja 2006. je zaduZen za dizajn Skolu
NABA [www.naba.it]. Mirti je takoder i jedan od partnera u Id-lab gdje obavlja
brojne aktivnosti.

Dizajn: na rubu je tema ovogodisnjeg festivala. Fokus je na temama koje
graniée s dizajnerskom praksom i oppéenito na preklapanjima dizajna s
drugim disciplinama.
Mislim da je ‘granica’ kao kljuéna rije¢ vrlo prikladna. Rjeénik nudi popriliénc
fenomenalan svijet.
Granica, kao imenica:
1. linija koja uspostavlja ili oznacava granicu
2. mogucnost itd. do koje Sto doseZe, do koje je Sto dopusteno [granica strpljenjo;
granica pristojnosti; donja granica; gornja granica]; mjera
Tanka granica izmedu ljubavi i mrZnje.
Jos je zanimljivije razmotriti pridjev:
1.0. koji je na granici odredene kvalitete ili stanja: na granici siromastva
1.b. koji je upitne prirode ili kvalitete: aplikant s grani¢nim kvalifikacijama
2.a. Psihologija. Koji se odnosi na bilo koji fenomen izmedu dvije skupine i nije ga
lako kategorizirati: granicno stanje koje pokazuje karakteristike neurotskih i
psihoticnih reakcija

Design. Between borderlines and
multiple personality disorders

After gaining a degree in architecture and a PhD
at Torino’s polytechnic, Stefano Mirti moves to
Japan for his post-doctorate (Tokyo University,
Tadao Ando Lab) with a subsequent teaching
assignment at the Tama Fine Art Academy
(Tokyo).From 2001 to 2005 he is an associate
professor at Interaction Design Institute Ivrea,
where he is also in charge of e1 (exhibition unit).
As an architect he is one of Cliostraat founders.
[www.cliostraat.com]. From January 2006 he

is in charge of the design school at NABA [www.
naba.it]. Stefano Mirti is partner of Id-lab where
he carries out numerous activities.

Design Borderline is the topic of this
year’s D Day festival. Aim of the festival
isto question and focus on the topics that:
are on the edge of the design practice,
and more generally on the intersection of
design with other disciplines.

1 think that ‘borderline’ as a keyword is rather
appropriate. If we check in the dictionary, we
get into a quite fabulous world.

Borderline, as a noun:

1. Aline that establishes or marks a border.

2. An indefinite area intermediate between

two qualities or conditions: The borderline
between love and hate is often thin.

Even more interesting if we get into bor-
derline as an adjective: 1.a. Verging on a given
quality or condition: borderline poverty.

1.b. Of a questionable nature or quality: an

applicant with borderline qualifications.

2.a. Psychology. Relating to any phenomenon

that is intermediate between two groups
and not clearly categorized in either group:
a borderline state showing the charac-
teristics of both neurotic and psychotic
reactions.

2.b. Relating to a condition characterized by

a pattern of instability in mood, inter-
personal relations, and self-image, and
manifested by self-destructive, impulsive,
and inconsistent behavior: the borderline
syndrome.

Finally, I think that the final paragraphs ar2
the ones really meaningful and promising: ‘a
borderline state showing the characteristics o
both neurotic and psychotic reactions’.

Of course, if we get into the borderline
syndrome, we are right in the spot. Wikipe-
dia starts its explanation like this: Borderline
personality disorder (BPD) (called emotion-
ally unstable personality disorder, emotional
intensity disorder, or borderline type in the
ICD-10) is a cluster-B personality disorder, the
essential feature of which is a pattern of markea
impulsivity and instability of affects, interper-
sonal relationships and selfimage. The pattern
is present by euriy aduithood and occurs across
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2.b. Vezano za stanje koje karakteriziraju obrasci nestabilnosti u raspoloZenju,
meduljudskim odnosima i slike o sebi, ¢ manifestira se kroz auto-destruktivno,
impulzivno i nekonzistentno ponasanje: granicni poremeéaj licnosti.

Kako se vas rad moze interpretirati
u kontekstu teme, uzimajuéi u ob-
zir da eksperimentirate i djelujete
unutar nekoliko razli¢itih discipli-
na, od arhitekture i novih medija do
dizajn edukacije.

J suvremenom svijetu dizajner nuzno
imora imati nekoliko osobnosti. Bez
ove tegobne karakteristike tesko

je prezivjeti rubne uvjete danasnji-

ce. | sam sam toliko razli¢itih stvari
odjednom — arhitekt i profesor. Baviti
se dizajnom znadi baviti se i poduzet-
niStvom ili s vr.emena na vrijeme dobiti
plaéu od nekog realnog ili fikcijskog
entiteta. PiSem clanke, ponekad knji-
ge. Jedan dan organiziram zajednicu,
sljedeci dan radim za neku zlu korpo-

raciju. U principu, nikad mi nije dosadno. Ujutro story-teller, popodne ekspert
za drustvene mreZe, naveder istraZivac, a nocu se bavim vlastitim hobijima,
koji su, naravno najvaZzniji dio mojega Zivota.

Ennio Flaiano je jednom rekao: ‘Danas su ¢ak i imbecili specijalizirani.’ Mi-
slim da je to rekao prije 30 ili 40 godina. Citavo ovo vrijeme, stvari su krenule
samo jo§ gore. Danas moZete odabrati: ili specijalizacija ili zona ‘na rubu’. Nista
izmedu. Drugim rijeCima: Neka je Sila s tobom! Usput, jos$ jedan koncept koji
veoma volim je ‘multiverse’. (Wikipedia: ‘The multiverse (or meta-universe) is
the hypothetical set of infinite or finite possible universes (including the histori-
cal universe we consistently experience) that together comprise everything that
exists and can exist: the entirety of space, time, matter, and energy as well as the
physical laws and constants that describe them. The various universes within the
multiverse are sometimes called parallel universes.’)

Vas rad je vezan za edukaciju. Jedan od vasih nedavnih
projekata bavi se edukacijom za dizajn pocetnike. U
tom kontekstu zanimljiva je jedna vaa misao: ‘Program
je namijenjen ne-dizajnerima. Ljudima koji su znati-
Zeljni. Ljudima koji razumiju da dizajn moZze biti poput
filozofije ili matematike (u prvom redu jezik, u dru-
gom, nacin na koji se gleda na svijet, a rie nuzno samo

profesija).

Da, moj rad je usko vezan za edukaciju u dizajnu i obrnu-
to. Otprilike kao mitoloski Ouroboros, gréka zmija koja si
jede rep. To se naravno ne mora odnositi na svakoga, ali u
mom slucaju savrseno funkcionira. Vezano za edukaciju
ne-dizajnera, nemam mnogo za elabori-ati. Radio sam

s razli€itim tipovima ljudi. Djecom, poslovnim ljudima,
arhitektima. U posljednjem projektu trebalo je odabrati;
¢inilo se prikladnim napraviti nesto za svakoga, naprosto
zato da prosirimo publiku. Vrlo je jednostavno poducavati
kompleksne stvari. Poducavati vrlo jednostavne stvari je
znatno teZe. Obzirom da smo ambiciozni, isli smo na veéi
izazov. Sto se ti¢e ‘jezika dizajna’, dizajn moZe biti glagol
(dizajnirati nesto) ili imenica. Ako dizajn razumijemo kao
jezik kojim se komunicira prema svijetu, generalno ta
spoznaja moze biti zanimljiva i intrigan:na.

a variety of situations and contexts. Wikipedia
also warns us: ‘not to be confused with multiple
personality disorder’. That is another typical
feature of contemporary design. Let’s say that
because design lives in a borderline condition,
designers are lead to have a multiple person-
ality disorder. Here | am, with my multiple
personalities and their various disorders. We
can proceed on with the interview...

In the context of your own work, how do
you relate to this topic, given that you are
experimenting and operating in within
different disciplines, from architecture to
new media to design education etc.?
This is exactly the point. To be a designer in
the contemporary world, you have to carry
multiple personalities. Without this special
and burdensome feature, it is very difficult to
survive the borderline conditions of today’s
world. I am so many things at once. l am an
architect, but | am also a teacher. To design
have to be an entrepreneur, but from time
to time | get a salary from some real and/or
fictional entities. | write an article, sometimes
| write a book. One day | organize a commu-
nity, and the following day | am at work for
some evil corporation. Indeed, never a boring
moment. In the morning a story-teller, in the
afternoon an expert on social media, in the
evening research, and finally, | spend the night
drowning in my hobbies, which are, of course,
the most important part of my life.

Ennio Flaiano once famously stated, ‘Today,
aven the imbecile is specialized’. | think he
;aid this some 30, 40 years ago. In all this
time, it only got worse. You can choose: either
way, you specialize, or you have to enter the
borderline. Nothing in between. In a differerit
way, May the force be with you! By the way,
another concept | like quite much is the one
of the ‘multiverse’ (Wikipedia comes handy
again): The multiverse (or meta-universe) is
the hypothetical set of infinite or finite possible




Mislite li onda da koristeéi pojedine modele misljenja svatko moZe posta-

ti dizajner?
Svatko je dizajner na sli¢an nacin na koji je svatko pjesnik ili muzi€ar. Na-
primjer, ne mogu rec¢i da sam odvjetnik ili inZenjer strojarstva, ali mogu da
sam pjesnik. Naravno, vi tada moZete ustvrditi da je moja poezija sranje.
Medutim, ako vjerujem da sam pjesnik, onda sam pjesnik. Biti dizajner, u
prvom redu je pitanje stanja uma. Dalje, postoje dobri i losi dizajneri, amateri
i profesionalci, specijalisti za odredena podruéja itd., $to je predmet nekog
drugog razgovora. Svi dizajniraju. Neki ljudi dizajniraju ljetni odmor, neki svo-
je Zivote. MoZete dizajnirati pljacku banke ili ve€eru. Sve ovisi o tome kakvim
dizajnerom Zelite biti. Baviti se dizajnom profesionalno je nesto drugo (manje
zanimljivo i ovisi o tehnickom treningu). Prva razina, ona koja se odnosi na
dizajn kao stanje uma je mnogo zanimljivija.

Je li nase vrijeme predodredeno za generaliste? Vodi li to u konaénici u

amaterizam, pogotovo u kontekstu open-sourcea, on-line tecajevai sl.?

Mislite li da je takav model pozitivan i odrZiv?
Kao $to sam vec rekao, nase vrijeme je u rukama specijalista. Amater je
lijep karakter s kojim je ugodno provesti vecer, ali ljudska vrsta se pokrece
naprijed zbog specijalista, a ne zbog amstera. Ovaj posljednji val u kojem
svatko misli da je sposoban za sve je vrlo fascinantno stanje, posebice ako
ste antropolog ili etnograf. Ne vidim to doduse kao posebno stanje svojstve-
no naSem vremenu. Gustave Flaubert nam je ispricao fascinantnu pricu o
Bouvard et Pécuchet prije vise od stotinu godina, a poklonici D1Y pristupa
postoje ve¢ godinama. Svijet u kojem vladaju specijalisti i tehnokrati je 100%
distopija. Svijet u kojem vladaju amateri i hobisti je jo§ mnogo gori. Ne bira-
mo kada smo rodeni. Moguce je da trenutno Zivimo u vrijeme amaterizma.
Ne bas lijepo, ali opet, moglo bi biti jos i gore.

uniiverses (including the historical universe we
consistently experience) that together comprise
everything that exists and can exist: the entirety
of space, time, matter, and energy as well as the
physical laws and constants that describe them
The various universes within the multiverse are
sometimes called parallel universes.

Your work is rooted in design education.
One of your recent projects is dealing with
how to educate design beginners. | appre-
ciated one of your thoughts: ‘The program
is intended for non-designers. People wha
are curious. People who understand that
design can be intended as philosophy or
mathematics (in first instance a language,
a way of seeing the world, not necessarily a
profession).’ Can you elaborate on it?
Well... My work is rooted in design education.
And my teaching is rooted in my work. It’s like
the mythological Ouroboros, the Greek snake
busy eating its tail. | couldn’t teach without
my professional practice, and my professional
practice feeds itself from the teaching. Of
course, this doesn’t have to apply to everyone;
for me, it is just perfect.

Regarding the class for non-designers, there
isn’t much to elaborate. I've been teaching to
all kind of students. Children, business people,
designers, architects. This time, we could
choose; it felt appropriate to make something
for everyone simply to broaden our potential
audience. To teach very complex things, it is
fairly easy. To teach very simple things, it is
actually quite difficult. Since we are ambitiouis
people, we went for the tough challenge. Re -
garding the ‘design as a language’ issue, again,
there isn’t much to elaborate. Design can be
a verb (to design something). Design can be a
noun. In our understanding, if we intend design
as a language, as a way to communicate to
the world, the overall can be interesting and
intriguing.

How do you see the future of design in that
context and do you think that by using cer-
tain models of thinking anyone can becorne
a designer?

Everyone is a designer in the same way
averyone is a poet or a musician. For instance, |
can’t say | am lawyer or a mechanical engineer.
Still, I can say that | am poet. Then of course,
you can say that my poetry is shit. Nonetheless,
f 1 believe that | am a poet, then | am a poet.

“To be a designer, in the first instance, is a con-
dition of your mind. Next, we can have good de-
signers, bad designers, amateurs, professional
ones, specialized and so on. But this is another
level of conversation. Everyone design things.
Some people design their summer holidays,
some other people design their lives. You can
clesign a bank robbery or a dinner. It’s up to
you: what kind of designer do you want to be?
Once this said, to be a professional designer

it is something different (less interesting: it
becomes vocational / technical training). The
first level (to be a designer as a condition of
your mind) is the interesting one.

Do you think that our age is predeter-
mined to generalists, and if so, does that
inevitably lead to amateurism (especially
in relation to open source, on-line courses
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MoZete li objasniti neke od vasih lcolaboracija, primjerice onu na projektu

Whoami?

Nikada ne radim sam. U ¢itavom Zivotu vjerojatno sam svega nekoliko puta
radio potpuno sam. Svi moji projekti, radovi i aktivnosti nastaju s drugim lju-
dima. Whoami projekt je kolaboracija izmedu IdLab-a i Abadir Fine Art Aca-
demy sa Sicilije. Radimo na istoj tami (novim formama diseminacije znanja).
Lijepo se nadopunjavamo. Dok se mi gusimo u milanskom smogu i magli,
oni se vesele na sicilijanskom suncu: savr$en spoj. Poceli smo suradnju prije
nekoliko godina. Sada radimo na mnogobrojnim projektima zajedno. Vrlo
uzbudljivo. Dodite nas posjetiti, vrlo je ijjepo. Puno energije, tenzije i strasti.

ov o

Ispri€ajte nam nesto o projektu MooOC. Kojim smjerom se kreée ovaj
edukativni projekt i koji su njegovi rezultati? Kome je namijenjen ovaj
program, i diskreditira li on ulogu altaclemije u dizajnu, obzirom da se racli

a seriji on
projekt?

line videa za ucenje osnova clizajna? Kojim smjerom se razvija

MOOC je zapoceo s 40.000 ljudi koji su se upisali, i zavrSili program s izloz-
bom u Berlinu. Otprilike njih 100 je doslo u Berlin iz cijeloga svijeta o vlasti-
tom trosku. U teaser koji smo lansirali u svrhu promocije MOOC-a jasno je da
nam je cilj bi zasnovati zajednicu ljucli. U tome smo uspjeli. Trenutno imamo
zajednicu od 100—-200 ljudi koji €ine jezgru projekta. Nekoliko tisuéa ih je dio
projekta. Nije loSe, zapravo vrlo impresivno.

Trenutno lansiramo neke druge
programe i aktivnosti — od ljetnog
kampa do nove verzije programa
Dizajn 101, i ve¢ razmisljamo o verziji
Dizajn 102. Neki od nasih studenata
dolaze u Milano da bi radili s nama na
novim stvarima. Dizajn 101 je zami-
§ljen kao jedan zalogaj veceg zahvata
unutar kojeg Zelimo uspostaviti i fino
ugoditi nacine u€enja i poducavanja.
Radi se o eksperimentalnom projektu,
¢iji rezultat je poprilicno impresivan.

etc.), or you think this is a positive and
sustainable model?

As | said before, our age is in the hands of
specialists, and this is quite terrifying.

The amateur is a lovely character, and it is
very nice to spend an evening with him (or
her). Alas, the human kind moves because of
specialists, not because of amateurs.

I think that this recent wave where every-
one believes to be able to do everything is
quite a fascinating condition, especially if you
are an anthropologist or an ethnographer. | do
not see this as a peculiar condition of our age.
Gustave Flaubert told us the fascinating story
of Bouvard et Pécuchet more than one hun-
dred years ago. We have had DIY aficionados
since decades. A world where the specialists
and the technocrats rule is a 100% dystopia.
A world where the amateur and the hobbyist
rule is actually much worse.

We don’t decide in which age we are born.
It could be that we are in the amateur age.

Not so nice. Yet, it could have been worse.

Can you explain some of your work col-
laborations, such as the one on Whoami
project?

I never work alone. I think that through my life
only a few times I did things on my own. All

my projects, works, activities are always done
with other people. Whoami project is a collzb-
oration between IdLab (our office) and Abaair
Fine Art Academy in Sicily. We are working on
the same theme (new forms of knowledge dis-
semination — aka school). We complete each
other quite well. While we are drowning in the
Milanese fog and smog, they are frolicking in
the stark Sicilian sun: a perfect match. We
started to work together a couple of years ago.
We are now running and inventing all kinds of
new things. Quite exciting, indeed. Come to
\isit us. It’s very nice. A lot of energy, tension,
passion.

CGan you tell me a little bit about your
nooc project. Which direction is it taking
and what are the results? Who is this
program intended for, and is it discred-
iting the role of design in the world of
academia?

The MoocC started with 40.000 people who
anrolled and ended with a final exhibition in
Berlin. Some 100 people (from the original
40.000) came to Berlin from all over the world,
on their own expenses. In the teaser that
launched the MoOC, we clearly stated that
cur goal was to set up a community. This we
did. We now have a community with some
100/200 core people. Some other thousand
people are part of the whole gig.

Not bad. Rather impressive.

Which direction is the whole thing taking?
\\Ve are into it, not easy to say. We are now
launching some other programs, activities.
From summer camps, to a new release of
Design 101 (Design 101 reloaded). Already
thinking about Design 102. Some of our
students are coming to Milan to work with

us on new things. Design 101 can be intended
as a morsel of a bigger frame in which we
~vant to set up and finetune the way we teach
and learinsitis a hands-on experiment. The
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Ljudi se konstantno pridruzuju. Vrlo smo sretni. Vrlo smo umorni. Tako je
kako je. Vezano za ulogu akademije u dizajnu...nema brige. Dizajn unutar aka-
demije je ve¢ diskreditiran. Sto god bio rezultat nasih napora, ne moZe biti
gore nego Sto je sada.

Nla samom kraju prezentacije M0OO Dizajn 2001 projekta, koji razvijate
u posljednje vrijeme, kaZete da je zajednica poruka. Referirate li se time
na globalne zajednice? Koja je vasa pozicija u odnosu na razvoj lokalnih
zajednica?
Nemam posebnu misao vezano za lokalne ili globalne zajednice. Mi smo
praktiéni i pragmati¢ni ljudi koji Zel2 prenijeti znanje. Ako zajednica (kao alat)
funkcionira bolje od tradicionalnog razreda, zasto je ne koristiti?

Treba li danas$njem svijetu dizajn? IKako vidite njegov razvoj u sljedeéih

nekoliko godina, posebno s obzirorn na njegove ‘graniéne’ kvalitete?
Zivimo u svijetu u kojem je sve dizajn. Dizajn je nekada bio profesija rezer-
virana za uzak krug ljudi koji su dizajnirali stolce i ku¢anske aparate. Danas
je posvuda. Sto reéi? Najvjerojatnile ja to samo trend, moda. Letjeli smo na
Mjesec bez dizajnera. Mi (Europljani) otkrili smo Ameriku i otisli u Kinu bez
dizajnera. Isto se moZe reéi za izum telefona, radija i jos koji milijun stvari.
Danasnjem svijetu je potreban razum. Nisam siguran za dizajn. Ne mogu
zamisliti sljede¢u godinu, a kamoli sljedecih nekoliko godina. MoZda biste
pitanje trebali postaviti mojoj majci, Graziji Mirti, koja je astrologinja.

FOTOGRAFIJE
Stefano Mirti (aka @stefi_idlab),
serija ‘Mali ljudi’, Instagram

cutcomes are quite impressive. We are grow-
ing bigger and more confident.

Other people are joining. We are very happy.
We are very tired. That’s the way it goes.
About discrediting the role of design in the
world of academia... well, there isn’t much
to be worried about. The role of design is
already discredited in the world of academia.
Whatever the outcomes of our effort, it can’t
be worse than it is now.

At the end of your presentation on the
1M00C Design 101you have been devel-
oping lately, you say that community is a
message. Are you referring to global com-
munities? What is your position in regards
o strengthening local communities in
that respect?

We don’t have any specific thought regarding
local or global communities. We are practical
and pragmatic people. We want to transfer
kroowledge. If the community (as a tool) works
better than a traditional classroom, why not
to use it?

Is design needed in today’s world, and
how do you see it developing in the next
decade, especially in regards to its ‘bor-
derline’ qualities?
We live in a world where design has become
everything. It used to be a very peculiar (and
small) niche of people busy doing chairs and
home appliances. Now, it is everywhere.
What to say? Most likely it is a trend, a fashion.
We went to the Moon without designers. We
(Furopeans) discovered America and went to
China without the need of any designer. The
same can be said for inventing the telephone,
the radio and some other millions of things.
Today’s world needs common sense. Not so
sure about design. Regarding the next decade,
I sm not able to imagine the world next year,
hence | can’t see so far away in the future. |
amr a designer, the Mirti who is able to tell
you about the future is my mother. She is a
well-known astrologer: Mrs. Grazia Mirti. This
kind of question should be addressed to her,
not me.

PHOTOS
Stefano Mirti (aka @stefi_idlab),
‘Livtle people’ series, Instagram
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Dejan Krsi¢

Design has always been a
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Dizajn je oduvijek bio znaGenjska praksa
MARKO GOLUB

Dejan Krsié¢ roden je 1961. u Sarajevu, diplomirao je povijest umjetnosti i etnologi-
Jju na Filozofskom fakultetu u Zagrebu, a racli kao graficki dizajner, publicist i
prevoditelj. Zaposlen je na Odsjeku za dizajn vizualnih komunikacija UMAS, Split.
Imao nekoliko samostalnih i grupnih izloZbi, te sudjelovao na nizu kolektivnih
izloZbi i festivala. Devedesetih godina jedan od pokretaca, graficki urednik a kasnije
i glavni urednik magazina Arkzin. Od 2c00. kao ¢lan udruge za vizualnu kulturu
Sto, kako i za koga/WHW suraduje na izloZbeno/medijskim projektima i realizaciji
programa Galerije Nova. Priredio je nekoliko izloZbi radova Mirka lli¢a i napisao
monografiju Mirko Ili¢: strip / ilustracija / dizajn / multimedija (AGM & Profil
International, Zagreb 2008), ¢ije je izmijenjeno izdanje objavljeno na engleskom
pod naslovom Mirko Ili¢ - Fist to Face (Prin: Books, F+W Inc, New York 2012). Bio
Jje ¢lan kustoskog tima izloZbe Socijalizam i modernost (IPU & MSU, Zagreb, 2011.)
ijedan od autora u istoimenoj publikaciji. Qvaj intervju ‘po rubovima’ specifiéno
dotice manje isticane aspekte Krsi¢evog javnog i profesionalnog djelovanja, uz
osvrtanje na opéenita pitanja o pojmu i ulozi dizajna.

Zavrsio si povijest umjetnosti, Sto se rijetko stavlja u kontekst tvog rada,
¢ak i onda kad se izravno bavis$ povijeséu dizajna i vizualne kulture, kroz
tekstove, izlozbe itd. MoZda nepristojno pitanje, a mozda i zanimljiv
odgovor - kako je doslo do toga da se poénes baviti dizajnomii je li to
tvoje obrazovno zalede na bilo koji natin oblikovalo tvoj autorski jezik i
pristup?

U jednom ranijem razgovoru rekao sam da pripadam toj ‘posljednjoj genera-

ciji autodidakta’. U ‘moje doba’ nije bilo studija dizajna, a znao sam jedino da

bih se nekako htio baviti podruéjern umjetnosti, vizualnog, pa je studij povi-
jesti umjetnosti bio neka vrsta elegan-
tnog izlaza, tada najlakSeg dostupnog
rjeSenja. NaZalost, studij povijesti
umjetnosti je tada bio veoma kon-
zervativan, a nisam bas siguran da se
situacija u meduvremenu doista bitno
promijenila. Dakle, najnovije dokle
se dolazilo je bio otprilike apstraktni
ekspresionizam. Cak je i enformel bio
previse ‘nov’ i radikalan, dok je pop art
smatran sasvim sumnjivom umjetno-
$éu kojoj nema mjesta u ‘akademskim
raspravama’ na fakultetu. Pililo se s
tom formalnom analizom, a nije bilo
ozbiljnije rijeci o bilo kakvim suvreme-
nijim teorijama, pogledima na umjet-
nost itd. Mislim da, objektivno, od tog
studija za dizajnersko djelovanje nije
bilo puno koristi, osim kao negativna
slika: ovo je sve ono §to me ne zanima
i $to ja nikako ne bih radio. | danas je
J tom podrucju aktualno manijakalno
oroucavanje svake barokne crkvice,
dok nam modernisti¢ko nasljede
pred oéima nestaje. ‘Moji univerziteti’

VICTORY TO THE MINERS

signifying practice

Dejan Krsi¢ was born in Sarajevo in 1961. He
graduated Art History and Ethnology from the
Zagreb Faculty of Philosophy. He currently works
as a graphics designer, author, and translator.
Krsi¢ is employed at the Department of Visual
Communications Design of the Split Arts Acad-
emy. He has had several individual and group
exhibitions and participated at various collective
exhibitions and festivals. In the 1990s, he acted
as one of the initiators, graphics editor, and later.
editor-in-chief of the Arkzin magazine. Since
2000, as a member of the Visual Culture Asso-
ciation What, How and for Whom/WHW, he
has taken part in exhibition/media projects and
the programme of the Nova Gallery. He has also
prepared several exhibitions of works by Mirko
lli¢ and authored the monograph Mirko llic: strip
/ilustracija / dizajn / multimedija (AGM & Profil
International, Zagreb 2008), whose abridged
edition was published in English under the

sitle Mirko Ili¢ — Fist to Face (Print Books, F+W
inc., New York 2012). Krsi¢ is a member of the
curator team for the Socialism and Modernity
exhibition (1IPU & MSU, Zagreb, 2011) and one of
the authors for the publication published under
the same name. This interview ‘peripherally’
confronts the less known aspects of Krsié’s
public and professional work, with comments

cn general issues regarding the notion and role
cf design.

You have a degree in art history, which is
rarely put into context with your work,
even in instances when you directly study
the history of design and visual culture
through texts on exhibitions, etc. This
may sound impolite, but it would be
interesting to know - how did you come
to work in design and has your education-
al background in any way shaped your
language and approach as an author?

Ir) an earlier interview, | mentioned that | be-
Icnged to the ‘last generation of autodidacts’.
In ‘my time’, there was no study of design and
the only thing | knew was that | wanted to
work in the field of art and the visual, which is
why art history seemed to be some kind of an
elegant way out, the easiest solution available.
Unfortunately, university studies in art history
v/ere very conservative back then, and I'm
not really sure if much has changed since
that time. The most recent period studied
was somewhere near abstract expressionism.
Even informel was too ‘new’ and radical, while
pop art was considered an unambiguously
dubious form of art that should never find

its way into serious ‘academic discussions’.
Far too much attention was given to formal
analyses and there was no mention of any
rnodern theory, views on art, etc. | think that
art history could not teach you anything
about working in design, except negatively:
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dakle, da se posluzimo tom frazom iz povijesti KPJ, bili su tiskani mediji,
prvo omladinski i studentski — Pclet, SL, Pitanja, Quorum — a kasnije magazin
Start. Kroz djelovanje u njima, pisanje ali i druZenje, sjedenje po redakcijama
sa starijim i pametnijim ljudima, pocinjem i s prakti¢nim radom u uredivanju
i oblikovanju novina. To iskustvo novinara, urednika, grafickog urednika je
mozda najvaZnije za moj kasniji rad, rie samo u Arkzinu, Sto bi bilo o¢igledno,
nego i rad na razli¢itim knjigama, publikacijama, katalozima. Gdje god je to
moguce, a Cesto je ne samo moguce nego i nuzno, ulogu dizajnera vidim i
kao posao vizualnog urednika, kako je to Rick Poynor definirao u predgovoru
moZda za nas najutjecajnije knjigz 90-ih, Typography Now: The Next Wave. \J
lijepoj tradiciji El Lissitzky to bi se nazivalo ‘konstruktorom knjige’.

Sto je, zapravo, bila Nova Evropa? Tijekom osamdesetih godina ti, Jani
Stravs i Gordana Brzovié imali ste nekoliko izlozbi i nastupa, novine, pri-
loge u drugim novinama, o tome se pisalo, cak se dogodio i jedan skandal,
po Internetu se mogu naéi i neki ‘vidzospotovi’ muzike koja je nastajala
pod tim imenom. U novije vrijeme izlazio si s fragmentima te price, ali
ona opéenito za danasnje vrijeme ost.aje neprepriana pa klizi prema
mitologizaciji.
Mitovi su obi¢no bolji i vazniji od orozaicne realnosti. Za mene, to je bila
prvenstveno konceptualna, takoreéi teorijska djelatnost. IzraZzavanje svijesti
0 novoj, izmijenjenoj prirodi umjetnosti, umjetnickoj praksi u vremenu novih
tehnologija, koje nam tad uglavnom nisu bile dostupne ali su visile u zraku.
Mozda to mozZemo povezatii s prvim pitanjem, upravo zbog nezadovoljstva
studijem povijesti umjetnosti, koji je bio slijep za pop art, fluxus, konceptu-
alisticke prakse itd., dok su se paralelno u nasoj sredini odvijali programi
eksperimentalnog filma i videa u Galetinom MM-u, Podroom, akcije Grupe
Sestorice, Mangelos, Kugla glumiste, Haustor, a ne smijem zaboraviti ni lli¢a
i Novi kvadrat kao ‘novi val prije novog vala’. Tu su bile i zanimljive izloZbe
u GSU i Galeriji SC, uz naravno zlcsretni utjecaj nekih knjiga McLuhana,
Waltera Benjamina, Karela Teige, li djelovanje Kraftwerka i Briana Enoa na
pop sceni. Sve je to poticalo interes za manifestno, pamfletsko definiranje
te nove pozicije umjetnika, odnosino dizajnera: umjetnika kao proizvodaca,
umjetnika-proletera. Tek posljednjih godina se sve vi§e ponovo govori o
takvoj noziciji kuiturnin radnika, kaju se danas prvenstveno vidi u sklopu

I know what | don’t want to know and what

I don’t want to do. Even today, this field still
revolves mainly around maniacally studying
each and every little baroque church, while
our modernist heritage is slowly slipping away
from our fingers. ‘My universities’, to use

an outdated phrase, were therefore printed
media, both youth and student — Polet, SL,
Pitanja, Quorum — and later Start magazine.
Through working for them, writing but also
spending time with other, wiser and smarter,
people involved in their production, | began
practical work as an editor and designer of
newspapers. This experience as a journalist,
editor, and graphics editor was perhaps most
important for my later work, not only in Arkzin,
which is obvious, but also on various books,
publications, catalogues. Wherever possible,
and often wherever necessary, the role of a
designer must be synonymous with that of

a visual editor, as Rick Poynor wrote in the
introduction to perhaps the most influential
book of the 1990s, Typography Now: The Next
Wave. In the fine tradition of El Lissitzky, one:
could call this role the ‘book constructor’.

What was Nova Evropa (New Europe) in
reality? In the 1980s, you, Jani Stravs, and
Gordana Brzovié had several exhibitions
and performances, newspapers, pieces

in other newspapers; others wrote about
you, even a scandal broke out, the inter-
net still holds a few music videos under
your name. You recently came out with
fragments of this story, but it remains
largely untold and is slowly becoming a
myth.

Myths are usually better and more significant
than the prosaic reality. For me, this was
primarily a conceptual, or better yet, theo-
retical activity; expressing awareness about
a new, changed nature of art and artistic
practices in the age of new technology, which
was mainly unavailable but had a general
presence. Maybe we could correlate this
with the first question, precisely because of
my dissatisfaction with university studies in
art history, which were ignorant toward pop
art, fluxus, conceptual practices, etc., while
we here organised programs of experimental
film and video at Ivan Galeta’s MM Centre,
Podroom, Grupa Sestorice, Mangelos, Kugla
glumiste, Haustor, not to mention Mirko 1li¢’s
Novi kvadrat as the ‘new wave before the new
wave’. We also had interesting exhibitions at
the GSU (Gallery of Contemporary Art) and
Galerija SC (Student Centre Gallery), with

of course the ominous influence of books by
McLuhan, Walter Benjamin, Karel Teiga, or
Kraftwerk’s and Brian Eno’s performances on
the pop scene. All this stimulated interest for
the manifest, pamphlet definition of a new
position for the artist, i.e. designer: artist as

a producer, artist-worker. Only recently has
there been serious talk of positioning cultural
workers along these lines, as they are pre-
dominantly viewed through the lens of the no-
tion of the Precariat. My activities back then
seemed even more important considering
that the early 1980s were an age dominated
2y the so-called new image; notions such as
the transavantgarde, neo-expressionism, etc.,
which | deemed completely uninteresting
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pojma prekarijata. Takvo djelovanje mi se €inilo vaznim posebno stoga §to s
rane 80-e bile doba dominacije tzv. nove slike, svih tih pojava koje se nazi-
vaju razli¢itim imenima transavangarde, novog ekspresionizma itd, a koje sui
mi bile potpuno neinteresantne, $tovise smatrao sam ih historijski reakcio-
narnim. Parafrazirajuci parolu NSK napisao sam da ‘mi koji stvaramo teoriju
suvremene umjetnosti smatramo sebe vrhunskim/najveéim umjetnicima’.

I to se kasnije, 9o-ih, na izvjestan nacin potvrdilo s dominacijom kustosa
kao onih koji diskurzivno ‘proizvode’ novu umjetnost. Ne Zelim re¢i da smo
predvidali buduénost ili bili ispred svog vremena, teza je i onda bila da je to
veé sad nasa situacija, samo svijet um etnickih institucija to ne Zeli vidjeti i
priznati.

Je li ona, u ono vrijeme, imala veze i dodira s NSK, ili nam se to samo
danas &ini zbog sliénog hibrida popa, politike, umjetnosti i recikliranja
povijesne avangarde?

Uz te stvari, Laibach i druge sastavnice NSK, a svakako moramo spomenuti

i projekte umjetnika koji tad djeluje pod imenom Goran Pordevi¢, Autopsiju,
projekte Gorana Li$nji¢a u Osijeku (Metropolie Trans, Nowy Lef), Abbildun-
gen Variete u Mariboru, Padot na Vizantija/Aporeu. Sve to nastaje otprilike
istodobno i proizlazi iz slicnih okolnost/, a onda je nakon javnog pojavljivanja
doslo i do medusobnog prepoznavanja i povezivanja. Vjerojatno prvi tekst

o Laibachu u hrvatskim medijima objavio sam u Poletu povodom koncerta
Laibach Kunsta u Lapidariju 1982. Od tada potice naSa komunikacija, $to se
ubrzo $iri na NSK.

Ono §to je za te generacije kraja 70- h i 80-ih vaZzno i karakteristi¢no je

novo otkrivanje historijskih avangardi. Darko Simi¢ié je to formulirao kao
‘traZenje oteva’, smjestanje u jedan historijski niz u kojemu za nas nisu bile
vazne hegemonijske domace tradicije, Krleza, Hegedusi¢ i sli¢no, nego veza
sa sovjetskom avangardom, ponovno otkrivanje zaboravljenih i potisnutih
domadih tradicija, zenitizma na primjer. Ja sam odlazio u NSB i tamo bez
problema dobio ¢itav komplet Zenita i fotokopirao pojedine stvari, poput
reprodukcije Tatlinovog tornja. Za sve nas tu je veliku ulogu odigrao Branko
Vugiéevi¢ kao pogonska sila iza filma Splav Meduze Karpa Godine (1980).
Prva retrospektivna izloZba zenitizma dosla je tek 4 godine kasnije. Inace,
imena aktera nisu toliko bitna, svjesnc se inzistiralo na kolektivnom nastupu,
anonimnosti, ali i ideji da su ‘svi ukljuéeni u djelovanje Nove Evrope, éak i oni
koji toga nisu svjesni’. Tako je neke izloZbe organizirao Neven Culibrk, tada
zagrebacki student, danas poznat kao otac Jovan, episkop pravoslavne crkve
na Kosovu. S Goranom LiSnjiéem smo razmjenjivali fotokopije i kazete tako
da su neki radovi i Metropolie Ztrans i NE neka vrsta medusobnih ‘citata’, ée-
sto ‘citata citata’. Njegovo djelovanje j= bilo neka vrsta potvrde nase teorije,
aon je u tim tekstovima prepoznao svoje djelovanje. Ono $to je danas malo
Zalosno, da kad se tehnologija doista demokratizirala, takvo djelovanje nije
Sire i masovnije. Djelovanje Ivana Antunovi¢a mi se danas vise ¢ini kao daleki
zaostatak iz tih 80-ih nego norma.

Jesi li svoje tadasnje djelo-
vanje u okviru tog projekta
gledao kao na bavljenje diza-
Jjnomiili je stvar kompleksnija
od toga?

Najpreciznije bi bilo re¢i da tada,
a ni danas, izmedu ‘umjetnosti’ i
‘dizajna’ nisam postavljao strogu
granicu. Klasi¢na, Stafelajna,
galerijska, white cube umjetnost
me nije zanimala. Ideje original-
nosti, inovacije, unikata su pro-
gramski, manifestno odbacene,
mediisko dielovasiije, djelovanje

and even reactionary in the historical sense.
Paraphrasing a motto of the Neue Slowenische
Kunst (NSK), | wrote that ‘we who create
contemporary art theory think of ourselves as
top-notch/great artists’. This was later, in the
1990s, confirmed through the domination of
curators as those who ‘produce’ new art by
discourse. I’'m not saying that we predicted the
future or were ahead of our time; the main idea
back then was that this is already our situation,
but that the world of art institutions does not
want to see or admit this.

Did Nova Evropa have anything to do with
NSK, or is this just our impression today
because of its similar hybrid of pop, politics,
art, and recycling historical avant-garde?
Apart from these, Laibach and other parts of thz
NSK, we should definitely also mention projects
by the artist working under the name Goran
Dordevié, Autopsija, Goran Li$nji¢’s projects in
Osijek (Metropolie Trans, Nowy Lef), Abbildungern
\/ariete in Maribor, Padot na Vizantija/Apore. All
of this was born practically simultaneously and
from different circumstances, whereas their
first public appearances led to mutual recog-
nition and networking. | published probably
the first text on Laibach in the Croatian media

in Polet on occasion of their concert in Zagreb
(Lapidarij) in 1982. It was then that we first com-
municated and this quickly spread to the rest
of the NSK. What is extremely important and
characteristic for the generations from the end
of the 1970s and 1980s is the new revelation of
nistorical avant-gardes. Darko Simi¢i¢ called
this the ‘search for our fathers’, positioning into
a historical series where no tedious domestic
tradition, KrleZa, Hegedusi¢, etc. had any trace
of importance. Soviet avant-garde took their
place, as did the re-revelation of forgotten and
repressed domestic traditions — for instance,
Zenitism. | used to go to the National Library,
where | had no trouble getting the entire set

of Zenit magazine issues, and photocopied
interesting pieces, such as the reproduction

of Tatlin’s Tower. For us all, Branko Vugiéevié
played a major role, as he was the driving force
behind Karpo Godina’s film Splav Meduze (19€0).
The first retrospective exhibition of Zenitism
came only four years later. By the way, all these
names are not the most important thing here;
we were adamant in performing collectively,
being anonymous, and pursuing the idea that

‘everyone was included in the work of Nova

Evropa, even though they didn’t know it’. Some
of the exhibitions were organised by Neven
Culibrk, then a student from Zagreb and today
better known as Father Jovan, Episcope of the
Orthodox Church in Kosovo. We exchanged
photocopies and tapes with Goran Li$nji¢, so
some works, Metropolie Ztrans and NE are som2
sort of mutual ‘citation’, often ‘citation of a cite -
tion’. His work was to an extent a confirmation
of our theories, and he recognized himselfin
these texts. What is perhaps sad for today’s
world is that, even though technology truly
underwent a process of democratisation, these
types of activities are not more widespread.
The work of lvan Antunovi¢ today seems more
like a distant remnant of the 1980s than norm.



23

intervjui

u medijima je bilo umjetnicko
djelovanje, a sredstvo je esto bio
dizajn. U tome se ta moja generaci-
ja bitno razlikovala od nesto starije,
postSezdesetosmaske generacije
autora okupljenih oko Grupe
Sestorice umjetnika, Podrooma i
galerije PM, koji su tada inzistirali
na siromasnoj, jeftinoj umjetnosti,
na liniji ‘dematerijalizacije umjet-
nosti’, djelovali u podudju perfor-
mansa, tijela, fizicke prisutnosti.
Meni, a i nekim drugim autorima
80-ih, je ta ‘dematerijalizacija
umjetnosti’ prvenstveno bila u
rastapanju u medijskoj praksi, a ne
nekoj ‘neposrednosti’ i ‘autenti¢no-
sti’ intimnog, privatnog, osobnog
kontakta, efemernosti perfor-
mativnog ¢ina od kojeg ne ostaje
‘umjetnicki objekt’ nego u najbo-
liem sluéaju ‘dokumentacija’. Sve
to mi je potpuno strano. Medijsko
djelovanje, fotokopiranje, plakati,
fanzini, magazini, dizajn, omotnice
ploca, naslovnice ¢asopisa su me-
dij javnog, medijskog i umjetnickog djelovanja. Naravno, za konvencionalnu
‘umjetnicku karijeru’ je nevolja §ta to publika, pa i ona struéna, jos uvijek ne
vidi kao umjetnost. Umjetnost je /oS uvijek ono Sto se izlaZe u galeriji. Zato j2
pomalo paradoksalna i ironi¢na situacija, kojoj ovih dana svjedo¢imo s izloz-
bom Vlaste Delimar u MSU-u, da sva ta ‘jednostavna’, ‘jeftina’, ‘siromasna’
umjetnost doZivljava svoju muzezlizaciju kroz monumentalizaciju. Institu-
cija umjetnosti, muzeji, kustosi, kolekcionari, trziste, izgleda da ne znaju i

ne mogu drugacije. Praksa, ili recimo teorija-kao-praksa Nove Evrope tome
se suprotstavljala, slijedeci ideale demokratizacije umjetnosti, ukidajuéi
modernisti¢ku poziciju umjetnika-genija, djeluju¢i anonimno i kolektivno,
pa i umnozZavajudi razli¢ite nazive, ‘imena’ projekata (Nova Evropa, NEP, §to
je stajalo za razli¢ite pojmove, od Nove ekonomske politike, Novog evrop-
skog popa, politike, projekta, itd.) odbacujuéi ideju umjetnicke originalnosti,
bazirajuci se na kopiranju, umnoZzavanju, ‘sempliranju’, djelujuéi unutar polja

drustva, medija i Siroko shvacene lculture, a ne samo unutar polja umjetnosti.

Jos jedan zanimljiv kuriozitet su Transferovi Teorijski filmovi, koje si ra-
dio u suradniji s redateljicom Gordianom Brzovié, a u kratkom vremenu ih
je nastalo tridesetak, plus jos dva koje je kasnije napravio Ruta u suradnji
s Kontejnerom. Kako bi ih danas opisac? Sto su oni za tebe bili u smislu
koncepta, namjere, formata, medija i konteksta?
S jedne strane to je svakako kontinuitet te ideje NE, umjetnicki djelovatiu
masovnim medijima. Konkretno, posljedica su jedinstvenog i fantasti¢nog
stjecaja okolnosti. Gordana je radila Transfer, na hrvatskoj nacionalnoj televi-
ziji, 9oih, u doba ¢vrstog tudmanizma. Ja sam povremeno radio neke priloge
o stvarima koje su me zanimale, kaje sam smatrao vrijednima paznje, ili smo
naprosto promovirali neki dio naseg djelovanja u i oko Arkzina. Postojala je
eto moguénost da se te blesave stvari rade i pustaju u program. U nekom po-
noé¢nom terminu doduse, ali svejedno. \/izualno i tehnicki, iz danasnje vizure
rezultati su uglavnom jako tvrdi, rudimentarni, ali razvoj tehnologije, Apple
Macintosha, ve¢ je omogucavao neko stvaranje pokretnih slika, spajanje
slike i tona, montaZu, a ponekad bi stvar bila doradena ili ¢ak nastala u pola
sata nekog noénog termina montaiie emisije.

Did you perceive your work within that
project as design or is it more complex
than that?

It would be most accurate to say that | have
naver, neither back then nor now, drawn a firrn
line between ‘art’ and ‘design’. Classic, gallery,
white cube art has never attracted my interest.
Originality, innovation, and unique design
have been programmatically and manifestly
cliscarded; media activity, working in the
media was artistic work and design was often
the means. This is where my generation stooc|
out from the somewhat older, post-1968
generation of artists gathered around Grupa
Sestorice umjetnika, Podroom, and PM Gallery,
who insisted on a poorer, cheaper type of art.
They wanted to ‘dematerialise art’ and worked
in the field of performance, body, physical
presence. To me and to other authors from the
1980s, this ‘dematerialisation’ was primarily in
the decomposition through media practices
and not through ‘immediacy’ and ‘authentic-
ity’ of the intimate, private, personal contact;
ephemerality of performance that does not
yield an ‘artistic object’, but ‘documentation’
at best. All this is completely unfamiliar to

me. Media activity, photocopying, posters,
fanzines, magazines, design, record cover de-
sign, magazine covers are a medium of public,
media, and artistic work. Of course, for a con-
ventional ‘artistic career’ the largest obstacle
lies in the fact that the audience, even the
professional one, still does not see this as true
art. Art is still only that what is exhibited in gai-
leries. That’s why it’s kind of paradoxical and
ironic to see Vlasta Delimar’s exhibition at the
Zagreb Museum of Contemporary Art (MSU)
and how it has motivated all of that ‘simple’,
cheap’, and ‘poor’ art to ‘museumise’ itself
through ‘monumentalisation’. Institutions of
art, museums, curators, collectors, and the
market obviously do not know any better. The
practice, or let’s say theory-as-practice, of
Nova Evropa fought against this by following
the ideals of the democratisation of art, can-
celling the modernist position of artist-genius,
working anonymously and collectively, multi-
plying various project ‘titles’ (Nova Evropa, NEP,
which stood for all kinds of things, from New
Economic Policy, New European Pop, Politics,
Project, etc.), discarding the idea of artistic
originality, basing ourselves on copying, mul-
tiplying, sampling, and working within society.
media, and widely-perceived culture, and not
only within the field of art.

Another interesting phenomenon were
Transfer’s Theoretical Films, which you
made in cooperation with director Gor-
dana Brzovié. Within a short time span,
‘thirty were made plus two more by Ruta

in cooperation with Kontejner. How would
you describe these films today? What did
they mean to you in terms of concept, mo-
tivation, format, medium, context?

On one hand, this was certainly the contin-
uation of the idea of NE; art work through
mass media. To be more precise, they are a
consequence of a unique and fantastic set

of circumstances. Gordana worked on the TV
show Transfer on Croatian National Television
in the 1990s, the most rigid age of Tudman’s
rule. | occasionally worked on things that drew
my interest, which | theugiht deserved my
attention, or we simply promoted a part of our
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Zeljko Serdarevié u svom tekstu ‘Fosljednji bolj$evik’ kaze kako je crvena

nit svih tvojih projekata, aktivnosti i nastojanja zapravo aktivizam - sla-

ies li se s tom ocjenom?
U kontekstu korijena djelovanja Nove Evrope to bih prije zvao svijes¢u o
politi¢kim, ideoloskim aspektima svakog umjetnickog, dizajnerskog, me-
dijskog djelovanja. Ako mislite da ste izvan politike, izvan ideologije, izvan
neke teorije, to samo znaci da je niste svjesni, odnosno da djelujete unutar
neke tude politike. To je Sire od same aktivisticke prakse koja se takoder
povremeno javlja. Npr. rad Rute za Pravo na grad je daleko viSe i eksplicitnije
‘aktivisti¢ki’ u svakom smislu. Dijelom veé od kasnije faze Arkzina, a posebno
kroz djelovanje WHW-a, rekao bih da je prije rije¢ o kontinuiranoj ‘politizaciji
estetskog’ nego klasiéno shvaéenom aktivizmu koji teZi ostvarenju nekog
konkretnog drustvenog cilja.

Kad govoris o svijesti o kontekstu djelovanja mislis li da je pozicija dizaj-

nera tu na¢elno barem u startu osvjestenija od pozicije umjetnika, u smi-

slu da si ipak izravno ili neizravno pozvan da vodis racuna o drustvenom,

politickom i ekonomskom kontekstu i konzekvencama onog sto radis?
Tesko je generalizirati. Moglo bi tako biti, odnosno, kao $to si opisao,
postoje pretpostavke da bude tako. Naizalost, bojim se da u praksi
uglavnom nije tako.

Kako bi kontekstualizirao recentne hibride dizajnera/kustosa, autora
koji istraZuju i, recimo, ‘kuriraju’ dizajnersko nasljede? Dogadalli se to
iz unutarnje potrebe dizajnera da pronadu vlastito zalede i jasnije vide
smisao svog djelovanja, ili zato Sto drugi nisu dobro odradili taj posao, ili
zbog amnezije, ili zbog toga Sto je vrijeme da preispitamo vlastite pretpo-
stavke i sustave vrijednosti oko samog pojma dizajna?
Rekao bih da su svi tvoji odgovori to€ni. Ovdje bi se ipak koncentrirao na
posljednju pretpostavku iz tvog pitanja, i to je ono $to bih dijelom poku$ao
tematizirati u svom izlaganju na Danu D.

Mislis li da je javni diskurs o dizajnu opéenito prezasiéen s jedne strane
povjesnicarskoumjetnickom vizuroin, a s druge optikom biznisa?

Kad govorimo o dizajnu, o ¢emu mi zapravo govorimo, ili o cemu

bismo trebali govoriti?

wark within and around Arkzin. What can |
say; we simply had the opportunity to present
these things on TV. Our stuff ran around
midnight, but still. Visually and technically,
from today’s point of view our results were
coarse, rudimentary, but the development of
technology, Apple Macintosh, already facili-
tated the creation of moving images, linking
sound to picture, editing, and sometimes we’d
edit or even produce clips from scratch within
halfan hour.

In his text ‘The last Bolshevik’, Zeljko
Serdarevié said that the red thread con-
necting all of your projects, activities, and
work was in fact activism. Do you agree?
In the context of Nova Evropa’s roots, | would
sconer call this awareness about the political
and ideological aspects of every artistic, de-
signer, and media activity. If you think you’re
outside politics, outside ideology, outside a
theory, that just means that you’re oblivi-

ous to it and that you’re functioning within
someone else’s politics. This is wider than the
activist practices that occasionally occur. For
instance, the work of Ruta for Pravo na Grad is
far more strongly and explicitly ‘activist’ in ev-
ery sense. Partly already from the later phase
of Arkzine, and especially through the work of
the WHW, I'd sooner say that my work was the
continued ‘politicisation of the aesthetic’ than
classically perceived activism that strives to
realise some specific social goal.

When you speak of awareness in the con-
te:ct of action, is it your opinion that the
pasition of designer is, at least in principle,
endowed with a greater awareness than
that of the artist, in the sense that he/
she is directly or indirectly called upon to
take into account the social, political, and!
economic context and the consequences
ot his/her work?

It’s hard to generalise. This could be the case,
that is, there are facts that speak in favour of
this. Unfortunately, my fear is that real life
soeaks against any such claim.

How would you contextualize recent
hybrids of designer/curator, authors

who explore and, let’s say, ‘curate’ design
heritage? Does this happen out of the
designers’ inner need to find his/her own
background and see the purpose of their
work more clearly, or is this due to the
fact that others have not done their jobs
colrectly, or because of amnesia, or be-
cause the time has come for us to question
our own presumptions and value systems
regarding the very notion of design?

I'd say all of this is correct. However, I'd

rather focus on the last possibility from your
question, because that’s precisely what I'd like
to confront through my presentation at this
year’s D-Day.

Is it your opinion that public discourse

on design is generally saturated with per-
spectives arising from art history on one
hand and business on the other? When
talking about design, what are we actually
talking about or what should we be talking
akout?
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Kritika i historiografija dizajna, ne samo kod nas, tradicionalno su uteme-
ljeni na osnovama klasiénog povjesni¢arskoumjetnickog pristupa. Nikolaus
Pevsner je u knjizi Pioneers of modern movement (kasnije objavljenoj pod
naslovom Pioneers of modern design) uspostavio standardiziran linearni na-
rativ razvoja, od Morrisa i Arts and Craftsa do Bauhausa i funkcionalizma. Taj
narativ u osnovi slijede gotovo sve kasnije knjige o povijesti dizajna i tako je
uspostavljen évrst kanonski nizimena (uglavnom starijih bijelih muskaraca
iz Zapadne Europe i Amerike) i njihovih remek-djela. Danas se jasno vide svi
problemi takvog pristupa, njegova neprimjerenost disciplini koju tematizira,
odnosno, suo¢avamo se s problemom konstrukcije kako same discipline
dizajna tako i historije dizajna. Naime, u konstituiranju odredene discipline,
ili diskursa o njoj, historiografije dizajna u ovom sluéaju, uvijek je pitanje Sto
je ukljuceno a sto sistemski isklju¢eno iz razmatranja. Tu se inzistira na for-
malnim inovacijama, velikim autorskim imenima, stilskoj periodizaciji, ideji
remek-djela. Naglasavaju se aspekti autorstva viSe nego proizvodnje, dok se
pitanja distribucije, potrosnje, koristenja uglavnom zapostavljaju, tako da tu
imamo jo§ manje dokumentacije nego o nastanku djela i njihovoj proizvod-
nji. NaZalost, ¢ini se da se kulturalni i vizualni studiji opc¢enito nedovoljno
bave dizajnom. Stoga mislim da se historiografija dizajna treba radikalno
udaljiti od modela klasi¢ne povijesti umjetnosti ali to nije tek udaljavanje
dva pristupa, rije¢ je o tome Sto je dizajn danas, kako ga shvacamo. Mislim
da dizajn trebamo promatrati kao diskurs, diskurzivnu praksu.

Victor Margolin je jo$ 1980-ih uveo pojam design discourse, ali prven-
stveno kao neku zamjenu za razdvojena podrucja teorije i historije dizajna
u sklopu nove discipline ‘studija dizajna’ (design studies) i nije uklju¢ivao
dizajnersku praksu. Katherine McCoy sa Cranbrooka govorila je o tipogra-
fiji kao diskursu, diskurzivnoj praksi, €ime se teZilo prevladavanju stare
dihotomije gledanja/vizualnog i &itanja/racionalnog. Danas, kad sve manje
imamo posla sa samim predmetima, materijalnim objektima, a sve vise sa
njihovim simboli¢kim znagenjima, vrijednostima (Nike ili Adidas nisu vise
tenisice nego znak, simboli¢ka vrijednost, izraz lifestylea), u doba digitali-
zacije, virtualizacije, kad se oblikovanje masovno proizvodenih predmeta
sve viSe zamjenjuje oblikovanjem usluga, dizajnom sucelja, interakcija,
itd. dizajn treba promatrati kao diskurs, diskurzivnu praksu. Sto ¢e re¢i,
dizajn je oduvijek bio znac¢enjska praksa, ono Sto stvara, analizira, distribu-
ira, posreduje, reproducira drustvena znacenja. A posebno je to danas, u
novim drustvenim, tehnoloskim, medijskim i ekonomskim uvjetima. Takvo
shvacanje dizajna kao diskursa omogucuje nam i izvlacenje iz te nasljedene
i ukorijenjene povjesni¢arskoumjetnicke paradigme shvacéanja, analiziranja,
kritike i historiografije dizajna.
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The critique and historiography of design, not
only in this part of the world, are traditional-

ly based on the foundations of a classic art
historian approach. In his book Pioneers of
modern movement (later published as Pioneers

of modern design), Nikolaus Pevsner establishes
a standardised linear narrative of development,
from Morris and Arts and Crafts to Bauhaus ard
functionalism. This narrative is basically followed
by all subsequent books on the history of design
and thus a firm canonical series of names (mainly
o der white men from Western Europe and
America) and their masterpieces arose. Today

vse can clearly see everything that is wrong

with such an approach; its inadequacy for the
discipline it attempts to define; that is, we fac2
the problem of constructing both the discipline
of design and its history. To be more precise, in
construing a certain discipline, or discourse on it
(in this case historiography of design), one must
always question what has been included and
what has not. We insist on formal innovations,
great authors, periodization of styles, and the
idea of masterpieces. We stress the aspect of’
authorship to a far larger extent than that of
production, while distribution, utilisation, anc
usage are mainly neglected, which leaves us with
even less documentation than about the creation
of works and their production. Unfortunately, it
seems that cultural and visual studies do not
dedicate a sufficient amount of attention to
design. | therefore believe that the historiography
of design should radically distance itself from the
m odel of classic art history, but this shouldn’t

b2 just a separation of two approaches; this
irvolves our perception of what design is today,
how we interpret it. | think we should view de-
sign as discourse, a discourse practice.

In the late 1980s, Victor Margolin introducid
the notion of ‘design discourse’, primarily as a
substitution for the separated fields of design
theory and history within the new discipline
of ‘design studies’, leaving out design practices.
Katherine McCoy of Cranbrook spoke of typog-
raphy as discourse, discourse practice, by which
she strived to prevail over the ancient dichotomy
cf viewing/visual and reading/rational. Today,
when we have less and less opportunity to work
with material objects and more and more with
their symbolic meanings and values (Nike or
Adidas are no longer merely tennis shoes, but
a symbol, a symbolic value, an expression of a
lifestyle), in the age of digitalisation, virtualisa-
tion, when the design of mass produced objects

s more and more replaced by designing services,
nterfaces, interactions, etc., design should be
observed as discourse, discourse practice. This
means that design has always been a signifying
practice; it reproduces social meaning through
what it creates, analyses, distributes, and
mediates. This is even truer in today’s new social,
technological, media, and economic circum-
stances. Understanding design as discourse
enables us to distance ourselves from the rootec
art historian paradigm of interpretation, analysis,
critique, and historiography of design.

What are, in your opinion, the greatest
iisconceptions made by designers in
understanding and positioning themselves?
Generally speaking, how do you see the role
of the designer today, regardless of the medi-
uin and field of work?
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Kaje su, za tebe, najveée zablude dizajrera u razumijevanju i pozicioniranju
svoje uloge? Opéenito, kakvom vidi$ ulogu dizajnera danas, bez obzira na
medij i podruéje djelovanja?

Design was traditionally perceived primarily
as a practical activity and there’s even a
strong antitheoretical idea in such a design

Dizajn se tradicionalno prvenstveno shvacao kao prakti¢na djelatnost, te ¢ak
postoji jedna izraZzena antiteorijska crta u toj praksi dizajna, gdje se teorija
prihvaéa prvenstveno kao instrument za efikasnije ‘rjeSavanje problema’, $to
je neka klasi¢na visokomodernisticka vizija dizajna. Medutim, svaki ozbiljniji
pogled na proslost dizajna, pa upravo i na taj kanonski niz velikana, pokazuje
nam koliko je to pogre$no. Gotovo svi od hjih, od Williama Morrisa, Adolfa Lo-
osa, Waltera Gropiusa, Jana Tschicholda, [l Lisickog, Tatljina, Erica Gilla, Paula
Rennera, Paula Randa, J.M.Brockmanna, Dietera Ramsa, Miltona Glasera, Jan
van Toorna, Emigrea — bavili su se i pisanjem, proucavanjem proSlosti, histo-
riografijom, kritikom. Dakle, dizajn nikad nije bio samo prakti¢na i utilitarna
djelatnost, njegov sastavni dio oduvijek, a pogotovo danas, je dokumentiranje,
teorija, kritika, historiografija. Ne moiete se baviti dizajnom bez poznavanja
proslosti, ideje o vezama, historijskom razvoju razli¢itih oblika, medija, tehno-
logija. Djela dizajna ne moZete promatrati tek kao stati€ne lijepe objekte koje
su napravili neki genijalni autori. ‘Proizvodi’ dizajna su dogadaji u vremenu,
mijenjaju znacenja, uloge, upotrebe, funkcije. Stoga nikako nije cudno da se sve
vise dizajnera na takav nacin bavi dizajnom.

Moze li, i na koji nacin, edukacija odgovoriti na ovo pitanje?

Ovogodisnji Dan D postavio je kao temu Design borderline / Design na rubu. | tu
vidimo odjeke modernisticke analiticke paradigme koja vlada i u sustavu eduka-
cije opcenito, pa tako i edukaciji dizajnerica i dizajnera. Prvo su upisane granice
& zatim se ¢udimo ‘prevazilaZenju granica’ ‘rubnim pojavama’, ‘graniénim poja-
vama’. To razdvajanje forme i sadrZaja je nasljede bauhausovskog pripremnog
kursa koji u simplificiranom obliku predstavlja osnovu dizajnerske edukacije u
rajveéem broju dizajnerskih Skola diljem svijeta. U edukativnom pristupu prvo
se disciplina razlomi na pojedina specijalisticka podrudja, vjestine, (ili novom
ratorikom: ‘kompetencije’, koje se definiraju veoma usko i instrumentalno),

a zatim se od studenata trazi ‘sinteza’, ‘povezivanje’. Tako nastava na vi§im
godinama studija rjeSava problem koji si je postavila u po€etku, umjesto da je
edukacija od pocetka integrirana, integralna, povezana, isprepletena. Potreb:
no je u svakom kolegiju povezivati dizajnersku praksu, zanatske elemente sa
kritikom, teorijom, historijom dizajna, jer su i u svakodnevnom radu ti aspekti
nuZno povezani. Danas je teorija ¢esto implicitna, a historiografija selektivna.

here are the young men

practice, because theory is accepted mainly
as an instrument for finding a ‘more efficient’
solution to a problem, which is some sort of

a classical postmodernist vision of design.
However, any deeper insight into the history
of design, even into the previously men-
tioned canonical series of greats, tells us

how wrong that is. Nearly every one of those
greats — from William Morris, Adolf Loos,
Walter Gropius, Jan Tschichold, El Lissitzky,
Tatlin, Eric Gill, Paul Renner, Paul Rand, J.M.
Brockmann, Dieter Rams, Milton Glaser,

Jan van Toorn to Emigré — also wrote and
studied history, historiography, and critique.
Therefore, design has never been simply a
practical and utilitarian activity. Its main conr -
ponent has always, especially today, lain in
documenting, theory, critique, historiography.
You cannot work in design without knowing
anything about the past, ideas on relationship,
the historical development of various shapes,
media, technologies. Works of design cannot
be viewed as just static and pretty objects
made by some genius author. ‘Products’ of
design are events in time; they change mean-
ing, roles, uses, and functions. That’s why it

is by no means strange that more and more
designers are adopting precisely this kind of’
approach to design.

Can education, and how, offer answers to
these questions?

This year’s D-Day decided to tackle the theme
of Design borderline. Here we can also see the
echoes of the modernist analytical paradigm
that dominates the system of education in
3eneral, including that of designers. First they
define the borders and then we’re all amazed
when these borders are ‘crossed’, when
design is ‘on the edge’, when it’s on the ‘bor-
derline’. This separation of form and content
was inherited from the Bauhaus preparatory
course, which in its simplified form, rep-
resents the basis for design education in most
cesign schools worldwide. In an educational
approach, a discipline is first segmented into
individual specialist areas, skills (or using
modern rhetoric, ‘competences’, which are

in reality defined narrowly and instrumental-
ly), and then students are asked to achieve

'synthesis’ and ‘joining’. This is how senior year

education tackles the issue it set out to solve
in the first place, instead of being integrated,
integral, connected, in-
terwoven from the very
start. We need to use
each and every course
and class to connect
designer practices,
elements of craft with
critique, theory, design
history, because these
aspects are inevitably
connected in everyday
work. Today, theory is
often implicit and his-
toriography is selective,
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Skart
Svatko ima svoj ritam budenja

BOJAN KRISTOFIC

Skart je kolektiv nastao oko 1990. godine nc Arhitektonskom fakultetu u Beogradu,
a osnovali su ga Dragan Proti¢ i Porde Balmazovié. Kolektiv voli eksperimentirati u
radu, a ponajvise u poeziji i dizajnu, koje proZimaju brojni elementi performansa, od
uli¢nih agitacija i recitacija, pa do nastupa $irom Europe s amaterskim zborovima
koje su mahom sami osnivali. Svoju metodologiju rada nazivaju ‘arhitekturom
ljudskih odnosa’ — kroz stalne sukobe unutar kolektiva, koji ih prate od pocet-

ka, pokusavaju izvuci nove vrijednosti. Kao dizajneri, vizualni umjetnici i pjesnici
inicirali su i sudjelovali u mnogim projektima, od brojnih ‘samizdata’ viastite poezije,
koje su cesto dijelili prolaznicima na beogradskim ulicama, preko dizajniranja

raznovrsnih publikacija za izdavacku kuéu nezavisnog Radija B92, projektiranja
vizualnih identiteta i oblikovanja omota knjiga za vise biblioteka, do dizajniranja
viSe godista vaznog knjizevnog casopisa Rec... Od samog pocetka devedesetih bili
su vrlo aktivni u raznolikim aktivistickim inicijativama civilnog drustva, koje su

se izravno suprotstavljale ratnoj propagandi i nacionalizmom proZetoj politickoj
oligarhiji, te su aktivizam i druStvena osvijeStenost postale neke od temeljnih
odrednica njihovog rada, kao i univerzalni humor kojim je obiljeZeno gotovo svako
njihovo djelo. Godine 2010. predstavljali su Srbiju na Venecijanskom bijenalu ar-
hitekture, a njihovo recentno izlaganje u Hrvatskoj bilo je u sklopu festivala i izloZbe
Ekstravagantna tijela — Ekstravagantne gocline, u organizaciji Kontejnera, biroa
suvremene umjetnicke prakse. Povodom njihovog gostovanja i predavanja na Danu
D, porazgovarali smo o razlicitim etapama r.jihovog stvaralackog puta, doznali
Stosta o pocecima i projektima koje planiraju u buducnosti.

Vase zajednicko djelovanje zapocelo je 1990. godine na Arhitektonskom

fakultetu u Beogradu, dok ste obojica, kao jezgra grupe Skart, tamo stu-

dirali. Buduéi da (recimo to tako) ne dolazite iz miljea dizajna, $to vas je

‘gurnulo’ u nj? S obzirom da se oduvijek bavite i poezijom, je li to dijelom

bila Zelja da svoje pjesme oblikujete i u vizualnom smislu?

DRAGAN PROTIC: Arhitektura je, pojecincstavljeno reéeno, otimanje, zauzima-
nje i preoblikovanje fizi€kog prostora. Nikad nisam imao dovoljno samopouz-
danja za tako nesto, kao ni za $tosts drugo. Zato sam, ohirakren ovom nasom

:veryone has their own
‘hythm of awakening

Skart is a collective established in 1990 at the
School of Architecture in Belgrade by Dragan
Protié - Prota and Dorde Balmazovié — Zole. The
collective likes to experiment in their work, mostly
in poetry and design, which are permeated by nu-
merous elements of performance art, from street
agitation and recitation, to performances around
Europe with amateur choirs founded by the col-
lective. The collective has named its work meth-
odology ‘architecture of human relations’- its
members try to find new values through constani:
conflicts within the collective, which were present
from the very beginning. As designers, visual
artists and poets, they initiated and participated
in numerous projects, from many self-published
books of poetry, which they often handed out to
passers-by in the streets of Belgrade, to designirg
various publications for the publishing house of
the independent Radio B92, designing the visual
identity and covers of books for several book
collections and designing several years of volumzs
of the prominent literary magazine Rec. From the
early 1990s they were active in various activist
and civil society initiatives, which were directly
against the war propaganda and nationalist
political oligarchy. Activism and social awareness
have become some of the principal characteristics
of their work, together with their universal humor,
which is a part of almost every piece of their art

In 2010 they represented Serbia at the Venice B -
ennale of Architecture, and their recent exhibition
in Croatia was part of the festival and exhibi-

tion Extravagant Bodies — Extravagant Years,
organized by Kontejner, the contemporary artistic
practice bureau. On the occasion of their guest
lecture at D-Day, we spoke with them about the
different stages of their creative journey, and
found out a lot about their beginnings and their
future projects.

You started working together in 1990 at the
School of Architecture in Belgrade when
both of you, as the core of the Skart col-
lective, were students there. Since you are
not, to put it like that, from a design milieu,
what is it that pushed you into it? Since
you have always been engaged with poetry,
was it partly the desire to give your poems a
visual shape?

DRAGAN PROTIC: Architecture is, to put it
simply, the seizure, occupation and transfor-
mation of physical space. | never had enough
self-confidence for something like that, as

for many other things. Instead of sitting at a
designer’s desk, this is why | set out to research
the unconquered territories of poetry, music
and fieldwork, encouraged by our small horde
in Skart. This certainly includes design, or its
peripheral area between the ‘cold desolation
of paper’, as Arsen puts it, and its performative
forms. Experiments in visual poetry were our
first stop.
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malom hordom u Skartu, umjesto za projek-
tantski stol, krenuo negdje drugdje, u neosvo-
jene teritorije poezije, glazbe, terenskog rada...
Tu svakako spada i dizajn, odnosno njegovo
rubno podrugje izmedu ‘hladne pustosi papira’,
kako kaZe Arsen, i performativnih formi. Ek-
sperimenti u pecatnoj vizualnoj poeziji su nam
bili prva stanica.

DORDE BALMAZOVIE: U uporabni dizajn nas
je ‘sluzbeno’ gurnula narudzba — jedan na$
prijatelj bio je alpinist i pitao nas je daim
napravimo majice i plakate za ekspediciju na
Kilimanjaro i Moutain-Keniju. Alpinistima se
jako svidjelo to §to smo napravili, preporuci-
vali su nas svima i tako smo se poceli ozbiljnije
baviti grafickim dizajnom.

U vasem radu, koji dizajn vizualnih komunika-

cija, umjetnicke instalacije, poeziju, glazbui DORDE BALMAZOVIC: We were ‘officially’
jos kojesta objedinjuje u perspektivi drustvenog aktivizma i angaZiranog pushed into commercial design by an order - a
humanizma, prepoznaju se paralele s avangardnim umjetnicima skloni- f”ing of ours Wkas a Tlounta(;“ C“mbe;a”:
™ asked us to make T-shirt and posters for his
ma interpretaciji zbilje na slican, apsurdno humoristican, ali i opor nacin, exhibition to Kilimanjaro and Mount Kenia, ke
Koje konkretno autore osjecate bliskima? other climbers in the exhibition liked what we
PP: Krenuli smo s razli¢itih strana. Mene je krajem osnovne $kole otvorio punk did and recommended us to everyone, which
sa svojom uradi-sam estetikom, kad sam s drugaricom iz razreda Nata§om is how ‘I"’e started doing graphic design more
imao sobni bend Veseli utopisti koji je, autisti¢no, nastupao samo u ormanu~ >7"'°USY:
i na poljima izvan grada; a s drugom drugaricom — Micom — pravio sam In your work, which combines the design
unikatne plakate za nepostojece koncerte. Kasnije sam otkrio Maljevicev of visual communications, art installa-
suprematizam i rusku avangardnu dinamiku i agit-propagandu, minimali- tions, P°?“Y:fm“5[°|a“d_m_“°h "‘:"e ina "
zam Lucia Fontane, Siroko polje djelovanja Bogdana Bogdanovica, u ¢ijoj perspective of social activism and engage
Cer . A A i humanism, one recognizes parallels with
smo seoskoj skoli bili posljednji uéenici, pa jugoslavensku neoavangardu, avant-garde artists that interpret reality
estetiku partizanskih, akcijskih i radnickih samizdata... Dakle, proSao sam i a similar fashion, with absurdist as well
cijeli taj zaobilazni krug kako bih shvatic da su mi glavni sugovornicii (da &s acerbic hf““:°';What are some of the
. s N s o s S . artists you feel akin to?
upo.tre:blm‘o novu rijec) bI|sI‘<akaC| k%llturne. akE|V|st|ce i a‘ktI.YIStI kojisenisu 00 began from different starting points. |
penjali umjetnicko-estradnim stepenicema i koji rade nevidljive poslove na \vas attracted to punk at the end of elemen-
nevidljivom adresama. tary school with its do-it-yourself-aesthetics,
DB: Ja sam u djetinjstvu bio priliéno konzervativan. Cijelo sam vrijeme igrao when I'had a band Veseli utopisti with my

classmate, which, autistically, performed only
in the closet and in fields outside of the city;
. - "f . and with another friend, Mica, | created one-
B \ r—""'“' == J / of-a-kind posters for non-existing concerts.
~ N _ater | discovered Maljevi&’s suprematism
¢ and the Russian avant-garde dynamic as

kosSarku i crtao. Kada sam ve¢ bio student, najveci utjecaj na mene je izvrSio

ik well as agit-propaganda, the minimalism of
= Lucio Fontana, the wide area of artistic work
m‘:l il{ of Bogdan Bogdanovi¢, in whose country
N m"‘ﬂa Wi school we were the last pupils, then the
a FNC ¥i digg W dsieni e T A o DI ORJMAD Peln ZetTA Yugoslavian neo avant-garde, the aesthetics
QRREL ¥ero Wndy j z?l@%u g!n m iiNig (E ~ of the Partizan and labor samizdats... So, | had
a0 Fﬂﬁﬂlﬁ i i 1] this roundabout path until | realized that the
VRIS NIICCR"' | : - ’ G artists which most spoke to me were cultural

activists that did not climb the artistic latter
of success, but did invisible work at invisible
addresses.

PB: | was pretty conservative during my
childhood. I used to play basketball and draw
all the time. When | was already a student at
University, my biggest influence was by neigh-
bor Dr. Laslo Pataki, a pediatrician who spoke
many languages and was an excellent connois-
seur of contemporary art and art in general, as
vrell as philosophy and music. Many authors
were inspirational, but | couldn’t single out
onhe by name. | tookwhatever | liked from each
of them. | amicurrently particularly inspired



29 intervjui

moj susjed dr. Laslo Pataki,
pedijatar, ¢ovjek koji je govorio
mnogo jezika i koji je bio vrstan
poznavalac suvremene umjet-
nosti i umjetnosti uopce, kao i
filozofije i glazbe. Mnogi autori
bili su mi inspirativni, ali ne bih
mogao ni jednog da navedem
poimence. Uzimao sam od sva-
kog $to mi se svidi. Trenutno me
posebno inspirira Gerard Paris
Clavel iz kolektiva Ne pas plier
(nekada osnivac i €lan grupe
Grapus), kao i Cactus Network
Collective iz Londona. Gerard je
modernist 21. stolje¢a, briljan-
tan mislilac i dizajner, a Cactus
su izvanredni aktivisti, sréani i Sy
inteligentni. Oni su mi i prijatelji. £
Dakle, prijatelji su mi inspiracija.
Takoder se divim radu Mladena
Stilinovi¢a — njegovi radovi su
likovna poezija. Nazalost, teSko
ga je kopirati.

Alco se vas dosadasnji opus, predstavljen na ‘polu-retrospektivnoj’ izlozbi

Skart: poluvreme, odrzanoj u Beogradu 2012, promatra kao cjelina, dojam

Jje da pojedinacni radovi, u bilo kojem mediju, ¢ine dojmljive dijelove
sveukupnog projekta razvijanja humane, civilno osvijesStene gradanske
zajednice. Je li to nesto sto ste svjesno ¢inili ili je s vremenom proizaslo iz
razlic¢itih projekata na kojima ste radili?

DP: To je, ustvari, bila izloZba ‘u poluvremenu’, u vremenu koje je tijekom prote-

klih 25 godina u stalnom procjepu i poluprostoru izmedu rata i izvanrednog

stanja, u drZavi koju vodi polusvijet, u zajednici koja njeguje polusvijest. Sami

radovi su, nesvjesno, pratili povijesne tokove kroz koje smo prolazili. Kroz su-

radnju s razli¢itim politickim i aktivistickim grupama, kao §to su Zene u crnom,

Medija centar, Radio B92, Centar za kulturnu dekontaminaciju, Kulturni cen-

tar REX, itd, ucili smo da otpor ima svoje razne forme i da ga u toj raznorodno-

sti upravo treba i podrZati. NajtuZnije je vidjeti kad neka dobra ideja, poruka,
gesta ili pokret imaju traljave ili, jo$ gore, tehni¢ko-nebitno olako odradene

korake ‘finalnog’ izlaska na svjetlo dana. S mnogima smo se borili za to da nije

vazno samo $to se odluci na sastanku, medu istomisljenicima, nego je bitno
iznenaditi i privuci nepoznatog prolaznika. Ali to je veé¢ druga prica.

£B: 1 jedno i drugo. U pocetku nismo bili previSe svjesni — radovi su izlazili intu-
itivno, kao reakcija na dogadaje oko nas. Kasnije, krajem devedesetih, poceli
smo vise razmisljati i radovi su krenuli izlaziti nesto rjede, ali nadamo se da
su pametniji. Ne mogu prosuditi koliko doprinose unapredenju i poboljSanju

odnosa medu ljudima i izgradnji boljeg, humanijeg (izbjegao bih rije¢ ‘gradan-

skog’) drustva. Ali se svakako zalaZzemo za takvo drustvo.

Jedno kompleksno, ali nuZno pitanje o kontekstu - $to je za vas, na
samom poéetku go-ih godina, u Srbiji (i bivéoj Jugoslaviji) proZetoj
nacionalizmom, znaéio drustveni, implicitno politi¢ki angaZman pomoéu
sredstava dizajna i umjetnosti? Kako ste se povezali s civilnim inicijativa-
ma i kulturnim udrugama za koje ste dizajnirali materijale i s kojima ste
osmisljavali akcije?
PB: Oko nas se sve raspadalo i mi smo na to reagirali, izmedu ostalog, i poezi-
jom i slikom. Pokusavali smo da nasa poruka bude ¢itljiva, a pored toga smo
redovito i$li na demonstracije. Politika nije priviiegija poiiti¢arske klase, koja

by Gerard Paris Clavel from the Pas Plier
collective (the founder and member of the
Grapus group), as well as the Cactus Network
Collective from London. Gerard is a modernist
of the 21st century, a brilliant thinker and
designer, and the members of Cactus are
extraordinary activists, warm and intelligent.
They are my friends. So, my friends are my
inspiration. | also admire the work of Mladen
Stilinovi¢ — his works are graphic poetry. He is
unfortunately difficult to copy.

If your opus so far, presented at the
‘semi-retrospective’ exhibition Skart:
half-time in Belgrade in 2012, is viewed as
a whole, one gets the impression that the
individual works, in whichever medium,
form impressive parts of a project aimed
at developing a humane community with
an awareness of civil society. Is this some-
thing you did on purpose or did it emerge
from projects on which you have worked?

DP: It was, in fact, the exhibition ‘in the half-
time’, in a time, which for the past 25 years is
in a constant gap and half-space between the
war and the state of emergency, in a country
led by the demi-monde, in a community that
nurtures a semi-consciousness. The works,
unconsciously, followed the historical flows
that we went through. Through our coop-
eration with different political and activist
groups, such as Zene u crnom, Medija centar,
Radio Bg2, Centar za kulturnu dekontami-
naciju, Kulturni centar REX, etc, we learned
that resistance has its various forms and that
it needs to be supported in this heteroge-
neousness. Nothing is sadder than seeing a
good idea, message, gesture or movement be
presented in a sloppy manner or, even worse,
in a manner that does not take the final tech-
n cal steps of presenting the work seriously.
We fought with many over the idea that what
is decided at a meeting among likeminded
persons is not the only thing that is important,
but that it is equally important to surprise and
attract strangers and passers-by. But that’s a
vrhole other story.

£B: Both. We weren't all too aware in the
keginning — the works were coming out
intuitively, as a reaction to events around us.
Later, at the end of the nineties, we began to
contemplate things more and the works were
becoming rarer, but were hopefully smarter. |
¢an’t judge how much they have contributed
to the advancement and improvement of
relations between people and the creation of
a better, more humane (I’d rather not use the
word ‘civil’) society. However, we are certainly
advocating such a society.

Now a complex, but necessary question
about context - at the very beginning of
the 9os, in Serbia (and former Yugoslavia)
permeated by nationalism, what was

\your form of social, implicitly political
engagement? How did you connect with
civil initiatives and cultural associations
for which you designed materials and with
which you created actions?

P3: Everything around us was falling apart and
we reacted, among other things, with poetry
and visual art. We tried to make v message
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se pocela formirati pocetkom devedasetih i danas je klasa za sebe. Politika legible, and we also regularly attended
je bavljenje vlastitim Zivotom. Nacionalizam nam je od samog pocetka bio demonstrations. Politics is not the privilege of
odvratan. Nacionalizam je stragna bolest protiv koje se treba stalno boriti. the class of politicians, which started to form
A . . . . in the early nineties, and today represents a
Zbog toga u radovima pokuSavamo biti jasni i ne okolisati. A kako smo class in itself. Politics is the engagement with
se upoznali s raznim aktivisti€kim inicijativama? Prijateljica Nada Petroni- one’s own life. We were disgusted by nation-
jevié-Covi¢, novinarka Studija B, upoznala nas je s hrabrim i tek osnovanim alism from the very beginning. Nationalism is

Zenama u crnom i tako smo poéeli suradivati. Tih godina, pogetkom devede- 2 horrible disease against which we must fight
constantly. This is why we attempt to be clear

setih, upoznavali smo ljude na demonstracijama, koje su bile Ceste. Beograd i, our work and not beat around the bush.
nije velik, a krug ljudi koji je izlazio na ulice bio je jo§ manji. K tome sam od How did we get to know the various activist

1991. do 1994. prodavao na ulici opozicijske novine i tako upoznao jos vise initiatives? A friend, Nada Petronijevi¢-Covic,
ljudi i aktivista. a journalist at Studio B, introduced us to the
brave members of the newly founded Zene u
L crnom and that’s how we began to cooper-
Sto se tice estetske komponente vaseg rada, jeste li nju razvijali intuitiv-  ate. In those years, in the early nineties, we

no, koristedéi specifiéne, analogne tiskarske tehnike i alate, ili ste imali met people at demonstrations, which were

i neke teorijske temelje bliske frequent. Belgrade is not big, and the circle of

|post-modernom dizajnu g9o-ih, te

‘dekonstrukciji’ tipografije koja je
prisutna i u vasim djelima?

DP: Poceli smo lopovski — slu¢ajno
smo upali na tavanski prostor Ar-
hitektonskog fakulteta gdje je bio
napusteni graficki atelje. Skinuli
smo paucinu, sve okre¢ili, pod-
mazali smo prese i od profesora
Elima Grujica poceli uciti klasi¢ne
grafi¢ke tehnike: bakropis, akvatin-
tu, blindriick... U tom zanatskom
grafickom procesu oko 80% otisa-
ka je Skart. Primjetili smo da nas
sadrzaj kante za dubre zanima vige
od ispeglanih otisaka za likovne
salone. Post-moderni eklekticizam,
koji se desio jo§ osamdesetih, i
kasnija, ubrzana maniristicka de-
konstrukcija, samo su nas ucvrstili
u stavu da treba i¢i svojim putem,

bez obzira na hirovite pomodnosti
i sezonske dopadljivosti. people that demonstrated in the streets was
even smaller. In addition, from 1991 to 1994

v s e . . o . . . . , | was selling opposition newspapers in the
Ono $to je izrazito vaZno za vasu praksu od samih poéetaka jest prihvaca- ¢\ 1eet, which is how | met more activists.

nje pogreske kao legitimnog rezultata rada, bilo kao ‘neuspjelog’ tiskar-
skog otiska, bilo kao ljudskih ‘gresala’ v glazbeno-scenskom izraZavanju.  As far as the aesthetic component of your
Je li se tu tijekom godina bilo $to promijenilo? work is concerned, did you develop it

. o s .. e . - intuitively, using specific, analog printing
DP: Estetika greSke je ostala. Kasnije smo shvatili da je to osnovno praviloiu techniques and tools, or does it have a

radu s drugim zajednicama — pjevac¢kim, djecjim ili penzionerskim — poSto- theoretical basis close to the post-modern
vati tudi iskorak i tudu pauzu. Svatko ima svoj ritam budenja. design of the 9os and the ‘deconstruction’
DB: Gregka je znak ljudskosti, a mi smo ljudi i nismo magine. Zato greske mogu =~ °f tyPography, present in your work as

wrell?
DP: We began scoundrelly — we got into the
attic space of School of Architecture by acci-
‘Arhitektura ljudskih odnosa’, vasa metodologija i stvaralagki credo, moz- | dent, where there was a graphics studio. We
da je najogitija u kolektivnom projektu Horkeskart — amaterskom zboru | °moved the cobweb, painted the walls, oiled
X . . epe N . . . the presses and learned from proffesor Elim
i orkestru s kojim ste snimili nekoliko nosac¢a zvuka i nastupali u mno- Gruji¢ classic graphics techniques: etching,
gim europskim zemljama. Taj projeit vas je ¢ak i nadiSao u smislu da je aquatint, dry sealing... In the craft graphics
nastavio evoluirati i bez izravnog utjecaja jezgre Skarta. Ukratko, moZeta  process, about 8o% of the prints is scrap. We
li kroz priéu o Horkeskartu progovotiti i o razvoju meduljudskih odnosa noticed that the contents of the scrap were

« ° more interesting to us than the prints for the
unutar Skarta kao takvog? graphics salons. Post-modern eclecticism,

DB: Tesko je biti kratak u opisu Horkeskarta. Sve $to se dogadalo u vezi s tim which was around since the 80s, and the ac-
horom (zborom) dogadalo se i unutar same grupe. Zbor je proizasao iz nase celerated manneristic deconstruction, alone

S0 .- . - < . - fortificd our attitude tha
Zelje da izbiegnemo jednu prezentaciju naseg rada. Htjeli smo da napravimo e twe need to go our

J

biti lijepe.
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priredbu s pjevanjem, jer su nam se prezentacije €inile tako dosadne — stoga
smo napravili otvorenu audiciju. Doslo je pedesetero mladih ljudi, a mi smo
im rekli da audicije nema i svi su primljeni. Htjeli smo da svi mogu pjevati, $to
smo i u€inili odbacivanjem klasi¢ne audicije. Htjeli smo pjevati na ulicama,
svima, a ne samo na koncertima glazbenoj publici, u ¢emu smo takoder uspje-
li. Pjevali smo pjesme obnove i izgradnje, pjesme iz socijalisti¢kog razdoblja.
Htjeli smo da se ne zaboravi kako je socijalizam imao odli€nih strana, Sto tada
nitko nije htio ni pomisliti. Medutim, neki ljudi su to razumjeli, ¢ak i u zemlja-
ma gdje ne razumiju srpsko-hrvatski. Pjevali smo i angaZirane pjesme pjesnika
iz cijele Jugoslavije — ja se ne libim «oristiti taj termin. Ako moZe postojati
Skandinavija, moze i Jugoslavija. Poton su i sami €lanovi poceli praviti pjesme,
dobrim dijelom na nasu inicijativu. Zatirn smo htjeli da hor po¢ne raditi i bez
nas, te smo, poslije skoro sedam godina rada, odlucili uvesti samoupravljanje.
To je odliéno proslo i na to smo porosni. Zbor se lijepo nastavio razvijati i bez
nas, i danas postoji i odli¢no zvuéi. Nema mnogo onih koji nesto po¢nu pa to
poslije planski prepuste drugom, naroé¢ito kada postane uspjesno.

own way, regardless of the capricious vogues
and seasonal trends.

What has been very significant for your
practice from the very beginning is
accepting mistakes as a legitimate result
of work, whether it be a ‘failed’ print or
human ‘error’ in musical and theatrical
performances. Has anything changed in
this respect over the years?

DP: The aesthetics of the mistake has
rernained. We later realized that this is a
principle rule in working with other commu-
nities as well — choirs, children, pensioners
— o respect the aberration and the break of
the other. Everyone has their own rhythm of
awakening.

1B: Mistakes are a sign of humanity, and we
are people and not machines. That is why
mistakes can be beautiful.

The ‘architecture of human relations’,

Recite nam rijec-dvije o Pesniéenju, festivalu poezije i dugogodisnjoj seriji
poetskih recitacijskih veceri koje su se odvijale diljem regije, pa i u Zagre-

bu, medu ¢ijim ste bili zaGetnicima. Kako napreduje Pesnicenje, u koje ste
sve krajeve doprli poezijom i kako publila reagira od grada do grada?

DP: U prosincu, nakon pet godina, pedeset knjiZica i pedeset priredbi svaki mje-

your methodology and creative credo, is
perhaps most obvious in the Horkeskart
project — the amateur choir and orchestra
with whom you recorded several cDs and
performed in many European countries.

sec u beogradskom Rexu, te nebrojenih gostovanja Sirom Jugoslavije, prestali
smo s Pesni¢enjem — barem onim velikirn, scenskim. Sada radimo male,
nevidljive forme. Zapoceli smo sa serijom nastupa po gimnazijskim sportskim
dvoranama u malim mjestima, gdje nastupaju i pjesnici, i najludi bendovi, i
lokalna udruzenja penzionera. Osnovnoskolske seoske priredbe, susjedska
pesnicenja po dvoristima ili kuhinjama... To su prostori koji nas zanimaju, pa-
ralelno s prikupljanjem arhiva video-poezije. Publika, kao i sudionici, svugdje
ima svoje boje. Najlude je
bilo u Konjicu, na pesnic¢enju
na Kamenom mostu, gdje
je u organizaciji sudjelovao
cijeli izvidacki odred. Ne-
davno smo Culi da je izvjesni
posijetitelj izjavio kako ‘Zeli
umrijeti na Pesnienju’.
Strasno!

Va$ medunarodno ‘naj-
vidljiviji’ nastup bio je
predstavlianje Srhiie na

This project exceeded you since it contin-
ued to evolve without the direct impact of
the Skart core members. Can you briefly,
though the story of Horkeskart, tell us
something about the development of
human relations within Skart as such?

DB: It is very difficult to be brief with the
description of Horkeskart. Everything that
happened in relation to this choir happened
wichin the group as well. The choir is a result of
our desire to avoid one representation of our
work. We wanted to create an event with sing-
ing since presentations seemed so boring to
us. This is why we had an open audition. About
50 young people came, and we told them

that there is no audition and that they have

all been accepted. We wanted everyone to be
able to sing, which is why we did not have an
audition. We wanted to sing in the streets, to
everyone, and not only at musical concerts

to audiences, and we succeeded in this. We
sang songs of reconstruction and develop-
ment, songs from the socialist period. We
didn’t want that great aspects of socialism get
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Venecijanskom bijenalu arhitekture, gdje ne samo da ste u okviru svoje
struke nastupali na jednoj institucionalnoj priredbi, nego ste predstav-
ljali i drZzavu sa &ijim ste identitetom mnogo puta bili u konfliktu. Jeste li
te okolnosti imali u vidu kad ste osmisljavali svoje izloske i kako su one
utjecale na stvaralaéki proces?

DB: Oko tog sudjelovanja je bilo dosta rasprava u grupi. Ja sam bio protiv jer
nisam htio da predstavljamo drZavu. Ne volim Venecijanski bijenale upravo
zbog tih drZavnih paviljona. Prota je bio za, a nas treci ¢lan Pera je bio suz-
drzan. Na kraju smo ipak napravili kompromis. Odlugili smo predloZiti nesto
Sto bi se moglo koristiti i poslije Bijenala — igraliSte na kojem ¢e ljudii djeca
modi uZivati i kasnije, a ne samo na jednoj reprezentativnoj manifestaciji. To
klackaliste je poslije putovalo u Ljubljanu, London, Vranje, Novi Sad... Jedno
vrijeme bilo je u Beogradu. Na nasu radost, u Bitoli postoje kopije nekih
klackalica, a skoro cijelo klackaliste i darias postoji i radi u Novom Beceju,
jednom malom gradi¢u u Srbiji.

DP: S obzirom da je na paviljonu stajao natpis ‘Jugoslavija’, pozvali smo na
otvaranje slovenski zbor Kombinatke, kaji je zajedno s naSom Probom izveo
splet jugoslavenskih, Spanjolskih, talijanskih i portugalskih antifasistickih
pjesama. Orilo se sve do mora, kako kazu prolaznici! Omogucéiti zboru da be-
splatno spava u srcu Venecije i dozvati razne prijateljice i prijatelje da na svoj
nacin pomognu u postavljanju i provedu tjedan dana u Veneciji bila je prava
mjera drustveno korisnog boravka.

Pitanje za kraj — kakvi su skora$nji planovi Skarta i $to oéekujete od pre-
davanja na Danu D i interakcije s publikom? Kada ste posljednji put bili u
Zagrebu i pratite li lokalnu dizajnersko-umjetnicku, ali i knjizevnu scenu?
DP: U lipnju pripremamo u Ljubljani premijeru Papirinta — zalutalog eksperi-
mentalnog papirnatog kazalista lutaka, kojeg radimo s kolegama iz Svedske i
Baskije. U tijeku je i rad na slikovnici O nebu i moru, odavno napisanaj, za Ciju

forgotten, which is something
no one wanted to even consider
at the time. However, there were
some people who understood it,
even in countries where Croatian
and Serbian are not spoken. We
sang politically engaged songs by
poets from the entire Yugoslavia
— 1 don’t shy away from using the
term, if Scandinavia can exist,
then Yugoslavia can exist as well.
Then the members themselves
started writing songs, mostly at
our initiative. Then we wanted
the choir to continue working
without us, and we introduced
self-management after almost
seven years. This worked out
great and we are proud of it. The
choir continued to develop nicely
without us, and it exists until to-
day, and they sound great. There
are not a lot of people who begin
something and then purposely
give it up to someone else,
especially not after it becomes
successful.

Tell us a few words about
Pesniéenje, the poetry festival
and the longtime series of
poetry reading evenings that
took place throughout the
. region, including Zagreb,

|__ which you co-founded. How is
Pesniéenje developing, what
are all the areas that you have
reached with poetry and how do audienc-
¢s react from city to city?
DP: In December, after five years, fifty libraries
and fifty events, every month in the Belgrade

lex, and innumerable tours throughout

Yugoslavia, we stopped with Pesni¢enje — at
lzast in the sense of big events. Now we are
wvorking small invisible forms. We’ve just
kegun with a series of events in high school
sports halls in small towns, where poets per-
form together with the craziest of bands, as
vsell as local pensioners’ associations. Events
in elementary schools in the countryside and
villages, neighborhood poetry evenings in
back yards or kitchens... These are the sort
of spaces that interest us now, together with
collecting an archive of video poetry. The
audiences, as well as the participants, have
a flavor of their own everywhere. We had the
most insane experience in Konjic, at a poetry
reading on the Kameni most bridge, where an
entire scout squad participated in the organi-
zation. We’ve recently heard that a visitor said
that ‘he wants to die at a Pesniéenje event’...
Can you imagine!

L L L R T

&3 Faas

Your performance ‘most visible’ interna-
tionally was representing Serbia at the
Vznice Biennale of Architecture, where
you not only appeared at an interna-
tional event as representatives of your
profession, but also as representatives of
a country with whose identity you were
in conflict many times. Did you have this
circumstance in mind when creating your
2xhibits and how did they influence your
creative process?
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razradu nikada nismo imali viemena. U Beloj Crkvi vjeZzbamo s djecjim zbo-
rom Djeca s Mjeseca, a u Beogradu s djec¢jim horom Aprilzmajun i zborom
Proba. Upravo smo osnovali i Hor-ruk, omladinsko-penzionerski zbor. Uvijek
ima nesto.

Ba$ me zanima koga ¢emo sresti na Danu D. Zagreb je drugi Beograd, ili je
Beograd drugi Zagreb, tako da ¢esto svraéamo, ¢ak i planinarimo i ‘moru-
jemo’ sa zagrebackom drugaricom Sabinom Sabolovié. Dok radimo, stalno
sluSamo Mancea, a ja tajno i Arsenz. Ovdje je trenutno pomahnitala poplava
i ba$ prosli tjedan, na solidarnom komsijskom Pesni€enju za volontere i akti-
viste koji pakiraju prikupljenu robu za iseljene s poplavljenih podruéja, dvije
djevojcice su izvele njegovu Himnu zadrugara iz Vlaka u snijegu. Svaka pje-
sma nade svoje mesto. Odavno poznajemo i Dejana Dragosavca Rutu i Deja-
na Kr$iéa i oni nas obavjestavaju $to gdje ima medu dizajnerima i izdavacima.
Preko Bookse i Zareza pratimo liters rnu scenu. Dakle — stalno smo tu.
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PB: We discussed the participation at this
event a lot within our group. | was against it
because I did not want the group to represent
a country. | don’t like the Venice Biennale
orecisely because of these country-based
oavilions. Prota was in favor, and our third
member Pera abstained. In the end we com-
jpromised. We decided to suggest something
we would be able to use after the biennale — a
playground in which children and other people
would be able to enjoy later, and not only at
one representative vent. This seesaw play-
ground later travelled to Ljubljana, London,
Vranje, Novi Sad... It was in Belgrade for a
while. To our delight, there are copies of some
cfthe seesaws in Bitola, and almost the entire
rlayground exists today in Novi Becej, a small
town in Serbia.

C P: Since the sign on the pavilion said
‘Yugoslavia’, we invited the Slovenian choir
Kombinatke to the opening, which performed
a combination of Yugoslavian, Spanish, Italian
aind Portuguese antifascist songs together
with our own choir Proba. Passers-by said you
could hear us all the way to the sea! To make
it possible for an entire choir to stay overnight
in Venice for free and to invite various friends
to come and help in the presentation and
spend a week in Venice was a true measure of
a socially beneficial stay.

Final question — what are the near future
plans of Skart and what do you expect
from your lecture at D-Day and your
interaction with the audience? When was,
the last time you were in Zagreb and do
you follow the local design art and literary
scene?

DP: In June we are preparing a premiere in
Ljubljana — Papirinta — a stray experimental
paper puppet theatre, which we are doing
viith colleagues from Sweden and the Basque
Country. We are currently also working on the
picture book About the Sky and the Sea, which
v/e wrote ages ago, but never found time to

f nish. In the town Bela Crka, we are practicing
with the children’s choir Djeca s mjeseca,

end in Belgrade with the children’s choir
Aprilzmajun and the choir Proba. We've also
just founded Hor-ruk, a youth and pensioners’
choir. There’s always something. | can’t wait
to see who we’ll meet at D-Day. Zagreb is like
a second Belgrade, or Belgrade is like a second
ZZagreb, so we come here often, we even go
mountaineering and to the seaside together
with our friend from Zagreb Sabina Sabolovic.
When we work, we listen to Mance, and |
secretly listen to Arsen. Right now the floods
have gone crazy here, and at a neighborhood
solidarity Pesnicenje event for volunteers

and activists who are packing the collected
3oods for the people moved out of the flooded
areas, two girls performed Arsen’s song Himna
zadrugara from the film Viak u snijegu. Every
song finds its place. We’ve also known Dejan
Dragosavac Ruta and Dejan Krsi¢ for ages and
they inform us about what’s new with de-
signers and publishers. We follow the literary
scene through Booksa and Zarez. So — it’s like
we’re always here.
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Sodja Zupanc Lotker je umjetnicka direktorica Praskog kvadrijenala, organizacije
posvecene istraZivanju i proSirivanju pojma scenogrdfije. Prethodno je bila umjet-
nic¢ka direktorica i kustosica projekta Intersection u sklopu PQ 2011., programska
direktorica (2007.) te koordinatorica posebnog projekta The Heart of PQ (2003.).
Inace djeluje kao dramaturginja u podruéju nezavisnih kazalisnih, plesnih i prostor-
no-specific¢nih projekata u Republici Ceskoj, Sjedinjenim Drzavama, Brazilu i drug-
dje. Predavala je na Akademiji vizualnih umjetnosti u Brnu, Akademiji izvedbenih
umjetnosti u Pragu, SveuciliStu Columbia, Central School of Speech and Drama te
na nizu festivala i strucnih simpozija. Trenutno je na doktoratu iz kazalisne teorije
na Sveucilistu u Becu, gdje istraZuje dramaturgiju prostora u suvremenom teatru.

Sodja Zupanc Lotker is the artistic director of

the Prague Quadrennial of Performance Design
and Space, organization dedicated to exploring
and expanding scenography. Previously she

has acted as PQ Artistic Director and curator of
2Q project Intersection (2011), Programming
Director (2007), the coordinator of the special
project The Heart of the PQ (2003). She operates
as a devising dramaturg for independent theatre,
dance and site specific projects in Czech Republic,
JSA, Brazil etc., and has lectured/taught at Visu-
al Arts Academy in Brno, Prague Performing Arts
Academy, Columbia University, Central School
of Speech and Drama and a number of festivals
and symposia. She is a PhD candidate in theatre
theory at Vienna University, researching spatial
dramaturgy in contemporary theatre.

Praski kvadrijenale je krajem 2000-ih mijenjao ime - iako se i dalje radi
lak$eg prepoznavanja sluZite rije€ju ‘scenografija’, sluzbeni naziv je sada
u hrvatskom prijevodu otprilike ‘Praski kvadrijenale izvedbenog dizajna i
prostora’. U kojoj je mjeri kod ove odluke bila rije¢ o preciziranju podruéja

N . e N . d . p .. During the first decade of the 21st century,
razmatranja, a u kojoj ipak i o etabliranju nekog, recimo to tako, ‘prosire-

the Prague Quadrennial changed its name

nog’ pojma scenografije?

To je kompleksno i zanimljivo pitarije. Kvadrijenale je medunarodna izlozba,

tako da se sam taj naziv tumaci na mnogo razli¢itih jezika, a u svakom od

njih ima pomalo drugaciju formu. To puno ovisi o jeziku, ali i o lokalnoj kulturi

kazaliSta. Na ceskom, primjerice, i dalje koristimo rije¢ scenografija — zato
Sto rijec scenografija u ceskom jeziku i podneblju sa sobom nosi sva znade-
nja koja su nam potrebna. Ne engleskorn smo promijenili naziv od Prague

Quadrennial International Exhibitior. of Stage Design and Theatre Architecture

(u engleskom se scenography rjede koristi) u Prague Quadrennhial of Perfor-
mance Design and Space. Htjeli smo pokazati scenografiju kao ‘prosirenu’ iz

standardnog pojma kazalista prema dizajnu koji se veZe za razne performa-
tivne aktivnosti. Suvremeno kazaliste sz viSe ne odigrava samo na sceni i ne

rade ga samo ljudi iz kazaliSnog konteksta, vrlo je Eesto vezano na vizual-
ne umetnosti, dizajn, arhitekturu, modu i tako dalje. Takoder, htjeli smo

-- even though, for purposes of recognition,
you still use the term ‘scenography’, the
official title now is Prague Quadrennial of
Performance Design and Space. To what
extent was this new title introduced to
achieve a higher level of precision regard-
ing its specific area of interest, and to what
extent was it aimed at widening the notion
of scenography?

This is a complex and very interesting question.
The Quadrennial is an international exhibition,
which is why its name receives a different in-
terpretation depending on the language, each
taking a somewhat altered form. This is, of
course, influenced by the language itself, but
also by the local theatre culture. In Czech, for
instance, we still use the word ‘scenography’,
because that word contains all of the mean-
ings necessary for Czech speakers. In English,
however, we decided to change our name from
Prague Quadrennial International Exhibition

of Stage Design and Theatre Architecture (the
word ‘scenography’ is used less frequently in
English) to Prague Quadrennial of Performance
Design and Space. Our wish was to depict sce-
nography as something that ‘reaches outside’
the boundaries of the standard notion of the-
atre towards the notion of design and its role in
various performance activities. Contemporary
theatre is no longer set exclusively on the
stage, nor is it ‘done’ exclusively by people
from the world of theatre. It is becoming

rnore and more linked to visual arts, design,
architecture, fashion, etc. We also wanted to
demonstrate that PQ is not just an exhibition;
itis also a very complex manifestation with
many live events, shows, courses, classes,
workshops, and so on.

What is, in your opinion, today’s definition
of the notion of ‘scenography’? Is it still
simply the design and architecture of the



pokazati kako PQ nije samo izloZba nego daleko kompleksnija manifestacija
s puno Zivih dogadanja, predstava, predzvanja, radionica.

Sto je, po vasem misljenju, danas sadrzaj pojma ‘scenografija’? Mozemo

li uopée i dalje govoriti o dizajnu i arhitekturi scenskog prostora, ili je

rije¢ o ne€emu sasvim drugom?
Ja suvremenu scenografiju shva¢am kao prostornu dramaturgiju, gdje se
pod pojmom dizajn podrazumijevaju vidljivi, ali i nevidljivi aspekti. Rije¢ je
o stvaranju kompleksne ‘okoline’ u kojoj se stvaraju odnosi izmedu likova
predstave, izmedu scenskih elemenata, ali $to je najvaznije u suvremenom
kazali$tu — i izmedu predstave i publike, pa i medu gledateljima samima. To
stvaranje odnosa ili moguénosti za odnose je po meni najzanimljiviji aspekt
suvremene scenografije. U nekom smislu, to je i vazan socio-politicki aspekt.
Moguénost za kazaliste da ponovo bude mjesto koje je vazno za drustvo.

Gclje je danas moguée povuéi granicu, obzirom da je performans tradi-
cionalno ipak vezan za vizualnu umjetnost, a radikalnije scenografske
prakse uz pojmove kao Sto su instalacijs, dizajn interakcija i slicno?
Na PQ 2011 jako nas je zanimao upravo oaj odnos vizualna umjetnost —
scenografija. Izgledalo nam je prirodnim i jednostavnim povezati ove dvije
discipline, jer su, uostalom, scenografi zapravo vizualni umjetnici koji rade u
kazaliStu. Ali istovremeno sam tada uocila i da izmedu vizualnih umjetnosti
i kazalista postoji i ogroman jaz. To su
dva potpuno razli¢ita sustava i dva
potpuno razliita svijeta. Vecinu vizu-
alnih umjetnika svijet kazalista uopée
ne zanima, razmisljaju o kazaliStu kao
iluziji i fikciji, odnosno kao o ne¢emu
§to je loSe. Veéina ipak nema dobre
informacije o suvremenom kazalistu

performance space or has it become some-
thing entirely different?

| see contemporary scenography as spatial dra-
maturgy in which the notion of design implies
beth visible and invisible aspects. It’s all about
creating a complex ‘environment’ that enables
the creation of relationships between charac-
ters, scene elements, and what is even more
important in contemporary theatre, between
the play and the audience, as well as among in-
dividual members of the audience. This creation
of rzlationships or at least possibilities of a re-
lationship is to me the most interesting aspect
of contemporary scenography. In a sense, this
is also an important social and political aspect,
because it brings about the possibility to once
again make theatre a place of vital importance
tc society in general.

Where can one draw the line, con

that performance art is still traditionally
linked to visual arts, while radical sceno-
graphic practices still imply things such as
installation art, interaction design, and the
likes?

During PQ 2011, we were primarily interested

in the relationship between visual arts and
scenography. It seemed natural and logical to
connect these two disciplines, because after all,
scenography artists are primarily visual artists
who work in theatre. But it was also then that |
reglised that an enormous gap stands between
visual arts and theatre. These are two com-
plately different systems and two completely
different worlds. Most visual artists aren’t even
interested in theatre; they perceive it as illusion
and fiction, as if that’s something bad. That is
prcbably because most were never given a good
insight into contemporary theatre and its new
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i njegovim novim tendencijama, barem
opcenito gledajudi, jer su situacije razlicite u
razli¢itim zemljama. To je u neku ruku i jedan
od razloga zasto se najzanimljivije stvari do-
gadaju upravo ‘na rubu’ kazali$ta i nezavisne,
istrazivacke i eksperimentalne kulture. Velika
institucionalna kazalista su, pak, vrlo spora.
Usporava ih arhitektura, osoblje, ta ¢udna
stvar koju zovemo tradicija, financije, itd. S
druge strane, moji studenti scenografije i mla-
di scenografi koje poznajem, ne razmisljaju je
li to Sto rade instalacija, fotografija, sceno-
grafija, modna revija, dizajn izloga ili perfor-
mance art. Ja razmisljam kao i oni, mislim

da vi$e nije vazno strogo definirati odredenu
disciplinu, ve¢ je vazna kvaliteta, odnosno dozivljaj. Nekad je informacija o
disciplini dio doZivljaja, ali ovo pitanje je teoretsko.

Koja je osnovna ideja iza teme Shared Space ove godine? Koje je njeno

znacenje i koja su kulturna, ali i drustvena i politicka pitanja adresirana

kroz nju?
Kao $to sam ve¢ spomenula, Shared Space — ili zajednicki prostor — tice se
odnosa koji se stvaraju u kontekstu kazalista. KazaliSta vidim kao posljednji
ljudski prostor, last human venue o kojem govori britanski teoreti¢ar Alan
Read, mjesto gdje se stvaraju Zivi ljudski odnosi. Mislim da je socio-poli-
ticko-ekonomsko-pravna situacija u svijetu zaista katastrofalna, pa sam se
pocela pitati: Sto to uopée dodavola radimo? Alan Read govori o tome kako se
Occupy u Londonu odigravao vrlo blizu kazalista gdje ve¢ desetljeéima igraju
Les Miserables, predstava o francuskoj revoluciji. Pitanje je: da li je kazaliste
samo zabava? Samo nacionalna tradicionalna kultura? IntelektualStina? Ili
je to Zivi prostor koji ima Zivo mjesto u drustvu? Dakle, Zajednicki prostor po-

kusava istraZiti prostor za kazaliSte koji stvara pretpostavku za odnose izvan
standardnih hijerarhija. Mislim da je razbijanje tih konvencionalnih hijerarhi-
ja-osnovna pretpostavka kreativnosti i Zivih socijaiiiili cdnosa.

tendencies, at least generally speaking, because
circumstances vary across countries. This is to
an extent the reason why the most interesting
things happen on ‘the edge’ of theatre and inde-

pendent, investigative, and experimental culture.

Large theatre institutions, on the other hand, are
really slow. They are constrained by architecture,
personnel, that weird thing called tradition,
funding, etc. Furthermore, my students of
scenography and the young scenography artists
I know personally don’t think too much about
whether what they do is installation art, photog-
raphy, scenography, fashion, window design or
performance art. | agree. | believe that it’s no
longer important to strictly define a discipline;
much more stress should be placed on quality,
that is, the experience. Sometimes information
on a specific discipline is part of the experience,
but that’s an entirely different issue.

What is the basic idea behind this year’s
Shared Space theme? What does it mean
and which cultural, social, and political
issues does it address?

As | already said, Shared Space focuses on the
relationships that come to life in the context
of theatre. | see theatre as, British theoretician
Alan read would say, the ‘last human venue’,
where live relationships between people are
created. | believe that the global social and
economic situation is truly worrying, which is
why | began to ask myself: ‘what the hell are
we doing anyway’? Alan Read wrote about how
the Occupy London movement largely took
place near a theatre where Les Miserables, a
play about the French Revolution, has been
staged for decades. This raises the question:
is theatre nothing other than entertainment?
Just plain old national, traditional culture?
Food for intellectuals? Or is it a live space that
has a live and active role in society? That is
why Shared Space strives to explore a space
for theatre that would facilitate relationships
outside standard hierarchies. | think that the
disintegration of conventional hierarchies is
the fundamental precondition for creativity
and vibrant social relationships.

It seems to me that this year’s theme, as
well as the accompanying exhibitions
and activities (Objects, Spaces, Tribes),
suggest not only scenography without
scenography, but also in a way scenogra-
phy without theatre. Or am | completely
mistaken?
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Cini mi se da tema ove godine, ali i popratne izlozbe i akcije (Objects,
Spaces, Tribes) gotovo da sugerira ne samo scenografiju bez scenografije,
nego na neki naéin ¢ak i scenografiju bez teatra. Ili sam potpuno u krivu?

I daine. Naravno da idemo u projekte koji su u neku ruku izvankazalisni, ali
mislim da je puno vaZnije pokusati promijeniti samu definiciju kazalista.
Moramo ga razumjeti kao nesto prosireno, obogaéeno i nadogradeno drugim
iskustvima. Takoder, scenografiju treba prestati shvacati kao nesto umjetno,
sagradeno. Mnoge scenografije su zapravo samo ‘osmisljene’ — koriste veé
postojece prostore i odnose, te ih ‘samo’ preusmjeravaju i variraju. To ‘samo,
koje zvuéi kao nevazno, zapravo je najvaznije. lonako se najvaznije scenogra-
fije odvijaju u glavama, srcima, plu¢ima i miSi¢ima gledaoca.

IKoji je idealan naéin za izlozbeno prezentiranje scenografije, ako takav
|postoji?

Ha, ha, ha, ha! Naravno da znam rjeSenje! Najbolje je scenografiju prepricati.
Salim se. Izlagati scenografiju je nemoguce! | kad biste izloZili scenografi-

ju u potpunosti, cijelu, u punoj veli¢ini, ona bi i dalje bila izvan konteksta
predstave. Scenografija je ‘cijela’ samo u predstavi — s glumcima, pokretom,
svjetlom i publikom. Sve ostalo su fragmenti u novom kontekstu. Vazno je
pronadi ovaj novi kontekst. Zato je najbolje prepricavati. Ali ta nemoguénost
je fantasti¢na pretpostavka potpuno novih moguénosti — stalni prostor za
kreativnost.

Kroz ovo i prethodno izdanje PQ se doista i fizicki prosirio na prostore

Sirom Praga. U kojoj je mjeri tu rije¢

o praktic¢noj potrebi rasta mani-
festacije, u kojoj o transponiranju
formata kakav imaju velike izloZbe
poput Documente i Venecijanskog
bijenala, a u kojoj o autenti¢noj
namjeri umreZavanja u, recimo,
‘krvotok’ samog Praga kao grada?
Da, djelomi¢no je to iz prakti¢nih
razloga. Prag je vrlo, vrlo star grad.
Nije bio puno bombardiran u Drugom
svjetskom ratu, tako da u centru
grada nema novih, velikih prostora.
Ali to nam je omogucilo da zauzme-
mo viSe malih inspirativnih prostora,
baroknih palac¢a, kuéu u kojoj je roden
Kafka, podrume iz Srednjeg vijeka itd.
Bit ¢emo u samom centru, koji je pun
turista, Sto nam je jako vazno jer svoje
djelovanje shva¢amo kao okupaciju
centra Praga scenografijom. Taj odnos
| sa Zivim gradom i Zivim ljudima nam
je vrlo vazan. Uostalom mi nismo
historijska manifestacija. KazaliSno
geslo je je: ovdje i sad. Pa gdje drugo
ikad?

Yes and no. Of course our projects are
somewhat outside the scope of theatre, but

I think it is far more important to attempt to
change the very definition of theatre. We have
to try to understand theatre as something
that expands, flourishes, and benefits from
other experiences. Also, scenography should
cease to be interpreted as something artificial,
constructed. Many scenography designs are
infact only ‘contemplated’ — they use already
existing spaces and relationships and ‘only’
redirect and shift them. This ‘only’ may sound
insignificant, but it’s precisely the opposite.
After all, the most important scenography
takes place in the viewer’s head, heart, lungs,
and muscles.

What is the ideal way to exhibit scenogra-
phy, if there is one?

a, ha, ha, ha! Of course | know the answer!
Scenography is best presented when it is

told as a story. Just kidding. It’s impossible

to present scenography within an exhibition!
Even if you managed to exhibit scenography
in its entirety and full size, it would still be
outside the context of the play. Scenography
is whole’ only during the performance of a
play — with actors, movement, light, and
audience. Everything other than that are mere
fragments placed in a new context. It is im-
portant to find that new context. That’s why
storytelling is the best solution. Nevertheless,
the impossibility | mentioned earlier can serve
as a fantastic foundation for entirely new pos-
sidilities — a constant space for creativity.

This year’s and previous edition of PQ have
truly made their physical presence visible
across the entire city of Prague. Was this
influenced by the manifestation’s prac-
tical need to grow, by format transposi-
tion as in larger exhibitions such as the
Cocumenta and the Venice Biennale, or by
an authentic desire to plug into the very
‘blood stream’ of the city?
Yes, this was in part due to practical reasons.
Frague is a very, very old city. It didn’t suffer
too much bombing during Wwi1 and that’s
why there aren’t many new, large spaces. This
has enabled us to take up a larger number of
small inspirational spaces, baroque palaces,
the house where Franz Kafka was born,
medieval basements, etc. We will be located
in the very heart of the city, where crowds of
tourists gather daily. This is very important to
us, because we see our activities as an occu-
]pation of the city’s centre using scenography.
This relationship with the life of this city and
ts inhabitants is crucial for us. After all, we’re
1ot a historical manifestation. A familiar
saying in theatre is ‘here and now’. So, where
and when else?
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Idis Turato
Zelja za arhitekturom idealisti¢no je htijenje

BOJAN KRISTOFIC

Idis Turato (Rijeka, 1965.) diplomirao je 1991. godine na Arhitektonskom fakultetu
SveuciliSta u Zagrebu, na istom je fakultetu 2004. godine magistrirao te potom
2012. doktorirao. Nakon $to je petnaestak godina djelovao u uredu ‘Randié Turato’
2009. godine osniva samostalni ured ‘Arhitektonski biro Turato’. Profesor je na
studiju arhitekture pri splitskom FGAG -u te gost nastavnik na Arhitektonskom
fakultetu u Zagrebu i Arhitektonskom fakultetu u Beogradu. Dobitnik je niza

arhitektonskih nagrada; nagrade Viktor Kcvaci¢ UHA-e za najuspjesnije godisnje
arhitektonsko ostvarenje (2013., 2009., 2008. te 2003.), nagradu Ministarstva
kulture Republike Hrvatske ‘Vladimir Nazor’ za arhitekturu (2005.) te Piranesi
Award. Predstavljao je Hrvatsku na 10. Bijenalu arhitekture u Veneciji s projektom
In Between’ 2006. te 2010. u suradnji s timom arhitekata s projektom ‘Pavillion’
Posljednje tri godine u intenzivnom tjednoin kontinuitetu objavljuje autorske tek-
stove na svom blogu idisturato.com
Na koje je sve nacine suvremeno trziste izmijenilo drustvene uloge arhi-
tekata, dizajnera i drugih radnika u kreativnim industrijama, u odnosu na
prethodno, socijalisti¢ko doba?
Rekao bih da je uloga arhitekta tijekom vremena gotovo uvijek sli¢na. Kako
dolazim iz arhitektonske porodice -- i otac, i stric i djed su mi bili arhitek-
ti — drzim da se posao arhitekta u posljednjih pedesetak godina uglavnom
nije mnogo mijenjao. Arhitekt je vi$e-rnanje i u socijalizmu i danas radio i
djelovao vrlo sli¢no. Arhitektonsko projektiranje, timski rad i arhitektura
imaju univerzalne mehanizme orge nizacije i operiranja. Taj mit da je prije bilo
sasvim drugacije ili da su kreativne inclustrije nesto potpuno novo — iskreno,
meni su takve pretpostavke smije¢ne. Arhitekt uvijek dolazi na konkretan za-
datak, moderira odnose i prostorne kapacitete. S druge strane, industrije su
uvijek trebale kreativan dizajn, suvremenu tehnologiju i precizan inZenjerski

The desire for architecture
is an idealistic want

Idis Turato was born in Rijeka in 1965. He graduat-
ed from the Zagreb Faculty of Architecture, where
he also earned his MA in 2004 and PhD in 2012.
After 15 years of working in the Randi¢ Turato
project boureau, in 2009 he started his own
bureau Turato d.o.o. He is currently a professor at
the Architecture Department of the Split Faculty:
of Civil Engineering, Architecture and Geodesy
and a guest lecturer at the Zagreb Faculty of
Architecture and Belgrade Faculty of Architecture.
He has been the recipient of numerous awards in
the field of architecture: the Viktor Kovaci¢ Award
of the Association of Croatian Architects (UHA) for
the most successful architectural project (in 201,
2009, 2008 and 2003). He received the Vladimir
Nazor Award for Architecture in 2005 and the in-
ternational Piranesi Award the same year. Turato
also represented Croatia at the 10th Venice Archi-
tecture Biennale with the In Between project in
2008, as well as in 2010 at the 12th Venice Archi-
tecture Biennale, alongside fifteen other Croatian
Architect with the Pavillion project. Over the last
three years, Turato has been intensively publishiny
original texts on his blog at idisturato.com

What are all the ways in which the contem-
porary market has changed the social roles
of architects, designers and other profes-
sions in the creative industries, compared
to the previous socialist period?
| would say that the role of architects is almost
always very similar throughout all time periods.
3ince I’'m from a family of architects — my father,
uncle and grandfather were all architects — |
find that the work of an architect in the last fifty
vears or so hasn’t changed much. Architects
had a more or less similar function in socialism
as they have today. Architectural design,
teamwork and architecture feature universal
mechanisms of organization and operation.
This myth that things used to be completely
clifferent or that the creative industries are
something brand new — to be honest, I find
such assumptions completely ridiculous. The
architect always has a very specific task, to
moderate relations and spatial capacities. On
the other hand, the industries always needed
creative design, contemporary technology and a
precise engineering spirit, regardless of the task
at hand and this is where the issue of the social
roles comes in. We only need to remember the
example of the Rijeka torpedo. Of course, indi-
ractly ships were destroyed and wars were won
by selling torpedoes, but at the same time, their
production was the basis for the construction
of cities such as Rijeka. Designers and archi-
tects also participated in the design of these
torpedoes... This, of course, is a very extreme
axample, but you can see what | am getting at.
Such examples often have double or multiple
codings about what is and what is not the right
thing to do, and in such cases one needs to
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duh, bez obzira o kakvom se zadatku radilo i tu se postavlja pitanje drus-
tvenih uloga. Prisjetimo se samo primjera rijeckog torpeda. Naravno da su
se prodajuci ta torpeda indirektno unistavali brodovi i dobivali ratovi, no
istodobno su se od takve proizvodnje 3gradili gradovi poput Rijeke. U tom su
projektu takoder sudjelovali i neki dizajneri, neki arhitekti... NaglaS8avam da
je to najekstremniji primjer, ali razumijete na sto ciljam.

Takvi primjeri esto imaju dvostruka ili viSestruka kodiranja, o tome $to
je ispravno, a §to nije, i sigurno u tekvirn slu€ajevima treba donijeti odluku
Sto pristati raditi, a $to ne, te odlu¢iti o svojoj poziciji i drustvenoj ulozi. Takvi
zadaci usloZnjavaju uloge arhitekata ili dizajnera unutar sli¢nih primjera i
politika, i ponekad to zbunjuje pripadnike mladih narastaja. Cini mi se da je
situacija danas viSe-manje sli¢na, osobito u kontekstu kapitala, marketinga
ili tematskih resorta raznih vrsta.

Nadalje, treba svakako naglasiti kako je danas arhitekata i dizajnera
znatno viSe nego prije, jer evidentno postoji inflacija struke, prvenstveno kac
posljedica masovne edukacije. Realno, danas je stanje takvo da naprosto
ogroman broj, mozda i velika vecina arhitekata rade samo kao crtaci i teh-
nicko osoblje, $to kod njih zasigurno rada frustraciju. U proslosti su takve
poslove radili srednjoSkolsko obrazovani tehnicki crtaci i mislim da su oni
znali svoje pozicije u drustvu i mjesta u procesu arhitekture, dok arhitektims
danas to bas i nije jasno, te suo€enje arnbicija s realnoséu sigurno dovodi do
frustracije. Danas je biti Arhitekt s velikim A moZda ¢ak i odraz malogradan-
Stine drustva, krivih stavova o tome $to arhitekt jest, kako ga se dozZivljava u
tom drustvu i u trenutku kad se u srednjoj $koli ‘masta’ o arhitekturi.

Danas u regiji postoje arhitektonski fakulteti u Veneciji, Trstu, Ljubljani,
Mariboru, Zagrebu, Splitu, Sarajevu, Banja Luci, Beogradu, Novom Sadu,
NiSu... Da nabrajam dalje nabrojic bi ih jo§ minimalno pet. To je u neku
ruku previSe za ovu regiju, ali ipak moze biti dobro za razmjenu ljudii ideja.
Arhitektonski fakulteti produciraju povelik broj stru¢njaka za koje ostaje
znacajno pitanje imaju li svijest o svojoj ulozi unutar realnih potreba struke,
hijerarhije regionalnog trzista i arhitekture globalnog trZista. S druge strane,
mislim da je situacija danas na predivan nacin otvorena, te omogucava
nevidenu mobilnost i promjene specijalizacija, mjesta Zivljenja i radnog
okruZenja. Potpuno je jasno da bi danas svatko tko drzi do sebe i propituje
svoju poziciju u drustvu trebao svakih pet godina usvajati sustinski nova
znanja i vjeStine, mijenjati svoje fizi¢ko ili timsko okruZenje, ‘apdejtati’ svoje
sposobnosti kao $to se unapreduje scftver i informaticki alati, itd.

U posljednje vrijeme predajete na calc tri arhitektonska fakulteta u regiji

- u Zagrebu, Splitu i Beogradu. Po vasem misljenju, u kolikoj mjeri i na koji
nacéin studenti sa svojim vlastitim idejama sudjeluju u Zivotu njihovih
gradova? Postoji li svijest o javnoj, socijalnoj odgovornosti profesije i je li
njen razvoj prioritet fakulteta?

Za pocetak, moram ponoviti nesto $to mozda ve¢ svi znaju, ali je to ipak
vazno naglasiti. Ja dolazim iz Rijeke, jedne silno otvorene sredine, kojoj su
mobilnost i razli¢itost njezina najvazn ja i jedina prava odlika. To je silno utje-
calo na moj nacin operiranja, moju dunovnost i kreativnu otvorenost. Dakle,

make the decision what he or she is willing to
do and make a decision about one’s position
and social role. Such problems complicate
the role of the architect or the designer within
similar examples and policies, and this con-
fuses members of the younger generations. It
seems to me that the situation today is more
or less similar, especially in the context of
capital, marketing or theme resorts of various
types.

Furthermore, it should be pointed out that
there are considerably more architects and
designers today than there used to be because
obviously the profession is in inflation, primar-
ily as a result of mass education. Realistically,
the situation now is such that a vast number,
perhaps even the majority of architects work
only as drafters and technical staff, which
for them is most certainly frustrating. In the
past such jobs were performed by drafters
with a secondary-school education, who, |
think, knew what their position in society
and function in the architectural process was,
whereas this is not exactly clear to today’s
architects, and it is precisely this confron-
tation between ambition and reality that
leads to frustration. To be an Architect with a
capital A today is perhaps even a reflection of
a middle-class mentality of the society, wrorg
attitudes about what an architect is, and how
an architect is perceived in this society when
secondary school students ‘fantasize’ about a
career in architecture.

Today, in the region there is a school of
architecture in Venice, Trieste, Ljubljana, Mar -
bor, Zagreb, Split, Sarajevo, Banja Luka, Bel-
grade, Novi Sad, Nis$... | could list at least five
more. This might be too many for the region,
but it can be good for the exchange of people
and ideas. Schools of architecture produce a
1ather large number of experts for whom it is
not clear whether they are aware of their role
within the real needs of their professional
field, the hierarchy of the regional market and
the architecture of the global market. On the
other hand, I think the situation today is open
in a beautiful way, enabling an unprecedented
mobility and changes in specialization, places
of residence and working environment. It is
completely clear that, today, everyone with
enough awareness to contemplate their own
social position should adopt a completely new
set of knowledge and skills, change their phys-
ical or team environment, and ‘update’ their
competences every five years, just as software
and IT tools are updated.

You are now teaching at as many as three
different schools of architecture in the
region - in Zagreb, Split and Belgrade.
According to you, to what extent and in
what way do students participate in the
life of their cities with their own ideas? Is
there an awareness of a public and social
responsibility of the profession and is the
development of such a responsibility a
priority of the schools?

Firstly, | need to repeat something that
perhaps everyone knows already, but which
still needs to be pointed out. I'm from Rijeka,
an extremely open city, to which mobility and
cliversity are of utmost importance and the
only real characteristic. This influenced the
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volim razliCite prakse, razli¢ite
procese i navike.

Mobilnost izmedu Rijeke, Splita,
Zagreba i Beograda otvara mini- 1]
mum meni vaznog urbanog duha i _ I |||H ”lll J! I
kozmopolitske svakodnevice Zivota,
koji su mi potrebni da bih mogao
funkcionirati. Volim mijenjati
sredine na tjednoj i mjesec¢noj baz'.
Volim raditi raznovrsne stvari, radi-
ti paralelno na razli¢itim projektima,
istrazivati i ispitivati moguénosti
istog zadatka ili teme na razlicitim
mjestima, s razli¢itim [judima. Sto
se tice studenata arhitekture, tu
je stvar viSe-manje svugdje sli¢na.

U takvim su sredinama zapravo
rijetki neambiciozni ljudi. Htjeti biti arhitekt u sebi sadrzi neke univerzalne

i vanvremenske ideale u pogledu na Zivot i socijalne odnose. Ne poznajem
arhitekta koji nije bar malo odgovoran, na bilo koji nacin. To proizlazi iz nase
modi (ili privida) da kreiramo razli¢ita suéelja, drustvene odnose i prostorne
odnose. To je silno napeto, daje varn snagu i dnevnu dozu adrenalina. Tako je i
sa studentima. Upravo smo ovaj vikend u Rijeci odrZali radionicu na kojoj smo
istraZivali prostor rijecke Delte sa studentima iz Beograda. Rezultat cijelog
semestralnog projekta za mene je odli¢an, dapace, €ini mi se puno bolji od
natjecajnih radova za isti prostor koji s objavljeni prije nekoliko mjeseci, s
kojima su u natjecaju sudjelovali eminentni hrvatski arhitekti. To govori jedriu
vaZnu stvar, a to je da je sve moguce, da dobra i jaka ekipa arhitekata, mladin
i nabrijanih ljudi s jasnim ciljevima i drustvenim poticajima moze uéiniti jako
puno, i unutar fakulteta i izvan njih.

Stoga mislim da na fakultetima leZi velika odgovornost i predivna poti-
cajna moguénost da u sklopu svojih diplomskih i postdiplomskih radionica
promisljaju, ispituju i simuliraju nove cdgovore i prijedloge za urbani razvoj
gradova i regije; projektiraju nove i drugacije arhitekture i tipologije, da istra-
Zuju konstrukciju, fiziku, metode gradnje... Postoji puno platoa i nivoa gdje se
moZe kroz edukaciju i platformu fakulteta djelovati u stvarnosti, kreativno ju
modelirati, po moguénosti i lagano transformirati.

I

O svom radu Eesto govorite koristeéi glazbene metafore, poput one da
je arhitektonsko djelovanje vrlo sliénu sviranju u bendu. To se &ini zani-
mljivim izvrtanjem poznate teze da je ‘govoriti o glazbi isto kao plesati o
arhitekturi.’ 1z vaseg pristupa tom problemu i$éitava se da je u arhitektuni,
kao i u glazbi, jako vaZan odnos povjerenja izmedu svih sudionika. Ima li to
i politicku podlogu u smislu demokratii¢nosti i ravnopravnosti?
Naravno da ima — medusobno povjerenje je nemjerljivo vazno. Vjerojatno je
tako i u timskim sportovima, ali kako nisam sportski tip ne navodim takve pri-

mjere. Danas svaki prosjecan arhitekt paralelno radi na pet razliCitih zadataka,

komunicira s pet razli¢itih zainteresirsnih strana, objavljuje i komunicira svoje
ideje izmedu znanstvenog, marketinskog, politickog, tehnickog i medijskog
okruZenja — onoga za koje djeluje i ¢iji je nedjeljivi protagonist. Samo, itekako
je vazno paziti da vas jedan od svih ovih pojednako vaznih ‘lejera’ arhitekture
ne pojede. Najopasniji i najzarazniji je onaj politicki, ali i medijski. To jako opija
neke ljude, i jedno i drugo. Stoga se, da bi ostao priseban i fokusiran, prvo
moras okrufZiti zdravom i poticajnom sredinom, napredovati svakodnevno i
osigurati sebi zdrav prostor za djelovanje, te otvoreno i bez zadrske komuni-
cirati svoje ideje sa suradnicima. To zbilja jest poput rada u bendu — donosi$
niz malih ideja, poput rifa na gitari, kratkog teksta ili jasnog ritma, koji kasnije
prerastaju u dobru pjesmu. Neke od t'h tema postaju hitovi, a neke se baca ili
privremeno zaboravlja.

way | operate, my spirituality and my creative
openness immensely. I, therefore, love different
]practices, processes and habits.

The mobility between Rijeka, Split, Zagreb
and Belgrade opens a level of urban spirit
and cosmopolitan everyday life that | need to
function. I like changing my environment on
a weekly and monthly basis. I like working on
miscellaneous things, doing different projects
simultaneously, researching and examining
different possibilities for one task or subject on
different locations, with different people. As fer
as students of architecture are concerned, ths
situation is more or less similar everywhere. They
are rarely unambitious. The desire to become an
architect contains within itself universal and the
timeless ideals when it comes to the view of iife
and social relations. | do not know an architect
who is not at least a little responsible, in orie way
or another. This arises from our power (or illusion)
of creating different interfaces, social relatiors
and spatial relations. This is extremely intense,
and it gives you strength and a daily dose of
adrenaline. The same goes for students. Just this
weekend, we held a workshop in Rijeka at which
we investigated the area of the Rijeka Delta with
students from Belgrade. The results of the entire
semestral project seemed excellent to me, even
better than the designs submitted for the public
tender for the same area that were published
several months ago, in which eminent Croatian
architects participated. This goes to show us
something very important, which is that anything
is possible, and that a good and strong team of
architects, young and motivated people with
clear goals and social awareness can do a great
deal, within and outside of the school.

This is why | believe that schools have a
great responsibility and a beautiful potential to
stimulate students, within their graduate and
postgraduate workshops, to contemplate, ex-
amine and simulate new solutions and proposals
for the urban development of cities and regions;
to design new and different architectures and
typologies, to investigate the structure, physics,
and methods of construction... There are many
platforms and levels on which one can, through
education and other platforms of the school,
function in reality, model it creatively, and pre‘er-
ably transform it mildly.
You often speak about your work using
musical metaphors, like saying that doing
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Kada govorite o kreativnosti i arhitekturi, rijec koju
Cesto rabite jest energija, koju je prilicno tesko
odrediti i definirati. U danasnje vrijeme, preopte-
reéeno informacijama svake vrste, osvjeZavajuée je
prihvatiti da u praktiénim aspektima Zivota postoji
nesto $to je neizrecivo. Znadéi li to da je jezik kojim se
moramo sluZiti kako bismo komunicirali do odrede-
ne mjere ogranicen i nepotpun, pa i uobiéajeni jezik
arhitekture?

Meni nije jasno kako vama nije jasno $to to podrazumije-
vam pod energijom... Siguran sam da ¢e se gotovo svaki
¢ovjek najeZiti kad ude u rimski Panteon ili paviljon Bar-
celona L. Mies van der Rohea, a da ne govorimo o bezbroj
ostalih primjera. Zar se covjek ne najeZi kad primi u ruku
knjigu koju je dizajnirao Wim Crouwel? Zar se ne najezi
na koncertu Chemical Brothers? Zar ne osjeti posebnu
energiju kada stoji pored neke osobe? Energija u arhitek-
turi je jedino Sto imamo i $to moZemo proizvoditi. To je ono bez éega nema
dobre arhitekture. Naravno da to neke ljude izluduje, jer se ne moze rije¢ima
opisati, niti racionalizirati i znanstveno precizirati, a najmanje od svega se
moZe naucditi kako se to radi. To jednostavno imate ili nemate. Sve ostalo su
marketinski prividi i lo§e manipulacije.

'

U tom smislu, moraju li se svi sofisticirani arhitektonski projekti moéi i
posve intuitivno razumjeti?

Misljenja sam da za razumijevanje i osjec¢anje arhitekture i ranije spome-
nute glazbe nije potrebno nikakvo stru¢no predznanje. Naravno, postoji i
ona druga razina promisljanja, kada se teorijski, konceptualno i znanstveno
educiramo do te mjere da nam intuicija i novo znanje u paklenom zajednis-
tvu omogucavaju probijanje novih granica. No to je intimna stvar, rezervirana
samo za neke pojedince, i nije tema kongresa i velikih skupova. To se radi u
osami i o tome se ne prica puno.

Veoma nas zanima i ekonomski aspekt arhitektonske profesije, koji se
po logici socijalne stratifikacije prelijeva i u druge sfere projektantskog,
adnosno kreativnog djelovanja. U sadasnjem kontekstu prevladavajuée
krize neoliberalnog kapitalizma i potrage za novim - iskrenijim, huma-
nijim i boljim drustvenim modelima, neizbjeZno se propituju uvrijezene
strukture djelovanja. Pojednostavimo — moze li se projektirati i graditi
‘bez budZeta’? Postoji li nesto $to nam u opisanom kontekstu treba biti

o o

]prioritet? Zbog cega i za koga moramo projektirati, i $to ne smijemo

ispustiti iz vida, bilo da se bavimo izgradnjom javnih ustanova, dizajnira-

njem odrZivih metoda odlaganja i prerade otpada, osmisljavanjem nove
metodologije drustvene participacije, ili ne¢im sasvim drugim?

Arhitektura je projektiranje prema pravilima, projektiranje u vremenu, ali dje-

lovanje unutar realnosti trenutka. Dakle, da prosto razloZimo stvar — danas

architecture is very similar to playing in a
band. This seems like an interesting reversal
of the known thesis that ‘talking about
music is like dancing about architecture’.
From your approach to this issue one can
conclude that in architecture, as well as in
music, a relationship of trust between all
participants is extremely important. Does
this have a political background in the sense
of democracy, equality and transparency?
Of course it does — mutual trust is immensely
important. The same is probably true of team
sports, but seeing as | am not the athletic type

1 don’t use such examples. Nowadays every
average architect works simultaneously on five
different tasks, communicates with five different
parties, publishes and communicates his or her
ideas in scientific, marketing, political, technical
and media environments — all environments ir)
which he or she is active and an integral protag-
onist. Only, it is very important to be careful not
to allow to be ‘eaten up’ by one of these, equally
important, layers of architecture. The most
dangerous and contagious are the political one
and the media. Both are very intoxicating for
some people. Therefore, in order to stay com-
posed and focused, one must primarily surround
oneself with a stimulating environment, develop
daily and ensure a healthy space for action, and
og enly and without hesitation communicate
ore’s ideas with coworkers. It really is like
playing in a band — you suggest a series of small
ideas, like a guitar riff, a couple of lyrics ora
clezar rhythm, and with time they develop into

a 3ood song. Some of these elements become
hits, some are discarded or fade into oblivion
fcra while.

When talking about creativity and architec-
ture, a word you often use is energy, which
is; rather difficult to identify and define. In
this day and age, overloaded with informa-
tion of all kinds, it is refreshing to accept
that in practical aspects of life there is
something inexpressible. Does this mean
that the language we have to use in order to
communicate is to a certain extent limited
and incomplete, even the common language
of architecture?

1 don’t understand how you cannot understand
what I mean by energy... | am certain that almost
everyone will get goose bumps when entering
the Roman Pantheon or the Barcelona Pavilion
of Ludwig Mies van der Rohe, to name only a
few examples. Do people not get goose bumps
when holding a book designed by Wim Crouwel?
1Do they not get goose bumps at a Chemical
Brothers concert? Do they not feel a special
energy when standing next to that someone
special in their lives? Energy in architecture is
the only thing we have and that we can produce.
There is no the good architecture without it. Of
course, it drives some crazy that it cannot be de-
scribed in words, rationalized and scientifically
specified, and least of which taught. You simply
have it or you don’t. Everything else is marketing
illusion and bad manipulation.

In this sense, must all sophisticated archi-
tecture projects be completely intuitively
understood?

I feel that no expert prior knowledge is neces-
sary for understanding and feeling architecture,



42

intervjui

je moguce izgraditi kuc¢u u roku od mjesec dana. Ona, na primjer, moZe biti
izvedena od lokalnog i svugdje u prirodi rasprostranjenog kamena — groma-
¢e. Drvo za tu kuéu moZemo dobiti od stabala posjecenih u Sumi, te od njih
pravimo tesane grede, stropove i drverie prozore. Fasadu moZemo namazati
vapnom i pjeskom s plaZe. Namjestaj za ku¢u éemo reciklirati ili doraditi star,
ili ¢emo ga pak izvesti iz Eeli¢nih profila i drvenih paleta. Cijeli proces odradili
bismo s kolegama, prijateljima iz kvarta ili rodacima, i pritom se lijepo

druZzili. Na kraju bi kuéu spojili na sunéeve kolektore za proizvodnju energije,
a vodu skupljali iz ki$nice ili desalinizacijom i procis¢avanjem. Ali sve je to
lijepo i moguée samo do jedne granice. U jednom trenutku trebate stati. Sto
drustvo misli o tome? Sto je s dozvolom za gradnju? Sto je s dozvolom za
sjecu Sume, dozvolom za uzimanje gromace, ovlastenja za izvodenje, kao i s
licencom za zelenu gradnju ili licencom za projektiranje u zasticenim podruc-
jima? Sto je s atestima za upotrebljene materijale? Kako dobiti vlasnicki list
za takvu kuéu?

Na ovom jasnom primjeru vidite da simo, kao ljudi, sami sebe pomalo za-
petljali unutar svojih vlastitih pravila i politika. Taoci smo bezglave uzurpacije
prirodnih dobara — resursa s jedne strane, te beskrajne birokracije i lazne
transparentnosti s druge. Birokratski aspekt cijele ove pri¢e ne samo da
povecava cijenu cijelog projekta, ve¢ mi plaéamo konsenzus koji smo sami
utvrdili, pa gradnja bez budZeta ne postoji. Po¢etkom devedesetih, projekt
za kuéu imao je dvije mape nacrta i dokumenata, a danas ih ima deset, uza
Sto treba priloZiti nekoliko izjava o odgovornosti i nekaZnjavanju. Mi danas
zapravo placamo cijenu dugogodisnjoj birokratizaciji cijelog sustava, a svima
je jasno da okorjeli duebrizZnici za socijalno, drustveno i kolektivno vi€u
protiv svega, a isto tako imaju minuse u banci, kredite i preko nekoliko kar-
tica. Da se vratim na pocetak — posljednijih stotinjak godina, svaki arhitekt
sposoban je projektirati i izvesti jeftinu i odrZivu kuéu. Pa ipak, nitko iz moje
bliZze okoline ne gradi kuéu na naéin koji sam maloprije opisao. Zar to nije
malo ¢udno?

Glede pitanja o kolektivnom stanovanju, moram vam reéi da tijekom
posljednjih dvadeset godina nisam dobio niti jednu jedinu narudzbu za kom-
pleks socijalnih stanova, i rekao bih da to viSe ne postoji. Danasnji mehaniz-
mi nemaju viSe nista drustvenog u sebi, pa u realnom okruZenju socijalne
stanove vise nitko ne gradi, a bojim sc da bise u buduénosti mogli prestati

just like with music, as discussed earlier. There
is, of course, another level of contemplation,
when we educate ourselves theoretically,
onceptually and scientifically to the extent
that our intuition and the new knowledge allow
us, in their hellish unity, to break through new
frontiers. This, however, is an intimate issue; it
is reserved for some individuals only and is not
1o be discussed at conferences or large gather-
ings. It is done in solitude and is not discussed
¢t great length.

Ve are very interested in economic aspects
of architecture, which, according to the
logic of social stratification, spills over into
ather spheres of design and creative work.
I the current context of the prevalent crisis
of neoliberal capitalism and the search for
anew - more sincere, humane and better
social models, common structures of action
will be inevitably questioned. To simplify —
can we design and build ‘without a budget’?
Is there something that must be a priority
in this context? Because of what and for
whom must we design buildings, and what
is it that we must not lose sight of, whether
we are dealing with the construction of puk-
lic institutions, the design of sustainable
methods of waste disposal and treatment,
the planning of new methods of social par-
ticipation, or something else entirely?
Architecture represents creation according to
specific rules, creation in time, but also action
within the reality of a given moment. Therefore,
to simplify the issue — today it is possible to
build a house within one month. The house,
for example, can be constructed from a local
and widely available stone — dry stone. We can
ootain the wood for this house by cutting down
trees in the forest, and we can use this wooa
to make trimmed beams, ceilings and wooden
windows. We can cover the facade with lime
and sand from the beach. The furniture can be
recycled or we can refurbish old furniture, or we
can even build it from steel sections and wood-
en pallets. We can do all of this with colleagues,
friends from the neighborhood or relatives, and
vve can have a great time socializing while doing
so0. We can finally connect the house to solar
collectors for energy production, and we could
collect water from rainwater or desalination
end treatment. All of this is nice and possible
only to a certain extent, however. At a certain
point, you have to stop. What does the society
think of this? What about the building permit?
\What about the permit for logging, the taking
of stones, the license for green construction or
the license for construction in protected areas?
\What about the attestations for used materials?
[How to obtain a property title for such a house?
You can tell from this simple example that
we as people have entangled ourselves in our
own rules and policies. We are hostages to a
mindless usurpation of natural resources on the
one hand, and on the other of an endless bu-
-eaucracy and false transparency. Not only does
the bureaucracy increase the cost of the entire
oroject, but reflects the fact that we are paying
for a consensus that we ourselves determined,
which is why construction without a budget
does not exist. In the early 1990s, a project for a
house had to have two folders of design plans
and documents, and today it has ten, in addition
to which several declarations of liability and




graditi i javni vrtiéi i Skole kakve srmo do sada poznavali. Ne mislim da je to
dobro, aliimam dojam da je to jednostavno jedna okrutna realnost i €ini mi
se da se nalazimo u pat-poziciji. Trebalo bi osmisliti i projektirati neku novu
drustvenost, kreirati novu socijalnu osjetljivost, potaknuti nove drustvene
konsenzuse koji ¢e biti utemeljeni na novim ili bar promijenjenim politikama

i ekonomijama.

Za kraj, vratimo se studentima i mladim profesionalcima, odnosno Danu
D kao manifestaciji koja ih okuplja i na kojoj sudjelujete kao gost i preda-
vaé. Dan D trenutno teZi biti Sto je viSe moguce regionalnim, povezujuéim
festivalom. Mogu li ovakve inicijative, u okruZenju sve izraZenijih drus-
tvenih podjela svakojakih vrsta, dugoro¢no jaméiti prihvaéanje razlici-
tosti i raznovrsnosti koje bi trebale biti temelj kvalitetnog, odgovornog

Zivljenja?

Danas$nja medijska umreZenost svijeta
i dostupnost svih informacija gotovo
su blaZzene i dogada se da se gotovo
ne mora biti fizi¢ki prisutan negdje, a
da se ipak sve zna, sve prati, te da na
kraju krajeva i svi znaju za tebe. Dapa-
¢e, ne samo da znaju, nego i da misle
kako znaju i previse. S druge strane,
manifestacije poput Dana D dobre

sul za ljudsku drustvenost, razvijanje
ljepote socijalne interakcije i direktne
komunikacije, te, da se vratim na vase
ranije pitanje, zdrave su i za razmjenu
energije. Ta je razmjena zasad jos pot-
puno nemoguca u virtualnom prostoru
jer je tjelesna poput arhitekture.

FOTOGRAFIJE Domagoj BlaZevi¢,
Sandro Lendler, Robert Les,
Jure Zivkovié

certificates of the absence of a criminal record
must be enclosed. We are now, in fact, paying
the price for the many years of the bureaucra-
tization of the entire system, while the faux
hardline supporters of social and collective
issues who are supporting this system have
a maximum overdraft on their bank accounts,
several loans and several credit cards. That
goes back to the beginning — in the last
hundred years or so, every architect is able to
dasign and construct a cheap and sustainable
house. Yet, nobody in my close surroundings
has done so. Isn’t that a little strange?
Regarding the question about public hous-
ing, I have to tell you that in the last twenty
years | have not received one single order for
& complex of public housing apartments, and
it is safe to say that such projects no longer
exist. Today’s mechanisms have no social
component to them — public housing apart-
ments, for instance, are no longer built. | am
afraid that public children’s day care facilities
and schools as we know them today will no
longer be built in the future. | don’t think that
this is a good thing, but | have the impression
that this is simply the cruel reality we are
in right now and that we are in a stalemate
position. We need to develop and design a
new form of sociability and social sensitivity,
stimulate a new social consensus that will be
based on new or at least changed policies anc
zconomies.

Finally, let’s get back to students and
young architects, that is D-day as an evenit
gathering them, at which you partici-
|pate as a guest lecturer. D-day aims to

lae as regional and connecting a festival

as possible. Can such initiatives, in an
environment of increasingly prominent
divisions of all kinds, guarantee long-term
acceptance of difference and diversity,
which should be the basis of high-quality
1esponsible living?

Today’s network of media and availability of
¢llinformation are lauded almost to the point
of reverence, and as a result you practically
con’t have to be physically present anywhere
any more, and still know everything, follow
everything and, ultimately, have everyone else
know about you. What is more, not only do
they know everything, they think they know
too much. On the other hand, events such

as D-day are good for human sociability, de-
veloping the beauty of social interaction and
direct communication, as well as, to return

to your earlier question, they are healthy for
the exchange of energy. Such an exchange

is for now completely impossible in the

v rtual space because it is physical, just like
architecture.

PHOTOS BY Domagoj BlazZevic,
Sandro Lendler, Robert Les,
Jure Zivkovié
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Buduénost regionalne suradnje
Young Balkan Designers: Svakodnevni junaci

Pocetkom 2014. godine kulturna organizacija Mikser, Hrvatsko dizajnersko
drustvo i Public Room iz Skopja, udruZilz su snage u provedbi jo$ jednog nat-
_ecaja platforme Young Balkan Designers. Od svog osnutka 2010. godine, YBD j&
Jjedna od najaktivnijih regionalnih platformi posveéena identificiranju, promi-
canju i razvoju kreativnih potencijala Ba kana u podruéjima konceptualnog
dizajna i dizajna proizvoda. Njezino se djelovanje proteklih godina manifestiralo
kroz putujuée izloZbe u ¢itavoj regiji i Sire, a komunikacija izmedu regionalnih
festivala uglavnom je posredno opstajala upravo zahvaljujuéi ovoj inicijativi.

U konaénici logi¢na odluka da se YBD (iricijalno projekt Miksera) pro$iri na
nekoliko organizacija, zapravo znaci formaliziranje veé postojeéih odnosa s
dugorocnim ciljem osnivanja Balkanske platforme za dizajn koja bi omogudila
jos laksu mobilizaciju ljudi i znanja, dizajnera i proizvodaca u regiji kroz putujuce
izloZzbe, organizirane radionice, razmjene i dizajnerske prakse, namijenjene

prije svega apsolventima dizajnerskih studija i mladim profesionalcima koji tek
zapocdinju karijeru u dizajnu.

Osnivanje ovakve platforme i uklju¢ivanjz relevantnih aktera na dizajnersko;
sceni u njezino djelovanje ne samo da doprinosi jaCanju kohezivnih sila unutar
same scene, ve¢ dugoro¢no znaci i pozicioniranje balkanskog dizajna na eu-
ropskoj i svjetskoj dizajnerskoj sceni, a posljedi¢no i njegov utjecaj na kulturnoii
gospodarsko jacanje regije.

Svakodnevni junaci — tema ovogodi$njeg YBD natjecaja inspirirana stavom
Ezia Manzinia — u prvi plan stavlja druStvenu ulogu dizajna kao katalizatora
drustvene promjene, s naglaskom na jednostavne i bazi¢ne promjene koje
dizajneri mogu ostvariti kroz suradnju s lokalnom zajednicom, u kontekstu
ograni¢enih materijalnih i nematerijalnih resursa danasnjeg vremena.

U skladu s temom odabrano je 24 racla mladih dizajnera s Citavog Balka-
ha: Hrvatske, Bosne i Hercegovine, Bugarske, Makedonije, Crne Gore, Srbije i
Slovenije, Gré¢ke, Madarske i Austrije, kcji redom kriticki sagledavaju drustvena
kretanja i nude alternativna rjeSenja.

Mozda objektivniji zaklju€ak u valorizaciji projekata dao je u svom oé&itovanju
dugogodisniji suradnik platforme i predsjednik ocjenjivacke komisije:

Standard je prilicno dobar i ohrabrujué. Definitivno vidim rast u samopouzdanju
mladih balkanskih dizajnera, ne samo u kontekstu njihovog podrijetla, nego jos
vaZnije, u kontekstu njihovih osobnih interesa, prica i preokupacija. Mladi balkanski
dizajneri imaju stav, a to znaci da za balkanski dizajn ima buduénosti! Zahvalno
Je vidjeti ove projekte, talent i napor uloZen u realizaciju projekata. Samo naprijed
Balkanski dizajneri!

— Konstantin Grci¢

The future of regional cooperation
Young Balkan Designers:
Everyday heroes

At the turn of 2014, the cultural organisation
Mikser, Croatian Designers Society, and
Public Room from Skopje joined forces to
bring to life yet another competition within
the platform Young Balkan Designers. Ever
since its foundation, YBD has been one of the
most active regional platforms dedicated to
the definition, promotion, and development
of Balkan creative potentials in conceptual
design and product design. Its activities over
the past several years mainly encompassed
travelling exhibitions in the region and other
countries and facilitating contact between
the various festivals held in the region. The
logical decision to expand YBD (initiated by
Mikser) to several organisations meant the
formalisation of already established relations
with the long-term goal of founding a Balkan
platform for design that would enable even
easier access to people and knowledge,
designers and manufacturers in the region
through travelling exhibitions, workshops, ex-
changes and designer training. This was aimed
primarily at senior-year design students and
young professionals who are just starting a
career in design.

Establishing such a platform and including
relevant people from the designer scene in its
activities not only contributes to strength-
ening the cohesive powers within the scene
itself, but also implies a long-term positioning
for Balkan design on the European and world
designer scene, with a subsequent impact
on the cultural and economic reinforcement
of the entire region. Everyday heroes — the
theme of this year’s YBD competition inspired
by Ezio Manzini — places the largest amount
of focus on the role of design as a catalyst of
social change, with particular stress on the
simple and basic changes that designers can
make through cooperation with the local com-
munity within the limitations of today’s scarce
material and non-material resources.

In tune with the competition’s theme, 24
works by young designers were selected
from across the Balkans: Croatia, Bosnia and
Herzegovina, Bulgaria, Macedonia, Monte-
negro, Serbia and Slovenia, Greece, Hungary,
and Austria, who have a critical approach to
society and offer fresh solutions. Perhaps the
most objective conclusion in the valorisa-
tion of projects was made by the long-term
associate of the platform and president of the
evaluation committee:

The standard is pretty good and encouraging.
I definitively see a growing confidence amongst
these young Balkan designers, not only about
their roots, but most importantly about their
own interests, their own stories and concerns.
Young Balkan Design has attitude, and that
means there is a future here! It is very rewarding
to see these projects, the talents, the effort and
hard work which has gone into making them.
Well done, Balkan Designers!

— Konstantin Gréié
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ANDREA PAVIGEVIG B Lamp MARIJANA DZAMBO Fan Shield
JELENA HOLEC 3 InaBundle

GOERGE AVGERINAKIS Flexi Lamp System
MATIJA COP Homeless In Heaven

MARKO OLJACA Glass Pillow

GESTH MANI PAPADOPOULOU Hot Mouth o« . 2 < .
NIKO CRNCEVIC, LUCIJA NICENO, ANA SOLIC

Kozolec Furniture Concept

TAMARA SVONJA Lounge Chair

A ) ! JASENKA DZANKOVIC Lulia
I NEMANJA OBRADOVIC Moksito
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DRAGA KOMPARAK Our Wardrobe

o

NIKO CRNCEVIC Neplus Furniture System

LUKA BORCIC, IVAN DOROTIC RoZonj

TSVETAN STOYKOV Plyful

i OCTAVIAN BADESCU | ALEXANDRU IONITA §3 NATALI RISTOVSKA | MIKI STEFANOSKI Stripe
i

SARA GU_YAS Pikkpack

MILENA JOVANOVIC Toy for a New Hero

la .

TAMARA SVONJA The Lamp

UROS JANKOVIE Terca Table

SNEZANA JEREMIC Zig Zag

NIKOLA KRIVOKAPIC Superhandle DARJA RANT Usedi se
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4/4 (Beograd)

Aleksander Nusic¢, Ivan Ojki¢, Nemanja Stojanovic¢, Jelena
Veljkovié

4/4 je grupa studenata Digitalnih umjetnosti na Fakultetu
za medije i komunikacije u Beogradu. Svaki ¢lan grupe
donosi znanje iz drugog podrucja, pa njihov rad teZi biti
skladnom harmonijom dizajna, videa i fotografije u formi
interaktivne instalacije.

Tko je dizajner i kako utjece na svoju okolinu? Dizajnerski
softver omoguéava korisniku da se svojim radom izrazi bez
poznavanja njegove tehnoloske strukture, stoga Dodir poka-
zuje kako svatko moZe stvarati i svojim prisustvom utjecati
na okolinu.

Dodir pronalazi ‘ono nesto’ $to svaka osoba posjeduje i to
usmjerava na njezino okruZenje — uz pomo¢ jednog dodira
kocke korisnik ga mijenja na sebi svojstven nadin, §to sof-

tver artikulira u formi interaktivne instalacije. Ona se sasto-

jiod senzora i projektora koji pod konveksnim ogledalom
emitira projekciju.

Dodir (Touch) finds ‘that some-
thing’ everybody has and guides
it towards their surroundings —
with the help of a single touch of
a cube, the user transforms itin a
unique way, which the software
articulates in the form of an inter-
active installation. It consists of
sensors and projectors emitting
the projection under a convex
mirror.

4/4is a group of students of
Digital Arts from the Faculty of
Media and Communications in
Belgrade. Each group member
brings knowledge from other ar-
eas, so their works strives to be a
unified harmony of design, video
and photography in the form of
an interactive installation

Who are designers and how do

they affect their surroundings?
Designer software enables the
users to express their work without
knowing its technological structure,
which is why Dodir (Touch) shows
that everybody can create and
affect their surroundings through
their presence.

Elementi (Zagreb)

Irena Bastijani¢, Teo Drempeti¢ Conkié, Slavica Farkas,
IMarta Haraminci¢, Katarina IStef, Maja Jandri¢, Stjepan
Lugevnjak, Maja Patafta, Grgo Petrov, Vanessa Serka, Ana

TothiLea Vavra

Postupnim upoznavanjem parka Ribnjak kroz pet dana,
sudionici radionice iz razli¢itih profesionalnih opredjeljenja
zbliZili su se i s njegovim posjetiteljima — Setacima, djecom
i ponekom rock zvijezdom, a pritom su bolje upoznali

i sebe. Korijeni ideja za svaki realizirani rad nastali suu

potpunosti zajednicki.

Put vodi vijugavim stazama daleko od buke i nervoze, u mirne
zelene zakutke. Oni nisu daleko, samo treba znati kamo skre-
nuti, pogledati oko sebe i duboko udahnuti.

Park Ribnjak nalazi se u samom sredistu Zagreba — pravo
mjesto za opustanje o¢iju, usiju i mozga. Nazalost, najce-
§¢e nemamo ni volje ni vremena proSetati barem jednom
dnevno Ribnjakom. Tijekom radionice odredeno je koji to
elementi ¢ine Ribnjak oazom mira u centru grada, a potom
su metodama dizajna prenijeti u Siri urbani prostor.

By gradually getting to know the
Ribnjak park through five days,
the participants of the workshop
from different professions also
came closer to its visitors — walk-
ers, children and the occasional
rock star, and also got to know
themselves better. The creation
of the ideas for each finalized
work was a group effort.

The road leads down the winding
paths, away from the noise and
anxiety, into the peaceful green
corners. They are not far away, one
needs only know where to turn,
look around and take a deep breath.

The Ribnjak park is situated in
the center of Zagreb — it is a place
where you can relax your ears,
eyes and mind. Unfortunately, we
mpst often have neither the will
nor the time to take a walk a day
in Ribnjak. During the workshop,
it was determined which ele-
ments made Ribnjak an oasis of
peace in the city center, and were
then transferred to a wider urban
arga using design methods.
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Bokte (Zagreb)

Anta Buéevié, Tea Pavié, Martin Peranovié, Alma Savar

Bokte je autorski tim od Cetiri €lana — kolega na diplom-
skom Studiju dizajna. Anta i Alma Cesto suraduju na raznim
dizajnerskim i ilustratorskim projektima, a u slobodno
vrijeme skupljaju macke. Tea radi za nezavisnu kulturu,

voli lomiti knjige i nada se skorom zavrsetku faksa. Martin
je Slavonac koji je zanat ispekao na Odsjeku za dizajn
vizualnih komunikacija Umjetni¢ke akademije u Splitu, a u
Zagrebu nas uci slavonskim izrazima i uzvicima!

the _zine je mala hibridna platforma — novi prostor za umre-
Zavanje, izlaganje i promociju radova mladih autora (dizaj-
nera, ilustratora, fotografa...). Vrijednosti klasi¢nih fanzina
aktualizirane su web izdanjem, uz implementaciju prakse
printanja prema potraznji.

Projekt the_zine nezavisna je platforma za objavljivanje
radova u podrudju kreativnog stvaralastva, u formi web
stranice i tiskane publikacije. U duhu D1Y pristupa, sadrzaj
stvaraju sami korisnici prijavljujuéi pojedinaéne ‘spreado-
ve’, pa svaki broj nastaje gotovo stihijski, akumulacijom
prijavljenih radova. Tema svakog broja nasumice se odabire
koritenjem ‘random word’ generatora i Google prevo-
ditelja, a sudionici su je slobodni interpretirati kako Zele.
the_zine raste na webu, a svatko ga moze ispisati kod kuce.
Novi broj nastat e tijekom samog Dana D, jer ¢e svi koji to
Zele modi ‘donirati spread’ i na kraju festivala preuzeti svo|
ispisani primjerak.

Bokte is a team of four authors —
colleagues at the graduate level

The ‘the _zine’ is a small hybrid
platform — a new space for net-

Ana Armano Linta (Zagreb)

Rodena 1990. godine u Zagrebu. Nakon zavr§ene XV
gimnazije upisuje Studij dizajna pri AF u Zagrebu, gdje
trenutno polazi diplomski studij. U realizaciji ovog projekta
pomogli su joj Veljko Armano Linta, David Azinovi¢ i lvana
Cavar.

Zasto komplicirati? Cemu bacati? Zbog éega Sarafiti? Dovolj-
na je jedna obi¢na drvena ploca i par promisljenih rezova!

Stoliéi su izrezani iz jedne ploce, jednostavno se sastavlja-
ju, rastavljaju i koriste te prenose. Dovoljno su jednostavni
za izradu svakome tko Zeli malo piliti i brusiti, a mogu se i
gotovi naruciti od autorice.

She was born in 1990 in Zagrek.
After graduating from the Xv
grammar school in Zagreb, she
enrolled into the School of Design
at the Faculty of Architecture in
Zagreb, where she is currently a
graduate student. Veljko Armano
Linta, David Azinovi¢ and Ivana
Cavar helped with the project.

Why complicate things? Why use
screws? All it takes is one ordinaly
wooden board and a few well
thought out cuts!

The tables have been cut out

of single boards, are simple to
assemble, disassemble, use and
transport. They are simple enough
and can be made by anyone who
wants to do some sawing and
honing, and can also be ordered
from the author.

The the_zine project is an inde- The the_zine is growing online,

pendent platform for publishing

and everyone can print it out at

at the School of Design. Anta and
Alma often cooperate on different
design and illustration projects,
and collect cats in their spare
time. Tea works for independent
culture, likes to design books

and is hoping to graduate soon.
Martin is a guy from Slavonia who
gained his skills at the Depart-
ment of Visual Communications
Design of the Academy of Art in
Split, and is in Zagreb to teach

us Slavonic expressions and
exclamations!

working, presenting and promoting
the work of young authors (design-
ers, illustrators, photographers...).
The value of classic fanzines is
actualized in a web edition, with
the implementation of printing
when required.

works in the field of creative
production, in the form of a web
page and a printed publication.
In the spirit of the D1Y approach,
the content is created by users
who turn in individual ‘spreads’,
so each issue is created almost
spontaneously, by accumulating
applied works. The topic of each
issue is chosen randomly by using
the ‘random word’ generator
and Google Translate, and the
participants can interpret it as
they wish.

home. The new issue will come
out during D-Day itself, because
everyone will be able to ‘donate
a spread’ and take their printed
issue home at the end of the
festival.
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Evolve (Donja Stubica)

Natalija Knezié, Krunoslav Knezi¢

Supruznici Natalija i Krunoslav Knezi¢ kreativni su tim,

te osnivaci i vlasnici tvrtke Evolve. Dizajniraju i stvaraju
nove proizvode od 2010. godine. Iza sebe imaju nekoliko
realiziranih i uspjesnih projekata, a njihovi radovi prezen-
tirani su i prepoznati na raznim domacim i medunarodnim

natjecajima.

Evolve je prema ideji Fojo tima koncipirao, oblikovao i
razvio proizvod — Enfojer. Enfojer je aparat za uveéavanje,
odnosno proizvod za izradu analognih crno-bijelih foto-
grafija direktno s ekrana pametnog telefona. U kreativnorm
procesu oblikovanja novog proizvoda, Evolve je koristio ra-
zlicite aditivne tehnologije 3D ispisa za izradu prototipova),
¢ime se skratilo vrijeme razvoja, te pronasla bolja tehnicka
rjeSenja. Takoder, tehnikom 3D ispisa izraden je i prototip
koji je posluzio za potrebe Fojo crowdfunding kampanje i
prezentacije buduceg proizvoda. Evolve je takoder orga-
nizirao i proizvodnju svih dijelova, a rezultat je inovativan
proizvod dizajniran i proizveden u Hrvatskoj.

Natalija and Krunoslav Knezic¢ are
a creative team and the founders
and owners of the Evolve com-
pany. They have been designing
and creating new products since
2010. They worked on several
successful projects, and their
work was presented and recog-
nized on various national and
international competitions.

Evolve conceived and developed
a project based on an idea of the
Fojo team — Enfojer. The Enfojer is
a machine for enlarging, that is| a
product for developing analogue
black and white photographs
directly from the screen of a
smartphone. In the creative
process of forming a new product,
Evolve used different additional
technologies of 3D printing for
developing prototypes, which
shortened the time necessary;,

for development, and offered
better technical solutions. Also,
by using 3D printing, a prototype
was created and used for the
Fojo crowfunding company anc
presenting the future product.
Evolve also organized the prodjic-
tion of all parts, resulting in an
innovative product designed and
made in Croatia:

Frestres (Ljubljana)

Peter Ferlan, Aljaz Glaser, Biba KoSmerl, Emil Kozole,
Dorijan Sisko, Ajda Zupangi¢, Jon Zagar

Grupa Frestres$ zapocela je s radom 2012, a njihov medij
izraZzavanja je istoimeni magazin, Ciji je prvi broj objavljenju
ozZujku 2013, dok je ve¢ njegov drugi broj objavljen u listo-
padu iste godine izloZen na 6. bijenalu vizualnih poruka
Slovenije u Narodnoj galeriji u Ljubljani. U srpnju su oba
broja predstavljena na jednodnevnom festivalu nezavisnog
izdavastva Caffeine Hours, takoder u Ljubljani, ¢ija je op¢ina
od 2014. jedan od financijera projekta.

Frestre$ je ime kolektiva i multidisciplinarnog magazina, koji
djeluje u podrucjima dizajna, umjetnosti i knjizevnosti. U idej-
no-estetskom smislu nas projekt je vrlo eksperimentalan — ne
Zelimo ponavljati umjetnicke prakse i sadrZaje koji nas okruzuju,
nego otvarati put ka svjeZoj estetici.

Bit ¢e izloZena tri broja magazina Frestres i tri plakata koja
interpretiraju njegov sadrZaj. Tema prvog broja nije odrede-
na, a svaki je autor imao moguénost preobrazbe postojeéeg
materijala — rezultat je bio potpuno otvoren eksperiment.
Tema drugog broja bila je ‘ego’, a magazin je bio podijeljen

u tri dijela koja predstavljaju Freudovu strukturu psihe: ego,
super-ego i id. Tema treéeg broja je ‘future’, a kroz nju su istra-
Zene implikacije FreStreSa kao post-modernog pokreta te je
predviden utjecaj koji e imati na buduénost svijeta. Naracija

ima viSe mogudéih puteva.

The Frestres group was founded
in 2012, and their medium of
expression is the homonymous
Inagazine, first issued in March of
2013, with its second issue out in
October of the same year at the
6th Biennale of Visual Messages
in Slovenia in the National Gallery
of Ljubljana. In June, both issues
were presented at a one-day
festival of publishing, Caffeine
Hours, also in Ljubljana, which
has been a sponsor of the project
since 2014.

Frestres is the name of a collective
multidisciplinary magazine dealing
with design, art and literature. In
the idealistic and aesthetic sense,
our project is very experimental —
we do not want to repeat artistic
practices and content which sur-
round us, but open a way towards
fresh aesthetics.

Three issues of the Frestres maga-

zine will be presented, along with

three posters interpreting their
content. The topic of the first
issue is not defined, and each au-
thor had the ability to transform

the existing material — resulting
in a completely open experiment;
The topic of the second issue
was ‘ego’, and the magazine

was divided into three sections
representing Freud’s structure of
the psyche: ego, super-ego and id.
The topic of the third issue is ‘fu-
ture’, and through it, the implica-
tions of Frestres were studied as a
postmodern movement, and its
affect on the future of the world

were anticipated. The narration
nas more possible outcomes.




52

o:z
g8
qa
~T
N

w

d-izlozba

Iris Klarié (Split)

Rodena je u Splitu, gdje je zavrsila opéu gimnaziju i preddi-
plomski studij Dizajna vizualnih komunikacija na UMAS-u.
Trenutno studira na diplomskom Studiju dizajna u Zagrebu.
Zivi na relaciji Bra¢ — Split — Zagreb.

Ocekivani rezultat ovog projekta je poticanje interesa za
Jjavnu raspravu o temi utjecaja plasticne ambalaZe na namir-
nice. Takoder, ovo je apel na potrosace da izbjegavaju kupnju
namirnica u neprimjerenim plastic¢nim vrstama ambalaZe koje
dolaze u neposredni dodir s hranom.

Kakva je interakcija izmedu plasti¢ne ambalaZe i njenog
sadrZaja? Kako se oznacavaju i koje su vrste plasti¢nih
materijala koji dolaze u neposredan dodir s hranom? Kako
su ti materijali dizajnirani? To su samo neka od pitanja koja
se postavljaju u projektu. Kriti¢ki obradujuci znanstvene
informacije, dizajnirane su dZepna brosura, letak za kosari-
ce i kolica u trgovinama, te web sjediste. Ovisno o koli€ini
informacija, potrosa¢ moze odabrati vrstu publikacije, ili se
pak vige informirati na web stranici: irisklaric.tk/plastika.

She was born in Split, where she
graduated from grammar school
and the Visual Communications
Design of the Academy of Art.
She is currently a student at

the graduate study of Design in
Zagreb. She lives between Brac,
Split and Zagreb.

The expected result of this project
is encouraging interest for public
discussions on the effects of plastic
packaging of groceries. This is also
a call to consumers encouraging
them to avoid buying groceries in
inappropriate plastic packaging
which come in direct contact with
food.

What is the interaction between
plastic packaging and its content?
What types of plastic materials
come in contact with food and
how are they labeled? How are
thase materials designed? These
are only some of the questions
posed by the project. By critically
studying scientific facts, a pocket
brochure was designed along
with a flyer for shopping baskets
and trolleys, as was a web center|
Depending on the amount of data,
the consumer can choose the
type of publication, or get more
information at http://irisklaric.tk/
plastika/.

Ivan Saban (Zagreb)

Roden je 1991. u Zagrebu, a odrastao je u Oroslavju gdje je
polazio osnovnu $kolu. Skolu za umjetnost, dizajn, grafiku
i odjeéu u Zaboku zavrsio je 2010, stekavsi zvanje indu-
strijskog dizajnera. Studij dizajna upisuje 2011, a trenutno
je student trece godine smjera Industrijskog dizajna. Uz
Skolovanje aktivno se bavi fotografijom i adrenalinskim

sportovima, te svira u bendu.

Tijekom dizajniranja proizvoda uvijek pokusavam sebe stavit|
na mjesto korisnika, kako bih saznao Sto vise informacija,
uocio probleme i poboljSao uporabnu i estetsku vrijednost
predmeta. To me veseli jer tako svakim sljedec¢im projektom

isprobavam nesto novo.

Koncept proizvoda temelji se na iskustvu djecjeg u€enja
kroz igru. Ispunjavanjem zadatka gradnje, djeca razvijaju
samopouzdanje, osjeéaj za timski rad, motoriku i krea-
tivnost, a roditelji ne trebaju izdvojiti puno vremena da bi
djeci sagradili vanjsko igraliSte. Igracka prati djecu od malih
nogu kao penjalica, a kako djeca rastu dodaju se novi ele-
menti. Djeca bi s roditeljima mogla sudjelovati u gradnji, ili
bi se mogla udruZiti s vrSnjacima i graditi nove module sve
dok ne dodu do razine da naprave kuéicu na drvu. Element
koji se ponavlja modularan je i lako prenosiv, a spojen je i

s gumenim elementima koji ulaze u Zljebove i savijaju se

prema potrebnom kutu.

He was born in 1991 in Zagreb,
and grew up in Oroslavje where
he attended primary school. He
graduated from the School of ait,
design, graphics and clothes in
Zabok in 2010, becoming an in-
dustrial designer. He enrolled into
the School of Design in 2011, and
is currently a 3rd year student

of Industrial Design. Apart from
education, he does photography
and adrenaline sports, and plays
in a band.

When I design a product, | always
try to put myselfin the consumer’s
shoes in order to get more informa-
tion, notice problems and enhance
the usage and aesthetic value of
the product. It makes me happy
because | get to try something new
with each project.

The concept of the product

is based on the experience of
children learning through play. By
fulfilling building tasks, children
develop self-esteem, a feeling
for teamwork, their motor skills
and creativity, and parents do
not need to give up a lot of time
to build them a playground. The
toy accompanies children from
the early days, at first used for

climbing, to which new element:$
could be added as the child
grows. The children could join
their parents in building, or could
work with their peers to build
new modules until they reach
the level of building a tree house.
The repetitive element is modular
and easily transported, and is
connected to rubber elements
which-ge.into grooves and bend
towards the necessary corries:
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Kirsrajer (Zagreb)
Jelena Lukaé Kir$, Jakov Srajer

Jelena Lukag Kir§ i Jakov Srajer suraduju na projektima
interijera i industrijskog dizajna, od konceptualne faze do
realizacije. Ovisno o vrsti i opsegu projekta, suraduju s ko-
legama dizajnerima, arhitektima, ilustratorima i umjetnici-
ma. Preferiraju timski rad i smatraju ga najboljim putem dc
ostvarenja kvalitetnih projekata. Vole sve vezano uz more.

Prostor ideja je beskonaéan, a radom mu traZimo kraj, jer ‘Go-
vjek je roden da radi, da trpi i da se bori; tko tako ne &ini, mora
propasti.’ (N. Tesla)

Rad Hex nastao je u sklopu natjecaja za oblikovanje namje-
Staja za sjedenje-leZanje tvrtke Prostoria, na kojem je osvo-
jio 3. mjesto. Igrom ojastuéenih prizmi, traZe se pogodne
konfiguracije. Razradena je geometrija jednakostrani¢nih
trokuta u podruéju namjestaja. U smislu zahtjeva za speci-+
ficnim nacinom upotrebe, te mehanic¢kim i konstruktivnim
zahtjevima zadanih materijala, geometrija je modificirana,
a konstrukcija nadogradena. Transformacije jos traju.

[T

Lea Vavra (Zagreb)

Rodena je 1992. u Zagrebu, gdje je zavrsila XVI1I gimna-
ziju, dvojezi¢ni francusko-hrvatski program. Trenutno je
studentica treée godine Studija dizajna, smjer industrijski
dizajn.

Dizajnom Zelim ljudima olak$ati odredene radnje ili nekim
predmetima dati novu vrijednost i namjenu, pritom vodeéi
racuna i o njihovoj estetici. Volim jednostavnost i multifunkci-
onalnost, koje pokusavam postiéi u veéini svojih radova.

Slagalica u obliku kvadrata sastavljena je od elemenata
razlicitih formi. Elementi su napravljeni od transparentnog
pleksiglasa u osnovnim bojama koji se slaZe u dva sloja,
¢ime dolazi do preklapanja boja i stvaranja novih tonova.
Kad se ti elementi izvade iz kalupa, moguce ih je sloZiti u
razlicite dvodimenzionalne, a pomo¢u utora i trodimenzio-
nalne oblike. Drugi proizvod zamisljen je kao spoj vjesalice
i police, kako bi se korisnicima na istom mjestu, osim robe
i popratnog asesoara, omogucilo i odlaganje predmeta kao
Sto su klju€evi, naocale, novéanik i sl. Drveni Stapovi sluze
za vjeSanje, a horizontalne plohe sluZe za odlaganje stvari.
Treci proizvod sastoji se od tri platnena dijela koji ¢ine
‘hammock’ (vreéu za leZanje), a medusobnim spajanjem
mogu se dobiti razli¢ite forme: ‘hammock’ sa sjenilom,
‘hammock’ s boénim sjenilom, ljuljaéka i kuéica koja se
vjesa na drvo. Kad se odredeni dijelovi ne koriste, mogu se
spremiti u jastuénicu.

and the like, along with clothing
and accessories. Wooden sticks
serve as hangers, and horizontal
surfaces for putting things away!
The third product consists of
three pieces of fabric creating a
hammock, which can be com-
bined in order to get a hammock
with a shade, a hammock with a

She was born in 1992 in Zagreb,
where she graduated from the
XVI11 grammar school, bilingual
French-Croatian program. She

is currently a 3rd year student of
Industrial Design.

Through design, | want to make

some actions easier for people, or
give some objects new values and
purpose, keeping their aesthetics

side shade, a swing and a house
which can be hung from a tree.
When certain parts are not being

Jelena Lukac¢ Kir$ and Jakov
Srajer participate in interior and
industrial design projects from
the conceptual to the final stages
of realization. Depending on the
type and scope of the project,
they cooperate with designers,
architects, illustrators and artists.
They prefer team work and
consider it to be the best way for
achieving good-quality projects.
They love anything connected to
the sea.

The space of ideas is infinite, and
by working we seek out its end
because ‘man was born to work,
to bear and to fight; and one who
does not, must fail’. (N. Tesla)

The Hex was created as part of
the Prostoria company compe-
tition for designing furniture for
sitting and lying down, where

it won 3rd place. By playing
with pillowy prisms, one looks
for suitable configurations. The
geometry of equilateral triangles
in furniture design has been elab-
orated. In the sense of demands
for specific use and mechanical
and constructive demands of
given materials, geometry was
modified, and the construction
ypgraded. Transformations are
still in progress.

in mind as I go. I like simplicity and
multi-functionality, which | strive
to achieve in most of my works.

used, they can be stored in a
pillowcase.

The square-shaped jigsaw
consists of elements of different
forms. The elements are made
of transparent Plexiglas in basi¢
colors which come together in
two layers, making them overlap
and create new tones. When the
elements are extracted from the
molds they can be combined into
different two-dimensional, and,
with the help of ports, three-di-
mensional shapes. The second
product is a combination of a
hanger and a shelf in order to
enable consumers to put away
things like keys, glasses, valets
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Maja Grakalié (London/Zagreb)

Rodena je u Zagrebu. Prije upisivanja diplomskog studi-

ja ‘Design, Critical Practice’ na Goldsmiths University u
Londonu, diplomirala je na Studiju dizajna u Zagrebu, smjer
industrijski dizajn. Podrucje njenog rada su vizualna ko-
munikacija i brendiranje, te dvodimenzionalne animacije i
informacijski dizajn, a zanima se i za konceptualni i kriticki
dizajn, te drustveni aktivizam. Koristi dizajn kao medij za
poticanje debate o drustvenim, kulturnim i ekonomskim
konzumente da budu kriti¢niji prema svojoj svakodnevnici
i osposobiti ih za iS¢itavanje ideologija i normi ponasanja
koje svaki dizajn sadrZi.

Rané — The Story Behind the Urine Business je konceptu-
alni dizajnerski rad koji koristi mehanizme komercijalnog
dizajna kako bi prikazao blisku buduénost u pripovjednom
idiomu poucne price. U sustavu koji se odrZzava masovnom
proizvodnjom, gdje se osobnost izraZava posjedovanjem,
‘proizvodnja otpada je najmasovnija industrija, imuna na
krizu’ (Bauman, 2002.). Ovaj projekt bavi se tim temama

iz dizajnerske perspektive i sa zdravom dozom ironije:

kao rezultat sveobuhvatnog pomanjkanja vode, nastao je
novi biznis, a sa njim i infrastruktura popratnih proizvoda

i uredaja, a rijec je o urinu — ljudskom otpadu konzumi-
ranom kao i svaki drugi proizvod. U svijetu gdje je sve i
svatko proizvod, koliko ée nam drugo trebati da po¢nemo
konzumirati sami sebe? Elementi postava su: brendiranje i
oglasavanje, produkt dizajn i dizajn ambalaZe, te animirana
reklama koju ée posjetitelji moci vidjeti. Projekt je izlagan
na London Design Week 2012. i V&A Hackney Wick Take
Back u travnju 2014, gdje je izazvao veliku pozornost.

She was born in Zagreb. Before
she enrolled into the graduate
program of ‘Design, Critical Prac-
tice’ at the Goldsmiths University
in London, she graduated in In-
dustrial Design in Zagreb. She
works on visual communication,
branding, and two-dimensional
animations and information
design, and is interested in con-
ceptual and critical design, and
social activism. She uses design
as a media to encourage debates
on social, cultural and economic
topics, that is, about ethics and
politics. Her goal is to encourage
consumers to be critical towards
their everyday life and to make
them recognize ideologies and
oehavioral norms contained in
avery design.

Rané — The Story Behind the Urine
Business is a conceptual design
work which uses the mechanismis
of commercial design to show the
near future in a narrative idiom
of a didactic story. In a system
supported by mass production,
where personality is expressed
through possessions, the ‘pro-
duction of waste is the biggest
mass production, immune to
crisis’ (Bauman, 2002.). This
project deals with these topics
from a designer perspective anc
with a healthy dose of irony: as

a result of the all-encompassing
lack of water, a new business
appears, and with it, an infra-
structure of additional products
and machines, and we are dealing
with urine — human waste prod-
uct which is consumed as any
other would be. In a world where
everything and everybody is a
product, how long will it take us
to star consuming ourselves? The
elements of the exhibition are:
branding and advertising, product
design and packaging design, as
well as an animated commercial
which the visitors will get to see.
The project was presented at the
London Design Week 2012 and at
the V&A Hackney Wick Take Back
in April of 2014, where it drew a
lot of attention.
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Maja Jandri¢ (Zagreb)

Rodena je 1992. u Zagrebu. ZavrSila je jezi€nu gimnaziju i
upisala Studij dizajna pri AF, gdje je sada studentica trece
godine preddiplomskog studija, smjer industrijski dizajn.
Zanimaju ju i grafi¢ki dizajn te fotografija. Cesto sudjeluje
na dizajnerskim radionicama i veseli se novim iskustvima.

Uvijek poku$avam dizajnirati proizvode koji ¢e na jednostavan
nacin rijesiti Sto viSe problema, te pritom postici estetiku
visoke razine i jasnu uporabnu vrijednost.

Twool je multifunkcionalni set alata za vrtlarenje. Dva alata
sadrZe Cetiri funkcije: lopaticu, klin, grabljice i vile. Nami-
jenjen je ljudima koji se vrtlarenjem bave hobisticki, te je
veli¢inom prilagoden teglicama. Tuck Me In je prakti¢na po-
lica koja zataknuta na rub kreveta zamjenjuje velike noéne
ormarice. Osiguran je prostor za ¢asu i knjigu, a preostali
prostor se moze upotrijebiti za odlaganje manjih predmeta.
Fold&hold je ambalaZa za bojice izradena od jednog plasts
papira. Nakon otvaranja, savijanjem se pretvara u razne
stalke za bojice. Potice korisnika na kreativno razmisljanje,
produljuje vijek trajanja proizvoda te sprje¢ava nepotrebnp
stvaranje otpada.

Twool is s multifunctional set of
gardening tools. Two tools have
four functions: shovel, wedge,
rakes and pitchfork. It is intended
for people who do gardening as
a hobby, and its size is adjusted
to plant pots. Tuck Me Inis a
practical shelf attached to the
edge of the bed, replacing big
nightstands. A space is secured
for a glass and a book, and the
rest of the surface can be used
for smaller objects. Fold&hold is
a storage box for colored pencils
made out of a single sheet of
paper. After it is opened, it can
be turned into different pencil
holders by folding. It encourages
the users to think creatively, it
prolongs the product’s life span
and prevents unnecessary waste.

She was born in 1992 in Zagreb.
After graduating from grammar
school, she enrolled into the
School of Design at the Faculty
of Architecture, where she is
currently a 3rd year student of
Industrial Design. She is also
interested in graphic design and
photography. She often takes
part in designer workshops

and is looking forward to new
experiences.

I always try to design products
which will solve as many problems,
as possible in a simple way, and
also have a high aesthetic value
and purpose.

Matea Broni¢ (Zagreb)

Matea Broni¢ 2010. godine stekla je diplomu magistre
dizajna na Studiju Dizajna. Profesionalna je ¢lanica Hrvat:
skog dizajnerskog drustva i Hrvatskog drustva samostalnih
umjetnika. U posljednje dvije godine njezini radovi izlagani
su na bienalnim izloZzbama dizajna u Zagrebu, Ljubljani i
Beogradu, kao i na sajmovima dizajna u Milanu (Ventura
Lambrate 2012, Salone Satellite 2011), Parizu — Croatie, la
voice, Paris Designh Week, Be€u — Blickfang, MAK: Vienna
Design week, Skopju i Sofiji.

Projekt Poezija ekspres povecava dostupnost hrvatske
suvemene poezije gradanima, dovodec¢i u kontekst javnog
prostora pjesme prezentirane u formi razlicitih uliénih
instalacija. Prva zbirka ovog projekta nosi naziv Pjesma

za ponijeti i dostupna je putem vending uredaja koji ¢e
cirkulirati po hodnicima zagrebackih institucija u kulturi.
Ubacivanjem kovanice od 5 kn uredaj izbacuje papirnati
volumen ¢&ijim se odmatanjem pronalazi pjesma jednog
od 35 hrvatskih autora ¢ija djela sainjavaju ovu zbirku.
Pjesme na temu ‘ulica’ odabrao je Marko Pogagar.

PJESMA
ZA
PONIJETI

SUVREMENO
HRVATSKO

Matea Broni¢ earned her MA in
Design from the Zagreb Faculty
of Architecture School of Design
in 2010. She is a professional
member of the Croatian Design-
ers Association and Croatian
Freelance Artists Association. In
the last two years, her works
have been showcased at biannuz|
design exhibitions in Zagreb,
Ljubljana, and Belgrade, as well
as at design festivals in Milan
(Ventura Lambrate 2012, Salone
Satellite 2011), Paris — Croatie, la
voici, Paris Design Week, Vienna
— Blickfang, MAK: Vienna Design
Week, Skopje, and Sofia.

The Poetry Express Project is
aimed at increasing the avail-
ability of contemporary Croatian
poetry by placing poems pre-
sented as street art into a public
setting. The first collection within
this project is entitled Poem-to-
go and will be available through
avending machine placed in the
halls of Zagreb’s cultural institu-
tions. All you need to do is insert a
5 kuna coin into the machine and
you will receive a paper roll with

a poem by one of 35 various Cro-
atian poets. The poems, mainly
focused towards a street-related
theme, were selected by Marko
Pogacar.
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Manufakturist (Zagreb)

Mia Bogovac, Matea Broni¢, Masa Milovac, Kristina Volf
i struéni suradnik Vedran Kolac

Manufakturist je dizajn studio u kojem nastaju dovitljiva suvre-
mena rjeSenja usluga i proizvoda koji oplemenjuju svakodnevni
Zivot, odgovorno i profesionalno sugeriraju nove Zivotne navike,
prenose inspirativne rituale, propituju pravila tradicije, poten-
ciraju emocije i svakodnevnu zabavu. Projekti dizajn studija
Manufakturist izlagani su na relevantnim izloZzbama i sajmovi-
ma dizajna diljem Europe. U studiju stvaraju magistre dizajna
Mia Bogovac, Matea Broni¢, Masa Milovac i Kristina Volf.

PribliZiti gradanima ulogu dizajna u drustvu kroz edukaciju o
opsegu i profilu dizajnerskog procesa rada. Otvorenim prikazom
sadrZaja generirati podlogu koja ce inicirati dijalog struke i sugra-
dana o profilu projekta dizajn studija, te introspektivni pogled koji
Ce kreirati uporiste za nove projekte.

Projekt Manufakturist 0o—24 podrazumijeva alat koji prikuplja
radne aktivnosti lanova dizajn studija, kategorizira i graficki
obraduje taj sadrZaj, te ga prikazuje kao cjelovitu i neprekidnp
aktivnu sliku. Ovakva projekcija objektivna je prezentacija
trenutnih projekata putem prikaza radnog procesa jer direktno
pokazuje svakodnevnu komunikaciju i radne materijale — skice,
3D prikaze, index dizajna. Izlog Manufakturist studija u pjesac-
koj zoni i Dan D galerija medijski su prostori preko kojih ¢e se
sugradanima omoguditi uvid u inace nedostupne pozadinskz
aktivnosti koje za rezultat imaju proizvod ili projekt. Prikazi-
vanjem vizualizacija i na Manufakturist blog stranici razvija se
introspektivna komponenta koji nudi moguénost samoanalize

i dijaloga sa strukom i sugradanima.

Manufakturist is a design studio
where witty contemporary solu-
tions to services and products are
created which enrich everyday
life, new life habits are responsi-
bly and professionally suggested,
inspiring rituals are transferred,
the rules of tradition questioned,
and emotions and everyday fun
are maximized. Projects of the
Manufakturist design studio were
presented at relevant exhibitions
and design fairs all over Europe.
The studio provides a workspace
for the following MAs in design:
Mia Bogovac, Matea Bronic,
Masa Milovac and Kristina Volf.

We want to explain the role of de-
sign in society to citizens through
education on the scope and profile
of the design work process. By
openly showing our content, we
want to generate a basis for
initiating a dialogue between the
profession and citizens on the
profile of the studio’s project, and
offer an introspective view which
could be the starting point for new
projects.

The Manufakturist 0—24 project
includes tools and working
activities of all members of

the studio, categorizes and
graphically handles that content,
and shows it as a complete and
always active image. This is an
objective presentation of current
projects through showing the
work process because it directly
shows everyday communication
and working materials — sketches,
3D images, and design index. The
Manufakturist showcase in the
pedestrian zone and the D-Day
gallery are media spaces where
citizens will be able to see oth-
erwise unavailable background
activities which result in the
product or project. By showing
these visualizations on the Man-
ufakturist blog, an introspective
component is being developed
which offers the possibility of
self-analysis and dialogue with
the profession and the citizens.




57

I1IZLAGAC
EXHIBITOR

d-izlozba
Morana Krklec (Zagreb)

Morana Krklec izlaze na mnogim izloZbama, revijama,
natjecajima i projektima za mlade dizajnere. Nagradivana
je na modnim natjecajima LIFT by Perwoll i Modni Ormar.
Radove predstavlja na Danu D u Zagrebu, Skopje Design
Weeku, Design Expou u Ljubljani, Fashion.hr-u u Zagrebu,
Artomatu i sajmu mode Zona 45. Do sada je svoje radove
izlagala i na revijama u Ljubljani, Beogradu, Splitu, ali i na
grupnim izlozbama u New Yorku i Sydneyu.

Beskonacna igra materijalima i formama. Uvijek nova istraZi-
vanja i transformiranja. To za mene predstavlja dizajn.

Kolekcija, trenutno u procesu nastanka, inspirirana je
djelom Vojina Bakica i zasnovana na ideji sinteze mode i
moderne skulpture. Iz toga proizlazi i upotreba u kontekstu
modnog dizajna nekonvencionalnih materijala i istraziva-
nje formi koristenjem metalnih plo¢a i Zi€anih mreza. Igra
s umjetnim svjetlom Zivinih Zarulja interpoliranih u same
radove isti¢e strukturu i teksture keristenih materijala.

Morana Krklec is a fruitful author
who has showcased her works
at various exhibitions, revues,
competitions, and projects

for young designers. She has
received awards within the LIFT
by Perwoll and Fashion Closet
(Modni ormar) competitions.
Morana has also presented her
works at D-Day in Zagreb, Skopj2
Design Week, Ljubljana Design
Expo, Fashion.hr, Artomat, and
Zona 45 fashion fair. Thus far, her
designs have been exhibited in
Ljubljana, Belgrade, Split, and
through group exhibitions in New
York and Sydney.

The endless interplay of materials
and forms. New explorations and
transformations. For me, that’s
what design is all about.

Morana’s collection, which is
currently still in the process of
creation, was partially inspired
by the works of Vojin Baki¢ and s
based on the idea of a synthesis
between fashion and modern
sculpting. From this sprung the

idea to use designs in a context of {

fashion through unconventional — ,J( B
materials as well as the idea of "._}r
exploring forms through the use ! '\_

of metal plates and wired nets. b
The vivacious artificial light from
mercury light bulbs interpolated
within the very works stresses
the structure and texture of the
used materials.

Mihael Miklosi¢ (Varazdin)

Mihael Miklo$i¢ roden je 1994. u Varazdinu. Zavrsio je
Elektrostrojarsku $kolu u Varazdinu, smjer Web dizajn 2012.
Zodine, nakon ¢ega upisuje Medijski dizajn na SveuciliStu
Sjever u Koprivnici. Urednik je bloga o vizualnim komuni-
kacijama Dizajn svaki dan koji je 2012. godine proglasen
jednim od top 10 blogova u RH prema web natjecaju

magazina VIDI.

Kao dizajner svojim radom, kad god je moguce, nastojim
kritizirati ali i potaknuti okolinu na pozitivne promjene. Dizajn
ne vidim samo kao posao, ve¢ kao nesto Sto me ispunjava na
dnevnoj razini i nesto ¢ime se Zelim baviti Citav svoj Zivot.

Osim S$to imaju zajednicko sveuciliste, Varazdin i Kopriv-
nica imaju isti problem — mladima nedostaje prostor

za njihove aktivnosti. Casopis Prostor iznosi probleme
udruga mladih te nastoji potaknuti pozitivhe promjene
pozivanjem Citatelja na angaZzman. Nakon ¢itanja, Casopis
se veoma lako pretvara u plakat koji simulira dvosmjernu
komunikaciju mladih i vlasti, a ¢itatelj moze djelovati nje-
govim lijepljenjem na vidljivo mjesto.

Mihael Miklosi¢ was born in
Varazdin in 1994. He graduated
VWVeb Design from the Varazdin
Electroengineering School in 2012,
after which he enrolled to Media
Design at the University North in
Koprivnica. He is the editor of the
visual communications blog Dizajn,
which was selected as one of the
Top 10 blogs in Croatia by the Vidi
magazine.

\Whenever possible, my designs
trive to criticise but entice those
around me to berth positive change.
I refuse to look at design simply as
work; | prefer to perceive it as some-
thing that fulfils me on a daily basis
and something | want to do for the
rest of my life.

Apart from traving a mutual
university, cities Varazdin and Ko-
privnica share the same problem
- ultimate lack of space for young
oeople to express themselves.
Magazine Prostor (Space) deals
with issues significant to youth
associations, while it works
o foster positive changes by
calling its readers to engage in the
cdommunity’s problems. After you
read the magazine, you can easily
unfold it and turn it into a poster,
then stick it on a visible public
place, thus stimulating two-way
communication between kids and
the government.
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Nina Bacun i Goran Jovanovi¢
(Zagreb)

Nina Ba¢un magistrirala je Experience design u sklopu
interdisciplinarnih studija na Konstfack-University, College
of Arts, Crafts and Design, u Stockholmu 2011. Njezini su
radovi uvrsteni, objavljivani i nagradivani na domaéim i
medunarodnim izloZzbama dizajna i umjetnosti. Djeluje u
domeni produkt dizajna, scenografije, vizualnih komuni-
kacija, dizajna izloZbi i samoiniciranih koncepata. Njeguje
timski i interdisciplinarni rad. Goran Jovanovi¢ je apsolvent
na Arhitektonskom fakultetu u Zagrebu. Radi kao fotograf

i dizajner. Radove je objavio u Zarezu — dvotjedniku za
drustvena i kulturna zbivanja te u nekoliko medunarodnih
digitalnih publikacija. Izlagao je u Zagrebu u sklopu progra-
ma ‘First Shot 2012’ te na grupnim izloZzbama u Zagrebu,
Fancevu i Beogradu.

Pregledom postojece ponude razglednica Zagreba autori pri-
mjeéuju da ne postoji jasno definiran koncept i metodologija
prezentiranja. Grad raste, njegova se slika mijenja i konstan-
tno razvija, stoga je vazno da se ta slika oplemeni suvreme-
him pristupom putem pomalo zaboravljenog medija.

Vedute Zagreba su serije razglednica baziranih na autor-
skim fotografijama Zagreba i jasno definiranom vizualnom
identitetu. Uz serije razglednica razvija se i internetska
stranice koja e sluZiti kao platforma za razmjenu isku-
stava, povezivanje korisnika te provodenje daljnjih akcija
vezanih uz projekt. Fotografije karakterizira izbjegavanje
klasi¢nih motiva grada, pri ¢emu isti ne gube vrijednost,
veé dobivaju na snazi. Ovakav intimniji i slojevitiji pristup
gradu kroz autorsku fotografiju otkrit ¢e i nove motive koji
2e s vremenom udi u svijest gradana.

Nina Bacun earned her MA in
Experience Design in 2011within
interdisciplinary studies at the
Konstfack-University, College

of Arts, Crafts and Design, in
Stockholm. Her designs were
included, published, and awarded
at both domestic and interna-
tional art and fashion exhibitions.
She works within the domain

of product design, scenography,
visual communications, exhibi-
tion design, and self-initiated
concepts, nurturing teamwork
and interdisciplinary projects.
Goran Jovanovic is a graduate
student at the Faculty of Archi-
tecture in Zagreb. He works as
photographer and designer. His
work was published in Zarez —
biweekly cultural magazine and in
several other international digital
publications. He has shown his

NNANANNS

Vedute

Grada Zagreba

work in Zagreb as part of the ‘First
Shot 2012’ exhibition programme
and several group exhibitions in
Zagreb, Pancevo and Belgrade.

A detailed analysis of Zagreb
postcards currently available on
the market lead the authors to
conclude that there is no clearly
defined concept and methodology
of presenting the city. Zagreb
grows; its image changes and
constantly evolves, which is why
it is important that it be enriched
with a modern approach to the
somewhat forgotten medium of
the postcard.

Vedute Zagreba are several series
of postcards based on original
photographs of Zagreb and a
clearly defined visual identity.
These series are accompanied

2014

by a web page that will serve

as a platform for exchanging
experiences, connecting users,
and general activities surrounding
the project. The photographs are
characterised by an avoidance

of classical motifs from Zagreb;
however, these motifs do not lose
value — they are reinforced. Such
an intimate and complex ap-
proach will also yield new motifs
that, with time will undoubtedly
enter the collective awareness of
Zagreb’s citizens.
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NJI3 (Zagreb)

Orin Ivan Urkas (Zagreb)

Tessa Bachrach Kristofi¢, Dina Milov¢ié, Franka Tretinjak

NJI3 dizajnerski je kolektiv koji ¢ine Tessa Bacharach-
Kristofi¢, Dina Milov¢i¢ i Franka Tretinjak, studentice
diplomskog studija dizajna pri Arhitektonskom fakultetu u
Zagrebu. Bave se dizajnom u tiskanim i virtualnim oblicims.

Koncept izlaganja oslanja se na temu ovogodi$njeg
festivala — ideja je prikazati virtualno okruZenje i proces u
kojem odredeni dizajn nastaje. S obzirom na to da autorice
suraduju putem Skypea, sav proces nastajanja jednog rada
dokumentira se u formi screenshotova i isje¢aka razgo-
vora preko Skypea. Projekt prikazuje nastanak rada od
sirovog materijala, odnosno skice, preko Skype komentarg
i screenshotova koji prate razvoj dizajna do krajnjeg rezul-
tata, odnosno plakata.

Orin Ivan Vrkas$ je lvorin. Jedan je od osnivaca kolektiva za
kreativne komunikacije Rational International. Dobitnik je
niza nagrada, ukljucujuéi Red Dot Communication Design
Award i Magdalena Grand Prix.

Mislim da je Joe Sparano rekao kako je dobar dizajn oéigle-
dan, ali genijalan dizajn je proziran — neSto na tragu Mies

van der Roheove maksime ‘manje je vise’. lako apsolutno
postujem kontekst u kojem ova ocjena vrijedi, osjeéam da je
ona opcenito neprimjerena mnogim vizualnim rjeSenjima koja
se poigravaju s razli¢itim stupnjevima ‘ilustrativnog’ sadrZaja.
Ovisno o krajnjem korisniku, kulturnom kontekstu rada i
emocionalnom i racionalnom identitetu autor,-esjeéaiirda
kao autor imam razloga opravdati bilo koju koli¢inu kaosa ili
reda koji moZe biti realiziran (ili samo zamisljen).

Inspiriran projektom Things I have learned in my life so far
Stefana Sagmeistera, kao i brojnim profesionalnim i osobf
nim iskustvima i previranjima u prvoj godini od njegovog
zavrSetka skolovanja na zagrebackom Studiju dizajna,
autor je napravio seriju trodimenzionalnih minimalistickih
tipografskih plakata koji ilustriraju jednostavne maksime i

NJ13 is a design group made up of
Tessa Bacharach-Kristofi¢, Dina
Milov¢ié, and Franka Tretinjak,
graduate students of the Zagreb
Faculty of Architecture. They work
with design in printed and virtual
forms.

The concept of NJ13’s exhibit
relies on this year’s festival’s
general theme — the idea was to
portray a virtual surrounding and
the process by which a certain
design is born. Considering

that the authors frequently

communicate by Skype, the
process of a design’s creation
was documented in the form of
screenshots and Skype conver-
sation segments. The project
also portrays the formation of

a design from raw material, i.e.
sketch, through Skype texts
and screenshots that follow the
development of a design up until
its ultimate result — a poster.

misli koje je osvijestio.

Orin Ivan Vrkas is Ivorin. He is ohe
of the founders of Rational Inter-
national, a creative communica-
tions collective. Awards include:
Red Dot Communication Design
Award and Magdalena Grand Prix.

I think it was Joe Sparano who
said that good design is obvious,
but great design is transparent —
something along the lines of Mies
van der Rohe’s ‘Less is more’. While
I absolutely respect the context in
which this is true, I feel that in gen-
eral, it really does not do justice to
the many visual solutions that play
with varying degrees of ‘illustrative’
content. Depending on the final
recipient of the work,

the cultural context of the piece
and the emotional and rational
identity of the author | feel there
is cause to warrant any and every
amount of chaos or order that can
be visualised (and sometimes just
thought of).

Inspired by Stefan Sagmeister’s
project Things | have learned in my
life so far and the many profes-
sional and personal experiences
and turmoil in the first year since
his graduation from the Zagreb
School of Design, author created
a series of 3D minimalist typo-
graphic posters illustrating the
simple maxims and thoughts he
had come toperceive:
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Paolo Cerié (Zagreb)

Student pete godine na Fakultetu elektrotehnike i racunar-
stva, roden 1990. u Zagrebu. Unato¢ strogo znanstvenom
usmjerenju iz aspekta odabranog fakulteta, oduvijek je
pokazivao interes i razvijao se u podrucju vizualnih umjet-
nosti. Zadnjih godina svoj umjetnicki izraZaj fokusira na
istraZivanje generativnih umjetnosti, odnosno iskoristivo-
sti kompjuterskog koda u vizualnom izrazavanju.

Stvaranje u bilo kojem smislu ne bi trebalo biti ograniceno niti
definirano alatima koji se koriste. Da bih realizirao odredenu
ideju, ne oklijevam koristiti koje god alate bih mogao zatrebati|
te istovremeno ne dopustam da rezultat ovisi o ogranicenosti
pojedinog alata.

Rad je rezultat istraZivanja moguénosti analize i reprezen-
tacije slike (koristenjem programskog koda) metodama
koje su konceptualno lako shvatljive ¢ovjeku, no tesko izve-
dive. Ideja vodilja bila je reprezentirati sliku na nacin koji bi
to ucinila osoba ne maredi za lokalnu preciznost i o€uvanje
detalja, ve¢ vise mareci za o¢uvanje globalne informacije,
odnosno onoga Sto slika predstavlja. Tokom realiziranja ove
ideje mnogo parametara utjecalo je na rezultat te je jedan
od njih izdvojen kao relevantan pri reguliranju estetike
same slike. WAL A '

SR

Presa - radionica sitotiska
U tvornici sardina
(Zagreb, Mali LoSinj)

Organizatorica radionice: Dunja Jankovié (1980.) / Voditelji
radionice: Pakito Bolino, Johanna Marcade (1983.) / Sudionici
radionice, kontakt osobe, organizatori postava: Mladen Udo-
vi¢i¢ (1988.), Nikolina Fuzul (1993.), Michelle Antonia Kovace+
vié (1994.), Mikela Cvitanovié (1990.). Pakito Bolino osniva¢
je i voditelj francuskog sitotiskarskog kolektiva Le Dernier

Cri. Johanna Marcade je voditeljica Fijuk sitotisak radionica i
organizatorica festivala stripa Novo Doba iz Beograda. Dunja
Jankovi¢ diplomirala je slikar-
stvo na Akademiji likovnih um-
Jjetnosti u Zagrebu, magistrirala
ha School of Visual Arts u New
Yorku i voditeljica je umjetnic-
kog projekta Skver. Michelle
Antonija Kovacevi¢, Mikela
Cvitanovié¢, Mladen Udovidié¢ i
Nikolina Fuzul studenti su druge
godine na Studiju dizajna.

Sto se skriva u najmraénijim zakutcima uspavanog otoka
vitalnosti; u najsjenovitijim borovim Sumarcima; najskrivenijim
uvalicama od fino izbrusenog, oblog i bijelog Zala; u najdubljim,
potisnutim mislima LoSinjana?

Ideja radionice bila je napraviti posebni vodi¢ po LoSinju:
istraZiti podsvijest otoka, izraditi crteze fantasticnih i
stra$nih stvari/pojava prisutnih na otoku, $to stvarnih §to
izmisljenih te ih zatim otisnuti tehnikom sitotiska u knjigu:
imaginarni vodi¢ za domacde i turiste, ljetno Stivo za Citanje
izmedu sna i jave. I1zlaZe se rezultat radionice — nastali vodici.

What is hidden in the darkest
corners of a sleepy but vital island;
in the deepest shade of its pine

Chief organiser of the work-
shop: Dunja Jankovi¢ (1980)
/ workshop leaders: Pakito

Born 1990; fifth-year student of
the Zagreb Faculty of Electrical
Engineering and Computing. In
spite of the clearly scientific
direction taken by enrolling to
thie above mentioned school, he
hals always possessed immense
interest for the field of visual
arts. In recent years, Paolo has
directed his artistic expression at
investigating generative art or, to
be more precise, the utilisation
of computer code in visual
expression.

Creation in any sense of the word
should never be limited nor defined
by the tools used. In order to bring
a specific idea to life, I do not
hesitate to use whichever tool is
necessary and do not allow my
results to depend on the limitations
of a single tool.

My presented work is the result of
an exploration of the possibilities
of image analysis and represen-
tation (using computer code)
through methods that, while con-
ceptually fully understandable to
people, are hard to implement.
My primary goal was to represent
an image in a way in which a per-
son who does not care for local
precision and preservation of de-
tails would. I placed a far greater
amount of attention to preserving
the global information, i.e. what
the image truly represents. During
the creation of this work, many
parameters affected the outcome
and one was especially singled
odut as relevant for the regulation
of the image’s aesthetics.

Bolino, Johanna Marcade (1983)
/ workshop attendees, contact
persons, layout organisers:
Mladen Udovi¢i¢ (1988), Nikolina
Fuzul (1993), Michelle Antonia
Kovadevié (1994), Mikela Cvita-
novié¢ (1990). Pakito Bolino is the
founder and head of the French
screenprint collective Le Dernier
Cri. Johanna Marcade is the head
of Fijuk screenprint workshops
and organiser of the Novo doba
strip festival in Belgrade. Dunja
Jankovi¢ graduated fine arts from
the Zagreb Academy of Fine Arts,
earned her MA at the New York
School of Visual Arts and is the
head of the Skver art project. Mi-
chelle Antonija Kovacevi¢, Mikela
Cvitanovié¢, Mladen Udoviéi¢, and
Nikolina Fuzul are second-year
students of the Zagreb School of
Design:

nvoods; the most remote coves
made from smooth, round, white
stone; in the deepest repressed
thoughts of Mali Losinj’s inhabi-
tants?

The idea behind this workshop
\vas to create a unique guide of
the island of Mali LoSinj; explore
its subconscious mind, make
drawings of both fantastic and
scary, true and fake, images of
the island and sketchprint them
into a book that would serve as 4
guide for locals and tourists alike;
a summer reading somewhere
between dream and reality. The
authors will present the results of
their workshop — the guides.
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Puce (Zagreb)

Ema Gerovac, Petra Jelaska, Ozana Ursié¢

2009. godine upisuju Studij dizajna gdje stjecu diplomu
prvostupnika te 2012. upisuju diplomski studij, smjer indu-
strijski dizajn. Sudjeluju na brojnim izloZbama i radionica-
ma Studija dizajna i HDD-a te drugih organizatora (B1050,
MEDS, Ambijenta, IzloZba hrvatskog dizajna, Spancirfest,
Toyota Creative dimensions, UNICEF LST...) nikad kao
grupa veé samostalno, a praksu i iskustvo stje¢u od 2011. u
afirmiranim studijima, tvrtkama te kroz samostalan rad za
klijente ili samoinicirano.

Red, rad i dizajn.

Koncept prikazuje kako danas, u okruZenju u kojem se
nalazimo, nisu toliko potrebne velike industrije i masovna
proizvodnja. Lokalno se trZiSte moze potaknuti manjim
serijama i osobnijim pristupom. Pristupom koji govori
¢ovjeku i o Covjeku. IzloZeni radovi prikazuju vjestinu obrt-
hika i kvalitetu ruéne obrade prirodnog materijala, kako bi
inspirirali dizajnere da udahnu Zivot idejama a obrtnicima
predstave proizvod kojim mogu konkurirati na trzistu te ta-
kvim zajednickim djelovanjem ostvariti model strateSkog
razvoja. Spoj tradicijske djelatnosti i modernog pristupa
suprotstavlja manju seriju proizvoda masovnoj unificira-
nosti, ru¢ni rad i vjestinu strojevima i automatizmu, te duh
zajednickog stvaralastva globalnoj otudenosti i proizvod-
noj neprepoznatljivosti.

In 2009, all authors enrolled Order, labour, and design.
ta the Zagreb School of Design,
earning their BAs in 2012, and
enrolling to graduate studies in
industrial design. They have taken
part at numerous exhibitions

and workshops initiated by

the School of Design, Croatian
Designers Association, and
others (BI050, MEDS, Ambijen-
ta, Exhibition of Croatian Design,
Spancirfest, Toyota Creative
dimensions, UNICEF LST...) always

The concept conveys the mes-
sage that today’s everyday en-
vironment does not necessitate
large industrial plants and mass
production. The local market can
be stimulated by smaller series
and a more personal approach.
The exhibited works point out
the skill of a craftsman and the
inherent quality of handcraft-
ed natural material in order to

Roman Vlahovi¢
(Zagreb, Singapur)
Miro Roman, Luka Vlahovié

Roman Vlahovic je studio koji se bavi projektiranjem i
istrazivanjem u podrucju arhitekture i dizajna. U svom
pristupu koriste se tehnikama koje jednosmjerne projek-
tantske koncepte zamjenjuju nizom paralelnih narativa,
pritom provocirajuci nove i neoc¢ekivane situacije. Podruéje
njihovog interesa je medusobno preklapanje razli¢itih polja
ljudskog znanja, posebno arhitekture, kulture i informacij-

skih znanosti.

Smatramo da je potrebno izdiéi se iz ideoloskog dijaloga —

znanost vs. kultura — te promatrati i poigravati se kulturom
kroz digitalne strategije dizajna. Zelimo propitivati postmo-
derno naslijede citiranja, kolaZiranja, kroz koristenje algori-

tamskog dizajna.

Kako izgleda prvi digitalno projektiran i proizvedeni stol u
Hrvatskoj? Sto se dogodi kada se majstorske ruke zami-

Jene robotima i kompjuterima? Kako izgleda stol kojem je

glavna tema hrvatska ¢ipkarska bastina? Stol LACESCAPE
je dijalog tradicije i tehnologije. Stol LACESCAPE slavi
bogatstvo i razliCitost hrvatske izrade Cipke: one lijepe

i jos ljepSe uzorke, one s greSkom i one bez greske, kroz

digitalnu naraciju.

Roman Vlahovic is a studio that
works with project design and
explores the fields of architecture
and design. They use techniques
that replace conceptually limited
projects with series of parallel
narratives, provoking new and
unexpected situations. The main
area of their interest encompass-
es the mutual intertwining of var-
lous fields of human knowledge,
especially architecture, culture,
and information science.

A

711
7

independently, never as a group.
They earned most of their experi-
ence in acclaimed studios, com-
panies, and independent projects

inspire designers to breathe
life into new ideas and present
craftsmen with a product that
would be competitive on the

We believe that one must rise
above the ideological dialogue
between science and culture and

market. It also strives to enable
them to jointly implement a
model of strategic development.
This blend of traditional craft and
modern approaches places small
product series in juxtaposition
to mass uniformity, handcrafted
work and skills to machines and
automation; and the spirit of joint
creation to global estrangement
and production monotony.

for clients or self-initiated.

observe and play with culture
through digital design strategies.
Qur desire is to challenge the
postmodern heritage of citing
and collaging through the use of
algorithm design.

What does the first digitally de-
signed and manufactured table in
Cloatia look like? What happens
when the hands of a craftsman
are replaced by robots and
computers? What does a table
whose main theme is Croatian
treditional lace look like?

The LACESCAPE table represents
a dialogue between tradition
and technology. It celebrates the
wealth and variety of Croatian
lace — the beautiful and even
rnore beautiful patterns, flawed
end flawless — through digital
rarration.
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VK 2011 (Zagreb) This Town Needs Posters

Barbara Bjelis, Klasja Habjan, lvana Hrabar, Tena Kelemen,
Rebecca Mesari¢, Zita Naki¢-Vojnovié, Josipa Pr8a, Donat
Radas, Hana Tintor, Matej Vuckovié, Ana Vujasié, Lara Zic
studenti su trece godine preddiplomskog studija na Studiju
dizajna u Zagrebu, kojeg su zajedno upisali 2011. godine.

Izlaganjem radova sa Studija Dizajna u Zagrebu skupina VK
2011 Zeli predstaviti svoj fakultet te upoznati javnost s ra-
dom i razmi$ljanjima perspektivnih mladih dizajnera. Rije¢
Jje o mentoriranoj seriji kazali$nih plakata koji su nastali na
kolegiju Projektiranje — vizualne komunikacije.

ne
reve
evojke

MUNCHAUSEN

ERARKI

ZA%R
= GRKESTAR

Barbara Bjelis, Klasja Habjan,
Iana Hrabar, Tena Kelemen,
Rebecca Mesarié, Zita Naki¢-Vo-
Jjnovi¢, Josipa Prsa, Donat Radas,
Hana Tintor, Matej Vuckovi¢, Ana
Vljjasié, and Lara Zic are third-year
undergraduate students at the
Zagreb School of Design, where
they enrolled in 2011.

Through exhibiting works from
the Zagreb School of Design, the
VK 2011 group wishes to present
their school and introduce the
public to the work and per-
ceptions of prospective young
designers. This is a mentored
series of theatre posters created
within the visual communications
course.

(Sisak)
Sven Sori¢, Hrvoje Spudi¢

This Town Needs Posters djeluje od 2008., a od 2012. fo-
kusira se naizradu ruéno tiskanih plakata. Medu ostalima
izraduju plakate za: Die! Die! Die!, Storms, Cripple and
Casino, Puncke, ###, Joan of Arc, VVhile, Umor i druge, za
njihove nastupe u klubovima poput Mocvare, Attack!-a,
Spunka i nama nepoznatih mjesta na Novom Zelandu.

Smatrajuéi se nedizajnerima, graficko oblikovanje svodimo na
same osnove, a naglasak stavljamo na proces fizicke izrade
vlakata. Materijali, vrsta boje i tip papira postaju glavni alati
u procesu nedizajna. Svaka nepreciznost, nesavrsenost i
zanatska nevjesStina prihvaéene su kao dodatne vrijednosti.

IzloZbena prezentacija projekta This Town Needs Posters
sastoji se od izlaganja svih komponenti potrebnih za
nastanak plakata: prezentirani su klideji, alati, boje, sirovi
materijal, a sami otisci se lijepe na zid. Kliseji su izradeni
lijepljenjem izrezanog pisma na podlogu. Na klisej se gu-
menim valjkom nanosi boja, potom se na njega postavlja
papir i valja gumenim valjkom kako bi se otisnuo. Proces
se ponavlja zasebno za svaku boju. Nepreciznost, greske i
slucajnosti ¢ine svaki otisak jedinstvenim. Broj otiska ovisi
o trajnosti materijala kliSeja.

This Town Needs Posters has
existed since 2008, whereas
since 2012, it is focused primarily
on designing hand printed post-
ers. Among others, they have
designed posters for: Die! Die!
Die!, Storms, Criple and Casino,
Puncke, ###, Joan of Arc, VVhile,
Umor, and others for their per-
formances at Zagreb clubs such
as Mocvara, Attack!, Spunk, and
exotic places on New Zealand.

As non-designers, we deduce
graphic design to its very basics
and place focus on the physical
process of creating a poster.
Materials, colour type, and paper
type thus become the main tools
in the process of non-design. Each
imprecision, imperfection, and
glitch in craftwork are interpreted
(s added values.

VVHILE

LA VR e

The presentation of the This Town
Needs Posters project consists of
exhibiting all of the components
riecessary for a poster to come to
being: blocks, tools, colours, raw
material, while the final prints are
Installed as stickers on walls. The
blocks are produced by sticking
letter cut-outs on a surface. Then,
a rubber cylinder is used to apply

paint to the block, followed by
paper which is pressed onto the
surface with the cylinder in order
to print out. This procedure is
lepeated for each colour. Impre-
cisions, errors, and accidental
gestures are what make each
print unique. The number of
prints depends on the durability
of the block material.
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Me and the Machine (Zagreb)

Vanja Veseli¢ i Berislav Kovacevi¢

Vanja Veseli¢ — Apsolventica na TTF-u. 2012.
pokrece brend Me and the machine 2013. izloZzba
Projekt-tekstil, POU Zagreb; 2013. izloZba Etno svi-
Jeta u Centr za dizajn HGK; 2013. 8. Modni ormar, 2.
mjesto; 2013. YCC 2013 2. mjesto, 2012. YCC 2012.
2. mjesto / Berislav Kovadevié — Zavrsio Skolu za
tekstil, koZu i dizajn, smjer Dizajner odjece. 2012.
pokrece odjevni brend Me and the machine; 2010.
pokrece vlastiti odjevni brend Trash and Candy;
2003. pokreée brend ELFS (Cro-A-Porter, 2006.).

Za nas odjeca nije samo pasivni ‘omota¢’ oko tijela
— ona je Covjekova ‘druga’ koZa — pruzajuci skloni-
Ste tijelu, istodobno bivajuéi nacinom izraZavanja
i komuniciranja. Osim samog dizajna i proizvodnje
koji dolaze s nase strane, zavrsni ‘touch’ odjevnom

Vedrana Mastela (Zagreb)

Vedrana Mastela rodena i Zivi u Zagrebu. Stjece titulu
magistre inZenjerke tekstilnog i modnog dizajna na TTF-u.
Sudjeluje na raznim projektima, natjecanjima i izlozbama:
dio projekta 24 sata na Izlozbi hrvatskog dizajna 0708 i 43.
Zagrebackom salonu; INFLUENCE Mediterranean fashion
festival u Sloveniji; finalistica Triumph Inspiration Award
Hrvatska, Habitus Baltija u Latviji, iD International Emerging
Fashion Awards Novi Zeland i Fashion Incubator; IzloZba

hrvatskog dizajna 1112 i Dan D.

IstraZivanje razlicitih ideja uz inovativan pristup proucavanju
tekstilnih materijala i modnih silueta. Propitivanje vlastitog
svijeta i svijeta oko sebe te samog dizajna u sadasnjem

trenutku.

komadu daje i osobnost onoga tko ju nosi.

Kolekcija 11111 bazira se na uzimanju jednog osnovnog
elementa (linija, ploha/sloj), te njegovog serijskog ponav-
ljanja kao principa kompozicije — poput skulptura Donalda
Judda, kronofotografija i audio-vizualnih instalacija Alva
Nota. Kao $to Donald Judd u svojim skulpturama beton-
ske i metalne elemente aranZzira u matematicke sekvence
¢iji oblik i volumen €ine cjelinu odnosno 3D objekt, u ovoj
kolekciji oblici su takoder reducirani na nakupine i nizove
te se postiZe cjelina koja se neprestano mijenja u pokre-
tu. To se mozZe — §to se moZe protumaciti kao suvremeno
drustvo i danasnji Zivotni stil — Zivimo u dinami¢nom gradu
-+ okruZeni svjetlima i zvukovima, brzinom.

/anja Veseli¢ — senior-year
student of the Zagreb Faculty
of Textile Technology. In 2012,
she initiated the Me and the

communicating. Apart from the
very design and production that
originate from our side, the final
touch to a piece of clothing comes

Kolekcija Pieces istraZuje elemente iz prirode, od geome-
trije do raspadanja i destrukcije. Bazirana je na slojevitosti,
transparentnosti, geometrijskim linijama i ruénim perforaci-
jama u materijalima (pamuéno pletivo), oponasajudi pritom
strukture poput onih koje se mogu naci na lis¢u koje se
raspada u jesen. Kolekcija je sastavljena od komada odjecg,
uglavnom haljina i topova, koji slojevito grade modele. Sam
postav istice slojevitost modela te efekte raspadanja posti-

machine brand. 2013 — exhibi-
tion Projekt-tekstil, POU Zagreb;
2013 — exhibition Etno svijet at
the Design Centre of the Croatian
Chamber of Commerce; 2013 —
3th Fashion Closet, 2nd place;
2013 — YCC 2013 2nd place; 2012
- YCC 2012 2nd place. Berislav
KKovacevi¢ — graduated Fashion
Design from the Zagreb Textile,
Leather, and Design Middle
$chool. In 2012, initiated the Me
&nd the Machine fashion brand;
2010 - started his own fashion
brand Trash and Candy; 2003
—Istarted the brand ELFS (Cro-A-
Forter, 2006).

For us, clothes aren’t simply a pas-
sive ‘wrapper’ for your body — they
are a person’s ‘second skin’ - they
provide shelter to the body, simul-
taneously expressing and

from the person who wears it.

The 11111 Collection is based on

one basic element (line, surface/
layer) and its serial repetition as a
principle for composition — such
as in Donald Judd’s sculptures,
chronophotography and audio-vi-
sual pieces by Alva Noto. Just as
Donald Judd arranges concrete
and metal elements from his
sculptures into mathematical
sequences whose shape and
volume form a single unit, i.e. 3D
object, this collection reduces
shapes to agglomerations and
$equences, achieving a single
unit that constantly changes as
it moves. This can be interpreted
as a depiction of contemporary
society and today’s lifestyle, as
most of us live in dynamic sur-
toundings, surrounded by lights
and sounds, speed.

gnute u pletivu.

Vedrana Mastela was born and
currently resides in Zagreb. She
earned her Master’s in Engineer-
ing at the Zagreb Faculty of Textile
Technology. She has participated
in various projects, competitions,
and exhibitions: part of the 24
hours project at the Exhibition

of Croatian Design 0708 and

43rd Zagreb Salon; INFLUENCE
Mediterranean fashion festival in
Slovenia; finalist of the Triumph
Inspiration Award Croatia, Habitus
Baltija in Latvia, iD International
Emerging Fashion Awards New
Zealand and Fashion Incubator;
Exhibition of Croatian Design 1112
and D-Day.

The exploration of different ideas
using an innovative approach to
studying textile materials and

rashion silhouettes. Questioning
one’s own world and the world
around us, as well as design per se
in the context of today.

The Pieces collection examines
elements from nature, from their
geometry to their decomposition
and destruction. It is based on

a multiplicity of layers, trans-
parency, geometric lines, and
manual perforations in materials
(cotton webbing) imitating
structures frequently found on
leaves decomposing in autumn.
The collection comprises pieces
of clothing, mainly dresses and
tops, that use layers to build
models. The exhibit itself stresses
the layers of the model and the
decomposition effects achieved
through the webbing.
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EDU program

Luka Borcic¢

U kontekstu ovogodisnjeg Dana D koji se bavi rubnim podrucjima dizajnerskog
djelovanja, teznja zasebnog EDU programa je osvijestiti studente, mlade autors,
dizajn-entuzijaste, ali i Siroku javnost o ulozi dizajna u drustvu; te ih potaknuti
na istraZivanje i interdisciplinarnu suradrju s akterima iz drugih podrucja drus-
tvenih djelatnosti, kao $to su psihologija, sociologija, ekonomija, antropologija,
alii prirodne znanosti, itd.

EDU program sastoji se od tri uzastopna dana sa sveukupno Sest radionica
koje se, kao i ostatak programa Dana D, odvijaju u biv§oj vojnoj bolnici u Vlaskaj
ulici. Cetiri od $est radionica vode parovi (a u jednom sluéaju i trio) dizajnerica ili
dizajnera i istaknutih umjetnika ili znanstenica, upravo stoga da bi se poticaj-
nim izborom voditelja naglasila intrigantna rubna podrucja kojima se radionice
bave. Peta radionica namijenjena je srednjoskolcima i brucosima koji ¢e kroz
nju istraziti mogucénosti komunikacije: i suradnje s razli¢itim nezavisnim kultur-
nim inicijativama u Zagrebu, dok Sestu radionicu vode gosti iz Beograda koji ¢e
svoje polaznike upoznati s vjestinama specifi¢ne ‘uradi-sam’ tehnike sitotiska.

Neki voditelji radionica odrZat ¢e i popratna predavanja cija je svrha stimu-
lirati interdisciplinarne suradnje, a naknadno ¢e se odrzZati i javna prezentacija
rezultata radionica u HDD galeriji. Cilj radionica je, izmedu ostalog, i pokazati
javnosti kako izgleda dobra praksa na rubnim podruéjima dizajna, stoga ¢e
veliki naglasak biti na njihovom izvedbenom dijelu. EDU program tezi spajanju i
koordiniranju dizajnera i aktera iz drugih podrucja drustvenih djelatnosti i time
doprinosi nadgradnji diskursa o dobroj dizajnerskoj praksi medu mladima u
regiji, i to kroz postavljanje pitanja, 4 ne nudenje gotovih odgovora.

In the context of this year's D Day, which is
primarily about borderline areas of design
practice, the aim of its distinct EDU program is
precisely to educate students, young authors,
design enthusiasts and general public as well.
about a place which design does and should
take in society. We want to encourage pro-
gram's participants to actively explore these
issues and to use strengths of their respectiv
fields to cooperate with experts from the
other areas, whether they are psychologists,
sociologists, economists, anthropologists or
nature scientists, etc.

EDU program consists of three successive
days filled with six workshops which will be
held in ex-military hospital in Vlaska street,
along with the rest of D Day program. Four
(out of six) workshops are led by couples of
younger designers and eminent artists or
scientists, mainly because this inspirational
choice of tutors distinguishes intriguing
borderline areas at the core of the workshops.
Fifth workshop is aimed at high school stu-
dents and freshmen who will explore the po-
ssibilities of communicating and cooperating
with various independent cultural initiatives
in Zagreb, while sixth workshop is led by our
guests from Belgrade, who will give their par-
ticipants a practical insight in the specific craft
of ‘do-it-yourself’ silkscreen technique.

Some of the tutors will also give additiona
lectures which will stimulate further interdis-
ciplinary collaborations, and presentations of
the workshops’ results will be subsequently
held in CDA’s gallery. Among other aims, the
purpose of the workshops is also to provide
an insight in good borderline design practice
for the general public. EDU program strives .0
bond and coordinate designers and expeits
and explorers from various areas of humzn
knowledge and practice, which will sure'y be
useful in enhancing design discourse among
young talents of the region. The idea is to ask
questions, not to give us final answers.
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0sam polaznika / Vlado Martek
& Niko Mihaljevié

Potaknuta konstantnim redefiniranjem dizajnerske prakse,
njezinom relativno$cu i proZimanjem s drugim disciplina-
ma, ova Ce se radionica baviti samoiniciranim pristupom
radu i konceptualnom razmisljanju te odmicanjem od
medijatorske uloge dizajna u sluzbi zadanih sadrZaja. Po-
ticati ¢e se osobna evaluacija i autorski izri¢aj — radionica
¢e posluZiti kao scenografija za izno$enje autobiografskog
i/ili subjektivnog u kontekst javnog i objektivnog. Javnosti
¢e se pruziti uvid u hermeticno, a istodobno ce se preispiti-
vati odnos océekivanja publike i autonomije pojedinca. Kao
polazi$ne tocke individualnog djelovanja posluZiti ¢e veé¢
prisutni elementi — sam kontekst trodnevne radionice u
sklopu jednog festivala (cjelokupna situacija, pa tako i fizi¢-
ki prostor), ali i selektirani svakida$nji artefakti u koje ée se
modi intervenirati. Radionica ¢e biti metafora, a istodobno
i preslika svakodnevnog Zivljenja i rada.

VODITELJI Vlado Martek (postkonceptualni umjetnik i
predpjesnik) & Niko Mihaljevié (graficki dizajner)

Eight Participants

Driven by a constant redefini-
tion of designer practice, its
relativity and intertwining with
other disciplines, this workshop
will address the self-initiated
approach to work and conceptual
thinking, while moving away
from a mediatory role of design
at service to default contents.
Personal assessment and autho s’
wording will be encouraged — the
workshop will serve as a setting
for expressing the autobiograph-
ical and/or the subjective into
the context of the public and

the objective. The public will be
provided with an insight into the
hermetic, while at the same time
the relationship between the
audience’s expectations and the
autonomy of an individual will be
questioned. The already existing
elements — the very context of a

Rad na gradu / Valentina Gulin Zrni¢

& Karla Paliska + Barbara Majnari¢

U kontekstu teme Dizajn na rubu ovogodi$njeg Dana

D, radionica Rad na gradu traZi i poziva sve vrste radni-
ka — studenata razli¢itih disciplina (dizajna, umjetnosti,
drustvenih i humanistickih znanosti, prirodnih znanosti,
tehniékih znanosti) — u cilju razvijanja projekta interdis-
ciplinarnog promisljanja i istraZivanja grada. Prethodno
iskustvo rada na gradu nije potrebno! S obzirom na lokaciju
Vojne bolnice u kojoj ¢e se odrzati Dan D 2014., radionica
¢e se istrazivacki i terenski fokusirati na dio grada izmedu
Draskoviceve ulice i Kvaternikovog trga, a pristup radu
nece biti usmjeren samo na urbanisticki i arhitektonski
aspekt ve¢ i na drustveni, doZivljajni i afektivni, simbolicki
i identitetski. Terenski dio radionice bit ée usmjeren na
pristupe kvalitativne metodologije (intervjui, senzorna
etnografija, autoetnografija, vizualne metode, mentalne
mape). Cilj radionice je stedéi iri uvid u doZivljaje te for-
malna i neformalna znacenja grada kako za pojedinca tako
i za zajednicu. Terenski rad zamisljen je kao rad u manjim
grupama studenata razli¢itih disciplina kako bi perspektive
promatranja grada bile $to raznolikije. Trajanje radionice je
3 dana, za vrijeme trajanja Dana D, a tjedan dana prije po-
cetka radionice planiran je neformalni sastanak s kraéom
pripremom za radionicu.

VODITELJICE Valentina Gulin Zrnié (vi$a znanstvena
suradnica, Institut za etnologiju i folkloristiku) & Karla
Paliska + Barbara Majnarié (graficke dizajnerice)

Working on the City

In the context of this year’s D-Day
theme, Design: Borderline, the
workshop named Working on
the City seeks and invites all
kinds of workers — students of
various disciplines (design, art,
humanities and social sciences,
natural sciences, technical sci-
ences) — with the aim to develop
an interdisciplinary thinking and
city exploring project. No former
experience in working on the city
is required! Due to the location
of the Military hospital, in which
D-Day 2014 will take place, the
workshop will focus its research
and field work on the part of
Zagreb between the Draskoviceva
Street and Kvaternik Square, and
the approach to work will be
focused not only on the urban
architectural aspects, but also
on the social, experiential and
affective, symbolic and identity
aspects. The field work part of
the workshop will be centred

on qualitative methodology ap-
proaches (interviews, sensory

three-day workshop as a part of
a festival (the overall situation,
including the physical space),
but also the selected everyday
artefacts in which it will be
possible to intervene — will serve
as starting points of an individual
activity. The workshop will be

a metaphor, but also a copy of
everyday life and work.

WORKSHOP LEADERS
Vlado Martek (post-conceptual
artist and pre-poet) & Niko

Mihaljevié (graphic designer)
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ethnography, auto-ethnograpy,
visual methods, and mental
maps). The aim of the workshop
is for the participants to gain a
wider insight into experienc-

es, and formal and less forme|
meanings of the city, both to an
individual and the communit.
The field work is designed for
smaller groups of students of
various disciplines in order to
gain as diverse perspectives of
observing the city as possible.
The workshop will last for three
days, during D-Day, and a week
before the workshop starts, an
informal short meeting is planned
to prepare the participants for
the workshop.

WORKSHOP LEADERS
Valentina Gulin Zrnié (Senior
Research Associate at the Insti-
tute of Ethnology and Folklore
Research) & Karla Paliska +
Barbara Majnarié (graphic
designers)
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Savez superjunaka / Neva Capin & Mia Bogovac

Nadovezujuci se na temu ovogodisnjeg Dana D, ova
interdisciplinarna radionica inspirirana je poveznicama u
terminologiji psihologije, dizajna i knjizevnosti (borderline,
splitting, arhetip). Program se orijentira na medugene-
racijski odnos sudionika, s ciljem detektiranja, vizuali-
zacije i prevodenja klju¢nih dodirnih to€aka tog odnosa

u predmetnu okolinu, novi objekt. Psiholoski gledano,
ponasanja specifiéna za borderline ili grani¢ne poremeca-
je liénosti manifestiraju se tzv. splittingom, svojevrsnim
binarnim pogledom na svijet u kojem je sve crno ili bijelo,
sve ili niSta, dobro ili loSe. Sli¢an pogled na svijet prepo-
znajemo u literarnom svijetu. Od davnina narastaji djece
odrastaju uz imaginarne svjetove bajki, mitova i prica o
superjunacima. Pri¢e izravno i slikovito prikazuju temeljne
principe i modele ljudskog ponasanja, koristeci jasne i
ogoljene crno-bijele arhetipove li¢nosti. Lako prepoznaje-
mo jungovske protagoniste: mudrac (Senex), vjeéni djeak
(Puer aeternus), varalica i sl. Junakova mo¢é i snaga ¢esto
se manifestira i u materijalnom smislu, putem oboZavanog
simbola / talismana / totema. Koriste¢i temu superjunaka
kao poznatu, veselu, opustenu i motivirajuéu podlogu,
radionica prodire u postojecu dinamiku odnosa sudionika.
Bas poput dviju strana iste medalje, lica i nalicja, ovim
putem pronalazimo vlastiti odraz, sli¢nosti i razlike jedni

u drugima. Cilj radionice je razradom koncepta i oblikova-
njem novog magiénog predmeta (talismana) detektirati i
prenijeti polaritete, specificnosti, ljepotu i posebne moci
pojedinog meduodnosa.

VODITELJICE Neva Capin (dipl. psiholog)
& Mia Bogovac (Manufakturist)

League of Superheroes

Following on this year’s D-Day
theme, this interdisciplinary
workshop is inspired by linkages
in psychology, design and liter-
ature terminologies (borderline,
splitting, archetype). The pro-
gram focuses on the intergen-
erational relationship between
the participants, with the aim to
detect, visualise and translate
the key contact points of this
relationship into the subject
environment, a new object.

Psychologically speaking, the
behaviours specific to borderline
personality disorders are mani-
fested by the so-called splitting,
akind of binary view of the world
where everything is either black
or white, all or nothing, good or
bad. A similar view of the world
can be recognised in literature.
Since time immemorial, gen-
erations of children have been
brought up next to imaginary
worlds of fairy tales, myths and
superhero stories. These stories
directly and vividly illustrate
basic principles and models of
human behaviour, using clear and
bare black-and-white personality
archetypes. Jungian protagonists
are easily recognized — the wise
old man (Senex), the eternal boy
(Puer aeternus), the trickster, etc.
The hero’s power and strength are
often manifected mateiiaily as
well, through a beloved symbol/
talisman/totem.

Using the theme of superheroes
as a familiar, cheerful, relaxing
and motivating background, the
workshop penetrates the existing
dynamics of the participants’
relationship. Just like two sides of
the same coin, head and tail, this
way we seek our own reflection,
similarities and differences

in each other. The aim of the
workshop is to detect and convey
polarities, specificities, beauty
and special powers of a particular
interrelationship, using the elabo-
ration of the concept and shaping
a new magical object (talisman).

WORKSHOP LEADERS

Neva Capin (MSc in Psychology)
& Mia Bogovac (Manufakturist)
Faiticipants: 10 (five pairs)
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Inside out - rastavi sastavi /
Deborah Husti¢ & Masa Milovac

Kroz analizu jednog svakodnevnog uporabnog predme-

ta, na radionici ¢e se promatrati koji su aspekti dizajna

i tehnologije kljuéni da bi predmet postao proizvodom.
Treba li svaki proizvod dizajniranu i sofisticiranu ‘masku’, ili
je upravo ljepota tehnoloske jednostavnosti odgovorna za
nase opsesije dobrim proizvodima? Polaznici ¢e tako svaki
pojedinacno raditi na uredajima koji ¢e u konacnici reflekti-
rati karakter osobe koja se bavila njihovim makeoverom

i prenamjenom prema svojoj mjeri i viziji. Zato krenimo

u proces dekonstrukcije! Rastavimo taj na$ svakodnevni
(uporabni) predmet i napravimo na njemu svoj upgrade
prema vlastitim potrebama. Sudionici ée nauciti kvalitetno
i kreativno rastaviti ku¢anske aparate (stari mikser, mlinac
za kavu, fen, ventilator, elektri¢nu éetkicu za zube, aparat
za depilaciju, haubu za su$enje kose) koje ¢e polaznici
donijeti sa sobom. Nakon toga ¢e rastavljene dijelove elek-
tronike hakirati, lemiti i spajati u nove, koje ée povezivati

s LED diodama, malenim motori¢ima, baterijama i inim
elektriénim komponentama sa svrhom stvaranja vlastitog

kuéanskog super-aparata!

VODITELJICE Deborah Husti¢ (Radiona.org)
& Masa Milovac (Manufakturist)

Inside Qut - Assemble Disassembie
/ Deborah Husti¢ & Masa Milovac

Through the analysis of an every-
day usable object this workshop
will focus on the key aspects of
design and technology which
define this object as ‘product’.
Does every product need it’s
sophisticated ‘mask’, oris it ac-
tually the beauty of technological
simplicity which is responsible
for our obsession with good
products? Participants will each
work individually on appliances /
products which will eventually r2-
flect the character of the person
who reshaped it according to his
or her own measure or vision. Sc
let’s start deconstructing! Let’s
disassemble this everyday usable
object and upgrade it according
to our needs! Participants will
learn how to take apart old home:
appliances (such as a blender,
coffee grinder, fan, blower, elec-
tric tooth-brush, shaver, hair

bonnet dryer) which they will
bring with themselves. After-
wards they’ll learn how to hack,
weld and combine disassembleci
parts, connect them to LED lights,
small electric motors, batteries
and other electronic components
effectively creating their own
home Superappliance!

WORKSHOP LEADERS
Deborah Hustié (Radiona.org) &
Masa Milovac (Manufakturist)
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Mikrosuradnje / Dario Devic

Uzrokovana sve Sirom dostupnoscu kulturnih proizvoda
putem Interneta kao vrlo usmjerenog, a ipak masovnog
medija, fragmentacija scene nezavisne i male kulture kao
pozitivnu posljedicu ima veci broj sve manjih, ciljanih
dogadaja. Koncerti stranih izvodaca za stotinjak ili manje
posjetitelja, filmske projekcije i radionice za desetak za-
interesiranih ili pak tekstovi o vrlo uskim granama kulture
danas su Cesti na hrvatskoj sceni. Ovakvi se mikrodogadaiji
i mikroprojekti najcesée odvijaju uz mikrobudzete — ako
budZeta uopée imaju — pa se njihovo oglasavanje uglav-
nom usredotocuje na drustvene mreZe i sitne tiskane
materijale. Tu komunikaciju ipak treba dizajnirati, i tu se
stvara nova vrsta suradnje dizajnera i klijenta, gdje dizajner
projektu ne pristupa kako bi zaradio, veé zbog osobne
strasti prema odredenoj kulturnoj nisi, te umjesto zapo-
slenika postaje dijelom kolektiva svog klijenta. Na primjeru
vlastitih suradnji s Kino klubom Zagreb, glazbenom udru-
gom Ziva muzika te kulturnim dvotjednikom Zarez, graficki
dizajner Dario Devi¢ pobliZe ¢e vam predstaviti ovaj modus
suradnje dizajner-klijent, te polaznike upoznati s nekima
od njegovih najinteresantnijih protagonista. Radionica

je namijenjena studentima prve i druge godine dizajna ili
srodnih fakulteta, te maturantima.

VODITELJ Dario Devié (graficki dizajner)

Microcollaborations

Caused by the widening availabi -
ity of cultural products through
the internet as very focused, but
still mass media, the scene frag-
mentation of an independent and
small culture results in a positive
consequence — a greater numbe*
of smaller, more targeted events.
Foreign performers’ concerts for
a hundred visitors or less, film
screenings and workshops for a
dozen interested visitors, or texts
on very non-mainstream brancir-
es of culture today are frequent
on the Croatian scene. Such
micro-events and micro-projects
commonly occur along with mi-
cro-budgets — provided that they
have a budget in the first place

— and their advertising focuses
primarily on social networks and
small printed materials. This
communication still needs to be
designed, and a new type of co-
operation between the designer
and the client is created thereby,
the one in which designers do nct
engage in projects for the sake of’
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necause of their own personal
passion for a specific cultural
niche, and, instead of employ-
ees, they become a part of their
clients’ collective themselves.
Through the example of his

own cooperation with Kinoklub
Zagreb, Ziva muzika music
association and Zarez cultural
biweekly, graphic designer Dario
Devi¢ will give you an insight into
such mode of designer-client
cooperation, and introduce the
participants to a number of his
most interesting protagonists.

The workshop is intended for first-
and second year design students
or students of related studies,

and high school graduates.

WORKSHOP LEADER
Dario Devié (graphic design|
PARTICIPANTS 6-8

Moksito / Luft

Tim Luft je na Danu D 2013, tada pod imenom TMNT, za-
sluZio posebno priznanje za svoj projekt Sahtban. Polaznici
radionice ¢e pomod¢u inovativne, ‘siromagne’ tehnike tiska
(koju su osmislili élanovi Lufta) otiskivati vlastite vizuale
na majice. Obi¢na mreZa za komarce zamijenit ée finu sito
svilu, a rezultat ¢e biti fantasti¢ni i autentic¢ni pikselizirani
otisci. Svaki polaznik radionice dobit ¢e majicu/e koje
otisne, a naudit ¢e i jednu novu tehniku koju ée voditelji
nesebicno podijeliti sa svima. Do naziva projekta doslo je
zamjenom mjesta slova S i K u rije¢i ‘moskito’ (mosquito), i
tako je nastala nova rije¢ Moksito, koja u sebi sadrZi i rije¢
sito (screen).

Moksito

During the D day 2013, the team
formerly known as TMNT, earned
a honorable mention for their
project Sahtban. This year they
will present themselves with a
workshop called Moksito. The
idea is to use a ‘poor’ silk-screen-
ing technique based on mosquito
net, for printing on shirts. The
results will come in forms of
fantastic and authentic pixelated
prints. Every participant will get
a shirt to print on using a new
technique developed by Luft. The
project is named after the word
‘moskito’ (mosquito), by shifting
the letters S and K. The new word
‘mok-sito’ (sito in Serbian means
silk-screen) is a basis for the new
brand Moksito.
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ALUO to go / Akademija likovnih
umjetnosti i dizajna, Ljubljana

Dizajn se mijenja. Edukacija se mijenja. Mijenja li se i edu-
kacija u dizajnu? Mogu li studenti sudjelovati u promjeni
sustava koji najvise utjece na njihov buduéi profesionalni
razvoj? IzloZzba ALUO to go propituje nove principe eduka-
cije u podrudju dizajna upravo iz studentske perspektive.
Predstavljanje Akademije likovnih umjetnosti i dizajna
(ALUO) pri Sveudilistu u Ljubljani zasniva se na zajednié¢-
kom koncipiranju tema, timskom radu i kombiniranju tra-
dicionalnih vjestina vizualizacije s novim metodama istra-
Zivanja i konceptualnog rada. Na ovaj nacin, posjetitelji
mogu sudjelovati u stvaranju prostora izloZbe i steci dojam
o aktivnostima koje ALUO organizira. Zelimo uspostaviti
mreZu ljudi koji doprinose razvoju ALUO i zacrtavaju nove

trendove u edukaciji dizajnera na Sirem podruéju regije.

ALUO to go / Academy of Fine Arts and Design, Ljubljana

Design is changing. Education is
changing. Is education for design
changing as well? Can students
participate in the changing of a
system that most affects their
future professional development?
The exhibition ALUO to go is test-
ing the new principles of design
education as presented by the
students. The presentation by the
Academy of Fine Arts and Design
(ALUO), University of Ljubljana, is
based on a joint creation of the
themes, team work and combin-
ing the traditional visualization
skills with the new methods of
research and conceptual work.

Thus, visitors can help create the
exhibition space and get a feel
for the activities organized at the
ALUO. In this way, we wish to set
up a network of the people con-
tributing to the development of
the ALUO and outline new trends
in design education in the area of
our wider region.
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DVK UMAS / Split

QOdsjek za dizajn vizualnih komunikacija Umjetnicke akade-
mije Sveucilista u Splitu predstavlja se odabirom kom-
pleksnih, preteZzno zavrsnih i diplomskih, radova. Prezen-
tirani radovi zapravo predstavljaju presjek kroz obrazovni
proces Odsjeka na preddiplomskoj i diplomskoj razini, koji
obuhvacéa Sirok raspon sadrzaja od primijenjenog crtanja,
ilustracije, tipografije, layouta, ambalaze, sve do digitalnih
medija i dizajna interakcija. Zrinka Buljubasié izlaZe pi-
smo Latinovicz, te knjige Kamov i Povratak Filipa Latinovicza;
Iris Klarié sustav signalizacije za trajekte; Nikola KriZzanac
pismo Roland, plakat za knjigu Na Drini ¢uprija i plakat za
Vodié kroz Dioklecijanovu palaéu za slijepe; Martina Ukié
ra¢unalnu animaciju Aktivacije; Jakov §uran, takoder
animaciju Veli Jura; a lvan Milas projekt dizajna interakcija
J javnom prostoru Katalinko.
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DVK UMAS / Split

Odsjek za dizajn vizualnih komu-
nikacija Umjetnicke akademije
Sveucilista u Splitu predstavlja
se odabirom kompleksnih,
pretezno zavr$nih i diplomskih,
radova. Prezentirani radovi
zapravo predstavljaju presjek
kroz obrazovni proces Odsjeka

na preddiplomskoj i diplomskoj
razini, koji obuhvaca Sirok raspon
sadrzaja od primijenjenog crtanja,
ilustracije, tipografije, layouta,
ambalaZe, sve do digitalnih medi-
jaidizajnainterakcija.

Zrinka Buljubasi¢ izlaZze pismo
Latinovicz, te knjige Kamov i
Povratak Filipa Latinovicza; Iris
Klari¢ sustav signalizacije za
trajekte; Nikola KriZanac pismo
Roland, plakat za knjigu Na Drini
Cuprija i plakat za Vodi¢ kroz
Dioklecijanovu palacu za slijepe;
Martina Uki¢ ra¢unalnu animaci-
ju Aktivacije; Jakov Suran, ta-
koder animaciju, Veli Jura; a lvan
Milas projekt dizajna interakcija u
javnom prostoru Katalinko.
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SD danas / Studij dizajna, Zagreb

IzloZba predstavlja presjek recentnih radova s prakti¢nih
kolegija: vizualne komunikacije, industrijski dizajn, tipo-
grafija, ilustracija te dizajn interakcija. Odabrani projekti
predstavljaju Sirok raspon edukacije na Studiju dizajna
-- od oblikovno-konceptualnih vjezbi, preko suradnji s
gospodarskim subjektima iz realnog sektora, pa do teo-
rijsko-istraZivackog rada na diplomskim projektima. Dio
predstavljenih radova blizak je temi ovogodisnjeg Dana
D Dizajn na rubu, te se moZe promatrati kao svojevrsni
odgovor na istu.

SD today / School of Design, Zagreb

The exhibition presents a
selection of recent works made

In the practical courses: visual
communication, industrial designj
typography, illustration, and
interaction design. The chosen
projects showcase the large
scope of education at the School
of Design — from formative-con-
ceptual exercises, and coopera-
tion with economic subjects from
the real sector, to theoretical

and research work on graduation
projects. Part of the presented
works are close to the topic of
this year’s D-Day Design on the
edge, and can be seen as a certain
response to the same.



-y
Y

1ZLOZBA
EXHIBITION

gostujuce izlozbe

Ornament je zlocin (DA/NE?)
/ TTF, Zagreb

IzloZba Ornament je zlocin (DA/NE?) rezultat je istraZivanja
unutar nastave kolegija modnog dizajna diplomskog stup-
nja Tekstilno-tehnoloskog fakulteta Sveucilista u Zagrebu.
Pred studente je postavljen problemski zadatak promi-
§ljanja uloge ornamenta u suvremenom modnom dizajnu
uz referencu na poznata razmisljanja o funkcionalnosti i
ukidanju ornamenta koje pronalazimo u skupini eseja Ado-
Ifa Loosa Ornament i zlo¢in (1908.). Cilj rada nije bio zauzeti
gorljiv stav prema eliminaciji ili afirmaciji ornamenta, ve¢
pokusati sagledati obje strane te kroz prizmu danasnjeg
trenutka odgovoriti na oba pitanja jednako kvalitetno u
stilu dizajnerski postavljenog zadatka. DoZivljaj ornamen-
ta uvaZavajuci i Loosova razmisljanja s pocetka stoljeca
isprovocirao je kod studenata razli¢ite pristupe njegovu
shvaéanju od krajnje konceptualnih do striktno modnih.
MENTORICA PROJEKTA Jasminka Konéié, docent
ASISTENTICA | SURADNICA Josipa Stefanec, asistent
STUDENTI MODNOG DIZAJNA Matija Cop, Vedrana
Mastela, Petra Stankovié, Marcela Sahini, Sanja Svra-
Ika, Maja Vukovinski

FOTOGRAFIJA Vanja Solin za Matiju Copa, Karmen
Poznié / Oblak photography za Vedranu Mastelu
MODEL Ana B. (Talia) za Vedranu Mastelu

Ornament is crime (YES/NO?) / TTF, Zagreb

Ornament is crime (YES/NO?)
exhibition is the result of research
within the graduate course of
fashion design at the Zagreb
Faculty of Textile Technology. Stu-
dents were given the task to con-
template the role of ornaments

in contemporary fashion design
with reference to the well-known
thoughts on the functionality

and termination of ornaments
from Adolf Loos’ group of essays
Ornament and crime (1908). The
purpose of the task was not to
develop a bitter attitude toward
either the elimination or affirma-
tion of ornaments, but rather to
attempt to look at both sides of
the medal and confront them
equally through the prism of
today’s world, just as a designer
would. Taking into account

Loos’ opinions from the turn of
the 20th century, the students
yielded various approaches to
ornaments — from extremely con-

ceptual to strictly fashion-related.

MEENTOR prof Jasminka Kongéié, MA
ASSISTANT Prof Josipa Stefanec
STUDENTS Matija Cop, Vedrang
Mastela, Petra Stankovié, Marcela
Sahini, Sanja Svraka, Maja
Vukovinski

PHOTOGRAPHY Vanja Solin for
Matija Cop, Karmen Poznié / Oblak
photography for Vedrana Mastela
MODEL Ana B. (Talia) for Vedrana
Mastela
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$kola primijenjene umjetnosti
i dizajna / Zagreb

§PuUD — Skola primijenjene umjetnosti i dizajna u Zagrebu,
nekada Skola primijenjene umjetnosti, a jo$ prije Obrtna
Skola, ustanova je koja veé 131 godinu obrazuje adoles-
cente u podruc¢ju umjetnosti, primijenjene umjetnosti i
dizajna. Danas $PUD radi kao srednja umjetni¢ka $kola sa
éetverogodisnjim nastavnim programom kroz g razliitih
odjela. Tumaci se da su visokoskolske ustanove zapravo
one koje u potpunosti educiraju umjetnike i dizajnere, iako
se uCenici SPUD-a od ostalih razlikuju upravo po tome $to
su se kroz razdoblje adolescencije obrazovali u umjetnosti
te je u njima razvijen odnos prema umjetni¢kom djelovanju
tijekom sazrijevanja i oblikovanja njihovog bi¢a. Na izloZbi
Dana D predstavljamo radove 4 odjela: Odjel unutrasnje
arhitekture, Graficki odjel, Odjel keramike i Kiparski odjel.

GRAFICKI ODJEL

IMENTOR Vinka Mortigjija Anusi¢, prof.

Autorska abeceda: Dajana Peji¢, Dorotea Dugosija, Filip
Basi¢, Jovana Vlaisavljevié, Ljubica Golubic, Lucija Mande-
ki¢, Marija Mati¢, Martina Gluhinié, Patricia Prevarek, Tea
Novak, Vinko Prsa, Zdenko Miksa.

ODJEL ZA DIZAJN KERAMIKE

Mateo Zugéi¢ — Obluci, 2012., MENTOR Lucija Gudlin, prof.
Mislav Zlatar — Make it your way, 2012., MENTOR Lucija
Gudlin, prof.

Petar Fabris — Misticni monoliti, 2013., MENTOR Bojana
Svertasek, prof.

KKatarina Smeh — Rupe, 2013., MENTOR Lucija Gudlin, prof.

KIPARSKI ODJEL

MENTOR Miroslav Saboli¢, prof.
Mirna Savi¢ — Hodalica, 2011.

Jelena Mavri¢ — Tapas, 2009.

Ozren Kecerin — Bestek, 2010.
Anamarija BiljeSkovi¢ — Pladanj, 2012.

ODJEL UNUTRASNJE ARHITEKTURE

MENTOR Filip Pintari¢, prof.

Ivana Jandri — Roll

Petar Novak — Kolekcija 041: (stoli¢ Kompozicija Br. 6,
polunaslonja¢ Kompozicija Br. 7, visoki stolac Kompozicija
Br.8)

Maja Prelec — Kolekcija 041 (Stoli¢ Av, Stolica db)
Martina Koprivnjak — Meander

Tony Volf — Sibicar

Darija Cipri$§ — Possibility

School of Applied Arts and Design / Zagreb

SAAD — School of Applied Arts
and Design in Zagreb, the former
School of Applied Arts, and even
before that the School of Crafts is
an institution which has been ed-
ucating adolescents in the fields
of art, applied arts and design for
the last 131 years. Today, SAAD
functions as a secondary artistic
school with a four-year program
and nine different departments.
It is usually said that institutions
of higher education produce
artists and designers, but SAAD
students stand out precisely
because their adolescence was
spent in art and they developed
arelation towards artistic work
as they matured and formed as
people. At the D-Day exhibition,
vre present works from 4 Depart-
ments: Department of Interior
Architecture, Graphic Depart-
nment, Pottery Department, and
the Sculpting Department.

GRAPHIC DEPARTMENT
MENTOR Vinka Mortigjija Anusi¢,
prof.

Authorial alphabet: Dajana Pejic,
Dorotea Dugosija, Filip Basi¢,
Jovana Vlaisavljevic, Ljubica
Golubié, Lucija Mandeki¢, Marija
Mati¢, Martina Gluhinié, Patricie
Prevarek, Tea Novak, Vinko Prsa,
Zdenko Miksa.

ODJEL ZA DIZAJN KERAMIKE
Mateo Zuggié¢ — Obluci, 2012.,
MENTOR Lucija Gudlin, prof.
Mislav Zlatar — Make it your way
2012., MENTOR Lucija Gudlin,
prof.

Petar Fabris — Mystical Monoliths,
2013., MENTOR Bojana Sver-
tasek, prof.

Katarina Smeh — Holes, 2013.,
MENTOR Lucija Gudlin, prof.

SCULPTING DEPARTMENT
MENTOR Miroslav Sabolié, prof.
Mirna Savié¢ — Walker, 2011.
Jelena Mavri¢ — Tapas, 2009.
Ozren Kecerin — Cutlery 2010.
Anamarija Biljeskovi¢ — Platter
2012.

DEPARTMENT OF INTERIOR
ARCHITECTURE

MENTOR Filip Pintari¢, prof.
lyana Jandri — Roll

Petar Novak — Collection 041 (ta-
bble Composition no. 6, seat with a
semi-back Composition no. 7, high
chair Composition no. 8)

Maja Prelec — Collection 041
(Table Av, Chair db)

Martina Koprivnjak — Meander
Tony Volf — Small-time trickster
Darija Cipri$ — Possibility
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Sjeverna granica / Sveuciliste Sjever,

Varazdin / Koprivnica

IzloZba Sjeverna granica dvodijelna je prezentacija radova
Odjela medijskog dizajna Sveucilista Sjever. S jedne strane,
izloZba predstavlja nekolicinu studentskih radova druge
godine nastalih u okviru kolegija Dizajn u novinama i ¢aso-
pisima i Promotivni dizajn &iji se pristupi u odredenoj mjeri
dotic¢u eksperimenta. Drugi dio izloZbe je prezentacija
vizualnog identiteta SveuciliSta kojeg potpisuju predavaci
Odjela medijskog dizajna.

Vizualni identitet SveudiliSta Sjever semanticki se otklanja
od prve asocijacije geografskog sjevera uvjetovanog ma-
gnetskim poljem zemlje; u svom crvenom izdanju odmice
se i od temperaturne hladnoce koju sjever konotira; kao i
od grbolikih oblikovnih stereotipa ostalih hrvatskih sveuéi-
lista. S obzirom na svoju vaznost i znacaj za sredinu u kojoj
nice novo sveuciliSte se oblikovno-znacéenjski pozicionira
kroz temu ‘centra’ koja postaje osnov dizajna ovog entiteta.
Sjever (kao imenica) centar je razmjene znanja, katalizator
drustvenih i gospodarskih zbivanja okoline u kojoj sveudili-
ste djeluje, profesionalne orijentacije studenata i definicije
struka koje se na Sveudilistu poducavaju. Vizualni identitet
veZe se i na tradiciju Lepoglavskog sveucilista jedne od pr-
vih visokoskolskih obrazovnih institucija na ovom podrugju,
g duboko je inspiriran promisljanjima, Zivotom i djelom
prof. Ladislava Galete. Grafickom formom sjecista pravaca,
uvijek po sredini formata aplikacije, sveuciliSte oznacava
$voj teritorij, integrira se, poistovjecuje s njime... pritom

u svakom svom i najmanjem segmentu sadrZi virtualnost
cjeline. Oznaceno postaje oznaditelj.

IZLOZENI SU | SLJEDECI RADOVI STUDENATA
Mihael Miklosié: Straight Edge

Blanka Stambuk: Plac Zoom

Leopoldina Jovanovski: Gradski bazeni Varazdin
Viktorija Gaspari¢: Med

Oliver Potoc¢nik: Alternativni glazbeni magazin

Karim Jarnjak i Slobodan Popratnjak: Novine bez vijesti

The Northern Border / University North,
Varazdin / Koprivnica

The Northern Border exhibition is
@ two-part presentation of works
from the Department for media
design of the Sjever University.
0On the one side, the exhibition
shows a number of students’
projects from the second year

of graduate studies within the
Newspaper and magazine design
and the Promotion design cours-
es. The second part of the exhibi-
tion presents the visual identity
of the Sjever University designed
by teachers at the Media design
department.

The visual identity of the Sjever
University semantically steps
away from it’s immediate
association with the geographic
North and the Earth’s magnetic
field. With it’s red color it is also
disassociated from the cold
temperature which is usually
implied in this context, as well
as the heraldic stereotypes
cultivated by most traditional
Croatian universities. Consider-
ing it’s importance for the local
enviroment, the new university
positions itself visually and
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symbolically through the motif of:
the ‘center’ which becomes the
basis for the design of this new
entity. North (as a noun) is the
center for knowledge exchange, a
catalyst for social and economic
processes in the university’s
immediate enviroment, the
students’ professional orientatior
as well as the definition of the
professions taught at the univer-
sity itself. The visual identity is
also connected to the tradition of
the University of Lepoglava, one
of the first academic institutions
in this area, and is deeply inspired
by the life and work of professor
Ladislav Galeta. With it’s graphic
form, defined by intersecting
lines always at the center of the
image, tire-University marks it’s

- MED

oo

HO0A SUNA MEDENA APOTERA.
HETHERA w9 BRUGOS LITKA

territory, integrates and identifies
with it. At the same time, even
the smallest segment of the de-
sign also contains the virtuality of
the whole. The signified becomes
the signifier.

THE FOLLOWING STUDENTS’
WORKS ARE SHOWN

Mihael Miklosi¢: Straight Edge
Blanka Stambuk: Plac Zoom
Leopoldina Jovanovski: VaraZdin
city pools

Viktorija Ga$pari¢: Honey
Qliver Poto¢nik: Alternative
music magazine

Karim Jarnjak i Slobodan
Popratnjak: Newspapers
without news
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Ministry of Pleasure
/ Public Room, Skopje

Mada u svijetu makedonskog dizajna zasad jos nema toliko
reprezentativnih primjera koji se mogu mirne duse pred-
Skopja uspjela je osmisliti postav s Cetiri renomirane i na-
dolazecée robne marke, uvjerljivo vodeée u novom produkt
dizajnu. Ono Sto ove robne marke izdvaja izmedu mnogih
drugih je ¢injenica da su one u vrlo kratkom razdoblju
uspjele jasno i privlaéno ispisati i ispripovijedati svoju pri¢u
i na lokalnom i na globalnom nivou. Zavar Design danas je
i dalje lider u podrucju osvijesteno dizajniranih proizvoda u
Makedoniji, tako $to ne prekida svoj ciklus ponude novih i
inovativnih proizvoda od nehrdajuceg Celika, kao i ostalih
proizvoda od razli¢itih metala, podjednako na domaéem

i stranom trZiStu. Kolaborativni proces rada cijele tvrtke,
ojacan suvremenom tehnologijom, doveo je do Siroke
distribucije originalnih proizvoda na svim kontinentima.
Frisko lansirane marke, Tvornica i Nina Nineska, prika-
zuju pak drugacije menadZerske i dizajnerske vjestine i
sposobnosti, koje takoder podrazumijevaju optimalan i
odrZiv pristup trZiSnom pozicioniranju, te mogu posluZiti
kao obrazac mladim dizajnerima pred velikim izazovom
implementacije svojih ideja u trZiSno isplative proizvo-

de i koncepte. Kolektiv Tvornica kreirao je vlastiti mali
proizvodni pogon, otvoren za suradnju i uporabu i drugim
dizajnerima i umjetnicima. Takoder, dio svoje produkcije
ostvaruju u suradnji s lokalnim tvornicama, dok Nina
Nineska temelji svoju produkciju na partnerskom timskom
radu i sve prisutnijem outsourcingu. Inspirativnim proizvo-
dima namijenjenima djeci, Lotus Lounge Chair izrazito

su povecali svoju prisutnost na trZistu, te se njihov dizajn

redovito prodaje putem specijaliziranih regionalnih duéana.

Jednostavnost i dostupnost ostaju klju¢ne karakteristike
njihovih proizvoda. Ova probrana selekcija makedonskog
produkt dizajna putujuéi je postav koji putuje po regional-
nim ovogodi$njim festivalima s ciljem poticanja razmjene
iskustava i ideja, te medunarodne suradnje izmedu razli-
citih dizajnera, tvrtki i udruga. Public Room razumije taj
proces kao vitalnu komponentu izgradnje i pozicioniranja
balkanske scene u globalnim okvirima dizajna.

Ministry of Pleasure / Public Room, Skopje

Athough the world of Mace-
donian design still has few
representative examples which
could safely be presented to the
national and international public,
the Public Room initiative from
Skopje managed to create a pre-
sentation with four established
and on-coming labels, convinc-
ingly leaders in new product
design. What makes these labels
stand out is the fact that they
have managed to tell their storie;
in a clear and attractive mannerin
a short period of time, and did it
on a national and global level. Za-
war Design is still a leader in the
field of design aware products in
Macedonia, due to the fact that i$
does not end its cycle of present-
ing new and innovative stainless
steel products, and products
made of other metals, on the

national and international market.

The company’s collaborative
work process, supported by mod-
ern technology, resulted in the
wide-spread distribution of orig-
inal products on all continents.
Freshly launched labels, Tvornica
and Nina Nineska, show how
different managerial and designer
skills and abilities, which also in-
clude an optimal and sustainable
approach to market positioning,
and can serve as a template for
young designers facing the big
challenge of implementing their
ideas into marketable products
and ideas.

The Tvornica collective created
its own little production center,
open for cooperation and use

by other designers and artists.
Also, part of its production is
achieved in cooperation with lo-
cal factories, while Nina Nineska
bases its production on partner
teamwork and the ever-present
outsourcing. With their inspiring
products intended for children,
Lotus Lounge Chair significantly;
increased their presence on the
market, and their design is sold
regularly at specialized regional
stores. Simplicity and availability
remain the key characteristics

of their products. This tedious
selection of Macedonian product
design is a traveling presentation
going to all regional festivals this
year with the aim of encouraging
the exchange of experience and
ideas, and international coopera-
tion between different designers,
companies and services. Public
Room sees this process as a vital
component of building and po-
sitioning the Balkan scene in the
global design framework.
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(Est)etika nacionalizma:
Dizajn za turbo-folk VOL.2

IstraZiva&ki projekt (Est)etika nacionalizma: Dizajn za
turbo-folk analizira tu supkulturu s osnovom u glazbenom
izrazu karakteristicnom za srpski drustveni kontekst 9o-
ih godina. Rijec je o arhetipskom iskazu nacionalisticke
ideologije u post-jugoslavenskoj pop-kulturi, koji je svoj
pandan u hrvatskom okruZenju imao u ‘cro-danceu’, te
popularnim ratni¢kim i patriotskim budnicama iz prve po-
lovice go-ih godina. IzloZba se fokusira na dizajn vizualnih
komunikacija kao vaZzan element koherentnosti turbo-folk
supkulture, te one aspekte njegove metodologije koji

su pridonijeli masovnoj popularnosti te glazbe medu
najsirim slojevima stanovnistva. Stoga izlozba kronoloski
tijek razvoja dizajna za turbo-folk prikazuje komparativ-
nim postupkom na podrucju veceg dijela regije, isti¢uci
nekolicinu temeljnih izvodaca, koji su podjednako svojom
glazbom i vizualnim izricajem od pocetka karijere ocrtali
puni krug. Na izloZbi su zastupljeni odgovarajuéi primjeri
omota njihovih ploca, cD-a i glazbenih spotova. Bududéi da
je dizajn (odnosno industrijsko oblikovanje) desetlje¢ima
bio vazan element socijalisticke kulture, logi¢no je da se i
u njemu ogledala erozija njenih temelja koja je sredinom
80-ih veé definitivno uzela maha. Kao most izmedu ‘elitne’
i ‘masovne’, odnosno ‘popularne’ kulture, dizajn je vlastirra
postao pogodan alat uspostavljanja ideoloskih obrazaca

s kojima se stanovnistvo bivsih federativnih republika
trebalo identificirati, a pritom je koristen i kao sredstvo
sublimacije gradanskog neposluha, udruzen s glazbom i
ostalim pop-kulturnim sadrZajima. Zaklju¢no, interpre-
tacijom ovog fenomena postavlja se pitanje o kriterijima
stru¢nog vrednovanja dizajna za turbo-folk. U sivoj zoni
izmedu ‘dobrog’ i ‘lodeg’ otvorio se vakuum koji je zbog
svoje estetske i simboli¢ke prilagodljivosti mogao usisati
kojesta i uciniti to ne samo drustveno prihvatljivim, nego i
poZeljnim. Taj vakuum s nesmanjenim intenzitetom postoji
i dan-danas, u velikoj mjeri odredujuéi nase Zivote.

AUTOR I1ZLOZBE Bojan Kristofié¢

(Aesth)etics of nationalism:
Design for turbo-folk VOL.2

The research project (Aesth)etics of
riationalism: Design for turbo-folk
gnalyzes this subculture, based on
& musical expression pertaining
to the Serbian social context of
the 1990s. We are dealing with

an archetypal expression of
nhationalistic ideology in post-Yu-
Zoslavian pop culture, which

had a counterpart in Croatian
‘¢ro-dance’ and popular military
and patriotic songs from the first
half of the 1990s. The exhibition
focuses on visual communication
cesign as an important element
of the coherence of the turbo-folk
subculture, and on those aspects
of its methodology which con-
tributed to the mass popularity of
this type of music in the widest
possible layers of society. That

's why the exhibition portrays

the development of design for
turbo-folk through a comparative
approach including a larger part
of the region, emphasizing several
groundbreaking performers who
drew full circles in their ca-

reers, both by their musical and
visual expressions. The exhibitior
includes noted examples of the
covers of their records, CDs and
music videos. For decades, design
(that is, the industrial formatting)
has been an important element

of socialist culture, and has, log-
ically, reflected the erosion of its
foundations which had definitely
taken hold by the mid-1980s. As

a bridge between the ‘elite’ and
mass’, that is, ‘popular’ culture,
design became a tool used by

the government to establish
ideological patterns which the
population of the former federal
republics could identify with, and
was also used as a means to sub-
limate citizen insubordination in
combination with music and other
pop culture content. Conclusively,
oy interpreting this phenomenon,
the question arises about the
criteria of professional evaluation
of design for turbo-folk. In the grey
zone between ‘good’ and ‘bad’, a
vacuum appeared which could,
due to its aesthetical and symbolic
adaptability, take in anything and
turn it into something not only
socially acceptable, but desirable.
That vacuum still exists today, has
lost none of its intensity, and still
greatly determines our lives.

«

AUTHOR OF THE EXHIBITION
Bojan Kristofié¢

TO DRAGI
NE PITA)

FOTOGRAFIJE
Zvonimir Ferina
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Transfer 1995.- 2010.
Otvoreni arhiv VOL.3

Vise je razloga za izloZbu o Transferu danas, tri godine
nakon prestanka njegova emitiranja. Jedan je sama mo-
gucnost zahvacanja u golemu dokumentaciju o zbivanjima
u podrucju suvremenih kulturnih i umjetnickih praksi u
Hrvatskoj, regiji i Sire, uklju€ujuéi i uvid u kriticka razmislja-
hja aktera same scene, njihova o¢ekivanja, rezultate i
projekcije za buduénost kroz petnaest godina u kojima je
Transfer predstavljao jedno od sredi$njih mjesta medijacije
iste te kulture. Drugi razlog je sam status Transfera kao
medijskog proizvoda javne televizije o ¢ijoj viSeznacno-

sti govori ¢injenica da je s jedne strane kompletan arhiv
emisija ustupljen na koriStenje zagrebackom Muzeju
suvremene umjetnosti za potrebe edukacijskih tocaka,
dok je s druge strane istodobno u sadrZzajnom, formalnorp,
produkcijskom i medijskom smislu bez ikakve sumnje rije¢
o eksperimentu €esto daleko izvan granica ondasnjeg i da-
nasnjeg televizijskog i umjetnickog mainstreama te dubo-
ko ukorijenjenom u samu scenu gotovo kao njen integralar)
dio. MreZa suradnika i sudionika iz danasnje je perspektive
impresivna — kao novinari, reporteri i snimatelji o sadrZaju
Transfera brinuli su se u brojnim slu¢ajevima upravo oni
autori koji su i sami bili akteri umjetnickih dogadanja koje
je Transfer pratio — od medijske umjetnosti, preko dizajna,
stru¢nog i teorijskog izdavastva, aktivizma do kazaliSta i
suvremenog plesa. Sto danas ¢&ini prepoznatljivi ikonié-

ki identitet Transfera? Jednim dijelom svakako efektne
scenografije Svena Stilinovi¢a i Davora Antoli¢a Antasa u
prvoj, i HTV-ovog kuénog dizajnera Dinka Cepaka u drugoj
fazi, analogni i digitalni montaZerski trikovi kao proizasli iz
davnih i nikad snimljenih sf-filmova. Ali daleko najviSe Cine
ga svi vizualni sadrZaji koje je Transfer, dokumentirajudi ih,
upio u sebe kao svoj integralan dio — od titrajucih ekrana

i zaudnih tehnoloskih instalacija na izlozbama medijske
umjetnosti, preko prisvojenih vizuala kojima su se ilustrirali
apstraktni teorijski iskazi, do lica bezbrojnih protagonista
progresivnih zbivanja koji argumentiraju, obrazlazu i brane
svoje umjetnicke i teorijske pozicije. U pripremama za

ovu izloZbu, sredujuéi arhiv svih 250 dostupnih emisija za
pregledavanje, bili smo ponovno izloZeni svom tom kaoti¢+
nom vizualnom, komunikacijskom, konceptualnomi ¢isto
ljudskom intenzitetu Transfera. Taj intenzitet je ono Sto
vam Zelimo prenijeti. (vi$e: http://dizajn.hr/#/1477)

AUTORI 1ZLOZBE Marko Golub i Gordana Brzovié
DIZAJN Dejan Krsi¢ i Oleg Suran
VIDEO ARHIV EMISIJA ArhivHRT-a

PRODUKCIJA HDD

Transfer 1995-2010 / Open archives VOL.3

There are numerous reasons for
doing an exhibition about Transfer
today, three years after it stopped
broadcasting. One of themis the
sole possibility of going into the
vast documentation about events
in the fields of contemporary
cultural and artistic practices in
Croatia, the region, and wider,
including an insight into the
critical thinking of participants,
their expectations, results and
projections for the future through
the fifteen years when Transfer
was one of the focal points of
mediation for culture. The second
reason is the fact that the status
of Transfer as a media product of
public television, the polysemy of|
which is attested to the fact that
itis, on one hand, a complete
archive of shows given over to the
Museum of Contemporary Art for
educational purposes, while, on
the other hand, it is, with respect
to its content, form, production
and media, undoubtedly an
experiment often far outside the
borders of the then accepted, as
well as today’s television and
artistic mainstream, and is deeply
rooted in the scene itself, almost
as its integral part.

From today’s perspective, the
network of associates and partic-
ipants is impressive — as journal-
ists, reporters and cameramen,
the content of Transfer was fre-
quently taken care of by precisely
those authors who participated
in the artistic events followed by
Transfer — from media arts, design,
professional and theoretical pub-
lishing, and activism, to theatre
and contemporary dance. What
constitutes the iconic identity

of Transfer today? Partially the
imposing scenography created by
Sven Stilinovi¢ and Davor Antoli¢
Antas in the first, and Croatian
Radiotelevision’s in-house de-
signer Dinko Cepak in the second
phase, as well as analogue and
digital editorial tricks which seem
to originate in ancient never
recorded SF movies.
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But it is mostly defined by AUTHORS OF THE EXHIBITION
visual content which Transfer Marko Golub and

had, through documenting Gordana Brzovié

them, absorbed unto itself as DESIGN Dejan Krsié

its integral parts — from the and Oleg Suran

vibrating monitors and wondrous | SHOW VIDEO ARCHIVES
technological installations on Archives of the Croatian
media art exhibitions, adopted Radiotelevision

visuals illustrating abstract the- PRODUCTION

oretical expressions, to the faces Croatian Designers

of innumerable protagonists of Association

progressive events who discuss,
explain and defend their artistic
and theoretical attitudes. While
preparing for this exhibition, or-
ganizing the archives with all 250
available shows, we were once
again exposed to all the chaotic
visual, communicational, concep-
tual and purely human intensity
of Transfer. This intensity is what
we want you to experience. (see
more at://dizajn.hr/#/1477)

dizajneri
baratar jochim orudem.
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Dozvoljeno plakatiranje

U samom pocetku, projekt Plakatiranje je s jedne strane
trebao posluZziti kao sredstvo promocije i prepoznavanja
jos jednog portala u moru drugih, a s druge kao offline
ekstenzija nastojanja Vizkulturine skupine entuzijasta ne
samo da promoviraju scenu, nego i da sudjeluju u nje-

noj Zivosti i otvore joj novi kanal komunikacije u javnom
prostoru. U prvom slu¢aju, sigurno da su plakati s adresorn
portala Vizkulturi donijeli i prve klikove, a njihovi autori
daljnjim dijeljenjem svojih prinosa projektu cijeli fenomen
uCinili viralnim. No stavimo li na stranu promotivni aspekt
projekta, ono Sto Plakatiranje u Sirem smislu ¢ini zanimlji-
vim upravo je njegov zapanjuju¢i mobilizacijski u¢inak na
sceni te njegov kapacitet da oZivi medij plakata kao mjesto
na kojem se artikuliraju neka od bitnih drustvenih i kul-
turnih pitanja. Do trenutka realizacije izloZbe na poziv se
odazvalo 56 autora, a produkcija je varirala unutar relativno
Siroko postavljenog koncepta. Jedna prepoznatljiva linija
svakako je ona iz koje se moze ¢itati kronologija akutnih
drustvenih i politi¢kih tema koje su obiljezile proteklu
godinu — ambivalentne reakcije na euforiju oko primanja
Hrvatske u Europsku uniju, sramotni referendum o definici-
ji braka, zagovaranje zabrane ¢éirilice i drugi populisticki
izljevi ksenofobije, te manje ili viSe izravni komentari
socijalnog i ekonomskog stanja u zemlji. Drugu tematsku
liniju €ine plakati koji zagovaraju vaznost vizualne kulture,
dizajna i umjetnosti u Sirem kontekstu, ili pak agitiraju

za njihovo odgovornije i angaZiranije promisljanje. Tre¢a
grupa plakata odraZava unutarnju problematiku samog
medija plakata, subvertira konvencionalne standarde
vizualnog komuniciranja ili pak drsko ironizira same pa-
rametre projekta u sklopu kojeg su nastali. Posljednji niz
autora sluZi se plakatom kako bi u javni prostor infiltrirali
vlastite opsesije, trenutacna zapazanja ili sitne stvari iz
svakodnevice u izravnoj i pomalo osobnoj konfrontaciji

s prolaznicima. Neki od plakata svoje poruke isporucuju
direktno u lice promatraca, dok drugi zahtijevaju temeljitije
citanje i traZenje odgovarajucih referenci, no u konacnici,
ono $to objedinjuje svu ovu produkciju jest strastvena
Zelja za komunikacijom. Zavidan odjek projekta i leZi
upravo u simboli€énom pozivu na ponovno osvajanje javnog
prostora i na rehabilitiranje plakata kao nekad moénog, a
danas marginaliziranog medija, degradiranog oglasivackim
kliSejima i izguranog s ulica u korist agresivnih billboarda ili
tragikomicnih kanti za smece koje se odnedavno prodaju
pod oglasni prostor.

AUTOR PROJEKTA lvan Dorotié
TEKST Marko Golub
PRODUKCIJA IZLOZBE HDD

ZASTUPLJENI AUTORI Ana Labudovi¢ & Matea Jocié,
Babushke, BooBoo Tannenbaum, Bunch, Dario Devié i
Hrvoje Zivéié, Draga Komparak, Drugo Uho, Dujmenovié

/ Mlinarié, Dunja Jankovi¢, Buki¢Pavlovi¢, Ena

Bacanovié, Ena Jurov, Fahrenheit, Fiktiv, Filip Pomykalo,
Frani¢&Stekovi¢, Goeklektik., Igor Kuduz, lvan Antunovi¢,
Ivan Klis vs Damir Prizmié, lvo Matié, lvorin Vrka$ (Rational
International), Katarina Zlatec i A. Z. Stolica, Kazinoti-
Komenda, KreSimir Grancari¢ i Sandra Mrksi¢, Kuna
Zlatica, Lana Cavar, Narcisa Vukojevi¢, Leo Vinkovié, Lina
Kovacevié, Luka Vuci¢, ManasteriotticoMari¢, Marko
Hrastovec, Marko Prpi¢ Zets, Matija Raos, Mireldy,
MKF&AT, Niko Mihaljevi¢, Nikola Burek, Nina Bacun i
Goran Jovanovié, Nora Turato, Oaza, OKO, Oleg Suran,
Pero Vojkovi¢, Petra BlaZinci¢, Poop Studio, Sensus Design
Factory, Sonda, Sretan Bor, Studio Borci¢ i Tanja Prlenda,
Superstudio 29, Sesnié¢ & Turkovié, Timy Sarec, Utorak

+ Luka Juras, Vedran Kasap i Vanja Cuculi¢ te Vedran
Klemens
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Posters Allowed

In the very beginning, Posteriza-
tion project was in part meant

to be just means of promotion
and recognition of a sole website
among a whole bunch of others,
but on the other hand, it was also
cdevised as an offline extension

of the activities of Vizkultura’s
enthusiasthic crew, which didn’t
only strive to promote regional
al'ts & design scene, but to
intensively participate in its lively
atmosphere, too. Moreover, an
important aim of the project

was to open scene’s brand new
communication channel in public
space. In the first case, it’s pretty
sure that posters with a written
link to Vizkultura’s domain
brought it a first share of clicks,
and their authors and broader
public gave project a viral feel

by further extensive sharing of

all the works. But, if we put an
advertising aspect of the project
aside, what makes Posterization
inspirational in the broader sense
is its extraordinary mobilization
capacity to resurrect a medium
as a space with great potential to
articulate some of the significant
contemporary social and cultural
issues. Until the exhibition was all
set, there were already 56 posters
done by the same number of
authors or creative groups, and
their production has varied insid¢
a generously designed concept.

First instantly recognizable
approach to creation of Vizkul-
tura’s posters is definitely the
one through which the viewer

is able to depict a chronology

of acute social and political
themes which have shaped
public consciousness during the
previous year. Those were very
ambivalent reactions to Croatia’s
official entrance in Europan Unioh,
disgraceful referendum about
the state-definition of marriage,
right-wing advocacy for the
pbrohibition of cyrillic script, as
well as others populistic bursts
of nationalism and xenophobia
which various authors have
tightfully challenged. Second
thematic approach was formed
by posters which simultaneously
advocated a great importance of
visual culture, arts and design in
Zeneral context, or else agitated
for their far more responsible and
awared considering. Third group
of posters exemplifies inner, more
abstract problems of the medi-
um — it subverts conventional
standards of visual communica-
tion or it daringly ironizes the very
parameters of the project which
posters are part of.

%
e L =

The last line of authors uses
posters to infiltrate into public
space with their own obsessions
and sporadic observations;

or to confront the passengers
with tiny bits of everyday life in

& direct and personal manner.
S$ome of the posters deliver their
rnessages straight to the point,
while others ask fora more
thorough reading and search for
appropriate references. Alas, in
the end, what unites all these
posters is a passionate desire to
communicate. Significant part of
the project’s impact lies precisely
ih its symbolic call for proud cor}-
quering of public space and re-
habilitation of the poster as once
powerful medium, marginalised
nowadays, degraded by adver-
tising cliches and pushed out of
the streets in favour of aggressive
billboards, or tragically comical
garbage cans which are recently
sold as an advertising space.

PROJECT AUTHOR lIvan Dorotié
TEXT Marko Golub
EXHIBITION PRODUCTION CDA

PARTICIPATING DESIGNERS

Anja Labudovié & Matea Jocié,
Babushke, BooBoo Tannenbaum,
Bunch, Dario Devié & Hrvoje
Ziv¢ié, Draga Komparak, Drugo
UHo, Dujmenovi¢ / Mlinarié,
Dunja Jankovi¢, Buki¢Pavlov-
i¢,[Ena Bac¢anovi¢, Ena Jurov,
Fahrenheit, Fiktiv, Filip Pomykalo,
Frani¢&Stekovi¢, Goeklektik., Igor:
Kuduz, lvan Antunovié, lvan Klis
vs Damir Prizmi¢, lvo Mati¢, Ivo-
rin Vrka$ (Rational International),
Katarina Zlatec and A. Z. Stolica,
Katzinoti-Komenda, KreSimir
Grancari¢ and Sandra Mrksié,
Kuha Zlatica, Lana Cavar and Nar-
cisa Vukojevic, Leo Vinkovié, Lina
Kovacevi¢, Luka Vuci¢, Manaste-
rigttiooMarié, Marko Hrastovec,
Marko Prpi¢ Zets, Matija Raos,
Mireldy, MKF&AT, Niko Mihal-
jevié, Nikola Burek, Nina Bacun

i Gioran Jovanovi¢, Nora Turato,
Oaza, OKO, Oleg Suran, Pero
Vojkovié, Petra Blazinci¢, Poop
Studio, Sensus Design Factory,
Sonda, Sretan Bor, Studio Bor¢ié
and Tanja Prlenda, Superstudio
2g, Sesni¢ & Turkovié, Timy Sarec,
Utorak + Luka Juras, Vedran
Kesap and Vanja Cuculi¢, Vedran
Klemens
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Slike iz podzemne

plakati Skole vizualnih umjetnosti iz

podzemne Zeljeznice, od 1947. do danas

Galerija Izidor Krsnjavi, Skola primijenjene umjetnosti i dizajna,

Trg marsala Tita 11
21.5.-9.6.2014.

Izlozba okuplja 58 od brojnih plakata dizajniranih za Skolu
vizualnih umjetnosti (SVA) izlaganih u prastranom sustavu
njujorske podzemne Zeljeznice, dajuciftako uvid u povijest
ove visokoskolske ustanove, kao i ukupni talent brojnih
dizajnera i ilustratora koji su prosli kroz nju. Kustos izlozbe
je izvrdni dopredsjednik SVA Anthony P. Rhodes, koji je
ujedno i kreativni direktor plakata SVA od 2007. godine.
Pogevsi od sredine 50-ih godina, Skola vizualnih umjetnosti
je bila medu prvim akademskim institucijama u Sjedinjenim
Drzavama koje su prepoznale potrebu za alternativnim
marketinskim strategijama u privlacenju novih studenata.
Na stanicama njujorske podzemne Zeljeznice postavljeni su
plakati koji su oglasavali Skolu, osmisljeni da u isto vrijeme
budu i atraktivni i provokativni. Medu njima su bili i radovi
legendarnih umjetnika poput lvana Chermayeffa, Miltona
Glasera i Georgea Tschernyja. Svi redom predavaci na
samom fakultetu, ovi autori iskoristili su narudzbu za plakat
kako bi kroz svoje radove istraZili $to to znaci biti umjetni-
kom i dizajnerom te naruc¢enim plakatirna dali svoj vlastiti
autorski glas. Kao i sam fakultet, ovi plekati postali su neod-
vojiv dio identiteta grada u smislu poticanja kreativnosti i
odvazZnosti.

29 autora koje ovom prilikom predstavljamo na izloz-
bi Underground Images su Gail Anderson, Marshall Arisman,
Gene Case, lvan Chermayeff, Paul Davis, $al DeVito, Louise
Fili, Audrey Flack, Nathan Fox, Bob Gill, Robert Giusti, Milton
Glaser, Phil Hays, Steven Heller, Mirko [li¢, Viktor Koen, Ste-
phen Kroninger, Marvin Mattelson, James McMullan, Jerry
Moriarty, Tony Palladino, Stefan Sagmeister, David Sandlin,
Paula Scher, Eve Sonneman, Gilbert Stong, George Tscherny,

Bl VISLAL ARTS 4 Fask 315,

James Victore i Robert Weaver. 1zloZbu Underground Images organizirali
sl Mirko 1lié, profesor na SVA, i Francis DiTommaso, ravnatelj SVA galerija. Sko- |  of Visual Arts Subway Posters, 1947 to the

I3 vizualnih umjetnosti u New Yorku je vodeéa institucija u podrucju obrazovan-
je umjetnika, dizajnera i kreativnih profesionalaca ve¢ vise od Sest desetljeca.

Underground Images: School of
Visual Arts Subway Posters,
1947 to the Present

19
NY

VIORE
[ HAN
' VER

SVA % Seluool of VISUAL ARTS
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The exhibition Underground Images: School

Present brings together 58 of the myriad
posters created at the School of Visual Arts
for display in the vast New York City subway

S/nastavnickim kadrom uvaZenih profesionalaca, dinami¢nim kurikulumom i System, offering a glimpse of the history of
naglaskom na kriti¢kom razmisljanju, SVA|je katalizator za inovaciju i drudtvenu|  the College and the collective talent of its

odgovornost. S preko 6000 studenata na kampusu na Manhattanu te 35000

acclaimed design and illustration faculty.
Curated by SVA Executive Vice President

bivsih polaznika u 100 zemalja, Skola vizugInih umjetnosti takoder predstavlja i Anthony P. Rhodes, who has served as
jednu od najutjecajnijih umjetnickih zgjednica u svijetu. Za viSe informacija 0 32  creative director for the posters since 2007,
preddiplomska i diplomska studija na ovorn fakultetu, posjetite stranicu www.|  the exhibition will be on view at Gallery Izidor

sva.edu. IzloZzbu Underground Images u Zagrebu zajednicki organiziraju Hr-

Krsnjavi, School of Applied Arts and Design
Zagreb, Trg marsala Tita 11 May 27 through

vatsko dizajnersko drustvo i UBU — Udiuga bivsih uéenika Skole primijenjene June 9, 2014. Beginning in the mid-1950s, SVA

umjetnosti i dizajna.

was in the vanguard of academic institu-
tions in the U.S. to recognize the need for
alternative marketing strategies to attract
niew students. SVA took to the platforms
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of New York City’s subway with advertising
posters that were both thought-provoking and
eye-catching, featuring the work of legendary
artists like lvan Chermayeff, Milton Glaser and
George Tscherny. All practicing professionals
on the faculty at SVA, they used the poster
commission to explore what it means to be an
artist and hone their own artistic voice. Like the
College itself, the SVA subway posters have
bhecome in some way inseparable from the city
as incitements to creativity and risk taking.

The 29 artists in ‘Underground Images’
include Gail Anderson, Marshall Arisman, Gene
Case, lvan Chermayeff, Paul Davis, Sal DeVita,
Louise Fili, Audrey Flack, Nathan Fox, Bob
Gill, Robert Giusti, Milton Glaser, Phil Hays,
Steven Heller, Mirko Ili¢, Viktor Koen, Stephen
Kroninger, Marvin Mattelson, James McMullan,
Jerry Moriarty, Tony Palladino, Stefan Sagmeis-,
ter, David Sandlin, Paula Scher, Eve Sonneman,
Gilbert Stone, George Tscherny, James Victore
and Robert Weaver. ‘Underground Images’ is
organized by SVA faculty member Mirko Ili¢
and Francis DiTommaso, director, SVA Galleries.
School of Visual Arts has been a leader in the
education of artists, designers and creative
professionals for more than six decades. With
g faculty of distinguished working profession-
gls, a dynamic curriculum and an emphasis on
critical thinking, SVA is a catalyst for innovation
and social responsibility. Comprised of more.
than 6,000 students at its Manhattan campus
and 35,000 alumni in 100 countries, SVA also
represents one of the most influential artistic
communities in the world. For information
about the College’s 32 undergraduate and grad-
uate degree programs, visit www.sva.edu.

Underground Images in Zagreb is co-organized
by the Croatian Designers Association and UBU

— The Association of former students of School
of Applied Arts and Design.




>

1ZLOZBA
EXHIBITION

GDJE / KAD
\WWHERE / WHEN

gostujuce izlozbe

Price o junacima / Bruxelles

Galerija Forum, Teslina 16, Zagreb
21.5.-21.6.2014.

Tales of heroes nastavak je uspjesne putujuce izlozbe Je suis dada koja je bila
organizirana u Torinu u kontekstu tog grada kao Svjetske prijestolnice dizajna
2008. godine. Dok je izloZba Je suis dada predstavljala potragu za nadrealis-
tickim aspektima flamanskog
dizajna, Tales of Heroes pred-
stavlja dizajnerske predmete
koje karakterizira suvremena
vizija kombinirana s nostal-
gi¢nim senzibilitetom.

Ne bi li nostalgija i inovaci-

ja trebale biti nepomirljivi
pojmovi? Kad se nostalgija
povezuje s postmodernim
siromastvom stvaranja, ili kad

. i

ju za proslim vremenima, ovo
zaista jest sluc¢aj. Medutim,
one mogu biti izuzetan
par onda kad je inovacija usmjerena prosperitetu te kad eliminiramo brzinu
i povrSnost naseg drustva, ekonomije i potrosacke kulture te na$ danasnji
nedostatak svijesti o povijesnom kontekstu. Vrijeme je za refleksiju. Ljudi sve
viSe Zele humanije, sigurnije i prepoznatljivije okruZenje u drustvu koje postaje
sve kompleksnijim i s kojim smo u odredenoj mjeri izgubili dodir. Raste potreba
za identifikacijom i autenti¢noscéu, obnavljanjem preZivjelih tradicija i obrta, i
snazna Zelja za ikonama proslosti kaojuporistem. Buduénost leZi u refleksiv-
nom (ne obnoviteljskom) pristupu proslosti, a kreativna upotreba te prolosti
pokretac je inovacije i napretka. NostalgiZno osvrtanje prozimalo se u umjetno-
sti kroz stoljeca, ne samo u vizualnoj umjetnosti, nego i u glazbi i knjiZzevnosti.
Isti ovaj fenomen dogodio se u novije|vrijeme i u filmu i dizajnu, a trenutno se
njegova prisutnost osjeca jace nego ikad

Suprotno inovaciji, nostalgija je izriad svega psiholoski proces, stanka koja
nudi utje$nu (moZda i idealiziranu) sliku proslosti, djetinjstva u kojem smo
jos bili sposobni sanjati i mastati, a sve to bez stvarnog povratka u to razdo-
blje nadeg Zivota. Ovo sigurno objasnjava uspjeh ‘reizdanja’ mnogih klasika
dizajna automobila ili namjestaja. Daras se od dizajnera traZi da kreativno
ozive pro$lost. Uz mnoge tehnoloske
inovacije, ponovno postoji mjesto za ol
obrtnicke vjestine i iskustvo materijala. -
Ikonicka vrijednost arhetipskih oblika
svakodnevnih predmeta obnovljena
Jje kako u reinterpretiranim, tako i u
hovim predmetima. Dizajneri uspijevaju
sacuvati ljepotu i bit izvornih predmeta|
ali ugraduju u njih suvremeno obliko-
Vanje, koristeéi suvremenu tehnologiju
ili tradicionalne tehnike, ili kombinaci-
ju oboje. Predmeti zadrZavaju svoju
izvornu funkciju, dana im je nova, ili su
koristeni kao dio procesa dizajniranja.
Takoder, ponekad dizajneri kre¢u od
starog piredmetakako biga recikliralii

simbolizira eskapisti¢ku Zudn-

Tales of Heroes

Tales of heroes is the sequel to the successful
travelling exhibition Je suis dada, which was
launched in Turin as World Design Capital 2003.
Whereas Je suis dada was a visual quest to
identify the surrealist aspect of Flemish design,
Tales of Heroes features design objects which
were created based on a contemporary vision
but combined with a sense of nostalgia.

Aren’t nostalgia and innovation supposed to
be irreconcilable? When nostalgia is associated
with the post-modern poverty of creativity or
when it symbolises an escapist yearning for
times long past, this is indeed the case. But
they can form an amazing duo when innovation
is used to create more prosperity, while the
speed and superficiality of our society, the eco-
nomic laws, the disposable culture and the lack
of historical awareness even so are eliminated.
The time has come for some reflection. People
increasingly want a more humane, safe and
recognisable environment in a society that is
becoming more complex, as a result of which
we are at danger of losing our grip on it to someg
extent. The need is growing for identification
and authenticity, the renewal of existing tradi-
tions, the urge towards craftsmanship with a
strong desire for icons of the past as support. A
future can only be contained in a reflective (not
a restorative) approach to the past. Only the
creative use of the past is driver of innovation
and progress. Nostalgic reflection has permeat-
ed art over the centuries, not only in visual art
but also and above all in music and litera-
ture. As a phenomenon it has occurred more
recently in films and design. And currently its
presence is felt more keenly than ever.

In contrast with innovation, nostalgia is
above all a psychological process, a pause
which offers a soothing (maybe even idealised)
image of the past, of one’s familiar childhood
in which we still had the ability to dream and
fantasise. Without actually going back to that
era of our life.

This certainly explains the success of the
reissue of many classics in the car, furniture
and design industries. But today’s designers
are asked to creatively rekindle the past. In
addition to the many technological innovations
there is once again a place for craftsmanship
and the material experience. The iconic value
of the archetypal shapes of everyday objects
s restored in reinterpreted or new objects.
Designers manage to preserve the beauty and
essence of the original object but incorporate
it in a contemporary design, using contempo-
rary technology or traditional techniques, or &
¢ombination of both. The objects retain their
original function or are given a new one or are
used in contemporary design processes. Some-
times designers also start from the old object,
to recycle and transform it into another object,
or to adapt to contemporary (functional and/or
aesthetic) standards.
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pretvoriti u novi predmet, ili ga
pak prilagodili suvremenim upo-
trebnim i estetskim standardima.
Vazno je, medutim, da ovi
predmeti utjelovljuju Zelju za
trenutkom spokoja u svijetu gdje

je sve pretjerano ubrzano, te tako postaju autonomnim predmetom, bez obzira

jesu li zaista i funkcionalni. Takav predmet nam se namece, pri¢a svoju pricu i
postaje osjetilno i emotivno iskustvo, prije nego stati¢na i sterilna stvar. San
nikad nije odviSe daleko. Dijete u nama jo$ se jednom pojavljuje i postajemo

emotivno privrZeni predmetu kojeg vise nz Zelimo izgubiti, ¢ime mu omoguca-

vamo dug Zivotni ciklus.

Odabrali smo 30 predmeta flamanskih|i briselskih dizajnera. Predmeti su
specificno odabrani zbog svoje poetske vrijednosti, u skladu s temom, i Cesto
proizvedeni u malim serijama bilo dalje rijz€ o tradicionalnom obrtu ili indus-
trijskoj proizvodniji. U Tales of Heroes svak| od dizajniranih predmeta poprima
ulogu junaka u okviru razli€itih pripovijesti, jedan uz drugoga unutar Sireg kul-

turnog konteksta. Scenograf izlozbe Pieter Boons (Heimat) traZio je prije svega
sli€nosti s nasim djetinjstvom, u kojem je sve bilo o€ito i jasno, kad smo se igrali

s igratkama-vlakovima, lovili insekte i stavljali ih u tegle, ili bili fascinirani rit-

mom otkucaja starih satova. U¢inak je istovremeno humoran i otudujuéi. Gar-
derobe probijaju zidove, ili bivaju odrezane, ostavljajuci svoj obris na vanjskom

zidu. Deset crteZa u sepiji zajedno Cine|poectsku pricu o dvije arhetipske figure
u imaginarnom svijetu punom prepoznatljivih objekata. Crtezi su projicirani
kao slajdovi, u ritmi€énom i repetitivnom uzorku te kao takvi dodaju novi sloj
prezentaciji. Njih je napravio mladi, ali v2¢ sada medunarodno poznati crtaé
stripova i ilustrator Brecht Evens. Predmet| razvrstani u posebno priredenim

boksevima takoder se izravno suocavaju s imaginacijom promatraca. Kutije se
tako mogu tumacditi kao okvir za stripovanu pricu, svijet u kojem je sve moguce...

svijet onda i danas.

IzloZba Tales of Heroes u Zagrebu gdrZava se u suorganizaciji Galerije Forum i

Hrvatskog dizajnerskog drustva.

ZASTUPLJENI DIZAJNERI

Philippe Allaeys (Alph’), Raphaél Charles, Cathy Coéz, Hilde De Decker, Annelys

de Vet, Nedda El-Asmar [Nedda & VOF], Alain Gilles [Alain Gilles The Studio],

Davy Grosemans [das Ding], Kaspar Hamacher, Linde Hermans, David Huycke,
Erik Indekeu [Nedda & VOF], Sofie Lachaert, Maison Caro [Caro Van den hole],
Jorge Manilla Navarrete, Hugo Meert, Muller Van Severen, Patrick Reuvis, Diane

Steverlynck, , CarO Van den Hole, Unfold Piet Stockmans, Jan Vandebosch

[ziezo], Roos Van de Velde, Antoine Van Laocke [Knifeforging], Dries Verbruggen
& Claire Warnier [Unfold], Michaél

Verheyden, Sylvain Willenz.
Zastupljene tvrtke: Borgerhoff &
Lamberigts — Demeyere — Gallery

— Poncha — Rode Schoentjes —

Stockmansporselein — Xala
ORGANIZACIJA Design Flanders
Kustosica: Inge Vranken, Design
Flanders

POSTAV Heimat [Pieter Boons]
Grafi¢ki dizajn: Barlock [Saskia
Wierinck]

ILUSTRACIJE Brecht Evens

Valerie Traan — Ligne Roset — O’Sun

Sirris — Stattmann Neue Moebel —

Important is, moreover, that these objects
materialise a desire for a moment of peace in
our world in which everything is excessively
accelerated, and thus become an autonomous
object, irrespective of whether they are func-
tional. The object forces itself upon us, tells its
story and thus becomes a sensory and emo-
tional experience, rather than a static or sterile
utensil. The dream or the fantasy is never far
away. The child within us emerges once again
and we get emotionally attached to the object,
that we never want to lose and thus is granted
along life. We selected 30 objects by Flemish
and Brussels-based designers. The objects
were specifically chosen for their poetic value,
in line with the theme, and were often pro-
duced in small runs, whether using traditional
craftsmanship or industrial production.

In Tales of Heroes the design objects
are each attributed a hero’s role in various
narratives above and alongside one another in
a broader cultural context. The scenographer
Pieter Boons (Heimat) searched above all for
similarities with our childhood, when every-
thing was so obvious and clear-cut, when we
used to play with train sets, catch insects and
put them in jars and when we were fascinated
by the rhythmic ticking of an old clock... The
effect is simultaneously funny and alienat-
ing. Wardrobes penetrate walls, are sawn
off leaving a contour on the outside wall. 10
sepia coloured drawings together constitute
the poetic tale of two archetypal figures in an
imaginary world full of recognisable objects.
The drawings are projected like slides, in
a rhythmic and repetitive pattern and as
such add another layer to the presentation.
They were created by the young but already
internationally praised cartoon strip designer
and illustrator, Brecht Evens . In the staged
boxes the collated objects also launch a direct
attack on the spectator’s imagination. Boxes
that can be interpreted as the frame of a
cartoon story, a world in which everything is
possible... a world from then and now.

FARTICIPATING DESIGNERS Philippe Allaeys
(Alph’), Raphaél Charles, Cathy Coéz, Hilde
De Decker, Annelys de Vet, Nedda EI-Asmar
INedda & VOF], Alain Gilles [Alain Gilles The
Studio], Davy Grosemans [das Ding], Kaspar
Hamacher, Linde Hermans, David Huycke,
Erik Indekeu [Nedda & VOF], Sofie Lachaert,
Maison Caro [Caro Van den hole], Jorge
Manilla Navarrete, Hugo Meert, Muller Van
Severen, Patrick Reuvis, Diane Steverlynck, ,
CarO Van den Hole, Unfold Piet Stockmans,
Jan Vandebosch [ziezo], Roos Van de Velde,
Antoine Van Loocke [Knifeforging], Dries
Verbruggen & Claire Warnier [Unfold], Michaél
Verheyden, Sylvain Willenz.
PARTICIPATING COMPANIES Borgerhoff &
Lamberigts — Demeyere — Gallery Valerie
Traan — Ligne Roset — O’Sun — Poncha — Rode
Schoentjes — Sirris — Stattmann Neue Mogbel
— Stockmansporselein — Xala
ORGANISATION Design Flanders
CURATOR Inge Vranken, Design Flanders
SCENOGRAPHY Heimat [Pieter Boons]
GRAPHIC DESIGN Barlock [Saskia Wierinck]
ILLUSTRATIONS Brecht Evens
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Gloopy

Gloopy je inovativni hrvatski brend koji predstavlja druga-
Ciji pristup dizajnu i ruénoj radinosti, zahvaljujuéi razli¢itim
profesijama koje iza njega stoje.

Sunéana Vrtarié, lutkarica, i Lara Glavié Konéar, grafi¢ka
i produkt dizajnerica, pokusavaju svakodnevne i obicne
predmete pretvoriti u zanimljiv i razigran dizajn. Koristeci
raznolike materijale i kontrastne vizualne elemente.
Kolekcija Wardrobe Creatures bila je prvi projekt ostvaren u
okviru branda Gloopy - cilj je bio kuéne ormare, kao uglav-
nom tamne i zagusljive prostore, razveseliti $aS8avim malim
stvorovima koji miriSu na lavandu, a tu su bile i Shadow
Puppets, drvene igracke za kazaliSte sjena. Nastavak slijedi
s novim neobi€no-obi€¢nim projektima!

www.gloopy.com.hr, facebook.com/gloopy.hr

Gloopy is an original Croatian
brand that promotes a different
kind of approach to design and
handmade clothing, all thanks to
the various professions involved
in its creation.

Sunéana Vrtarié, puppeteer, and
Lara Glavié Konéar, graphic and
product designer, transform plain
everyday objects into interesting
and playful designs, relying on
various materials and contrasting
visual elements.

The Wardrobe Creatures collection
was the first project of the Gloopy
brand — its goal was to breathe
new life into dark and stuffy clos-
ets and cupboards with curious
little creatures that smelled like
lavender. Then came Shadow
Puppets, wooden toys for shadow
theatre. New strange-ordinary
projects are sure to follow!

www.gloopy.com.hr
facebook.com/gloopy.hr

Centar za inkluzivne radne
aktivnosti (CIRA)

Centar za inkluzivne radne aktivnosti (CIRA) je neprofitna
organizacija koja pruZa usluge inkluzivnih radnih aktivnosti
osobama s intelektualnim te§ko¢ama. JUPI za UPI! je linija
jedinstvenih proizvoda koja se u svom kreativhom i proi-
zvodnom procesu oslanja na jedinstvene vjestine ruénog
rada i likovnih kreacija osoba s intelektualnim teSkoéama
koje su korisnici usluga CIRA-e. JUPI za UPI! proizvodi
razvijeni su u okviru medunarodne radionice inkluzivnog
dizajna Extra Ordinary Design, a ostvarili su zapaZene uspje-
he na izloZzbama u Zagrebu, Londonu, Kyotu i Tokiju.

with intellectual disabilities who
work with CIWA. JUPI za UPI!
products were developed within
the international workshop of
inclusive design Extra Ordinary
Design and attracted a lot of
attention at exhibitions in Zagreb,
London, Kyoto, and Tokyo.

The Centre for Inclusive Work
Activities (CIWA) is a non-profit
organisation that offers services
of inclusive work activities to per-
sons with intellectual disabilities.
JUPI za UPI! is a one-of-a-kind
line of products that bases its
creation and production on the
unique skill and craft of persons
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Lidija Jasni¢

Lidija Jasni¢ predstavlja svoj autorski nakit od srebra, ne+
plemenitih kovina i prirodnih materijala.

Lidija Jasni¢ presents her orig-

inal jewellery made from silver,
non-noble metals, and natural

materials.

Morana Vukov Zivi i radi u Zagrebu, a pod imenom Bossa
Noga osmisljava | izraduje unikatnu odje¢u, medu kojom
svaka kreacija osebujno govori sama za sebe.

Morana Vukov lives and works
in Zagreb and uses the name
Bossa Noga to design and pro-
duce unique pieces of clothing,
among which every piece speaks
for itself.

moranavukov.wix.com/
bossa-noga

LP design

LP design je modni brend iza kojeg stoji dizajnerica Petra
Lasié, koja izraduje Zensku odjeéu i modne dodatke. Voli s
poigravati s materijalima, bojama, linijama i geometrijskim
oblicima koje vjeSto pretvara u odjevne predmete.

facebook.com/Ipdesignhr

I.P design is a fashion brand head-
ed by designer Petra Lasi¢, who
designs women’s clothes and
fashion accessories. She loves

to play around with materials,
colours, lines, and geometrical
shapes, which she skilfully trans-
forms into clothing items.

facebook.com/Ipdesignhr
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Margareta

Margareta su ruéno izradene i ekoloski prihvatljive igracke
za djecu. Margareta je viSebojni set drvenih geometrijskih
oblika koji se iz didakti€kih slagalica pretvaraju u 3D oblike
poput drveca, kuca, planina i borova. Djeca od dvije godine
na vise uZivat ¢e u balansiranju oblika, dok ce starija djeca
razvijati um slazuci dijelove u kartonsku kutiju prema upu-
tama. Uz Margareta igracke razvija se logi¢ko razmisljanje,
vizualna percepcija, poboljSava se koncentracija i uce se
osnovne boje.

Margareta are handmade,
eco-friendly children’s toys.
Margareta is a colourful set of
wooden geometrical shapes that
morph from didactic puzzles into
3D shapes such as trees, houses,
mountains, and pines. Kids aged
two and older will enjoy the
balance of shapes, while older
kids will surely put their young
minds to work by folding pieces
into a cardboard box according to
the given instructions. Margareta
toys stimulate logical thinking
and visual perception, improve
concentration, and help teach
kids about basic colours.

Patrizia Dona

Patrizia Dona (1972.) je modna dizajnerica i samostalna
umjetnica koja Zivi i radi u Amsterdamu i Zagrebu. Diplo-
mirala je na Filozofskom fakultetu u Zagrebu, na odsjeku za
Povijest umjetnosti i Etnologiju. Po zavrsetku studija odlazi
u Rotterdam i upisuje studij modnog dizajna na Willem

de Kooning Academie. Za vrijeme studija i nedugo nakon
radi kod belgijskih dizajnera A.F. Vandevorst u Antwerpe-
nu. Bavi se ispitivanjem granica i moguénosti na podrucju
mode. Nakon zavrsenog studija modnog dizajna, fokus
njenog interesa postaju ‘ready made’ objekti koje redizajni-
ra i pretvara u seriju nosivih predmeta. Radove je izlagala u
brojnim galerijama, muzejima i na festivalima u Hrvatskoj

i svijetu.

Patrizia Dona (1972) is a fashion
designer and freelance artist who
works and lives in Amsterdam
and Zagreb. She graduated Art
History and Ethnology from the
Zagreb Faculty of Philosophy.
Upon graduation, she moved to
Amsterdam, where she took up
Fashion Design at the Willem

de Koonig Academie. During het
studies and after finishing, she
began working with Belgian
designers from A.F. Vandevorst in
Antwerpen. Her interests include

testing the boundaries and possi-

bilities of fashion.

After earning a degree in fashion
design, her focus shifted towards
ready-made objects, which

she redesigns and transforms
into series of clothing items.

She has exhibited her works at
numerous galleries, museums,
and festivals both in Croatia and
internationally.
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Sexy Plexy

Sexy Plexy je tim koji ¢ine dvije arhitektice, prvenstveno
prijateljice, a zatim i poslovne partnerice. Njihov nakit ka-
rakteristian je po svojim upecatljivim i veselim bojama, te
motivima u kojima se svatko ponekad pronalazi. Inspiraciju
crpe iz svakodnevnog Zivota i situacija, s namjerom da sva-
kom svojem kupcu uljepsaju tu istu svakodnevnicu. Uz svoje
standardne kolekcije, Sexy Plexy svake sezone objavljuju

i limitirane i personalizirane kolekcije, koristeéi razne vrste
materijala i tehnike obrade. Nova kolekcija Rainbow obuhva-
¢a ve¢ standardne kolekcije Spikes i Buttons u redizajniranoj
formi, inspirirane bojama nadolazecih ljetnih dana.

-

Sexy Plexy is a team made up of
two female architects, who are
above all friends, and only then
business partners. Their jewellery
is characteristic for its striking
and cheerful colours, as well as
motifs that everyone can some-
times relate to. They draw their
inspiration from everyday life
and situations with the desire to
make that everyday life just a

little bit lovelier. Alongside their
standard collections, Sexy Plexy
also come out with limited and
personalised collections each
new season, using various types
of materials and finishing tech-
niques. Their new Rainbow col-
lection encompasses the existing
Spikes and Buttons collections in
a redesigned form, inspired by
the colours of the summer.

Kutumi Design

Kutumi Design je brend metalnog namjestaja, ¢ija je krea-
cija djelo autorice Marine — od ideje do realizacije. Namje-
Staj je robustan i elegantan, zacinjen prstohvatom ludila.

www.kutumi-design.com

Kutumi Design is a brand of metail
furniture whose design is the
work of author Marina — from
idea to production. Kutumi
Design furniture is robust and
elegant with a pinch of madness.

www.kutumi-design.com

Borovo

Borovo je najpoznatiji hrvatski proizvodac kozne, gumene i
gumeno-platnene obuée, s dugogodisnjem tradicijom kva-
litete. Orijentacija prema modnim trendovima i pracenje
zahtjeva potroSaca temeljna je odrednica razvoja i proi-
zvodnije. Tenisice Startas iz sportskih su dvorana ugazile u
mnoga srca i tamo su se trajno nastanile. Kupci su im ostali
vjerni tijekom mnogih godina, a dizajner Mauro Massa-
rotto udahnuo im je novi Zivot. Borosane su prva obuca
nastala u suradnji s ortopedima kako bi omogucile ugodan
cjelodnevni rad Zenama koje Zele nositi poviSene pete.

Borovo is Croatia’s legendary
manufacturer of leather, rubber,
and rubber canvas shoes that
prides itself in its long tradition.
Their openness toward new
fashion trends and customer de-
mand is the basis of their growth
and production. Startas tennis
shoes found their place in many
hearts and have not left them
since. Their customers remained

faithful to their quality throughout 4
. Ve
many years, and designer Mauro :.: “D‘DE ['7
Massarotto gave new life to their \‘.“
look. Borosane were the first \‘.“

shoes made in cooperation with
orthopaedists in order to enable
women workers a pleasant day of
work while still wearing high heels.

Pera Podrug Kraljié

Pera Podrug Kralji¢ od ranog djetinjstva crta i slika,

a posljednjih se godina ponajvise bavi izradom kera-
mickih predmeta, ilustracijom u raznim tehnikama te
izradom unikatnog nakita od viSe vrsta materijala.

Pera Podrug Kralji¢ has drawn
and painted pictures ever since
she was a little girl, but recently
she dove into the world of
ceramic items, illustrating the
patterns painted onto them
through various techniques. She
also manufactures unique pieces
of jewellery from multiple types
of materials.
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Flying Donkey Fashion Corner

Flying Donkey je novi odjevni brend, jedinstven na ovim Fashion Corner eksperimentalni je pokret modnih dizajne-
prostorima, namijenjen mladoj, stilski osvijeStenoj gra- ra koji pliva protiv struje. Njihov cilj je promocija modnog
danskoj populaciji. Sadasnji asortiman brenda obuhvaéa dizajna na nekonvencionalan i neformalan nacin. Fashion
muske i Zenske majice kratkih rukava, pulovere i haljine, Corner je moda, dizajn, stil, kretanje, druZenje, ljubav i

a vizualni je naglasak svakog komada odjece na velikim nadin Zivota. FC tim: Sandra Lalovié (modni dizajner),
ispisima koji dominiraju njihovim prednjim stranama. Rije¢ | Marija Radosavljevi¢ (MA.RA design&jewelry), Nina

je o raznolikim autorskim fotografijama koje osmisljava Milutinovié (Pretty Dolls), Darko Savié (dizajner) i
autorski tim Flying Donkey-a, a svojim ih objektivom Rados Krsti¢ (Tasne Mistral).

realizira renomirani domadi fotograf Igor Nobilo. Inspiracija
se pronalazi u popularnoj i urbanoj kulturi, ali i uobi€ajenim
Zivotnim situacijama s komi¢énom notom. Proizvodi su izra- FASHION
deni od visokokvalitetnog tekstila, a cjelokupna ponuda CORNER

dostupna je na webu. Y

www.flying-donkey.com

Flying Donkey is a new brand of
clothes unique to our market. It is
aimed at a younger, stylish urban
population. Its present collection
of clothes includes men’s and
women’s t-shirts, pullovers, and
dresses, whereas the visually
most dominant element of each
piece of clothing lies in the large
prints on their front sides. These
prints are in fact various original
photographs designed by the
Flying Donkey team and brought

= ]
to life by the lens of the renowned <= o

Croatian photographer Igor
Nobilo. They find their inspiration

in popular and urban culture, as Fashion Corner is an experimental
well as in ordinary everyday life movement by fashion designers
situations that possess a slight who insist on swimming against
comic note. All of the items are the current. Their goal is to

made from high-quality textile promote fashion design in an

and the entire collection is also unconventional and informal way.
available online. Fashion Corner is fashion, design,

. style, movement, spending time
www.flying-donkey.com together, love, and a way of life.

The FC team: Sandra Lalovié

(fashion designer), Marija Ra-
dosavljevié (MA.RA design&jeln-
elry), Nina Milutinovié (Pretty
Dolls), Darko Savié (designer),
and Rados Krstié (Tasne Mistral).
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Branka Moskaljov

Branka Moskaljov je dizajnerica vizualnih komunikacija
koja epoksidnu smolu u svom radu koristi posljednjih
godinu i pol dana, te svoje radove objedinjuje pod imenom
didiBidi. Njihove su osnovne karakteristike minimalizam,
jednostavnost osnovnih gradivnih elemenata, te fuzija
materijala i tehnika u nakit od epoksidne smole. U pocetku
je nakit nastajao baziénim postupkom ‘umakanj’ raznih
stvarcica u tekuéu smolu, a postupno su probijeni okviri
njezine izvorne namjene. Otvorila su se potpuno nova
vrata.

Branka Moskaljov is a visual com-
munications designer who has
used epoxy resin in her works for
the past year and a half, market-
ing them under the name didiBidi.
Her designs are primarily marked
by minimalism, simplicity of basic
forming materials, and a fusion
of materials and techniques into
Jewellery made from epoxy resin.
In the beginning, she designed
Jjewellery through the basic pro-
cedure of ‘dipping’ various items
into liquid resin, but with time
her focus shifted and completely
different paths opened up.

noKoncept

NoKoncept je magazin, blog, brend i du¢an nastao iz
dugogodisnjeg sna jedne Zagrepanke iz Budimpeste, te
ljubavi prema dizajnu, kreativnosti i svemu lijepom. Na
D-marketu ovogodisnjeg Dana D madarski dizajn predsta-
viti ¢e se i pribliZiti hrvatskoj publici. Inicijativa noKoncept
potice socijalno poduzetnistvo kroz suradnju s udrugama
za promicanje inkluzije, recikliranih proizvoda, bicikliranja
i opcenito odrZivog i ekoloski progresivnog nacina Zivota.
Detaljnije informacije o dizajnerima koje ¢e noKoncept
predstaviti na D-marketu moéi ¢ete pratiti putem njihove
Facebook stranice.

www.nokoncept.com
facebook.com/nokoncept

Play and Cover

Play and Cover je mali tim kreativnih ljudi koji se bavi
dizajnom, proizvodnjom i prodajom majica podijeljenih u
tri kolekcije, ¢ime su pokrivena tri razli¢ita trZziSna segmen-
ta. Kolekcije su redom Design limited, ‘basic’ linija Play and
Cover, te reklamne majice za priznate i javnosti poznate
tvrtke, udruge, festivale i glazbene grupe. Tim ¢e se na
D-marketu predstaviti prvom, Design limited kolekcijom
majica po pristupacnim cijenama.

www.playandcover.com/

facebook.com/PlayAndCover

Play and Cover is a small team
of creative people who work

in the design, production, and
sales of t-shirts segmented into
three collections, each covering
a different corner of the market.
Their collections include Design
limited, the ‘basic’ line Play and
Cover, and commercial t-shirts
for established and publicly ac-
claimed companies, associations,
festivals, and music bands. The
team will present themselves at
D-Market with their first collec-
tion, Design limited, at affordable
prices.

www.playandcover.com/
facebook.com/PlayAndCover

NoKoncept is a magazine, blog,
and store formed from the
longstanding dream of a Zagreb
girl from Budapest, as well as
from love for design, creativity,
and everything nice. This year’s
D-Market will attempt to present
Hungarian design and bring it
closer to the Croatian audience.
The noKoncept initiative stim-
ulates social entrepreneurship
through cooperation with asso-
ciations for promoting inclusion,
recycled products, bicycling,
and a generally sustainable and
eco-progressive way of life.

PLAY

COVER

Detailed information on the
designers presented at D-Market
through the noKoncept initiative|is
available on their Facebook page.

www.nokoncept.com
facebook.com/nokoncept
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Ito Ito

Ito Ito je dizajn kolektiv-iz-Zagreba kaji Cine grafi¢ka diza-
jnerica Ana Belié, dizajnerica torbi Emilija Beljan (Mica
torbica, organizatorica Mode sa §lagom) i stilistica Inga

Mastelié (vlasnica nikad preZaljenog ‘vintage’ duéana Slit).

Nedavno su proslavile prvi rodendan i do danas su veé
skupile veliki broj sretnih musterija svojom pristupaénom
odjec¢om ¢istih linija i krojeva. Izlagale su na viSe domacih
sajmova dizajna, a ovo im je drugi Dan D za koji spremaju
posebnu mini-kolekciju, cemu se jako vesele!

www.ito-ito.net, facebook.com/ItoltoStore

Ito Ito is a design collective from
Zagreb which is made up by
graphic designer Ana Belié, bag
designer Emilija Beljan (‘Mica
torbica’, organizer of ‘Moda sa
lagom’ (Fashion with Cream) and
stylist Inga Mastelié (owner of
the never forgotten vintage shop
Slic). Recently the celebrated
their first birthday and up to to-
day they gathered a large number
of happy customers thanks to
their affordable clothes with sim-
ple lines and cuts. They exhibited
on several domestic fashion fairs;
and this is their second D Day

for which they are preparing a
special mini-collection and they
are very happy about it.

Kriva crta

Projekt Kriva crta nastao je kao odgovor na sveprisutnost
jednoli¢nih ravnih linija koje u modnom svijetu, ponajvise
u (pro)ljetnim kolekcijama, katkad imaju jedinu i glavnu
rije¢ na odjevnim komadima. Zelja autorice ‘razbucati je’
te ravne linije i stvoriti Sareni svijet unutar crno-bijelog. 1z
ove su potrebe prvo nastale ilustracije, zatim oslikana tka-
nina tj. majice, tunike, haljinice, $alovi, torbe i prosarana
keramika, nakit, i tako dalje. Motivi se Sire od stanovnika
morskog podneblja do djevojke Cudilice / Mrgudice, ko-
taca i bicikala, biljnih i Zivotinjskih detalja... Mediteranski
Stih u svemu tome nikako nije slu€ajan. Autoricini skorasnji
planovi ukljuéuju razvoj seta proizvoda za plazu (ruénik,
tunika, torba i drustvena igra) u duhu vizualnog identiteta
Krive crte, i tako sa njom proSetati sve do mora.

- T

Project Kriva crta was made as an
answer to the omnipresence of
uniform straight lines, which in
the world of fashion, especially
in spring/summer collections,
are sometimes centerpieces on
designer clothing. The author’s
desire is to scatter these straight
lines and create a colourful world
inside a black&white one. Be-
cause of this desire she started
with some illustrations, then
some painted fabrics like-t-shirts,

tunics, dresses, scarfs, bags and
ceramics, jewelry, etc. Motifs
range from denizens of sea deeps
to Cudilica/Mrgudica (Wonder-
ing/Frowning) girl, wheels and bi-
cycles, plant and animal details...
The Mediterranean feel in all of
this is not accidental. Author’s
future plans include creating a
beach set (towel, tunic, bag and
board game) within the spirit of
Kriva crta’s visual identity.
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Dizajn turizam 2014

Turizam, kao post-iindustrijski fenomen moZze se proma-
trati kao privremeno preseljenje iz svakodnevice, u potrazi
za autenti¢nim iskustvom u novom okruZenju. Dizajn
turizam - platforma za afirmaciju i promicanje dizajna keo
sastavnog dijela rastuce turisticke industrije u Hrvatskoj
- istraZuje odgovorne i kvalitetne nacine dizajniranja ove
druge stvarnosti. Na Danu D, DT ¢e se predstaviti kolekci-
Jjom radova koji su proizvedeni u manjim ili ve¢im naklacla-
ma, a sastavni su dio kolekcija Croatian Holiday i Hungry
Designers.

KUSTOSICE Ivana Borovnjak i Roberta Bratovié
ORGANIZACIJA Hrvatsko dizajnersko drustvo

Tourism, as a post-industrial
phenomenon, can be perceived
as a temporary relocation from
the everyday in search for an
authentic experience in a new
environment.

Design Tourism — a platform for
the affirmation and promotion

of design as an integral part of
the growing tourism industry in
Croatia — explores responsible
and quality ways of designing the
other kind of reality.

During D-Day, DT will present
itself with projects that have
been produced in smaller or bi3-
ger editions, and are initially part
of Croatian Holiday and Hungry
Designers collections.

CURATORS lIvana Borovnjak
and Roberta Bratovié

ORGANIZED BY Croatian
Designers Association

Mali plac na Tavanu

Mali plac — tak je moja baka Ivka, kao prava purgerica
(iako to nije bila), zvala Britanac, iliti Ilicki plac. U moder-
nom zagrebackom govoru Britanac nitko viSe ne zove
Malim placem, no u posljednje vrijeme on postaje sino-
nim za mjesecno trZzenje zdravom hranom na Tavanu.
OK, a kaj je to Tavan?

Tavan je, dakle, kao $to mu ime sugerira, tavanski prostor
u Sinkovi¢evoj ulici 8 na Kaptolu, u krasnom kvartu koji
obiluje unutradnjim dvoristima na breZuljku i zgradama
visokih plafona i prostranih tavana. Svoj je tavan Jelena
Iva Nikolié pretvorila u radni prostor, a osim toga se po-
kazalo da je idealan i za raznovrsna drustvena okupljanja
poput izloZbi ili ovog placevanja.

Mali plac na Tavanu nudi prirodno uzgojenu hranu s do-
macih gospodarstava hrvatskih proizvodaca, kao i priliku
da o njoj saznate sve — kako se uzgaja, kako raste... Sva-
ke subote na Tavanu moZete pronaci sve te fine proizvo-
de na jednom mjestu, a prije same kupnje degustacija je
obavezna! Osim hrane tu je i prirodna kozmetika iz kuéne
radinosti, kako za lice i tijelo, tako i za kuc¢u, odnosno
dom! Mali plac na Tavanu je inicijativa Jelene Ive Nikoli¢

i Jelene Mikin.

Mali plac na Tavanu

E

Mali plac — that’s how my granny
Ivka used to call the British
Square, or as old townsfolk
named it — Ilica marketplace.
Contemporary citizens hardly
ever call it that way, but lately
this market has become a
synonim for monthly trade of
fine and healthy food on an attic.
0K, but what the heck is Tavan
(attic)?

Tavan is, as the name itself sug-
gests, a lofty space in Sinkovic¢eva
Street N. 8, located on Kaptol, a
beautiful and ancient neighbor-
hood on a hill, filled with cute

inner backyards and buildings
with high arches and spatial at-
tics. Jelena Iva Nikoli¢ made her
own garret a working space, and
besides it became an ideal place
for all types of socializing.

Mali plac na Tavanu offers its
costumers only naturally reared
groceries and food from domestic
farms of Croatian manufacturers,
as well as the opportunity to
learn all that you wished to knew
about it — how is it breeded, how
does it grow... You can find all
these juicy products united in

one place every Saturday on an
attic. Before you buy anything,

it’s a must to try everything!

Apart from food, at your disposal
are homemade cosmetic prod-
ucts, too, whether you need it for
your face or body, or for your hose,
respectively home! Founders of
Mali plac na Tavanu are Jelena Iva
Nikoli¢ and Jelena Mikin.
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DI dizajn

Modni brend D1 dizajn osmislila je lvana Baéelié-Sajko
— on se izdvaja jasnim linijjama i nenametljivom eleganci-
jom. Naglasak dizajna je na minimalisti¢kom pristupu i
prirodnim materijalima. Isto tako, lvana voli reciklazu, pa
vodena tom idejom radi traper jakne i torbe od 100% reci-
kliranog trapera. Osnovna ideja njenih kreacija je od starog
odjevnog predmeta stvoriti novu cjelinu, tj. udahnuti mu
novi Zivot.

Ilvana Baéelié Sajko’s fashion
brand DI dizajn stands out with
clear lines and an unobtrusive
elegance. Emphasis of the design
is on minimalistic approach and
natural materials. lvana also likes
to recycle, so, driven by this idea
she makes denim jackets and
bags from 100% recycled denim.
The main idea of her creations

is to breathe new life into old
clothes (denim).

Artisan

Tvornica Artisan nastala je iz tradicionalne stolarije
Costovié koja je u nju pretoéila svu svoju ljubav prema
drvetu i 50 godina iskustva u njegovoj obradi. Artisan

je specijaliziran za ruénu proizvodnju visokokvalitetnog
namjestaja od masivnog drveta i upravo je inzistiranje na
ruénom, artisanskom radu ono §to nas razlikuje od ostaljh.
Prva iskustva stekli smo izradujuci namjestaj za nizozen-
ske i britanske dizajnere, a 2007. u suradnji s regionalnim
dizajnerima pokre¢emo i prvu vlastitu kolekciju. Od tadg
nastojimo svakom kolekcijom, svakim komadom drveta,
vizijom dizajnera i dodirom marljivih majstorskih ruku
opravdati filozofiju koju slijedimo.

Volimo drvo zato $to ga poznajemo cijeli Zivot. Od Sume

u kojoj smo se igrali kao djeca do Zivotnog poziva kojemu
smo posvetili svoje zrele godine. Zato Sto volimo drvo, Ze-
limo tu ljubav podijeliti proizvodeci namjestaj za ljude koji
dijele nasu strast prema drvetu i vrhunskom namjestaju.
Zato $to volimo drvo, suradujemo s najboljim regionalnim i
svjetskim dizajnerima koji znaju nase tehnoloske prednosti
i koji znaju znanje pretoditi u viziju dostojnu tog pleme-
nitog materijala. Zato §to volimo drvo, na$ glavni stroj za
proizvodnju su ruke nasih artisana, majstora koji vizije
dizajnera svakodnevno pretvaraju u jedinstveni rucni rad.
Imamo vise od 100 prodajnih mjesta u svijetu, a najblize
se nalazi u Zagrebu u Radnic¢koj 1a, ujedno prvom Artisan

monobrand salonu.

www.artisan.ba

The Artisan factory emerged from
the traditional woodwork shop
Costovié, which conveyed all its
love towards wood and 50-yeat
experience of wood processing
into it. Artisan specializes in the
manual production of high quality
furniture made from solid wood,
and this insistence on manual,

artisan work is what sets us apart.

We acquired our first experiences
by producing furniture for Dutch
and British designers, and we
started our own first collection

in collaboration with the regional
designers in 2007. Since then, our
aim has been to reaffirm the phi-
losophy that guides us with each
collection, each piece of wood,
with each designer’s vision and
diligent craftsmens touch.

We love wood because we have
known it our entire life. From the
forest we played in as children, to
the calling to which we have dedi-
cated our adulthood. Because

we love wood, we want to share
this love with you by producing
furniture for people who share

our passion for wood and top
quality furniture.Because we
love wood, we collaborate with
the best regional and global
designers who are familiar with
our technological advantages
and who know how to convey
the expertise into a vision that is
worthy of this precious material.
Because we love wood, our main
production tools are the hands
of our artisans, masters who
daily turn designers’ visions into
unique handicraft.
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Propuh u Donjoj Preradovicevoj SuperUho festival
Uskoro! 3.8.—5.8.2014.
U Donjoj Preradovicevoj, Zagreb Plaza Banj, Sibenik

Cest is the best
5.6.—11.6.2014.
Zrinjevac, Zagreb

Pedalafest

56.—76.2014.
Studentski centar &
Tehnicki muzej, Zagreb

Pokrenuli smo natjecaj za ilustratore,
licitiramo za Re:Cycles bicikl, veselimo
se ljetu uz The National na Sibenskoj
plazi Banj.

Pridruzi nam se! :

iskonovci.iskon.hr IdeSh!
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Zagreb 30. - 31. 05. . 06. 2014

Stara vojna bolnica / Viaska 87 i Magazinska ulica

2Fast / CMP / Flying Fortress / The London Police /
Lunar / Rienke Enghardt / Stan / Tizer / Won / Zedz
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Program festivala / Festival program

Izlozbe / Exhibitions

30.5.— 31.5,10:00 — 20:00
1.6,10:00 —18:00

D-izlozba / D-exhibition, selektirani radovi mladih autora
/ selected works by young designers

4/4, Ana Armano Linta, Bokte, Elementi, Evolve, Frestres,
Iris Klari¢, Ivan Saban, Kirsrajer, Lea Vavra, Maja Grakalié,
Maja Jandri¢, Manufakturist, Matea Bronié, Mihael
Miklosié, Morana Krklec, Nina Bacun i Goran Jovanovic,
NJI3, Orin Ivan Vrka$, Paolo Cerié, Presa: radionica
sitotiska u Tvornici sardina, Puce, Roman Vlahovié¢, This
Town Needs Posters, Vanja Veseli¢ i Berislav Kovacevic,
Vedrana Mastela, VK 2011

D-market, prodajna izlozba / sales exhibition

Artisan, Bosa noga, LP design, DI dizajn, Flying donkey,
Sexy plexy, Ovo nije nakit, Pera Podrug Kralji¢, Fashion
corner, didibidi, Kutumi dizajn, Gloopy, Margareta,
PlayAndCover, Nokoncept, Borovo, ITO ITO, Centar za

nkluzivne radne aktivnosti, Kriva crta, Lidija Jasni¢, Dizajn

turizam 2014, Mali plac

Dizajn: na rubu voL.1 / Design: borderline voL.1,
tematska izloZba / thematic exhibition

BilicMiiller, Dora Durkesac & Vesna Rohacek, Lina
Kovacevi¢, Dejan Krsi¢, Igor Kuduz, Niko Mihaljevié, Petra
Mili¢ki, Organizam, Damir Prizmi¢ & lvan Klisuri¢

Young Balkan Designers - Junaci svakodnevice
/ Everyday Heroes
HDD, Mikser, Public Room Skopje

TransfervolL.3
AUTORI 1ZLOZBE / CURATORS
Gordana Brzovi¢ i Marko Golub

(Est)etika nacionalizma: Dizajn za turbo-folk voL.2
/ (Aesth)etics of nationalism: Design for turbo-folk
VvoL.2

AUTOR IZLOZBE / CURATOR Bojan Kristofié

Plakatiranje / Posters Allowed

AUTOR PROJEKTA / PROJECT INITIATOR Ivan Dorotié¢
PRODUKCIJA IZLOZBE / EXHIBITION PRODUCED BY
VizkulturaiHDD

Vrtna instalacija / Garden installation
Aleksandra Poljanec, Iva-Maria Jurié, Sabina Plese

Gostujuce izlozbe
/ Guest Exhibitions

s0s Balkan Posters
SOS Dizajn Festival, HDD, Vizkultura

Ministry of Pleasure — Makedonski produkt dizajn
/ Macedonian Product Design
Public Room Skopje

IZLOZBE FAKULTETA / DESIGN SCHOOLS
AND FACULTY EXHIBITIONS

Akademija likovnih umjetnosti Sarajevo
/ Academy of Fine Arts Sarajevo

ALUO to go
Akademija likovnih umjetnosti i dizajna, Ljubljana

sD danas / sD Today
Studij dizajna / School of Design, Zagreb

Sjeverna granica / The Northern Border
Odjel medijskog dizajna / Department for media design,
Koprivnica

DVK UMAS

Odsjek za dizajn vizualnih komunikacija Umjetnicke
akademije / Deparment for visual communications design
of the Split Arts Academy, Split

Ornament je zloéin (da/ne?)

/ Ornament is Crime (yes/no?)
Tekstilno-tehnoloski fakultet

/ Faculty of Textile Technology, Zagreb

SPUD
Skola primijenjene umjetnosti i dizajna
/ School of Applied Arts and Design, Zagreb

Sponzorske instalacije / Sponsors’ installation
showcases

Box Ambalaza

Adria Papir

Iskon plakati
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Radionice / Workshops
30.5.-1.6.

Osam polaznika / Eight Participants
Vlado Martek, Niko Mihaljevi¢

Savez superjunaka / League of Superheroes *
Neva Capin, Mia Bogovac

Rad na gradu / Working on the City
Valentina Gulin Zrni¢, Karla Paliska, Barbara Majnarié¢

Inside out - Rastavi sastavi / Assemble disassemble*
Deborah Husti¢, Masa Milovac

Mikrosuradnje / Microcollaborations

radionica za srednjoskolce i bruco$e / Secondary school
students’ and freshmen workshop

Dario Devi¢

Moksito
radionica sitotiska / Silkscreen workshop
Marko Gamser, Nemanja Obradovi¢, Milo$ Opacié¢

Sve radionice odrZavaju se se od 30.5.— 1.6. u terminu od 12:00 do 17:00
sati, osim*, koje se odvijaju 31.5. i 1.6. / All workshops are held from May
30 to June 1 from 12 to 5pm, except * which takes place on May 31 and
June 1.

Satelitski program
/ Satellite program

1ZLOZBE / EXHIBITIONS

Slike iz podzemne: plakati Skole vizualnih umjetnosti iz
podzemne Zeljeznice, od 1947. do danas / Underground
Images: School of Visual Arts Subway Posters, 1947 to
the Present

27.5.—9.6.2014.

IzloZbeni salon Izidor Krénjavi, SPUD, Trg marsala Tita 11

Priée o junacima / Tales of Heroes
27.5. —21.6.2014.
Galerija Forum, Teslina 16, Zagreb

IzloZba natjecajnih radova kolekcije

Startas jesen / zima 2014—15

/ Exhibition of the works from the competition for
Startas collection Autumn / Winter 2014-2015
28.5. — 31. 5. 2014.

Lauba, Baruna Filipoviéa 23a

Woodoir / Sanja Rotter
15.5. — 31. 5. 2014.
HDD, Boskoviéeva 18, Zagreb

Open-shops

Upi2M Books, Meduli¢eva 20 — popust od 25% na kompletnu
ponudu knjiga iz podrucja dizajna, poseban paket knjiga Hrvatski dizajn
sad, Dizajn i nezavisna kultura te Na drugi pogled za 200,00 kn / 25% off
on all design book offers plus a special book bundle: Croatian Design
Now, Design and Independent Culture and On second glance for HRK 200

Take me home, Tomiceva 4 — prigodni popust od 10% za gotovinsku
kupnju izbora dizajnerskih proizvoda. Popust je moguée ostvariti
od ponedjeljka 26. 5. do subote 31. 5. / Special 10% off on all cash
purchases of design products. The offer stands from Monday, May 2€
till Saturday May 31.

I-gle, DeZzmanov prolaz 4

Themelia, Palmoti¢eva 26 — tijekom trajanja Dana dodatni popust
uiznosu od 10% na narudzbe stolica / Additional 10% off for all chair
orders during D-Day festivalt

Modus, TkalCi¢eva 48

Soli papar, Vlaska 78 — popust na sve proizvode koji nose reddot
design award markicu / Discount on all of our products which bear the
Red Dot Design Award brand

Prostoria, A. Bauera 3, V. Skorpika 11

Intera, llica 168a — tijekom trajanja Dana D odobrava se 20% popusta
na proizvode iz kolekcije Element / 20% discount on all products from
the Element collection during D-Day

Artisan, Radnicka cesta 1a — tjedan uo&ii nakon Dana D (26.5. — 8,6.)
popust od 25% na sve proizvode / 25% discount on all products during
the weeke before and after D-Day festival

Dizajnholik, llica 11 — u tjednu kada se odrzava Dan D daruju besplathe
savjete za uredenje interijera, te popust na odredene proizvode / during
the D-Day festival week Dizajnhalik offers free advice on interior design,
as wellasdiscounts on selected products
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Dirkurzivni program / Discoursive program

petak /friday, 30.5.

17:00-18:125 dizajn: na rubu / Design: borderline
izbor tematskih izlaganja i neformalni
razgovor s autorima / Topic-related
presentations and informal discussion

with speakers

17:00-17:15 Organizam

17:15-17:30  Igor Kuduz

17:30-17:45 Damir Prizmi¢ & lvan Klisurié
17:45-18:00  Niko Mihaljevi¢

18:00-18:15  Petra Milicki

18:15-19:00 Buducnost regionalne suradnje u

kontekstu dizajna / The future of

regional cooperation in the design

context — informal discussion

neformalni razgovor i druZenje /

informal discussion

SUDJELUJU / PARTICIPANTS Maja Lali¢, Nikola Radeljkovié,
Ilvana Borovnjak, Aleksandar Velinovski

MODERIRA / MODERATOR Marko Golub

Kvizkultura

Kviz u organizaciji Vizkulture i HDD-a
/ Quiz contest organised by Vizkultura
and CDA

20:00

subota / saturday, 31.5.

12:00 Jackinthearts

Prostorni resursi civilne i kulturne

scene / Spatial resources for the

civic and cultural scene

Kome pri(o)padaju demilitarizirani

prostori? / Who do demilitarised facilities

belong to and who is responsible for their

deterioration?

tribina u organizaciji CMS-a i HDD-a

/ Round-table organised by CMS and CDA

SUDJELUJU / PARTICIPANTS dr. sc. Kruno Kardov (Odsjek
za sociologiju Filozofskog fakulteta u
Zagrebu / Department for Sociology of
the Faculty of Humanities and Social
Sciences), Igor Tabak, (neovisni vojni
analiti¢ar / Independent military analyst),
Dusica Radojéi¢ (Zelena Istra i gradanska
inicijativa Volim Pulu! / Zelena Istra and
the Volim Pulu civic initiative), Idis Turato,
(arhitekt / Architect), Alen Ci¢ak (DuUDI)

MODERIRA / MODERATOR Gordan Bosanac

13:30-14:00 Kreativni markeri / Creative markers
video projekcija i izlaganje / Video-screehing
and presentation
Dafne Berc, Bojan Mucko, Neven Petrovié,
Ana Silovié

12:00-14:00

12:00-13:30

14:00-16:30 EDU program

dizajn i vizualna kultura u edukaciji / Design

and visual culture in education

Ivana Fabrio, Prostori ucenja u tranziciji /

Spaces of learning in transition

Mladen Oresi¢ i Matija Duic,

Dizajner i obrtnik / Designer and crafstmah

Vizualna pismenost u redovnom

obrazovanju — okrugli stol u organizaciji

OPA-e i HDD-a / Visual literacy in

compulsory education — round-table

organised by OPA and CDA

SUDJELUJU / PARTICIPANTS Pero Mrnarevié (ALU),
Aleksandar Batista Ili¢ (ALU), Miroslav
Huzjak (UF), Frano Dulibié (FF), Feda Vuki¢
(sD), Mira Roth (AF), lvana Fabrio (SD),
Neven Budak (Mz0s), Darko Tot (Mz0OS)

MODERIRA / MODERATOR Jelena Bracun Filipovié¢

14:00-14:30

14:30-15:00

15:30—-16:30
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17:00-20:00

17:00-17:30

17:30-18:00

18:30-19:00

19:00-19:30

19:30-20:00

21:00
22:00-23:30
22:00-22:30
22:30-23:00

23:00-23:30

23:30

dizajn: na rubu / Design: borderline
tematska predavanja / topical lectures
Sodja Zupanc Lotker, Shared Spaces
(Sto to uopée dodavola radimo? / What
the hell are we doing anyway?)

powered by Iskon

Stefano Mirti, Na granici dizajna

i grani¢nog poremecaja linosti

/ Design. Between borderlines and
multiple personality disorders

Dejan Krsi¢, Granice dizajna — Dizajn kao
diskurzivna praksa / Design borderlines —
Design as discoursive practice

Idis Turato, Projektiranje razlicitosti —
projektiranje nepredvidivog / Designing
diversity — designing the unpredictable
SKART, Iskustvo drugog iskustva

/ Experience of a different experience

Dodjela nagrada / Award Ceremony

Party studenata Studija dizajna
/ Party by students of School of
Design

Two Faces of Gala

I/11 Split Personalities
Baden-Baden

D Party Take me Out

Nakon zavrsetka D Partija svi posjetitelji sa
narukvicama Dana D imaju besplatan ulaz

u Pepermint klub i u Industriju Petrekovié
(Katranovi Dvori) / After D-party all visitors bearing
festival armbands have free access to Pepermint
Club and Insustrija Petrekovi¢ (Katranovi dvori)

nedjelja/ sunday, 1.6.

10:00-14:00

12:00-18:00
ORGANIZATOR
KOORDINATOR

Dizajnerske poéetnice (radionice

za djecu) / Design 101 (children’s
workshops) powered by Iskon

Prostor i ja / The space and me, OPA
Prostor oko mene / The space around me,
Tatjana Liktar Elez, Kristina Careva, Maja
DraZina, Olja Ivanovié, Konstantina Kralj,
Ivana Lukenda, Tomislav Soldo

Bez pravila / No rules, Vanessa Serka i
Josipa Tadi¢

Global sharing day
Coworking Croatia (HDNP)
Matija Raos
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