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a uzitého uméni, ktery realizoval
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Uvodem

Design je ve své podstaté navrhovanim nasi bu-
doucnosti. Nazev publikace, kterou jste pravé
otevreli, stejné jako nazev vice nez roéniho cyklu
prednasek a workshoput zahraniénich designéra
a teoretikd, jez ma tato publikace shrnout, je
v tomto svétle trochu paradoxni. Lze viibec mluvit
o budoucnosti designu?

Vice nez 30 éeskych a zahraniénich odbornik,
ktefi se spolu s nami na projektu Budoucnost
designu podileli, nas presvédéilo, Ze jde o téma
nanejvys aktudlni. Jak jinak ovlivnit vyvoj této
discipliny, neZ Ze o designu budeme znovu a znovu
pfremyslet a diskutovat?

Motivaci pro realizaci projektu i této publikace
byla pro nas predevsim moznost, dat budoucnosti
oboru, kterému se CZECHDESIGN vénuje jiz
vice nez 13 let, smér, jez povazujeme za spravny.
Souéasnost stdle vice nazira na design ne jako
na otdazku zZivotniho stylu, ale jako na otazku
napliiovdni potieb élovéka. Designéfi by v tom
méli velkou mérou pomdhat.

V Ceské republice se stdle potykdme s pojetim
designu, ktery ma pramalo spoleéného s neustdle
se ménicim svétem kolem nas. Jsme vice nez radi,
Ze jsme diky podpofe grantem zIslandu, Lichten-
Stejnska a Norska mohli pozvat odborniky, ktefi
éeskému publiku ukazali nové cesty, jak k designu
pristupovat. Pomohlo nam to nezaspat dobu a vé-
fime, Ze diky tomu nezaspi dobu ani ¢esky design!

600
abnd

Editorial

Design is essentially designing our future. The
name of the publication which you just opened, as
well as the name of more than a year-long cycle of
lectures and workshops of foreign designers and
theoreticians which this publication summarizes
is in this light somewhat paradoxical. Can we talk
at all about the future of design?

More than 30 Czech and foreign experts who
are involved with us on The Future of Design
project convinced us that this is a topic of ut-
most importance. How else are we to influence
the development of this discipline if we will not
think and discuss about design again and again?

Our motivation for the project and this publication
was first of all the possibility to give the future
to the discipline, of which CZECHDESIGN has
been devoted for more than thirteen years, the
direction which we consider to be correct. The
present increasingly sees design not as a matter
of lifestyle, but as a question of fulfilling human
needs. Designers should largely help in this.

In the Czech Republic we are still struggling with
the concept of design, which has little in common
with the constantly changing world around us. We
are more than pleased that thanks to support
through grants from Iceland, Liechtenstein and
Norway we could invite experts who showed new
ways how to approach design to the Czech au-
dience. It helped us to stay up-to-date and we
believe that thanks to it even Czech design will
not miss the chance!
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CZECHDESIGN
Centrum éeského
designu

CZECHDESIGN — centrum é&eského designu,
je nezavisla vyzkumnd a vzdéldvaci organizace
podporujici a rozvijejici éesky design od roku 2003.
Jeji tym tvori odbornici z oblasti designu, design
managementu, vzdélavani, teorie a historie de-
signu. Cilem CZECHDESIGN je uéinit éesky design
a éesky primysl prostfednictvim designu konku-
renceschopnym. V ramci svych aktivit pomdha
designérim i podnikateldm, firmam a statnim
institucim najit spoleénou Feé.

Informace, vystavy, vzdélavani

Vyddavame webovy portal o designu s nejdelSi tra-
dici v CR, vedeme vlastni galerii v centru Prahy,
poskytujeme poradenstvi firmam, vzdélavame
designéry, firmy i vefejnost.

Inspirace ze zahraniéi

Budoucnost designu je projekt, ktery jsme pfi-
pravilizdlouhodobé potieby uvadét éesky design
do kontextu zahraniéniho déni. Sbornik, ktery
pravé drzite, ma shrnout vice nez roéni cyklus
predndsek, workshopti a diskuzi, a obohatit ho
o pohledy éeskych odbornikd.

Dékujeme

Za podporu a spoluprdci dékujeme partnerim
projektu: Fond EHP, Vysoka skola umélecko-
primyslova v Praze, Fakulta multimedidlnich
komunikaci Univerzity Tomase Bati ve Zliné,
Fakulta uméni a designu Univerzity J. E. Pur-
kyné v Usti nad Labem, Svédskd ambasdda
v Praze, britsky Design Council, Iceland De-
sign Centre, PROTEBE live, Asten Hotels,
Designreader, Design Cabinet CZ, Insidecor,
Designportal, DesignMagazin, Artikl, Radio 1
a Lidovky.cz.

instagram CZECHDESIGN.CZ

CZECHDESIGN
The Centre
of Czech Design

CZECHDESIGN — the centre of Czech design is
an independent research and educational orga-
nisation that has been supporting and developing
Czech design since 2003. Its team is comprised
of the experts in design, management of design,
education, theory as well as history of design.
The objective of CZECHDESIGN is to make the
Czech design and Czech industry competitive
by means of design. As part of its activities it
helps designers and entrepreneurs, companies
and state institutions to find common ground.

We have launched and run a website dedicated

to Czech design with the longest tradition in the
Czech Republic, we have also our own gallery
in the city centre of Prague, provide advice to
companies and educate designers, companies
as well as the public.

Inspiration from Abroad

The Future of Design is a project that we prepared
as part of the long-term need to put Czech design
into an international context. The Collection
you are currently reading is supposed to provide
an overview of a more than one-year series of
lectures, workshops and discussions and enrich
it with the opinions of Czech experts.

Thank you

For their support and cooperation, we thank our
project partners: EEA Grants, the Academy of Arts
(AAAD), Architecture and Design in Prague; Facul-
ty of Multimedia Communications of Tomas Bata
University in Zlin; Faculty of Art and Design at
). E. Purkyné& University in Usti nad Labem, Swe-
dish embassy in Prague, British Design Council,
Iceland Design Centre, PROTEBE live, Asten
Hotels, Designreader, Insidecor, Designportal,
DesignMagazin, Design Cabinet CZ, Artikl, Radio
1 and Lidovky.cz.

strana
012

O projektu
Budoucnost
evropského
designu
a uzitého
umeéni

Cyklus predndsek a workshopti

Projekt, jehoZ souédsti je tento sbornik, predsta-
vil vice nez roéni cyklus prednasek a workshopt,
které se zabyvaly problematikou oboru designu,
jeho souéasnym postavenim a budoucimi vyzvami.
Jeho cilem bylo rozvinout odbornou diskuzi v této
oblasti a uvést ji do celoevropského kontextu.

Projekt Budoucnost evropského designu a uzitého
umeéni realizovalo v letech 2014—2016 centrum
éeského designu CZECHDESIGN v partnerstvis the
Norwegian University of Science and Technology
za podpory Fondu EHP.

Socidlni aspekty, budoucnost a vyzkum

Predmétem jednotlivych prednasek a workshopt
byla témata, jako je socidlni role designu a jeho
vztah ke spoleénosti, budoucnost jednotlivych de-
signérskych disciplin nebo role vyzkumu v designu.

Prednasky, workshopy a diskuze vedli pfizvani
zahraniéni designéfi a osobnostiz oblasti designu
pro studenty designu, designéry i vefejnost, a to
ve spoluprdci s éeskymi univerzitami: Vysokou
Skolou uméleckopriimyslovou v Praze, Fakultou
multimedidlnich komunikaci Univerzity Tomase
Bati ve Zliné, Fakultou uméni a designu Univerzity
1. E. Purkyné v Usti nad Labem a dal$imi.

V ramci projektu byly také vydany dvé publikace.
Kromé sborniku, ktery pravé étete, je to publikace
sndzvem ,Co je to? Vyzkum a design” zabyvajici
se vztahem designérské prdace a vyzkumnych
principt.

¢T10
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About
the Project
Future
of European
Design and
Applied Arts

A Series of Lectures and Workshops

The project this collection is integral part of has
presented an extended annual series of lectures
and workshops that dealt with the field of design,
its current status and future challenges. The aim
was to develop expert discussions in this area in
the pan-European context.

CZECHDESIGN and Norwa
The Future of European Design and the Applied

Arts Project was run in the years 2014—2016 by
the Czech design centre, CZECHDESIGN, in part-
nership with the Norwegian University of Science
and Technology and with support of EEA Grants.

Social Impacts, the Future and Research

The subjects of the individual lectures and
workshops were topics such as the social role of
design and its relationship to the society, the
future of design disciplines or the role of research
in design.

Partnerships with Foreign Experts

Lectures, workshops and discussions were led by
invited international designers and personalities
from the field of design for design students,
designers and the public, in cooperation with
the Czech universities; the Academy of Arts,
Architecture and Design in Prague; Faculty of
Multimedia Communications of Tomas Bata Uni-
versity in Zlin; Faculty of Art and Design at ). E.
Purkyné University in Usti nad Labem and others.

Within the project two professional publications
has been released. Apart from the collection you
are reading at the moment, it is a publication
called ,What Is It? Design and Research” dea-
ling with relationship of the designing work and
research principles.
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Alice

Rawsthorn:
Designu se
vzdycky nejvic
darilo v érach
velkych zmeén.
V jedné
takove prave

AKX

Zijeme...



Design Zzurnalistika na svétové urovni

Novindre, ktefi se dlouhodobé

a soustavné zabyvaji designem, bychom
v éeskych denicich pohledali. Nechme
se inspirovat novinaikou, kterda hodnoti,
vysvétluje, kritizuje a zamysli se nad
designem v tisku svétového formatu.
Alice Rawsthorn pise o designu

v International New York Times, ktery
publikuje jeji étivé sloupky po celém
svété. Tato élenka ,,Board of Trustees”
londynské Whitechapel Gallery je
zaroven fejetonistkou pro uzndvany
britsky éasopis o uméni a kultufe Frieze.

web alicerawsthorn.com
instagram alice.rawsthorn

do zivota, 2014 (Kniha Zlin)

Svétové uznavana
novindarka a kriticka
Alice Rawsthorn
se na design diva
tak, jako malokdo.
Predstavit si pod
timto pojmem
luxusni sedacku
nebo vystavni
kousek do vitrinky
je vSak to posledni,
co by ji napadlo.
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Desisn, hxbotel zmén
»Hello World: Where Design Meets Life"” (v éeském prekladu Zdravim,

svéte: Jak design vstupuje do Zivota) je jedna z poslednich publikaci,
ve které se Alice Rawsthorn reflexi designu jako oboru vénuje. Nejde
vSak o laickému publiku nepFistupné éteni. Ve tfinacti kapitolach
predstavuje design od zdkladd. Odpovida na fundamentdlni otazky
#«Co to je design?, Kdo je designér?, Jak se poznd dobry design?, Proé je
design dulezity?”, pfiéemz je kniha nabitd zajimavymi informacemi,
jmény, fakty, vyzkumy, pfibéhy a rozebird i aktudalni témata jako
ekologie, dlouhodobad udrzitelnost, vztah uméni a designu nebo proé
viichni touzi byt ,novym Apple”. Design povazuje za velmi vlivny
nastroj, ktery ovliviioval spoleénost jak v minulosti, tak v pfitom-
nosti a bude mit éim dal vétsi spoleéenskou Glohu i do budoucna.

Mate o svété souéasného designu Siroky prehled. Kde vnimate

wepicentrum” designu? Kde myslite, ze bude v budoucnu?
Nemyslim si, Ze se v souéasnosti da mluvit o geografickém epi-
centru designu. Naopak, ma-li byt design dynamickou disciplinou
pro budoucnost, musi byt stdle rozmanitéjsi a rozpinavéjsi. To
znamend reflektovat rostouci geo-politickou a hospoddiskou
silu Jizni Asie, Latinské Ameriky a Afriky, a zdroven v téchto
regionech objevit co nejvice talentl. Da rozum, ze pokud mame
plné tézit ze schopnosti designu ménit nase zZivoty k lepSimu,
potfebujeme co nejlepsi designéry. Nebudeme je mit, pokud
budou pfichdzet pouze z uréitych zemi nebo uréitych demo-
grafickych vrstev.

Casto kritizujete design, ktery je zamyslen pouze pro ,top 10 %"
populace. Z nasich zkuSenosti je design asociovan s luxusem a ne-
dostupnymi cenami velmi éasto. Zaznamenala jste v poslednich
letech v pFistupu k designu néjakou zménu?
Ano, dle mého nazoru doslo v pFistupu k designu k radikalni
zmé&né. Od pramyslové revoluce byl design formovan a pro-
fesionalizovdn, ale také omezen pouze na svou komeréni roli,
¢asto jako pouha zdlezitost stylu. Nase chapdni designu se
v poslednich letech stava éim dal vic eklektickym a expanziv-
nim. Stard kli$é o designu stale pfevazuji, ale je také stale vice
vnimdn jako ué&inné feseni Siroké skdly problémi. Od zefek-
tiviiovani socidlnich sluzeb k rozvoji u¢innych a pfistupnych
vzdélavacich nastrojd, které mohou pomoci ,,tém zbyvajicim
90 %" — neprivilegované vétsiné svétové populace — naplnit
svij potencidl.

V éem vidite nejvétsi prekazku pro uplatiovani kvalitniho a funké-

niho designu? Je to otazka vyroby nebo spise jeho umisténi na trh?
| pfes zmény v pFistupu k designu jsem pfesvédéend o tom,
Ze jednou z nejvétsich prekdzek je stale mylna predstava
o designu jako nastroji komerce a stylu. Pokud spoleénost
nerozpoznd silu designu v odliSnych kontextech, nebude
schopna z néj tézit. Jistou analogii by mohla byt nemocnice,
kde by pacientim lé&ili jen fyzické neduhy a ignorovali ty
psychické. Stejné — jako by pacienti nedostavali celou $kdlu
lééby, kterou potiebuji — tak spoleénost nevyuziva vSechny
moznosti, které nam design nabizi.



Jak vidite budoucnost designu jako discipliny? Jaké materidly,

produkty nebo témata budou relevantni v nasledujicich letech i ve

vzddlenéjsi budoucnosti?
Podivame-li se zpét do historie, designu se vZdycky nejvic
dafilo v érach velkych zmén. V jedné takové pravé Zijeme.
Pro design pfipravila nespoéet vyzev a prilezitosti. Zrychleni
pokroku ve védé a technice. Eskalace environmentadlni krize.
Prohlubujici se propast mezi bohatymi a chudymi. Bolestné
poznani faktu, Ze fada instituci a systémQ, které regulovaly
nase Zivoty ve 20. stoleti, uz nejsou vhodné svému uGéelu. To
jsou pouze nékteré z nich...

bio Teoreticka a publicistka designu se narodila v Manchesteru
a absolvovala déjiny uméni na Cambridge University. V letech
1985—2001 pusobila jako novinaika ve Financial Times, kde byla
prakopnici tématu kreativnich priimysld. V roce 2006 se stala
sloupkaikou pro zmifiovanou globalni edici deniku New York Times.
V jejim profesnim Zivotopise najdeme takové dilezité posty, jako
pfedsedkyné poradniho organu britského Design Councilu, nebo
vyznamnd ocenéni, jako je OBE, ocenéni britského krdlovstvi pro
zvlastni pfinos na poli kultury a uméni z roku 2014. Kromé zmiro-
vané publikace ,Hello World" je také autorkou uzndvané biografie
mddniho designéra Yves Saint Laurenta.
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Alice R thorn béhem pfednasky na

prazské UMPRUM, 23. 9. 2015

/ Alice Rawsthorn during her lecture
at AAAD in Prague, 23.9.2015

Foto: Jan Hromadko



bio Radka Machalicka je
absolventkou grafického
designu na Vysoké skole

uméleckoprimyslové v Praze.
V organizaci CZECHDESIGN
pusobi od roku 2009, kde

od poéatku pracuje na
projektech na podporu a rozvoj
designu z pozice profesiondla
v oboru. Je §éfredaktorkou
odborného portalu o éeském
designu CZECHDESIGN.CZ

a manazerkou mezinarodni
designérské soutéze zabyvajici
se obalovym designem Young
Package. V roce 2015 zalozila
novou znaéku pohlednic, na
kterych spolupracuje s ¢eskymi
ilustratory Send with Fox.
Foto: Matéj Stransky, Respekt

web czechdesign.cz
web dezeen.com
web designboom.com

instagram CZECHDESIGN.CZ

Radka
Machalicka:
Ceskému designu
chybi odborna
kritika

Séfredaktorka
magazin
CZECHDESIGN.CZ
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Magazin CZECHDESIGN.CZ se zabyva éeskou designérskou scénou od roku 2003, kdy
byl jako nejstarsi éeské online médium zaméfené na design zaloZen. Pfinasi aktualni
informace ze svéta designu, pfedstavuje nové talenty, informuje designéry o pracov-
nich pfileZitostech a soutézich a sdili se étendfi know-how v oblasti zavadéni designu
do praxe. Jak se na éeskou Zurnalistiku zaméfenou na design diva jeho $éfredaktorka
Radka Machalicka?

Co éeské zurnalistice v oblasti designu chybi?
Obecné zde nefunguje kritika designu. Teoretici a kuratofi se vénuji vystavam
a publikaéni &innosti, redaktofi psani povrchnich élankd. Neni zde nikdo, kdo by
se odborné kritice oboru soustavné vénoval. Deniky a tydeniky publikuji o designu
velice malo. Casto to vypadd, e v Ceské republice navrhuje jen par zab&hlych jmen
a ti ostatni zfejmé nejsou tak dobfi, nebo jejich prace neni dilezita. Designové
vystupy se pouze chvali, ale chybi nékdo, kdo by se zvladl podivat pod povrch.
Velké mnozstvi designérd se proslavi i v zahraniéi, ne uméleckymi objekty, ale
navrhovdnim, které posouvd funkénost kazdodennich predméta. Ctend¥ise o tom
bohuzel Easto ani nedozvi. Chybi tu také srovndni se zahraniéim. Design je zde
Easto bran spise jako lifestyle a chybi tu popularizace jeho druhé éasti, kterd resi
problémy jeho uzivatele.
My se snazime design vefejnosti zpFistupnit. Autorské pravo, nastaveni efektivni
spoluprdce nebo ceny za designérskou praci, to jsou témata, kterd se spoluprace
s designéry tykaji, a my se je snazime podrobné zpracovat. Véfim tomu, ze firmy
ale i profesiondlové z oboru je pfi své praci oceni a je dobré mit je kde dohledat.
Webové stranky jsou pro to nejlepSim mistem.

Co Eeskou vefejnost v designu zajima?
Asi je to stejné jako v ostatnich oblastech. Vétsina se zajima o témata, ktera se
jich tykaji osobné a kterd aktudlné Fesi. Nas nejétenéjsi élanek za posledni mésic
predstavoval svatebni $aty od éeskych navrhaii. Dal$im &tenym tématem je
design zaméfeny na déti. Souéasni designéfi v posledni dobé ispésné navazuji na
Ceskou tradici a navrhuji autorské hraéky pro nejmensi. PouzZivaji pti tom lokalni,
nezdvadny material a zaméfuji se i na spravné navrzené hraéky — ty které pozi-
tivné ovliviiuji motoriku ditéte. Objevuje se stale vice rodiél, ktefi premysleji nad

Hledate témata u zahraniénich médii? U jakych organizaci se inspirujete?

Cerstvé novinky i rozhovory, které pfinaseji vhled do prdce designéra, nové po-
stupy, trendy a technologie na online portalech DEZEEN a Designboom. V otazce
vnimdnioboru jsou nam velkou inspiraci ¢lanky britské novinarky Alice Rawsthorn.
Zkusenosti od zahraniénich organizaci se sbiraji nejlépe osobné. Jedna z nasich
redaktorek Kamila Matéjkova se pravé vratila zdvoumésiéni stdze zIceland Design
Centre a myslim, Ze nam ted' jeji nadhled pomdha vidét véci trochu z jiného Ghlu.
Zarovenh tak miZeme &tenaifim nabidnout relevantni informace o islandském
designu i o fungovani designérské praxe v odliSném prostiedi.

Jaké jsou dalsi plany s webovym portalem CZECHDESIGN.CZ?
Kromé designéri a absolvent bychom se radi zaméfili je$té na uchazeée o studium
designu. Piehled $kol a ateliérd by jim mél lépe pomoci's vybérem jejich budouciho
studia. Chystame se také obnovit adresar designér, kde budou mit autofi $anci
prezentovat své prdce. Je to dobra pFileZitost pro mladé designéry, ktefi si
zatim nestihli vytvofit vlastni webové stranky. Bude to ale také prostor,
Lzo kde budou portfolia designérd na jednom misté a to by mélo ulehéit i cestu

k nim ze strany klientd.
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bio Karolina Vrankova je jedna

z mdla éeskych novindrek, ktera
se dlouhodobé zabyva designem
a architekturou a pise o ni pro
Sirokou vefejnost. V souéasnosti
pusobi v éasopise Respekt, kde
pfipravuje pravidelnou rubriku
Styl. Na Radiu 1 moderuje spolu
s Adamem Stéchem potad
Degustace designu. V minulosti
publikovala v odborném
periodiku Era 21, ma za sebou
redakéni zkuSenost z éasopisu
Tyden nebo spoluprdci s Ceskou
televizi. Z témat ji nejvice
zajima bydleni, zejména
svépomocné a sdilené.

Foto: Matéj Stransky, Respekt

magazin budoucnostdesignu.cz

magazin T Magazine (The New York Times)
magazin Zeit Magazin

web dezeen.com

web freundevonfreunden.com

potfad Degustace designu (Radio 1)

Karolina
Vrankova:
Ne kazdy design
si zaslouzi Gctu

novinarka
casopis Respekt
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Ceskych novindFd, ktefi by se kriticky vyjadFovali k souéasné designérské scéné, je jako
$afranu. Karolina Vrankovd, novinaika pasobici v éasopise Respekt nebo na Radiu 1, je
bezpochyby jednou z nich. Co povazuje za symbol funkéniho designu a jakd zahraniéni
média doporuéuje ke sledovani?

Co éeskou veiejnost v oblasti designu a architektury zajima?

Tuzemskd vefejnost byla roky disledné& mystifikovdna, a nejvice se na tom podileli
lifestylovi novindfFi; pfiznavam svou €ast viny. Jako design predkladali nové slanky
do kuchyné, jako architekturu pak rodinné domy. Tohle pojeti designu a architek-
tury jako egocentrické stylizace osobniho prostoru uz se ale prezilo. Myslim, ze
hlavné co se tyée architektury, je laicka vefejnost stdle pouéenéjsi. Uvédomuje
si mozny pfinos architektury také pro vefejné stavby a prostory kolem nich, pro
fungovani mést.

Médii, pravidelnych rubrik &i online portdlQ, které by se zabyvaly designem z jiného
nez lifestylového uhlu pohledu, u nés moc nemame. Vypada to, Ze o architekturu je
v tomto sméru vétsi zdjem. Jak se na situaci divate vy? Cim si to vysvétlujete? Co &eské
zurnalistice v oblasti designu podle vas chybi?
Je pravda, Ze design zGstava naddle zapsan jako trochu dekadentni obor, zamé-
feny na produkci drahych zbyteénosti. Ve své nejlepsi kondici pfitom nabizi feSeni
komplexnich problému: jak produkovat levnéji, udrzitelnégji, jak véci ovladat intu-
itivn&ji, jak je snaze opravovat a tak ddle. V Cesku oviem takovych mentdlnich
vykonl moc nevidime, nejsou pro né ani zdkaznici, protoze vyroba téméf vymrela.
| umélecky design, tedy malosériova vyroba pro naroéné zakazniky, ma rznou
uroven. Novindfi to vS§ak moc nerozlisuji. Myslim, Ze jim chybi zkuSenost a pfehled;
a to mluvim i o sobé, také nejezdim kazdy rok na Design Week do Milana. Navic
se o designu referuje mimofadné nekriticky. Jako by jiZ samo slovo design budilo
uctu — Easto nezaslouzenou.

Jak vidite budoucnost designu z pozice novinaiky? Jaka témata budou stale vice aktudlni?
Netroufam si véstit. Udrzitelnost produkce je uréité nejvaznéjsim problémem
k feSeni. Nové materidly, nové postupy vyroby a recyklace, tady maze designér
sehrat svou zasadniroli. Také design jako kvalitné zpracované uzitkové predméty
pro naroéné zdkazniky bude mit dal sviij vyznam — tim spi$, Ze masova produkce
a tlak na cenu degraduje femesinou praci a neda se éekat rychly obrat.

Jaka zahraniéni média éi autory byste doporuéila sledovat tém, ktefi chtéji byt v ob-
lasti designu v obraze?
Muj favorit je dezeen.com. Libi se mi, Ze je dobfe informovany, a neni pfeuctivy.
Magaziny New York Times T Magazine a Zeit Magazin, to je prosté stara dobra
kvalitni Zurnalistika. Z novych médii mam rada FreundevonFreunden — dobry
napad, ktery vysel.

Jaky produkt povazujete za symbol dobrého, funkéniho designu? A jaky éesky designér-
sky kousek mate nejradsi?

Mam rada $kodovky. Myslim, Ze to je pfiméfend kvalita pro viechny, spolehlivy viz,

design, ktery se nevytahuje a distojné starne. Ano, trochu mu chybi , X faktor”, ale

véFim, Ze i moje Fabie bude jednou cool. Je dost véci, které spojuji koncept a kvalitu.

Napfiklad dZzbanek od znaéky Whitefruits, jemné ironicka pfipominka nadobek

na mléko v pytliku z doby socialismu. Mdj se rozbil, znaéka zanikla, nelze ho

koupit a ziistane tak raritou. Autentickd vzacnost je v dobé& neomezené

6Z0 produkce také docela vzacna.
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Design pro lidské potieby Vyzkumna

éinnost a univerzity patfi k sobé.
Casto se tak v zahranié&i setkavame se
symbiézou vyzkumnych center rGzného
zaméreni, které se k univerzitdm
pridruzily €i na nich pfimo vznikly.
Vyjimkou nejsou ani umélecké

a uméleckoprimyslové $koly.
Zvlastnim pripadem je pak vyzkumné
centrum Helen Hamlyn Centre for
Design, které vzniklo pfi Royal College
of Art v Londyné. Jeho fungovani

pro univerzitu znamend cennou
interakci s praxi, statni spravou

i vefejnym prostorem.

21st Century Office, 2003

Citime, Ze vzrusta
zdjem o design,
ktery neplni
pouze stranky
dasopisQ, ale
dokaze efektivné
resit problémy
spolecnosti,
zejména pak
globalni trend
starnuti populace.
Jak mlze
probihat vyzkum,
do kterého se
zapojuji studenti,
firmy, organy
statni spravy
i obyvatelé mésta,
prijel predstavit
Jeremy Myerson.
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Desisn, ktery je pro v§echnx

Jeremy Myerson je zakladajicim élenem Helen Hamlyn Centre for
Design (HHCD) p¥i Royal College of Art v Londyné. Toto centrum
bylo zaloZeno z iniciativy a diky finanéni podpore filantropky a médni
ndvrhdiky Lady Helen Hamlyn v roce 1999. Vzniklo jako jeden zlo-
gickych vyusténi mezindrodniho hnuti za pfistupny design, které
postupné nabiralo na sile od 60. let dvacatého stoleti. Zejména od
vdlky ve Vietnamu, kdy se v zapadni spoleénosti zaéalo poéitat sra-
nénymi valeénymi veterany, ktefi prezili diky modernéjsi zdravotni
pééia helikoptéram pfivazejicim je zvaleéného pole. Spoleénost jiz
nemohla pFipustit, aby z ni byli tito handicapovani valeéni hrdinové
vylouéeni kvili svym zranénim. V roce 1963 vysla kniha Selwyn
Goldsmith ,Designing for the Disabled”, v roce 1971 pak ikonické
dilo Victora Papanka , Design for the Real World".

Design vs. stdrnuti

Na zaéatku 80. let rozvifila viny americkd designérka Patricia
Moore, kterd stravila nékolik mésicd cestovanim po Severni Americe
v prevle&eniza starou zenu. Celila mnohé diskriminaci a své zézitky
popsala v knize ,,Disguised” (1985). Poukdzala na fakt, ze vyélenéni
ze spole¢nosti zazivaji i zcela zdravi, avSak stafi lidé a v ramci své
kariéry pramyslové designérky se snazila najit vhodna feseni, jak
této exkluzi zabranit. Na jeji zkuSenosti navazala pravé i Helen
Hamlyn, kterd v Londyné uspofdadala pfevratnou vystavu ,,Design for
Old"” (1986).V 90.letech pak Helen poskytla prostfedky pro zalozeni
studijniho oboru a nasledné i vyzkumného centra pfi Royal College
of Art, které se zpoéatku vénovalo zejména zkoumdni a navrhovani
pro éim dal tim rychleji starnouci populaci. Helen Hamlyn Centre
for Design nyni své poslani chdpe $iteji a smér designu, kterym se
ubird, pojmenovava slovem ,inclusive”, tj. design, ktery zaélefuje.

Design, ktery oslovi co nejvétsi trh

Zasadnim a v sou¢asnosti stdle aktualnéjsim tématem pro Jeremyho
Myersona a tym designérd v HHCD zlistava navrhovani prostiedi, ve
kterém mohou rovnocenné fungovat lidé viech vékovych kategorii.
At jiz se jednd o interiéry britskych sanitek €i strukturu a vybaveni
velkych kanceldafi, vzdy je potfeba pfi navrhovani mit na prvnim misté
jednotlivce, ktery tento prostor vyuziva. Design, ktery pomize vyresit
problém jedné konkrétni osoby, totiz mize napomoci mnoha dal$im.
Tento princip, vychdzejici zkonkrétnich problému konkrétnich lidi,
je velmi popularni také ve skandinavskych zemich, proslulych jak
zodpovédnym pfistupem k designu, tak jeho estetickou kvalitou.
PFistupnost a estetické hodnoty se totiZ mohou naprosto prolinat,
jak dokazuje napf. publikace danského design centra ,Design: The
Problem Comes First” (1983). Stejné tak se organicky poji i s vy$si
ekonomickou vynosnosti pro vyrobce, nebot produkty pFistupného
designu logicky oslovi vétsi trh.

Helen Hamlyn Centre for Design
Hlavnim tématem vyzkumného centra je inclusive design — tedy

svétovym leadrem. Aktivity centra se déli do t¥izakladnich oblasti.
Age & Ability Lab se zabyva tématem starnuti a designem pro pfi-

stupnéjsi spoleénost bez ohledu na schopnosti a specifické potieby.



Healthcare Lab se vénuje bezpeénéjsim a kvalitnéjsim sluzbam ve
zdravotnictvi a zdravotni pééi. Sekce Work & City provadi vyzkum
v oblasti ménicich se potieb pracovniho prostiedi a méstského
Zivota. Nové vznika Social Innovation Lab pak pohliZi na inovace
jako hybatele zmén v socidlnim prostiedi. Mezi nejzajimavéjsi pro-
jekty centra patfi napfiklad spoluprdce s National Health Service,
béhem které doslo ke zméné interiéru sanitek a principu fungovani
zdchranné sluzby nebo spoluprace se Samsungem, ktera zménila
jejich pristup k designu vyrobkl a digitalnich sluzeb. V souéasné
dobé se pracuje na novém londynském taxi nebo tématu aut bez
fidiée. HHCD zalozil novinaf Jeremy Myerson, nyni jej vede designér
Rama Gheerawo.

Worskhop: seniofi a primyslovi designéfi

Velkym zazitkem pro vS§echny zGéastnéné byl prakticky workshop
sndzvem ,Designing for people’s need”, ktery Jeremy Myerson pfi-
pravil pro studenty Ateliéru primyslového designu na Vysoké skole
uméleckoprimyslové v Praze. V ramci néj studenti navrhovali feseni
pro potieby konkrétnich uzivatell se specifickymi potiebami. Na
ndvrhu pracovali spoleéné se seniory z organizace Elpida — damami
Hanou Hejdovou a Evou Hrazdérovou, a pdny Emanuelem Krasou
a Josefem Rejzkem. Design bezpeénéjsi autobusové zastavky, hra
pro cviéeni paméti, FeSeni pro bezbolestné ranni vstavani nebo
projekt na zvyseni povédomi o potiebdch fyzické blizkosti seniord
— to vSe prinesly vysledky celodenni tymové prace. Ukazalo se, Ze
fesit podobu vyrobku é&i sluzby v izké spolupraci s témi, kterym je
uréenaq, je princip, ktery studentdm nejen pomdhd, ale také je bavi:
#Vice takovych workshopi! Bylo to naprosto skvélé!"

bio Jeremy Myerson stal u zrodu vyzkumného centra. V roce 1999
se stal jeho prvnim feditelem, kterym byl do roku 2015. Absolvent
Royal College of Art zaéinal svoji profesiondlni drahu jako novinaf
a zakladatel britského éasopisu Design Week, ktery dnes funguje
jako webova platforma. Jako aktivista a publicista v oblasti designu
se zaméfuje na design pro lidské potfeby a na roli designu v social-
nim, demografickém a technologickém vyvoji. Jeho specializaci je
design prostort pro praci. V roce 2003 na toto téma vydal publikaci
#21st Century Office".
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Workshop ,Designing for people's need”

pro studenty Ateliéru primyslového
designu, se seniory z organizace Elpida
pod vedenim Jeremyho Myersona,
11.11.2015, UMPRUM

/ Workshop “Designing for people's
need” for students of Industrial
Design studio, with seniors from Elpida
organization led by Jeremy Myerson,
11.11.2015, AAAD

Foto: Lucie Nohejlova



bio Anezka Adamikova se

k CZECHDESIGN pfipojila v roce
2014. Z mésiéni staze se stala
dvouleta spoluprace, béhem
které se ujala komunikace

a marketingu celé organizace.
Jeji zazemi lezi pravé v téchto
oborech, které vystudovala

na Fakulté multimedidlnich
komunikaci Univerzity Tomase
Bati ve Zliné. Béhem té doby
spolupracovala napfiklad na
vystavé PopUpShow zlinskych
studentd na Milan Design
Weeku nebo byla jednou

z hlavnich organizatorek
vystavy Digitdlni design:
Pohled za pixely, za kterou stoji
CZECHDESIGN a Asociace UX.
Na jafe 2016 stravila tfi mésice
na pracovni stazi v Helen
Hamlyn Centre for Design,

kde pod vedenim jeho feditele
Ramy Gheerawo studovala téma
inclusive designu a roli vyzkumu
v design procesu.

web hhc.rca.ac.uk

instagram hhcdesignrca

Anezka
Adamikova:
Design uz se

netodi jen kolem
produktd

CZECHDESIGN
komunikace
a marketing
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Helen Hamlyn
Centre for Design

Helen Hamlyn Centre for Design je pro aktivity CZECHDESIGN velkou inspiraci. Po
ndvitévé Jeremyho Myersona zGstdavame v kontaktu. Anezka Adamikovd, élenka na-
$eho tymu, dokonce vyrazila do této uzndvané vyzkumné instituce na tfimésiéni staz.
Co si odtud pfivezla?

Jaky byl Vas prvni dojem z Helen Hamlyn Centre for Design? Co Vas nejvice zaujalo?
Helen Hamlyn Centre for Design déla velké véci, ale je velmi skromné. Jak v pre-
zentaci, tak i lidé, ktefi v centru pracuji. VSichni jsou velmi nezavisli a sebevédomi
ve své préci. Casto jsou mimo kanceld¥, presto tam viak panuje i zfejma struktura
a hierarchie. Tym je v zdsadé mezindrodni, slozeny z absolventd nejriiznéjsich dis-
ciplin designu a architektury. Zaujalo mé, jak dilezity je vyzkum a pojeti designu
v ramci témat, kterym se centrum vénuje: tedy starnuti, zdravotni péée, pracovni
prostiedi a méstsky zZivot. V prvni fadé jde vzdy o vyzkum, o proces zkoumani,
zjistovani, objevovani. Jejich projekty vZdy néco méni — at uz je to novy fyzicky
produkt jako takovy nebo sluzba, zména mysleni nebo pfistupu. Myslenka pfi-
stupného designu je tedy vSudypiitomna.

Ktery z jiz dokoné&enych nebo i rozbihajicich se projektd Vam pfisel nejzajimavéjsi

z hlediska spoleéenské prospésnosti?
Jednim z nejvétSich a medialné nejviditelnéjsich je uréité projekt redesignu
interiéru britskych sanitek. Na tomto projektu spolupracoval tym vyzkumnik
zNational Healthcare Service a zachranné sluzby. Vyzkumny projekt trval celych
Sestlet. Na zaéatku slo o to, jak fesit problém okamzité péce, aby vyuziti kapacit
zadchrannych jednotek bylo efektivni. BEhem zkoumadni se ukazalo, Ze jde o cely
systém poskytovdni okamzité zdravotni péée, fungovani zdravotnickych tymu
i vnit¥ni uspofadani sanitek. Pravé na to se pak zaéali soustfedit. Ve spolupraci
s dalSimi partnerskymi zdravotnickymi organizacemi napfiklad z Danska, Portu-
galska nebo Holandska pak na zakladé diikladného vyzkumu navrhli novy interiér
sanitek. Diky novému uspoirdadani plni sanitky standardy pro 21. stoleti, celkové se
zkracuje doba o$etfeni pacienta a zdravotni persondl maze lépe vyuzivat prostor
v extrémnich situacich. Dalsi projekt, ktery stoji za pozornost, je mobilni aplikace
SloMo, kterd pomdhda lidem bojovat s paranoidnimi stavy a depresi. Zamyslené
vyuziti aplikace je jednak pfi terapeutickych setkanich, tak doma, v praci, nebo
kdekoliv se pacient pohybuje.

Co by mohlo byt z aktivit HHCD pro éeské prostiedi v oblasti designu inspiraci? Co by

mohlo fungovat v nasich podminkéach?
Myslim si, Ze v éeském prostiedi je stale potieba vzdélavat Sirsi vefejnost, jak
vnimat design. Roz$ifeni vnimani designu z toho ,,fyzického svéta” produktového
a primyslového designu do designu sluzeb, design-thinkingu, inclusive designu,
people-centred designu, socidlni inovace, design managementu, digitalniho
designu, UX designu. Posun od vysledku k feseni. HHCD je sice akademicka in-
stituce, ale umi své projekty dobie prodat komerénim subjektim. Umi se velmi
dobfe pohybovat ve svété byznysu, spolupracuje na projektech s organy statni
spravy i s dalS§imi neziskovymi organizacemi. Myslim, ze v Cechdch se mezioborové
spoluprdci mame jesté hodné co uéit. A jako kazda spoluprace je i tato o komuni-
kaci, o pfistupu ke sdéleni a o komunikaénim procesu. Pro mé osobné je to velmi
zajimavé a aktualni téma.
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Jaky nejdalezitéjsi poznatek nebo dovednost si ze stdze privazite zpét do CR?
Design uz se netoéi jen kolem produktd, ale na sluzby se zaméfuje vic nez kdy dFiv.
Design a inovace totiz nejsou dvé rozdilné véci — design a designové metody jsou
nedilnou souédsti jak technologické, tak socidlni inovace. Zaroven to, Ze kdyz lidé

vy

chtéji inovovat, neznameng, ze chtéji véci ménit. Inovace pfinasi nové moznosti,
zména pFinasi problémy a konec starych pofadkt a lidé neradi néco méni. | s tim je
potieba pocitat. Uvédomila jsem si, Ze design a vyzkum maji k sobé svymi metodami
a pristupem velmi blizko a Ize je uplatiovat napfi¢ specializacemi — od zdravotnictvi,
pres design vozidel, prostorové uspordadani pracovist, bezpeénost v ulicich az po
socidlni pééina JIP nebo ve vézenstvi. Také mi pFijde, Ze vysledek nemusi byt vzdy to
nejdllezitéjsi. Proces, ktery pFispéje k uvédoméni si problému a touze po jeho Feseni,
muze mit mnohem vétsi vahu a trvalejsi hodnotu. Nakonec je to uréité sila kvalitniho
vhledu — ponof¥it se do problému, pochopit principy fungovani dané tématiky nebo
oboru, divat se na véci v souvislostech, odhodit pfedsudky, vystoupit z viastni kom-
fortni zény, divat se za hranice oboru, nenechat se svazat bariérami a konvencemi.

Kvalitni vhled vam otevie oéi a mysl v tom, co lidé potfebuji a proé.

Helen Hamlyn Centre for Design

Hlavnim tématem vyzkumného centra je inclusive design — tedy design pro nejsirsi
skupinu uzivateld. V této oblasti je skuteénym svétovym leadrem. Aktivity centra se
déli do t¥i zdkladnich oblasti. Age & Ability Lab se zabyva tématem stdarnuti a designem
pro pfistupnéjsi spoleénost bez ohledu na schopnosti a specifické potfeby. Healthcare
Lab se vénuje bezpeénéjsim a kvalitnéjsim sluzbam ve zdravotnictvi a zdravotni pééi.
Sekce Work & City provadi vyzkum v oblasti ménicich se potieb pracovniho prostfedi
a méstského Zivota. Nové vznikla Social Innovation Lab pak pohlizi na inovace jako hy-
batele zmén v socialnim prostiedi. Mezi nejzajimavéjsi projekty centra patfi napfiklad
spoluprdce s National Health Service, béhem které doslo ke zméné interiéru sanitek
a principu fungovdni zdchranné sluzby nebo spoluprdce se Samsungem, kterd zménila
jejich pFistup k designu vyrobka a digitdlnich sluzeb. V souéasné dobé se pracuje na
novém londynském taxi nebo na tématu aut bez Fidice. HHCD zalozZil novinaf Jeremy
Myerson, nyni jej vede designér Rama Gheerawo.
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Prototyp redesignu sanitky

/ Ambulance redesign prototype
Foto: Helen Hamlyn Centre for Design
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Julier:
Soucasnost
zajima
design,
ktery vypravi
pribéhy
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Design vs. finanéni krize Jak Fekl

Winston Churchill: ,Nepromarni
dobrou krizi"“. Design je, v kontextu
ekonomickych a politickych udalosti,
od 80. let minulého stoleti na svém
vzestupu. Jeho role v tomto procesu
souvisi s potfebou inovovat, nebo
zavadét uspornad opatieni. Na pozadi
t&chto motivid zastava design dvoji
funkci: prvni je nakrmit trh objekty

a sluzbami, druhou je signalizace zmén.
Vztah designu a ekonomické krize
byl tématem prazské prednasky
Guye Juliera.

Proc jsou cinsky
Sen-é&en, keriské
Nairobi nebo Accra
v Ghané aktualnimi
epicentry designu?
Jaké misto ma
soucasny design
v muzeich a galeriich?
To a mnohem vice
jsme se dozvédéli od
Guye Juliera, ktery
vede vyzkumné
aktivity v oblasti
soucasného
designu v jedné
z nejprestiznéjsich
instituci zabyvajicich
se designem —
Victoria and Albert
Museum v Londyné.
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Mate za sebou obrovsky kus prdace na vyzkumnych a vystavnich pro-
jektech. Jaké misto ma v souéasnosti design v ramci muzei a galerii?

Od konce 20. stoleti do neddvna byly v muzeich a galeriich
prezentovdny pievazné technologické a estetické pfednosti
designu. V souéasnostipFistupuji vystavniinstituce k designu
spiSe antropologicky: vystavuji designové artefakty, které
jsou souéasti socidlniho, kulturniho i ekonomického svéta, ve
kterém zijeme — véci, které mohou vypravét zajimavé piibéhy.
Victoria and Albert Museum v Londyné&, kde pisobim, zaéalo
v tomto ohledu velmi rychle reagovat sbirkotvornou éinnosti.

V akademické sfére jste etabloval obor zvany ,,Design Culture”.
V Ceské republice tato oblast studia chybi. MGzete vysvétlit, &im
se zabyva a &éim pfispiva k rozvoji designu jako celku?

Ve zkratce, ,Design Culture” se zabyva designem v kontextu
souéasné spoleénosti. Snazi se o pochopeni ekonomickych do-
padi préce designéra a definici procest spojenych se vznikem
produktu: vyrobou, zprostfedkovanim a distribuci, ale i tim, jak
je spotiebovavan é&i jak funguje v ramci obéanské spoleénosti.
Je nesmirné dilezité zkoumat a pochopit vzajemné pGsobeni
mezi témito procesy. A role designu je zde nenahraditelna.

Ve Vasem sou¢asném vyzkumném projektu se zabyvate vztahem
mezi ekonomickou a politickou situaci a designem. Design — diky
finanéni krizi — zaZiva bezprecedentni rist. Myslite si, Ze je v sou-
casnosti na svém vrcholu?

Finanéni krize jesté rozhodné neni na svém vrcholu. Ekonom
mad'arského pivodu George Soros predpovédél, ze bude trvat
nejméné 20 let. Nejde vSak jen o finanéni krizi. Jde také o krizi
prostiedi, bezpeénosti, spravy véci vefejnych, pohybu obyva-
telstva, zdroji a mnoha dalsich véci. Ve je zdroven vzdjemné
propojeno. Design hraje v téchto procesech kli¢ovou roli. Ale
nezmuze viechno sam.

Kde v souéasnosti citite nejsilnéjsi centrum designu a kde je vidite
v budoucnu?

Vnimam velké mnozstvi epicenter, nejde jen o jedno. Kazdé je
dalezité z jiného diivodu. Cinsky Sen-&en — pro otevienost
kinovacim arychlou vyrobu. Kodain — pro design, urbanismus
a tvorbu novych strategii. Dozvédél jsem se také, Ze Accra
v Ghané je vyznamnym centrem pro robotiku. Stejné, jako je
napfiklad kefiské Nairobi centrem pro nové technologie. Zminil
bych jesté globdlniho hrace Transition Towns Movement, jenz
nepiedstavuje centrum, ale vyznamnou mezindrodni sit.

Jak vidite budoucnost designu obecné? Jaké materialy, produkty
nebo témata budou relevantni v nasledujicich letech nebo i vzda-
lenéjsi budoucnosti?

Sotva rozumime souéasnosti, natoz abychom byli schopni
spekulovat o budoucnosti. Vime, Ze design je — jako profese
a objekt zajmu — na vzestupu. Myslim, Ze jeho vzestup bude
pokracovat, ale soudé podle zmén, které se jiz déji v tuto chvili,
&ekd nds hned nékolik zajimavych ,budoucnosti” designu.



Ktery produkt povazujete za symbol dobrého, funkéniho designu?
Symbolem funkéniho designu je pro mé Curitiba's Transmilenio,
coz je rychly systém vefejné dopravy v Brazilii, ktery mimo jiné
inspiroval podobny projekt v Bogoté v Kolumbii. Je to takovy
kFizenec mezi autobusovym a Zelezniénim systémem, ktery
predstavuje levny zplsob poskytovani rychlé méstské verejné
dopravy, bez nutnosti budovat podzemni systém metra nebo
tramvajovych linek. Kdo zazil dopravni zacpu v Bogoté, vi, jak
je tam obtizné dostat se na uréité misto véas.

bio Guy Julier je profesorem University of Brighton a vyzkumnym
pracovnikem v oblasti sou¢asného designu a uzitého uméni ve
Victoria and Albert Museu v Londyné. Tématem jeho vyzkumu je
disciplina nazvand ,Design Culture”, kterd zkouma roli designu
v kontextu souéasné spoleénosti. Po absolvovani studia historie
designu na Royal College of Art v Londyné pusobil jako konzultant
Londynského Design Muzea a dalSich instituci. Jako odbornik se za-
byval sou¢asnym Spanélskym designem i situaci designu a femesel
v Madarsku. V poslednich letech je také aktivistou v oblasti social-
niho designu. Otdzka kritické role designu v souéasné spoleénosti je
éastym tématem jeho debat, které pofdada pod hlaviékou Victoria
and Albert Musea. Je autorem knihy ,The Culture of Design”, ktera
se doékala tFi vydani.

Curitiba's
Transmilenio,
systém vefejné
dopravy v Brazilii
/ Public transport
system in Brazil
Foto: Morio
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Pfedndika Guye Juliera na
prazské UMPRUM,
25.11.2015

/ Guy lulier lecture at
AAAD, Prague, 25.11.2015
Foto: Jan Hromadko



H elena Uméleckoprimyslové museum v Praze bylo zalozeno Prazskou obchodni a Zivnostenskou

. , komorou v roce 1885. V roce 1900 z prazského Rudolfina pfesidlilo do novorenesanéni

Koenlgsma rkova: stavby podle ndvrhu Josefa Schulze, ve které sidli dodnes. Kromé hlavni budovy tato

y rye instituce spravuje také Muzeum textilu v Ceské Skalici, Galerii Josefa Sudka vdomé

M usime pos' Ilt U Luny na Praze 1, expozici porcelanu na Zamku Klasterec nad Ohfi a Zamek Kamenice
sebevédoml’ nad Lipou, kde je umisténa expozice hraéek a sbirka ndbytku 19. a 20. stoleti.

ceského designu

reditelka

Helena Koenigsmarkovda vede muzeum od roku 1990. Jaky je pohled jeho feditelky na
roli designu v souéasné spoleénosti a které publikace o éeském designu byste neméli
vynechat?

Jak vnimate budoucnost designu — jako oboru — z pozice feditelky vyznamného muzea
designu a uzitého uméni?

U mélec kO— Ja s oblibou Fikdm, Ze pokud se tyka designu, musi muzea naseho typu reflektovat
o y soucasnost ve vztahu k minulosti a zachovavat ji pro budoucnost. Design jako
pru my8|oveh° obor byl a bude...
bio Helena Koenigsmarkova musea
vede Uméleckopriimyslové Role designu a jeho vliv na spoleénost se neustdle méni. Klasické discipliny, jako pro-
museum v Praze od roku 1990. \'4 Pra Ze duktovy a graficky design, doplnily discipliny nové, jako napfiklad odvétvi digitalniho

Pfed nastupem do funkce
feditelky zde pracovala jako
kuratorka ve sbirce nabytku

a kovl se specializaci na cin,
pozdéji také na historické
hraéky. Odborné se dlouhodobé
zabyva stiedovékymi

cinovymi poutnimi odznaky.

V soucasné dobé probihaji

v Uméleckopriimyslovém museu
dva rozsahlé investiéni projekty:
stavba centralniho depozitdre,
ktery byl zpFistupnén v dubnu
2016 a rozsahla rekonstrukce
historické budovy muzea

a pfiprava na jeho znovuotevieni
v druhé poloviné roku 2017.

web upm.cz

designu. Jaké misto ma podle Vas design v ramci muzei a galerii v souéasnosti? Jak

tradiéni muzejni instituce maze reflektovat tyto aktudlni promény?
Plati to, co jsem odpovédéla na prvni otazku. AZ otevieme nové expozice a vystavy
ve zrekonstruované historické budové, coz by mélo byt ve 2. poloviné roku 2017,
bude zde pro prezentaci designu dostatek prostoru, abychom si mohli roli designu
v nasem zivotnim stylu uvédomovat skuteéné v priibéhu éasu. Pfredevsim pak
srovndnim, jaké designérské prace byly inovativni a jaké se ¢asem ukazaly jako
nepfinasejici Zadné nové hodnoty.

Jaky produkt povaZujete za symbol dobrého, funkéniho designu?
Pfesné tyto pozadavky vztahuji na design zidle.

Kdybychom se nemuseli ohlizet na omezené prostiedky, co byste pro podporu a rozvoj
céeského designu udélala? Co Eeské designérské scéné chybi, nebo co je naopak tieba
jesté vice podpofit?
Velmi dulezité je posilit nase sebevédomi. Mnoho nasich tvirch ziskdva Gzasna
ocenéni v zahraniéi, pracuji pro zahraniéni firmy, mnozi dosahuji skvélych vykont
i doma, ale jakoby to pofad nestaéilo. Spise tu chybi spoleéna solidarita a uznani

toho, co bylo vykondno. Véfim také, zZe se podafi obnovit statni podporu Géasti na
dilezitych designovych prehlidkach, jako bylo naptiklad Triennale v Milané.

Co Vas v poslednich letech v oblasti designu skuteéné potésilo?

Je pro mne satisfakci, Ze snad i diky takovym akcim, jako jsou ceny Czech Grand
Design, se dostdava povédomi o kvalitnim designu ve spektru svych obord i k $ir§imu
publiku diky televiznim pfenosim. Byt tyto nemohou Uplné zprostiedkovat atmo-
sféru samotného aktu — uprostied vS§ech téch ocenénych, doufajicich, zklamanych,
ale hlavné pripravenych sdilet ispéch ostatnich. Je skvélé, ze se éeské firmy, ale
také zahraniéni, stdle éastéji obraceji na éeské designery. Velmi dobfe funguje
lihers UMPRUM, Zlina a dalSich skol.

(Cesky design 1980—1999), 1999

kniha Lada Hubatova-Vackova: strana Tso
Tiché revoluce uvnitf ornamentu, 2012
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Mohla byste doporuéit 3 publikace, které by ¢tenafi, ktefi chtéji mit povédomi o éeském

designu, méli znat?
Za dalezitou publikaci povazuji katalog Mileny Lamarové, Signum design (Cesky
design 1980—1999), v niz zaroéila alespoi éast svych znalosti prostiedi éeského
designu. VSem bych také doporuéila publikace Lady Hubatové-Vackové, napft. knihu
Tiché revoluce v ornamentu. Téz oéekavam, ze kompendium o institucich designu
ve 20. stoleti v nasi zemi, které Uméleckopriimyslové museum v Praze po nékolika-
letém vyzkumu a nyni v redakéni prdci pfipravuje k vyddani v tomto roce, se stane
zdkladni pfiruékou pro kazdého s timto zdjmem, ale i tfeba obecné historickym.

nVelmi dalezité je posilit
nase sebevédomi.
Mnoho nasich tvurcua
ziskava uzasna ocenéni
v zahraniéi, pracuji pro
zahraniéni firmy, mnozi
dosahuji skvélych vykonu
i doma, ale jakoby to
porad nestadilo.”
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Zvystavy éesky’
kubismus v Domé

u Cerné Matky Bozi
/ From the exhibition
Czech Cubism at the
House at the Black
Madonna

Foto: archiv musea
/ museum archive
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Design
Council:
Design
thinking
v praxi



Design thinking v Broxi Jonathan

Ball a Kate Zechner, odbornici

z britského Design Council, jednoho

z nejefektivnéjsich design center na
svété, prijeli do Prahy pfedndaset na
téma Design thinking v praxi. Souéasti
programu byl i workshop v Karlovych
Varech, ktery pomohl nastartovat
rozvoj designu v tomto regionu. Design
Council, ktery nazyva tento proces
»Democratising Innovation”, nam
prostiednictvim svych odbornik
prozradil, jak aktivné pfispivat ke
kreativité, designu a inovacim v ramci
pracovniho tymu nebo celé firmy.

web designcouncil.org.uk
web supermarketwc.cz
projekt Design For Europe

Zastupci jednoho
z nejefektivnéjsich
design center na
svété zavitali do
Karlovarského
kraje, aby
tu spole¢né
s firmami, zastupci
statni spravy
a neziskovymi
organizacemi
pripravili strategii
pro rozvoj
kreativnich
inovaci.
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Design Council

Svétoznamé centrum designu bylo zaloZeno jiZ v roce 1944, aby
demonstrovalo hodnotu industridlniho designu v povale¢né Bri-
tanii. Jeho role se v pribéhu let proménovala, dodnes je viak jeho
cilem zvySovani kvality Zivota skrze zapojovdni designu, coz &ini
za vefejné podpory, ale také diky soukromym sponzoriim z fad
britskych firem. Svymi aktivitami tak Design Council podporuje
kreativni inovace, které na zdkladé rozsahlych vyzkumua stimuluji
rist podnikani, transformuji vefejné sluzby a zkvalitfiuji Zivot ve
méstech i v regionech. Kromé vyzkumné &innosti poskytuje kon-
zultace v oblasti designu malym a stfednim podnikdim a pomdaha
statni spravé zkvalitnit sluzby a zpfistupnit je vefejnosti.

Jongthan Ball

Jonathan Ball je jednim ze spoleénikdl britského Design Councilu.
Pdsobi v oblasti implementace designu, ktery je zaméfen na potieby
élovéka a ktery pomdhd organizacim a firmam dosdhnout nového
stupné inovace. V britském design centru plsobi jako programovy
stratég, stara se o portfolio spoleénosti, podili se na vyzkumu
a sluzbach pro vefejné instituce. Vedle Design Councilu Jonathan
také plsobi jako programovy feditel a vedouciinstruktor v Institutu
LUMA v Pittsburghu (USA). U&astnil se rovnéz prvniho klientsky
zaméfeného evropského programu Innovation by Design.

Workshop pro Karlovarsky kraj

Celodenni workshop zaméfeny na rozvoj kreativity v Karlovarském
kraji, pofaddal CZECHDESIGN ve spoluprécis organizaci PROTEBE
live s cilem pFenést nejlepsi zkusenosti z Velké Britdanie do Karlo-
varského kraje a seznamit mistni aktéry s tim, jak mohou kreativni
inovace podpovit rist firmy, mésta &i celého regionu. Jonathan
Ball a Kate Zechner z britského Design Council pfipravili program
zaméfeny na efektivni vyuzivani designu pro inovace a kulturni
rozvoj v kraji. Workshopu se zGéastnilo 24 vyznamnych aktérd
z celého karlovarského kraje, z mést Karlovy Vary, Sokolov nebo
Marianské Lazné. Vystupem celodenni spoleéné prace byly 4 stra-
tegie na podporu kreativity v kraji. PROTEBE live v sou¢asné dobé
koordinuje dal$i postup a funguje jako medidtor dalsi spoluprace
viech zuéastnénych.

nVysledky workshopu
predcily ma osobni
ocekavani.
Dodalo nam to odvahu
do dalsich aktivit."”



Karlovarska organizace PROTEBE live je sdruzenim designovych
aktivistl a patriotd, za kterym stoji predevsim grafiéti designéri
Tereza Bredlerova a Jifi Hanek. Jiz deset let budujiimage Karlovych
Vara jako kulturniho a ob&ansky aktivniho mésta. Jejich snahou
je zit v ,zivém" mésté a kraji. V tomto snazeni jim pomdha galerie
designu SUPERMARKET wc, kde organizuji celoroéni vystavni
program, pirednasky, workshopy, dilny a networkingova setka-
ni. Projektem Life-netdesigning, na kterém se podilel i CZECH-
DESIGN, podpof¥ili vzdélavacimi akcemi a publikacemi fadu mladych
designéra p¥i ziskavani praxe.

Workshop pro vyznamné

aktéry Karlovarského kraje
pod vedenim Jonathana Balla,
26.1.2016

/ Workshop for the key players
of Karlovy Vary region led by
Jonathan Ball, 26.1.2016
Foto: Aleksandra Chytra
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bio Ludmila Bohaé&ové plsobi
v organizaci CZECHDESIGN
od roku 2011. Vénuje se

zde poradenskym sluzbam
pro firmy, které hledaji ten
nejvhodnéjsi zpasob jak
zapojit design. Zaroven

podporuje a prezentuje ¢esky
design na celostatni Grovni
rdznymi aktivitami, pfiéemz
zohledfuje a upozoriiuje na jeho
socialni rovinu jako ndastroje
pro vytvdreni pfistupného
prostifedi a produktd bez
bariér. Organizuje soutéze

pro designéry a propaguje
pFistupnou vizualni komunikaci
v méstském prostiedi. Je
absolventkou déjin uméni na
Karlové univerzité, v ramci
studia dlouhodobéji plisobila
také ve Vidni a Hamburku.

web czechdesign.cz

PROTEBE live: Pro¢ design?, 2013
kniha PROTEBE live:

Neviditelna strana designu, 2013

Ludmila
Bohacova:
Firmy vs.
designéri.
Jak najit
spoleénou fec?

CZECHDESIGN
manazerka
sluzby
Design Lab

strana
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Zajem o design ze strany éeskych firem neustadle roste. Jednim z mist, které slouzi jako
inkubdtor spoluprdce designérti a komerénich zadavateld, je organizace CZECHDESIGN
se svou poradenskou sluzbou Design Lab. Jak spoluprdce designéra a firmy probiha?
Co si od ni firmy slibuji a jak jsou na ni mladi éesti designéfi pfipraveni?

Jak jsou na tom éeské firmy s designem? Jsou kreativni spolupraci oteviené?

Skoro by se mohlo zdat, Ze se s éeskym designem roztrhl pytel — zdjem firem o design
je skuteéné velky. Roste zdjem o organizaci otevienych soutézi pro designéry, stejné
jako o uzaviené tendry. Zarovei maji firmy vice ndstroju jak k dobrému designu
dospét — mohou Zadat o inovaéni vouchery, Géastnit se programu CzechTrade. Jenz
propaguje design jako konkurenéni vyhodu, ¢i vyuzit konzultantské sluzby, které
firmam pomohou odpovédét na otdzky, jak na design a jak se k nému nejlépe dostat.
Kazdy mésic se na nas obraci vice a vice firem s Zadosti o konzultace, ale vidéno
v evropském méfitku, pofad jsme, co se spoluprace firem s designéry tyka, daleko
za evropskou $pi¢kou. Spoleénosti, které vyuzivaji design pouze na Grovni vzhledu
vizitek &i jej viibec nezohledfiuji, je v Cechdch stale vétsina.

Jaka je jejich motivace pro spoluprdci s designérem? Jaké jsou naopak jejich nejvétsi

obavy ze zapojeni designu?

Vétsina firem, se kterymi se v nasi praxi setkdvam, citi, Ze potfebuji ,dohonit
dobu"”. Tusi, Ze zapojeni designu méize mit pro firmu ekonomicky p¥inos, a chapou,
ze design predstavuje zplisob, jak predstihnout konkurenci. V nékterych pfipadech
jde zadavateli kromé autorské prace designéra také o efektivni PR, které nabizi
napf. forma oteviené soutéze pro designéry.

Nejvétsim problémem se mi pfi spoluprdci kreativce a firmy jevi vzdjemna ko-
munikace. Jazyky businessu a kreativity jsou velmi rozdilné a proto je v prvotni
fazi spoluprdce dlilezity uréity medidtor — nezdvisla strana, kterd ohlida férové
zachdzenina obou strandach a nastoli ihned na poéatku spoluprace jasna pravidla.
Klasickou poéateéni bariérou v jednani mezi firmou a designérem je nap¥iklad
finanéni otazka — klient v mnoha pripadech viibec netusi, kolik design stoji, ani
jakou formou méze designérovi zaplatit. Mdm na mysli napt. tantiémy z prodeje &i
success fee, coz jsou vhodné nastroje zejména pro firmy, které nechtéji na designu
Setfit, zarover vSak nemaji potiebnou éastku hned na zaéatku. S designérem proto
mohou spoleéné uzaviit dohodu, kdy se édst jeho odmény odvodizkoneéného zisku
firmy. To jsou pravé situace, ve kterych je zkuseny medidtor nejvice potieba — mize
predejit pfipadnym nedorozuménim a predlozit na jednaci stil viechny moznosti.

Co je nejvétsi prekazkou pro zavadéni designu do praxe? Co tomu naopak nejvice pomdaha?

£90

Velké firmy velmi dobfe chdpou, Ze design se vyplati — kazda chce byt druhym
Apple. Malé a stiedni podniky vSak éasto nemaji potiebné kapacity ani moznosti
zapojit design efektivné. Pravé pro né jsme nastavili nas konzultaéni servis, jehoz
nejvétsi devizou neni pouhé doporuéeni ,grafika od vedle” pro nové vizitky, ale
komplexni uchopeni sméfovani firmy. Vzejde tak od nds navrh, jak proces zapojeni
designu do praxe kazdé konkrétni firmy nastartovat, a ddle ispésné vést.
Sdam klient Easto nevi, co chce — dokud to neuvidi. Z toho didvodu doporuéuji
firmam nechat si vypracovat skicu od vice designérd. Vyhnou se tak situaci, ze
po naroéném procesu tvorby zaddni a vybéru designéra z nepfeberného mnozstvi
&eskych designérq, se doékaji navrhu, ktery absolutné nespliiuje jejich oéekavani.
Pokud viak nastane situace, Ze ani jedna ze skic od vice designérii neodpovida
piredstavdm — coz v piipadé uzavieného tendru mohou zjistit v jednom kratkém
¢ase — neni mozna chyba v designérech, ale v samotném zadani — design
briefu. Pravé pfipravu design briefu by firmy nemély podcenit. Definuji
v ném designérovi nejen jeho Gkol. Peéliva pfiprava design briefu manazery

puUD.I}S donuti zasadit design do struktury firmy, zamyslet se nad jeho prova-



Jsou

Jsou

dénim a v neposledni fadé definovat si, co od designu oéekdvaji. Osobné tvorbu
design briefu pro klienty éasto mentoruji, nebot tato zddanlivé nepodstatna zdle-
Zitost je skuteéné klicova pro tspésnou spolupraci s designérem.

v v

mladi éesti designéfi na spoluprdci s firmou pfipraveni?

Neustdle narazim na neptipravenost absolventl designu pro svoji budouci praxi. Na
umélecko-pramyslové zaméfenych vysokych $kolach jsou studenti &asto po celou
dobu studia v jednom ateliéru vedeni jednim pedagogem. Zavisi tak pfevazné na
ném, zda svym studentdm zprostiedkuje jiz béhem studia kontakt s praxi &i nikoliv.
Otdzky autorského prava, ochrana primyslovymi a uzitnymi vzory &i hodnota redlné
designérské prace jsou pro mnohé absolventy designu stdle Spanélskou vesnici.
Nabizet studentdm pomocnou ruku pro orientaci v praxi je jednou z podstatnych
aktivit nasi organizace. Organizujeme pfednasky, workshopy, vystavy, vydavame
publikace, pfivazime zahraniéni odborniky. Dal$i moZnosti pro studenty, jak se Iépe
pfipravit pro budouci praxi, je Géast v otevienych soutézich. Za dobu nasi tfinacti-
leté existence jich na svém konté mame 37 a nebojime se, Ze by o né v budoucnu
firmy pfestaly mit zdjem. Oteviené soutéze totiz vysilaji bajeénou zpravu o svém
vyhlasovateli — jakoZto o firmé, kterd podporuje mladé éeské designéry.

rozdily mezi designéry v ramci rGznych obori? Na co se maji firmy pfipravit?
Rozdily jsou, i kdyz ne tak velké, jak by se mohlo zdat. Klasickym spoleénym jmeno-
vatelem vSech kreativnich lidi napFi¢ obory je jista bohémskost, kterd se projevuje
napfiklad v nedodrzovdni deadlinG. U grafiki pak narazim na velké ego — kazdy
by chtél délat krasné knihy a tisténé plakaty pro kulturni instituce. Chybi pokora
a respekt ke komerénimu klientovi a jeho zakdazce, i kdyz za ni dostane zaplaceno
stejné jako za zakdazku pro galerii &i divadlo. U produktovych designéri to tak neni,
nebot pro né je nejvétsi motivaci mit néco ve vyrobé — tedy navrhovat pro klienta,
ktery néco vyrabi. Obecné — velké ego éeskych designérq, ktefi jsou vzdélavani
spise jako umélci, je povéstné. Plsobila jsem také v Rakousku a Némecku a v téchto
zemich designéfi daleko Iépe chapou, Ze design je pro firmu zejména nastrojem pro
rozvoj — umi lépe vyjit se svym klientem, nebot tahnou za stejny provaz, a neo-
cekavaji, Ze jejich dilo bude vystavovdno v galeriich, ale naopak, Ze bude slouzit
svému zadavateli.

Piekvapilo Vas néco v dosavadni praxi? Co Vds potésilo?

Clovék by si mohl myslet, Ze implementace designu do firmy je vcelku jednoduchy
proces. Tak tomu bohuzel v realité vibec neni. Je to béh na dlouhou trat a prvni
hmatatelné vysledky se mohou objevit tfeba az po dvou tiech letech. V samotném
procesu je tolik tfecich mist, kdy se maze cokoliv pokazit, Ze zde ani neni prostor
viechny vyjmenovat.

Uspé&sna spolupréce klienta s designérem je tak obcas maly zazrak. Mam pocit, ze
mladsi roéniky studentl designu se stdle vice zapojuji do designérskych soutézi
aberou tyto prilezitosti velmi zodpovédné. Takovym pfikladem je napfiklad soutéz
Luhaéovicky lazerisky pohdrek, ke které se vSichni jeji Géastnicii finalisté postavili
naprosto profesionalné. Nebo soutéz Funeralni design, kterd zvedla obrovskou vinu
zajmu a natukla téma, které dalece piesahuje hranice bézné vnimaného designu.
Tyto pfesahy mi éini nejvétsi radost — napfiklad, kdyz se do soutéze pfihlasi de-

signérka s navrhy skfinék do Skolky pro nevidomé déti éi autoii obalového designu,
ktefi citlivé vnimaji problematiku stafi a specifické naroky, které s sebou
pFindsi. S timto zodpovédnym pristupem designérii se setkavam stale

Castéji a véFim, Ze mu patii budoucnost designu.
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Porota soutéze 3M
Design Innovation
Award, kterou
CZECHDESIGN
pofdadal v roce 2015
/ The jury of 3M
Design Innovation
Award organized by
CZECHDESIGN

in 2015

Foto: Anna Kazanova

Luhaéovicky lazefisky
pohdrek, ktery

vzedel z designérské
soutéze organizované
CZECHDESIGN

a méstem Luhaéovice
vroce 2015,

autorka: Adéla Chora
/ Luhaéovice Spa

Cup which emerged
from the design
contest organized

by CZECHDESIGN
and Luhaéovice

city in 2015,

author: Adéla Chora
Foto: archiv soutéze

/ contest archive
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info Sekce pro védu, vyvoj
a inovace vznikla pfi Ufadu
vlédy CR s cilem koordinovat

a Fidit systém védy a vyzkumu.
V Eele sekce stoji mistopiedseda
vlady pro védu, vyzkum

a inovace Pavel Bélobradek,
ktery je zdroven predsedou
vladni Rady pro vyzkum,

vyvoj a inovace a Rady

pro konkurenceschopnost

a hospoddisky rast. Podpora
védy a vyzkumu je vnimana
jako vyznamna soucdst
konkurenceschopnosti Ceské
republiky, proto do portfolia
éinnosti sekce patfi také
zlepSovani spoluprace mezi
akademickou a podnikatelskou
sférou a popularizace védy

a vyzkumu. Design spadd do
strategie rozvoje kulturnich

a kreativnich pramysla (KKP).

web vyzkum.cz

Pavel
Bélobradek:
Pteji Ceské

republice,
at designéri
a firmy najdou
spole¢nou fec¢

mistopredseda
vlady CR pro
védu, vyzkum
a inovace
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Design jev Ceské republice stale nedostate&nd vyuzitym potencidlem pro zvyseni
konkurenceschopnosti éeskych firem na mezinarodnim trhu. Se zvySenim zajmu
o tzv. kulturni a kreativni primysly viak mizZeme oéekdvat &im dal vice prilezi-
tosti pro rozvoj designu, ktery je jejich souéasti. Jak se na souéasnou i budouci roli
designu pro &esky primysl diva mistopfedseda vlady pro védu, vyzkum a inovace
Pavel Bélobradek?

Jak se stavi éeskd vlada k inovacim zaloZzenym na designu? Jak podporuje spolupraci

firem s designéry?
Vlada ma podporu tzv. kulturnich a kreativnich pramysla (KKP), mezi které design
patii, jako jednu z priorit ve svém programovém prohlaseni. Vytvorili jsme také
specidlni vybor v ramci Rady vlady pro konkurenceschopnost a hospoddfisky rist,
ktery se systematickou podporou KKP zabyva a hlavné se nam podafilo zaélenit KKP
do Narodni politiky vyzkumu, vyvoje a inovaci na léta 2016 —2020. Tuto podporu
v Unoru schvdlila ¢eska vliada. To znamend, Ze podpora designu se ocitla po boku
avelkych” sektorli — jako je strojirenstvi, energetika nebo automobilovy pramysl.
A programy zaméfené na financovani vyzkumu, vyvoje a inovaci, budou klast diraz
také na potieby KKP. Podle mé to je historicky obrat ve vnimani kreativnich obord,
ktery tu v minulosti nebyl.

Co myslite, Ze je tfeba pro to, aby éeské firmy zaéaly uvaZovat o designu jako o inovaci,

ktera jim mize pFinést konkurenceschopnost?
Pfedné si myslim, ze Ceskd republika md obecné dlouhodobé velky problém v ne-
schopnosti prezentovat se navenek. A to se tykd nejen statu, ale i podnikd, které
podceiiuji roli vlastni prezentace, roli designu a roli ,mékkych” obor na pomezi
umeéni. Vidime sice, Ze se blyskd na lep$i ¢asy, ale vyraznou zménu pfinese jediné
neustdld kultivace podniki v tomto ohledu a diraz na autenticitu nebo jedineénost.
Stale vic vyrobc vidi, ze autenticita produktt je jednou z velkych konkurenénich
vyhod na tvrdém globdlnim trhu.

Jak vidite budoucnost a potencidl designu v Ceské republice?

Ceskd republika mé v tomto ohledu obrovsky potencidl. Staéi se podivat, jak fantas-
tické a progresivni véci dokazala vyprodukovat a nabidnout svétu v prvni poloviné
20. stoleti. A i pres politicko-ekonomické ,utazeni $roubli” po druhé svétové vdice,
zGstalo byvalé Ceskoslovensko v uréitych oborech etalonem kvalitniho designu. To
zGstava v DNA zemé a jejich obyvatel. Navic zemé bez nerostného bohatstvi maji
jedinou moznost jak se dnes globdlné prosadit a tou moznosti je vyuziti bohatstvi
intelektudlniho. A design bezpochyby tuto pfidanou hodnotu mad. Proto by se nasi
designéfi méli aktivné zapojovat do diskuse o budoucnosti Ceské republiky, do
diskuse o vizi nasi zemé a o tom, jak k ni mohou pfispét. Budoucnost designu u nas
je bytostné spojena s budoucnosti jak primysluy, tak s budoucnosti nasi kultury
a identity. A pravé designéfi mohou byt jakymsi médiem k propojovdani zdanlivé
vzdalenych svétd, jako je uméni a prdmysl nebo byznys.

Pieji Ceské republice, at najdou spoleénou Feé.

£90
DUDJ}S



690
pUDJ}

3}SOU|3}izipn D
ubisag

068



Norska
inspirace:
Design
pro
udrzitelné
chovani
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Norskd inspirace Norsko je zemi,

kterd ve svém pristupu k udrzitelnosti
nad jiné vynikd. Jednim z dGvodi je

i zvySend pozornost zaméfenda na
vyzkum v této oblasti a na vzdélavani
smérem k udrZitelnym feSenim na
uméleckoprimyslovych $koldch.
Design pro budoucnost pfijeli
predstavit profesofi katedry
produktového designu z Norwegian
University of Science and Technology
a Oslo and Akershus University
College of Applied Sciences, ktefi

na prazské UMPRUM piednaseli

o designu a udrzitelnosti. Na toto
téma spoleéné vedli také prakticky
workshop pro studenty Ateliéru
produktového designu.

Science and Technology
kniha Rebecca Proctor:

Sustainable Materials, Processes and
Production, 2013

Pro¢ vytvaret
design pro stale
nové a nové véci?
Jsou opravdu
potreba? Mozna si
tuto otdazku jako
designéri kladete
pri své pracii vy.
O designu,
udrzitelnosti
a odpovédnosti
prednaseli
designéri
a pedagogové
z The Norwegian
University of
Science and
Technology.
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13
10
2015
prednaska
UMPRUM
Praha

14
10
2015
workshop
pro studenty
Ateliéru
produktového
designu
UMPRUM
Praha

¢/0
DUDJ}S

Nepfijimat prostredi takové, jaké je

Vsichni tfi hosté — Casper Boks, André Liem a Tore Gulden — pu-
sobi na univerzitdch védecky a technicky zaméfrenych. Jejich praxe
a metody jsou tedy uplatfiovdany v primyslovém prostredi, které je
vzdy jako celek vétsinez jednotlivec. Rozhodné to ale neznameng, ze
by zde nebyl prostor pro ivahy nad sméfovanim oboru, ekologickou
udrzitelnosti nebo mezikulturni vyménou.

»Uéime je sice metoddam, které jim mohou pomociv jejich kariérach
primyslovych designéri, ale méli by je vidy umét pfizpisobit ak-
tudlni situaci a potfebdm,” komentuje prof. Casper Boks.

Udrzitelnost neni jen pro idealist

Hranice meziidealismem a pragmatismem je mozna mnohem tenéi,
nez se na prvni pohled zda. Nemusi se totiz jednat pouze o metody
takzvaného kritického designu, protoze fada spoleénosti hleda
nové cesty z &isté pragmatickych divodi a finanéni uspory mohou
obsahovat i pozitivni dopady na Zivotni prostiedi. Pfikladem m{ize
byt Gisporny obalovy design nebo efektivni logistické sluzby.

Rozhodnuti je na vds

+Studentim by mél byt vidy umoznén pFistup ke viem moZnym
metoddm, ndstrojiim a perspektivam. O tom, co budou délat a jak,
by ale méli studenti rozhodovat sami”, doplfiuje Casper Boks.
»Pokud chtéji délat novou generaci mobilnich telefond, protoze ta
plvodni je tfi mésice stard, je to na nich, ale musi védét, jaké md
jejich poéinani dasledky,” dodava Boks.

Navrhujte feSeni, ne produkt

Proé vytvaret design pro stdle nové produkty, jsme intenzivné fesili
na workshopu spoleéné se studenty produktového designu na Vy-
soké Skole uméleckoprimyslové v Praze. Projekty, na kterych jsme
ve skupinach pracovali, se moc nepodobaly béZnym zadanim na
éeskych uméleckych $kolach. Cilem bylo navrhnout fe$eni nadpro-
dukce aut, povzbudit socidlni komunikaci v hromadnych dopravnich
prostiedcich nebo pFijit na to, jak maji uméleckopriimyslové $koly
lépe pFipravovat studenty na tvrdou praxi.

Norska navstéva a jeji témata se odvijela pfevazné v roviné me-
todologie a Sirokého pojeti designu jako oboru, ktery propojuje
kultury, rozdilné cile a zaméry a predevsim lidi a socialni skupiny
v riiznych situacich.

A designé¥i? ,PfestoZe se méni prostiedi i cile nasi prdce, stdle
bychom méli byt témi, kdo — na rozdil od ostatnich profesi — pre-
myslivizudIné,” poznamenal ve své pfednasce profesor Tore Gulden.
~K pévodnimu estetickému nebo vytvarnému vidéni a citéni se
priddvad napriklad schopnost vidét, zobrazovat a popisovat sloZité
systémy. Tim mGZeme byt — jako designéfi — uZiteéni viem ostatnim
lidem a profesim,” doplnil.



Workshop pro
studenty Ateliéru
produktového
designu, UMPRUM,
14.10.2015, Praha
/ Workshop for
Product Design
Studio students,
AAAD, 14.10. 2015,
Prague

Foto: Jan Hromadko
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g4 Zleva / From the left:
André Liem, Casper

Casper Boks: Trvale udrzitelni designé¥i, firmy i uZivatelé Boks, Tore Gulden

Prof. Boks je vedoucim katedry produktového designu a jeho vyzkum- Foto:Jan Hromédko

na alektorska prace, kombinujici interaktivni design, technologie,
environmentalni psychologii a primyslovy design, se zaméfuje na
vyvoj udrzitelnych produktl a vzdélavani v této oblasti. ,Design for
sustainable behaviour” bylo také tématem jeho prazské prednasky.
Pfedmétem vyzkumnych aktivit prof. Bokse a jeho studentd jsou
ndstroje, které usnadnuji designérim a firmam objevovat v procesu
vyvoje produktd prileZitosti vedouci k respektovadni Zivotniho prostiedi
a k trvale udrzitelnému pfistupu, a to v kontextu jejich komerénich
zdjmu. Bez pozornosti nezlistdavaji ani samotni uzivatelé, ktefi maiji "\
byt samotnym produktem motivovdni k jeho udrzitelnému uzivani.

Tore Gulden: Vizualizace pro komplexni systémy
Prof. Tore Gulden plsobi na Oslo and Akershus University College of
Applied Sciences. Pfedmétem jeho vyzkumnych aktivit je design,

kultura a udrzitelnost, pficemz se zabyva takovymi tématy, jako je
design pro zdravi, design hraéek nebo Zivotnost produktd. Do Prahy
pFijel s predndgkou ,Gigamapping: Visualisation of Complex Systems"
o progresivnim designérském oboru zvaném Systems Oriented Design,
jez je designérskou odpovédi pro systémové uvazovanio feseni nejriiz-
néjsich probléma. Gigamapping je jednim z ndastroji této discipliny,
kterou si vytvofili designéfi pro svoji praci.

André Liem: Design a kultura
Docent katedry produktového designu norské univerzity — André

Liem — zaméFuje svoji profesiondlni drahu na design procesy a me-
todologii, inovace produktt pro primyslovou vyrobu a vzdélavani
v oblasti designu. Jako docent primyslového designu také pasobil
na National University of Singapore. V Praze piedstavil prednas- strana SLO
ku ,Culture in Design and Innovation” o designu a jeho vztahu ke

kultufe a inovacim. 074 DUDJI}S




bio Riikka Talman je
doktorandka z The Swedish
School of Textiles in Bords, ktera

se zabyva vyzkumem z oblasti
designu textilu ve Smart
Textiles Design Lab. Své bohaté
zkusSenosti v oblasti textilu
vyuziva v soué¢asné dobé pFi
vyzkumu taktilnich vlastnosti
textilii a fazemi jejich starnuti.
Zkouma zpusoby, jak pracovat
s ménici se kvalitou textilu

v éase. Zabyva se textiliemi

s riznymi délkami zivota a jejich
vyznamem pro udrzitelnéjsi
budoucnost médniho primyslu.

Riikka
Talman:
Udrzitelna
budoucnost skrze
textilni pramysl

21
04
2016
prednaska
UMPRUM
Praha

22
04
2016
workshop
pro studenty
Ateliéru textilni
tvorby
UMPRUM
Praha
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The Swedish School of Textiles

specializujicich se na textil a médni primysl. Je souéasti University of Boras, kterd se
nachdzi v jizni éasti Svédska. Hlavnim zaméfenim jejich mezinarodnich vyzkumnych
aktivit je udrzitelnost, a to jak z hlediska chovani spotfebiteld, globdlniho trhu a re-
cyklace, ale také novych zplsobu zpracovani textilu. Studenti $védské univerzity maji
k dispozici zdzemi nékolika vyzkumnych center — Textile Fashion Centre, Fashion
Incubator a Smart Textiles Design Lab.

Na éem je zaloZzen koncept Smart Textiles?

Pojem Smart Textiles pfedstavuje textilie éi odévy, které v sobé nesou vylepsené
vlastnosti a nové funkce. Téch je dosazeno diky elektronice zasazené do textilii i
textilnich produkti. Ddle se jedna o vyvijeni novych typh materiald a produktd,
které ve své podstaté predavaji uréité dynamické vlastnosti a funkce. Textilie ob-
sahujici elektroniku, jsou také ¢asto oznaéovany jako e-textiles, ale pojem smart
textiles je jasnéjSi a toto oznaéeni zahrnuje vSechny typy inteligentnich funkci
a vlastnosti v textiliich ¢i textilnich produktech. Pojem zahrnuje napfiklad latky,
které Eisti vodu a jako zdroj energie pouzivaji pouze slunce. Nebo odévy umozhujici
méFit télesné funkce, naptiklad funkce mozku nebo srdeéni frekvence, coz miize
byt vyuzZito pro lékafFské uéely.

Vase vyzkumna prdce se soustied'uje na zkoumani procesd starnuti textilii, které
mohou pfedstavovat i vyhodu daného materialu. Mazete uvést priklad?

Existuje jiz Fada designérskych projektd, které jsou zalozené na tématu starnuti
a opotiebeni materidlu. Nap¥. Jonathan Chapman pfisSel s my$lenkou navrhovani
textilii a odévi tak, aby se postupem éasu samy vylepsovaly. Napt. dziny, které
uzivatel neustalym nosSenim vytvaruje pfesné podle svych proporci. Nové dziny
v tomto pfipadé nejsou koneénym vyrobkem, ale majitel je musi pouzivat delsi
dobu, aby mu idedIn& padly. Mij vlastni vyzkum se zaméfuje spiSe na neustdle
se ménici vlastnosti, které Ize implementovat do textilii pomoci kombinace ma-
terialu a struktury. Jde napfiklad o to, Ze se textilie rozlozi nebo znatelné zméni
charakter v procesu pouzivani. Napf. prostirani, které se po umyti neéekané stane
pytlikem nebo textilie, které v pribéhu Easu pomalu tvoFi novy vzor. Nemyslim
si, Ze pro textil existuje n&jakda konkrétni spravna délka ,Zivota”, jde spise o to,
nalézt vhodnou délku Zivotnosti a vyuzit ji pro dany textil i produkt.

Jakym zpisobem muze textilni primysl prispét k udrzitelnosti médy?

LLO

Myslim, Ze na tuto otdzku neexistuje jednoduchd odpovéd'. Z mého pohledu to ma
co do éinéni se snahou vidét v SirSich souvislostech dnesni spotfebni vzorce. Klast
vétsidiraz na hledani alternativnich materiald, které maji mensi dopad na zivotni
prostiedi, nebo zlepSovat vyrobni procesy, to jsou dlleZité kroky k udrzitelnosti
médniho primyslu. Nicméné skuteénd vyzva spoéivd v tom, abychom se nasim
potiebdm a spotiebé nauéili porozumét.
Albert Borgmann tvrdi, Ze dnesni spotieba se oddélila od kontextu vyroby. Struéné
feceno, uz nevime, kde, jak a z éeho jsou nase odévy vyrobeny, nebo jak skuteéné
pracuji nase mobilni telefony, zatimco jejich nakup a nasledné pouzivani je mno-
hem snazsi nez kdy predtim.
Vyzvou pro textilni prdmysl je otdzka, jak nalézt vhodnou a vice udrzitelnou al-
ternativu a pfitom si udrzet schopnost uspokojit stavajici poptavku. To bude
v budoucnu s nejvétsi pravdépodobnosti znamenat, Zze budeme muset radi-
kdln& zménit zplsob, jakym vyrabime a konzumujeme véci. Dnes se &ista
bavina a polyester zpracovavaji do odévd s nizsi kvalitou, které bud’ dlouho
nevydrzi, nebo se rychle stavaji vizualné neatraktivnimi. Materiadl, ze

PDUpJ}S kterého jsou zhotoveny, je tedy trvanlivéjsi nez vysledny produkt. Pokud



dnes obleéeni slouzi k neustdalému formovani identity kazdého z nas, mozna by
bylo vhodnéjsi si je v budoucnu pronajimat, namisto jeho nepfetrzitého nakupu.
Nebo by snad mohly byt textilie vyrabény z materiald, které se po uréité uzitkové
dobé samy rychle rozpadnou nebo budou zcela recyklovatelné.

Jak vidite budoucnost textilniho designu? Jaké materialy nebo témata budou mit v pfistich

letech nejvétsi vyznam?
Nepochybné pribude nékolik smérd, kterymi by se textilni design v budoucnu mohl
ubirat.Jednim z trendQ, ktery uz nejspi§ mGzeme pozorovat, je opétovné propojovani
textilu a hmatatelného a materidlniho svéta obecné. Jak designéfi, tak studenti
maji zdjem o pochopeni celkového dopadu volby materidlu uz od poé¢atku samot-
ného procesu navrhovani. Jaké vlastnosti jednotlivé materialy maji a jakou kvalitu
nasledné pfeddvaji hotovym textiliim &i odévim, co se tyka jejich funkce, projevu
i celkového dopadu na Zivotni prostiedi a spoleénost. Je nepochybné, Ze hmatova

textilnich materidll a jejich vyuziti

+Oé&ekdval jsem nové objevy na poli
v budoucnosti. To ve se naplnilo!”

stranka textilu — tedy to, jaky je na dotek a jak je pfijemny béhem jeho noseni —

je stejné dulezitd, jako stranka vizualni. A pomalu se stava tim hlavnim. Textilie o
jsou koneckonci &asto vnimdny vice nez jednim smyslem souéasné. Mozn4, ze by +Z 2
tento fakt mohl byt akceptovdn jako protivaha pfiliSnému vizualnimu zaméfeni “E’ o§
se, které médé prinesla e-commerce a socidlni média. '5 cg
Postupné, jak jsou vyvijeny nové materialy a metody vyuzivajici technologického 2% .
pokroku, bude mit textil ve vzddlenéjsi budoucnosti pravdépodobné vice chytrych .; ‘? :g
nebo interaktivnich vlastnosti. Zajimavym pfikladem tohoto vyvoje je biologicka ® g g
latka vyvinutd MIT Tangible Media Group. Tato latka zpracovavana laserem je 32 5
potazZena Zivou bakterii, ktera nasledné reaguje na zmény teploty roztazenim é&i S :: N
smr$ténim. To ma za nasledek skuteénost, Ze laserem Fezané vétraci otvory v latce E* ; %
se kolisanim teploty oteviraji a uzaviraji a tim se reguluje teplota odévu pfimo na ¥g >
. T PV o XKD cuk . . oL U
jeho nositeli. Predpokladam, Zze budeme stale ¢astéji svédky podobné spoluprace < 8w
védci a inzenyri s designéry, pfi niz misto pouhého vkladani elektroniky do textilii § E 2
bude p¥i zpracovdni pfimo vyuzito vnitfnich vlastnosti novodobych materidld. T 0w

Workshop pro studenty

Ateliéru textilni tvorby,
UMPRUM, Praha,
22.4.2016

/ Workshop for Textile
Design Studio students,
AAAD, Prague, 22. 4.2016
Foto: Jakub Hrab

strana 6/0
078 DUDJ}S




180
pUDJ}

ubisop
lujpabiqg

080



Andreas
Wegner:
Digitalni
design prinasi
firmam nejen
intelektualni,
ale take
konkurencni
vyhodu
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Andreas Wegner je zivym pfikladem
digitalni transformace. Vyzkousel

fadu designovych odvétvi — zrole
grafického designéra, specializovaného
na tiskovou grafiku, pfes animaci,
motion grafiku a mobilni design, se
postupné preorientoval na experience
design. Jako vedouci designu

v lconmobile, jenz se zaméfuje na
inovaéni a designové poradenstvi

v Berling, pracoval na fadé projekta pro
mezindrodni klienty od Orange, Bosch,
Mercedes, Samsung po OSN. Andreas

o designu pfednasi na konferencich i na
Skolach, je clenem poroty Lovie Awards
a pFirozené: travi na internetu pfilis
mnoho éasu.

uzivatele pfemyslet!, 2003

Pro fadu lidi, ale
i profesionaldi
v oblasti designu,
jde stdle o jednu
velkou neznamou.
Digitalni design
je uz ale péknou
radku let souéasti
nasich Zivotu.
Otevite ¢ernou
skfinku a nechte
se zasvétit do taju
této progresivni
discipliny.
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12 Co pro Vas znamend design? Muzes srovnat, jak vnimate tradiéni
vs. digitdlni design a jaky je digitalni pfistup k designu?

10
2015
prednaska
Paralelni Polis
Praha

Jaké

jsou

Design se ménirychle. V minulosti vétsina klientl utracela své
rozpoéty za design za Géelem zvyseni prodeje produkti a slu-
zeb, nebo aby zvysili zdani své profesionality. Proto je stale pro
vétsinu lidi termin ,,design” spojovadn s estetikou. Vyjimkou je
produktovy a primyslovy design, u kterého je spotiebitelem
prvotné vnimdana funkénost. Aby se vyfesily vétsi problémy —
zejména pokud jde o zkuSenost uzivatele pfiinterakci s danym
produktem é&i sluzbou — pracuje se s jednotnym aspektem
designu v celkovém kontextu. Tato oblast je éasto oznaéovana
jako ,uzivatelska zkusenost” (user-experience, zkratka ,UX").
»Digitdl” nabizi neomezeny potencidl pfidané hodnoty — jak
pro spotiebitele, tak i pro firmy — ale neni to jediny aspekt,
ktery popostréil tuto disciplinu v ramci designu. RozsiFil totiz
nezbytné pole piisobnosti. Také design thinking — user-centred
design (zkracen& UCD) — jako novy uhel pohledu, filozofie
a pristupu k feSeni problém, zménil zplsob, jakym designéri
pfemysli o své profesi. Vyvinuty multi-kontextovy panel néstroja
v ramci procesu navrhovani (napf. metody designu), vylepsené
dovednosti ve vzdjemné spolupréci (nap¥. uZivatelsky vyzkum
a poradenstvi) a rostouci sebetcta designérl jsou jasnymi
indikdtory pro jejich ,nové sebepoznani”.

Problémy nachdzime vSude. Nejen v komeréni sféfe, ale prede-
v§im na urovni statnich sluzeb. Proto dnes designéfi nepracuji
jen pro agentury, start-upy nebo korporace, ale také pro nezis-
kové organizace ¢i viadu. Uplatiiuji tam své dovednosti, které
napomdhaji zméndam v oblasti sluzeb, kultury a spoleénosti.
Dnes nam tato situace pfipadda témér bézna.

schopnosti by méli mit designéfi budoucnosti? Které dovednosti
pro né nezbytné? Na co by méli byt pfipraveni?

At uz se jednd o vSestranného experta éi cileného specialistu,
v idedlnim pFipadé by mél designér budoucnosti nabidnout
«T-shaped skills”: Nezdalezi na vzdélani nebo prostiedi, ze kterého
designér pochazi (napiiklad graficky design, design interakce),
designér potiebuje zejména pochopit proces navrhovaniv jeho
celistvosti a chapat zasadni vztah mezi potfebou uzivatele
a potencidlnim FeSenim. Rozumét potiebam lidi, vidét prile-
Zitosti a vytvaret nova feSeni — to je podstata uméni drzet
krok se zménami trhu.

»Socidlni dovednosti”: Uméni spoluprdce je velmi dilezité, proto
musi byt designér dobrym tymovym hraéem. Dobré tymové
prostiedi je soustfedéno na co nejlepsi vysledek a neni zatize-
no firemni hierarchii. Kazdy chce byt ,,Stevem Jobsem", proto
byva v dopravnim, nebo produktovém designu pfistup tohoto
»designérského génia” éasto nasledovan. To viak pro komplexni
feSeni UX neni vhodné, nebot UX vyzaduji patfiéné dovednosti.

Jaké jsou podle tebe souéasné trendy v digitalnim designu?

80
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Trend — v designérskych studiich a agenturdach stejné jako
v akademické sféfe — vidim v holistickém pFistupu sluéo-
vani véech moznych disciplin, a to se schopnosti produkovat



skoro véechno: myslenky, koncepty i prototypy pro software
a hardware. Vzhledem k mnozstvi rdznych projektd, produkta
a sluzeb by novodoby ,,Bauhaus” mohl byt tou spravnou cestou
vpied. V oblasti vzdélavani také ,design sluzeb” vypada jako
trend, ktery obstoji: takze, pokud vychazite dobfe s lidmi, je
to oblast pro vas. Avsak celé to vychazi spise z analogického
zpUsobu Feseni problému nez z digitalnich artefakta. Pro digi-
talni design je vzdélavani v oblasti interakéniho designu stale
béhem na dlouhou trat.

Komu by méli lidé, zajimajici se o digitalni design, vénovat svoji
pozornost?

Misto sledovani jednotlivych designérd, je lepsi dat se dohro-
mady s lokdlni UX komunitou, kde se élovék setka se zajima-
vymi lidmi pfimo ve svém blizkém prostfedi a mGze tak Fidit
své sebevzdélavani.

Pokud ma nékdo zdjem spojit se mezindarodné, existuji rizné
svétové design konference, jako je ,interaction 2016" (IXDA),
the Service Design Network Conference (SDNC) nebo rizné
UX campy. VSude jsou velmi otevieni, pFijemni a vstFicni lidé.
A samoziejmé — nékteré rockové hvézdy najdete na kazdém
koncerté.

Pokud nechcete opustit pohodli svého domova, mizete se
alespor seznamit s firmami, pfislusnymi k této oblasti, jako
napf. frog design, Ideo, Transformator ap. Je to dobry zpasob,
jak se dozvédét vice o designu — jako strategickém ndstroji
nebo ndstroji na feSeni probléma.

Piednaska
Andrease
Wegnera

v Paralelni Polis,
Praha,
12.10.2015

/ Andreas
Wegner lecture
at Paralelni
Polis, Prague,
12.10.2015
Foto:Jan
Hromadko

potkavat spravné lidi. Inspiruji se a zkousim nékteré metody
integrovat do novych projekti. Pred tim jsem délal véci vizu-
alné hezké, ted' délam véci funkéni. Zejména se mi libi, Ze moje
prdce je nyni uzivana mnoha lidmi a po dlouhou dobu. Na to
jsem dfiv ani nepomyslel.

Kdo jsou klienti experience designu? A proé by se mély spoleénosti
a designéfi zaméfovat na tuto oblast?
Kazdd spoleénost, kazdy start-up, kazda neziskovd organizace
nebo vidda by méla mit interniho nebo externiho konzultanta,
ktery nezavisle nahlédne do jejich problémd. Co je pro mnohé
klienty, at uz organizace, nebo jednotlivce, jesté stdle velmi

nezvyklé, to se pro jiné stava jiz bézné dostupnou sluzbou. A ti,
ktefi ji vlastni, maji nejen intelektudlni, ale i konkurenéni vyhodu.

Na co by se méli designé¥i, firmy a vefejny sektor zaméfit, pokud
nemaji mnoho zkusenosti s digitalnim designem? Jak by méli pochopit

tuto — pro né — zcela novou oblast?

Pokud se néjaka spoleénost éi instituce bézné nesetkdva s pojmy
typu: digitalni, mobilni nebo design, jako celostni disciplina, pak
je tady par véci, které by jim toto téma mohly pomoci vyjasnit:
1. Ctéte: Internet je pIny informaci o digitdlni transformaci
a o konstrukénim mysleni a také o uéincich s nimi spojenych
(viz: Fast Company, TechCrunch, atd.). Dal$i moznosti jsou
knihy — zabyvajici se digitalnimi zménami a pfileZitostmi, které
se firmam aktudlné nabizi. Tyto publikace také vysvétluji roli,
kterou v téchto zméndch hraje design.

2. Oteviete &ernou skiifiku: Nechte se zasvétit UX de-
signérem (nebo agenturou) do uvodi UX, které vam demys-
tifikuji design jako ,kreativni magii”. Ve uvidite tak, jak to
opravdu je: spoluprdce na viech urovnich, soubor dovednosti
a zvladnuté Femeslo, dobra filosofie a schopnost empatie.
Pro klienta, ktery chce byt v obraze, je asi nejlepsi zazadat si
o workshop na miru, ve kterém designéfi uplatii své metody
pfimo na jeho problém.

Vy sam jste pfikladem promény roli: z grafického na experience

vvvvvv

ses preorientoval na experience design? strana Lgo
Rekl bych, 2e do oblasti UX jsem se dostal &irou nahodou. Sel

jsem s proudem, ale nakonec jsem si uvédomil, Ze mé bavi 086 PDUpJ}S




bio Lukas BoB Marvan je

v sou¢asnosti zaméstndn jako
UX designér AVG.com. Dfive
pracoval 10 let pro Seznam.cz,
nejprve jako webmaster, pak
tester uzivatelského rozhrani
a nakonec jako vedouci tymu
designéra. Stoji za vystavou

Digitalni design: Pohled za pixely.

Aktivni je ale i mimo Asociaci
UX — nap¥. v Asociaci pro
mezindrodni otazky nebo

pfi tvorbé filmového festivalu
Jeden svét.

web asociaceux.cz
web czechdesign.cz/zapixely

kniha Petr Staniéek,

Nenutte uzivatele premyslet, 2010

Dobry designér to viechno vi, 2016

Lukas
BoB
Marvan:
Digitalni design
je design jako
kazdy jiny

UX designér

strana
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Kdo je digitalni designér? Jaky potencidl obor digitalni design ma? CZECHDESIGN spolu
s Asociaci UX na podzim roku 2015 pfipravil vystavu s nazvem Digitdalni design: pohled
za pixely, ktera digitdlni design predstavila ¢eské vefejnosti. UX designér Lukas BoB
Marvan byl jejim iniciatorem a kuratorem.

Digitdlni design neni v ramci eské designérské scény zas tak bé&znou disciplinou. Ma-

Zete tento obor kratce predstavit?
Digitalni design je design jako kazdy jiny, neni diivod se ho né&jak extrémné obavat.
Ma ale sva specifika: vétsinou se jedna o interaktivni aplikace, které nabyvaji
mnoha riiznych podob a tim, ze se pohybujeme ve virtualni roving, tak vyzaduje
vétsi abstraktni predstavivost — hlavné na strané jeho tvircd. Pokud je viak vie
provedeno dobfe, na strané uzivatell digitalniho designu by zadné zvysené naroky
vznikat nemély — v tom je pravé to kouzlo — pfiblizit ten neviditelny abstraktni
svét algoritmi “za pixely” viem lidem tak, aby byl bez problémué srozumitelny,
pochopitelny a pouzitelny.

Kdo je digitdlni designér?
Byt digitalnim designérem neznamena designovat na poéitaéi. Digitalni designér
je ¢lovék, ktery je schopen pomoci jim navrzenych digitdlnich sluzeb — a je jedno,
zda jsou to weby, mobilni aplikace é&i jiny software — Fesit problémy ostatnich
lidi a usnadnit a zpFijemnit jim tak Zivot. A klidné maze pfi navrzich digitalniho
designu pouzivat obyéejnou tuzku a papir...

Jak si obor digitalniho designu stoji v éeském prostiedi? Jak velky je a jaky ma potencial?
Grafickych designerd, ktefi jsou schopni nakreslit ,néco hezkého" pro digital uz je
v €R vcelku dostatek. Horsi je to ale s druhou skupinou designerd, bez kterych se
moderni weby a aplikace neobejdou: UX (User Experience) designéfi a interakéni
designéf¥i jsou ti, ktefi navrhuji, jak se ma dana digitalni sluzba chovat k lidem, jaka
ma byt struktura webu, jaké jsou jednotlivé interakce, prosté vymysli a diskutuji
#Co se stane, kdyz...". Tato skupina designérd je v CR zatim zastoupena odhadem
pouze nékolika sty profesiondly a opravdova Spi¢ka je tak maximalné do 100 lidi.
A ted'si pfedstavte, Ze v jednu chvili je na trhu otevienych dalSich tieba 50 pozic.
Muze se to zdat malo, ale uvédomte si, prosim, Ze vétsina firem si naopak jesté
ani neuvédomila, ze by mohla sluzeb UX designérd pro svij byznys vyuzit. A jeli-
koz diive nebo pozdéji dojde k propojeni s digitdlnim svétem ve vSech oblastech
podnikani, je prostor pro rozvoj digitdlniho designu obrovsky.

Co je predpokladem pro uspésnou spoluprdci designéra (produktového, grafického,

primyslového) a jeho klienta s odborniky z digitdlniho designu? Jak by takové spolu-
prace méla idealné vypadat?

Pfedpokladem a zakladem idedlni spolupréce je: viibec ji navazat. Uvédomit si, ze

napt. jako produktovy designer jsem sice expertem na tvar / formu / ergonomii...

produktu, ale pokud jde o jeho digitdlni ,vrstvu" (pokud existuje), méli bychom

povolat experta s prisluSsnou specializaci, a takto to i vysvétlit klientovi. Zatimco

fyzicky produkt mdlokdy nabyva opravdu mnoha raznych stavd, tak u digitdlnich

produkti je to téméF zakladni podstatou jejich fungovani — to, Ze se méni v éase

a na zdkladé interakce s uzivatelem. Digitdlni designefi jsou na tuto “krutou

realitu” pfipraveni a pomohou vdm zmapovat a designovat jednotlivé stavy ain-

terakce a to i v pribé&hu &asu. Z mych praktickych zkusenosti vim, ze existuje

mnoho kvalitnich grafickych designérd, ktefi jsou napf. schopni navrhnout

unikdtni, dobfe rozpoznatelny a osobity brand tfeba pro hudebni festival,

680 ale bohuzel pokulhdavaji v pfipravé struktury a fungovani jeho webovych

stranek. Tady nastupuje role digitalniho designéra, ktery pomuze s pfi-

puUD.I}S pravou tak, aby byly pfehledné, pochopitelné a dobfe pouzitelné pro



ndvstévniky tohoto festivalu. Je pochopitelné, ze off-line i on-line obory designu
se navzdjem prolinaji. A do budoucna se budou prolinat uz jen a jen vice, je tedy
dilezité si uvédomit, jaké jsou silné stranky élenli designového tymu a podle toho
jim rozdélit prdaci, pripadné tym doplnit. Tim se vracim zpét na zaéatek: Je dalezité
uvédomit si, s ¢im potfebuji pomoci a navazat spolupraci s témi spravnymi lidmi,
ale to neni nic nového pod sluncem. To, co je nové, je relativni dostatek expertd na
digitalni design, takze v feSeni problémi nemusite byt sami.

Jaka je budoucnost digitdlniho designu?

Ja osobné si netroufnu pfedpovédét budoucnost oboru tak Sirokého, jako je digi-
talni design, ale zkusim alespon pronést jedno prani, které navazuje na predchozi
myslenky: Pfal bych si, aby digitalni obor jako samostatna specializace zanikl a jeho
metody se staly nedilnou a automatickou souédasti vSech ostatnich designérskych
specializaci. Domnivam se totiz, Ze dfive i pozdéji prestaneme vnimat rozdily mezi
tim, co je on-line a co off-line a zkratka néjakou tu digitalni vrstvu bude obsahovat
prakticky kazdy produkt &i sluzba. A na tuto vizi budoucnosti by se méli vSichni,
kdo maji co do €inéni s jakymkoliv designem, fadné pripravit. Budoucnost je totiz
digitdlni, tak at vam neutece.

~Domnivam se, ze dfive ¢i
pozdéji prestaneme vnimat
rozdily mezi tim, co je
on-line a co off-line
a digitalni vrstvu bude Vystava Digitaini

design: Pohled za

obsahovat prakticky kazdy pixely v GALERI

CZECHDESIGN

produkt ¢i sluzba. vroce 2015 =

/ Exhibition Digital

Na tuto vizi budoucnosti Design: ALook
by se méli vsichni, e 2ot
kdo maji co do éinéni roteriekub b
s jakymkoliv designem,

fadné pripravit.”

-
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Lars
Wallentin:
10
veci
Z praxe,
ktere
brzdi vyvoj
obalu
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V oblasti obalového designu snad neni
povolanéjsi osoby nez je Lars Wallentin.
Prosluly obalovy a graficky designér
pracuje s vizi obalu jako prostiedku
komunikace. Jeho prazskda prednaska
se konala u pFileZitosti slavnostniho
vyhld$eni vitézd mezindrodni

soutéze Young Package, kterou

poiada spoleénost Model Obaly ve
spoluprdci s CZECHDESIGN. Clanek
Larse Wallentina vychazejici z jeho
praktickych zkuSenosti s feSenim

oball pro takové znaéky jako je Nestlé,
Nescafé nebo Maggi nas presvédci, ze je
v obalovém designu stale co zlepSovat.

En:e_-lg-;;;clzc;;i-n-g-s-ense.com
web young-package.com

packages and other media, 2015

Takes Courage! A book about designing

V obalovém
designu
je stale

co zlepsSovat
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29
05
2015
prednaska
Kino Aero
Praha

m

len

fejnén s povo

pana Larse Wallentina. Pfevzato ze

stranek: packagingsense.com

Clanek byl zve
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Obaly se dnes neustdle zkvalitfiuji, a to jak po logistické, technické,
materidlni i ekologické strance. Pokud se zaméfime na zplsob, jakym
obaly komunikuji — tedy na to, jak podavaji zpravy ¢&i poselstvi,
jak pfesvédéivé mohou byt postranni texty a ilustrace nebo zadni
strany obal{, vidime maly nebo Zadny pokrok, a to z téchto divoda:

Spoleénosti jsou pFilis vazané pravidly, které snizuji kreativitu.
Brand manazefi maji potize porozumét heslu ,méné je vice”.
Obalovi designéfi nejsou pFilis zdatni v typografii.

Nepracujeme postupné — smérem k feSeni — a tim padem

HWUDNPR

pouze plnime obal informacemi.
5 Designéfi a brand manazefi nemyslina ,,celkovou komunikaci®,
tedy jak maximalizovat komunikaci podle druhu média.
6 Pouzivame p¥ilis mnoho informaci a velmi malo komunikace.
7 Vétsina designérl zapomind na prodejni roli obalu, tedy
jak maximalizovat RTB (reason to believe — dlivod véfit) nebo
USP (unique selling proposition — jedineénou nabidku).
Brand manazefi nevéFi v neustalé zmény.
9 Nedostateéné prozkoumdavame obchody. Méli bychom se uéit
i od jinych kategorii vyrobkad.
10 Brand manazefi se zdaji byt pFilis svazani tim, co fikaji jejich
pravni kolegové, aniz by se zeptali na vyklad pravnich
predpisa.

©

Co se mysli tim, Ze jsou spoleénosti pfili§ vazané pravidly? Spo-
leénosti zaméFené na spotiebni zbozi se na slovo Fidi smérnicemi
a osvédéenymi postupy a zapominaji, Ze hlavni zasadou je — délat
vécilépe, tj. zlepSovat. Navic vétsina smérnic je pfilis komplikovana,
a tim omezuje veSkerou kreativitu.

Zijeme ve svété zahlceném informacemi a mladi brand manazefi
nemaji dostatek zkuSenosti soustfedit se v jednotlivych médiich na
to podstatné. ,Tim podstatnym” na obalu méze byt: vkusny a libivy
vzhled POS materiald (POS = point of sale — reklamni materidly
vyuzivané v misté prodeje), mize to byt prodejni text, ale i reklama
nebo znaéka. V souéasnosti vzrastd pozadavek na to, aby se vie na
obalu mohlo duplikovat i v jinych médiich.

Pokud jde o &itelnost, existuji tf¥i divody pro optimalizaci typografie.
Skvéla typografie vzbuzuje zdjem, je snadno éitelnd a nenucené
zddrazfuje to, co je dilezité a uziteéné. Pochybuji, ze obalovi
designéfi takto uvazuji, protoze vétsina zadnich stran je nudna
a obtizné éitelna.

Je nutné si uvédomit rozdily mezi éistou informaci, kterd nemusi
nutné proddvat, a komunikaci, ktera prodejzahrnuje, a tim je vlivna.
Chcete-li upoutat pozornost a vynikat, musite ve svém designu
tu a tam néco zménit. Napfiklad Toblerone to tak déla neustdle.
Stejné tak Google!

V neposlednifadé, obalovy design jesté neni ve firmdach povazovan
za stejné dilezity jako reklama. Vyuka obalové komunikaci je stdle
jesté v plenkdch. Doufam, Ze mé webové stranky packagingsense.com
a moje knihy pomizou!



bio Lars Wallentin je obalovy a graficky designér pochazejici ze
Svédska, kde ziskal vzdélani na Graphic Institute ve Stockholmu.
V roce 1964 se piemistil do Svycarska, odkud jiz vice nez 40 let rozviji
kreativni feSeni obald pro znaéky jako je Nestlé, Nescafé, Maggi,
nebo KitKat. Je aktivistou v oblasti obalového designu, vydava

knihy, pfednasi po celém svété a pravidelné publikuje na webovém
portalu packagingsense.com, ktery pro tento Géel zalozil.
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Young Package je mezindrodni
soutéz, kterou jiz od roku 1996
poradd spoleénost Model Obaly.

Od roku 2009 soutéz organizuje
CZECHDESIGN.

Publikace 20 let obalového designu
vysla k jejimu jubileu.

/ Young Package is an international
competition arranged by Model Obaly
Company since 1996. CZECHDESIGN
organises competition since 2009.
Publication 20 Years of Package

! dat the

of the competition jubilee.

Design wasr

Foto: Jan Hromédko

Jan Cin&era pFedndsi u pFilezitosti
slavnostniho vyhlaseni vysledkd
soutéze Young Package 2015.
/Jan Cin&era is giving the lecture
during The Award Ceremony
Young Package 2015.

Foto: Jan Hromdadko
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bio Jan Cinéera je nejvyraznéjsim
obalovym designérem u nas.
Absolvoval Stiedni primyslovou
Skolu grafickou, obor Zpracovani
papiru a obalova technika.
Zasadni pro néj bylo setkani

s J. H. Kocmanem v roce 1983,

ktery mu ukdzal, Ze papir

je nejen pramyslovy, ale

i poeticky materidal. Od roku
1984 do roku 1989 pracoval ve
Stiedisku obalového inZenyrstvi
Prazskych papiren. Po roce
1989 pedagogicky ptisobil na
Akademii vytvarnych uméni jako
asistent profesora Milose Sejna
v Ateliéru konceptudalni tvorby.
V té dobé se zajimal pfedevsim
o autorsky papir a knihu. V roce
1994 zalozil s manzelkou Zorou
Studio Cin&era, které spole&né
provozuji dodnes.

web cincera.cz
web young-package.com

CZECHDESIGN, 2015

Jan
Cinéera:
Co bylo dfive
povazZovdno za
luxus, je dnes
v obalovém
designu
samozrejmosti

29
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V obalech od Jana Cin&ery si odvezli upominkové predméty a dary ze statnich navitév
Jan Pavel ll., francouzsky prezident Jacques Chirac, britska kralovna Alzbéta Il. a dalsi
svétové osobnosti. Kromé komerénich zakdazek se studio stard i o obaly pro vyrobky
vyraznych éeskych designéri: Jitiho Pelcla, Ronyho Plesla, studia Olgoj Chorchoj, Evy
Eisler a mnoha jinych. Jak vidi nejuspésnéjsi éesky obalovy designér budoucnost své
discipliny?

Mezindrodni soutézi Young Package, jejiz poroté kazdoroéné piredsedate, je jiz vice
nez 20 let. Zménil se za tu dobu pfistup k tvorbé& obalG? Je design dnesnich obald jiny?
Obal jako takovy se vnéjskové ani moc nezménil. Co se vS§ak vyrazné zménilo, je
celé prosttredi okolo vyroby oball. Diky ekonomické situaci se vyrazné Set¥i, coz
znamend, ze materidly, se kterymi se dnes béZné pracuje, musi byt co nejlevnéjsi,
a to samoziejmé ovliviiuje jejich kvalitu. Ale na druhou stranu $ly neuvéfitelné
dopredu technologie, které se pti vyrobé oballi pouzivaji. Dnes musi mit viechny
tiskdarny a kartonazky $piékové vybaveni, aby prezily. Souéasti béznych oballi jsou
dnes laky, félie, razby, atd. Co bylo dfive luxusem, je dnes vSudypfiitomnd nutnost.

Cim dél &astéji se objevuji obaly, které zaméstndvaji i dali smyslové viemy. Myslite,

Ze to je cesta pro obaly budoucnosti?
Je pravda, ze nékteré obaly mohou mit néco navic, naptiklad vini, ktera je ob-
sazena v povrchové Upravé. Ale uz dlouho Fikam, ze jestli jsme na prahu néjaké
revoluce v obalovém primyslu, tak pijde o chytré obalové materidly. Budou se
moci nabijet, ponesou v sobé informace. Napfiklad budou ménit barvu podle
Eerstvosti potravin, nebude se muset pracovat s daty, kterd nemusi byt presna.
Nebo budou bézné obaly, které v sobé& budou mit GPS kéd &i rGzné Eipy. Inteligentni
materidly a z nich inteligentni obaly, které v sobé ponesou informace bézné pro
dnesdni poéitadovy svét, to je, myslim, budoucnost obald.

Pied dvaceti lety jste byl de facto jediny, kdo u nds obalu opravdu rozumél. Zmeénilo

se to? Vyrostli za tu dobu néjaci dalSi obalovi designéFi?
Nikdy jsem se necitil byt jedinym, kdo obalové problematice rozumi, samoziejmé.
Faktem ale je, ze tym konstruktéri ve Stredisku obalového inzenyrstvi v Prazskych
papirndch v dobé, kdy jsem tam od roku 1984 do revoluce pracoval, byl hodné
silny. M& mozna vic zajimala estetickda stranka obald, tvary, proporce. V té dobé
jsme navrhovali obaly na Ziletky i piana, véetné grafické Gpravy, tiskové pFipra-
vy. To, co jsme navrhovali, se nasledné v Prazskych papirndch i vyrabélo, éasto
ale s velkymi éasovymi skluzy a technologickymi problémy. Zakaznici z toho byli
nestastni. Vnitiné jsem se rozhodl, Ze kdybych se mél tomuto oboru sdm naddle
vénovat, mél bych to, co navrhnu, umét také zrealizovat, nebo bych mél védét,
kde a jak se to da vyrobit a zdkaznikovi dodat komplet zakazku. Dnes samoziejmé
v mnohém kooperuji a pracovni, ¢asto pratelské kontakty, které jsme si dlouho-
dobé vytvorili, povazuji za zasadni. Nezndm ve svém okoli podobné studio, které
by k obalovému designu pfistupovalo podobné komplexné, od navrzeni, vybéru
materidlu, konstrukce, feseni tisku az po samotnou vyrobu, pfipadné kompletaci.Je
to vlastné skoda, tato osamélost mé netési, nemam prilezitost srovnavat. Myslim
si, Ze vyrostlo hodné lidi, ktefi se vénuji papiru, ale trochu jinak — napfiklad vazi,
ilustruji a vydavaji knizky, nebo se vénuji spiSe papirnickému a kancelarskému
sortimentu zahrnujicimu bloky, diafe, sesity, deniky. Obdivuji to. Ale v éisté oba-
lovém designu nevim, éekam, zatim marné...
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bio Kamila Matéjkova,

absolventka déjin uméni
Univerzity Karlovy, se diky
souéasnému studiu oboru

Arts management na Vysoké
Skole ekonomické v Praze
vénuje propojeni uméleckych

a ekonomickych aspektt
kreativnich odvétvi, a to
konkrétné v oboru design.

Od roku 2011 pasobi

v CZECHDESIGN, kde pracuje
na projektech pro strategicky
rozvoj této discipliny a podporu
zapojovani designu do praxe.

Je autorkou é&i spoluautorkou
fady élankd, vystav a publikaci
o designu, mj. metodické
publikace pro firmy s ndzvem
Proé design? o procesu zapojovani
designu do praxe nebo odborné
studie o situaci éeského designu
v ramci publikace Mapovani
kulturnich a kreativnich
pramysl& v CR vydané Institutem
uméni — Divadelnim Gstavem.

New Scandinavian Design, 2004
¢asopis HA magazine
instagram @icelanddesigncentre

Kamila
Matéjkova:
Islanska
zkusSenost

CZECHDESIGN
projektova
manazerka
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Island je svou rozlohou o néco vétsi nez Ceska republika. Po&tem obyvatel by viak ne-
naplnil ani nase Brno. Rodinna atmosféra, specifické pfirodni i ekonomické podminky
a notnd davka severského Smrncu éini z tohoto sebevédomého ostrova zajimavé misto
k badani. Kamila Matéjkova, projektova manazerka CZECHDESIGN, dva mésice zkou-
mala podminky a ptilezitosti designu na ledovém ostrové, pracovala po boku islandskych
kolegli a zjitovala, ze islandskd a Eeskd designérska scéna maji mnoho spoleéného.

Zkoumdme prileZitosti

Vysledkem dvoumésiéni vyzkumné staze Kamily Matéjkové v organizacilceland Design
Centre je odborna studie ,Podminky a pfileZitosti pro pfenos praxe v oblasti designu
zlslandu do Ceské republiky”, kterd shrnuje nabyté zkusSenosti a know-how, nastifiuje
nékolik aktivit a pfistupl vhodnych pro pfenos do éeskych podminek a pfinasi prehled
o situaci v oblasti designu na Islandu.

Island vs. Ceskd republika

Aékoli se na prvni pohled mize zddt, Ze situace v oblasti designu na Islandu a v Ceské
republice je velmi odli¥ng, fada vlivnych faktorl je ob&ma zemim spoleéna. Islandska
ekonomika byla do zaéatku 60. let dvacatého stoleti znaéné uzaviend a limitovala im-
port zahraniéni produkce. Jistou analogii, i kdyz jisté se zcela odliSnymi pfi¢inami i mirou
dopadu, mazeme spatfovat v situaci Ceské republiky pfed rokem 1989. S odstupem 30
let tak Island i Ceskd republika zazivaly rychly nérist zahrani&niho kapitdlu i zboi, coz
pro mistni primysl a jeho infrastrukturu nezistalo bez nasledkl. Designérska scéna je
v obou zemich velmi mald a pietlak kreativeli nad poptdavkou mistnich firem je evidentni.
Kromé konkurence v ramci vlastni zemé je také nutné éelit konkurenci vnéjsi, at uz jde
o blizké skandindvské staty a Velkou Britanii v pfipadé Islandu, nebo tradiéné Spickovy
design Némecka &i Rakouska, sousedicich s Ceskou republikou.

Podminky designu na Islandu

Maly poéet obyvatel aizolovanost ostrova od okolniho svéta je pfi¢inou absence velkych
firem a téméF nulové primyslové vyroby. PFilezitosti pro uplatnéni jako zaméstnanci
vyrobnich firem nebo moZnost ziskdavat zakdzky od vyrobet jsou tak velmi limitova-
né. Extrémni pfirodni podminky jsou zase diivodem nedostatku dfeva, coz prakticky
znemoziuje existenci nabytkaiského odvétvi tak, jak ho zname napf¥iklad z éeského
prostiedi. Islandsti designéFi pro svou prdci musi hledat jiné partnery. PrileZitosti pro
jejich praci skyta velmi rozvinuty rybdarsky primysl, farmé¥stvi a zpracovani zivoéisnych
materiald. Potravindfsky primysl a farmdfi jsou designérim spojencem v odvétvi tzv.
food designu, jehoz pFikladem muze byt produkt Skyrkonfekt — dezert z kravského
mléka vytvoreny ve spoluprdci designért a farmy Erpsstadir.

Materialem s velkym potencidlem je také hlinik, kterého se na Islandu vyprodukuje
vice nez 800 000 tun roéné. Vétsina nezpracovaného materidlu se viak exportuje, aniz
by se zvySovala jeho hodnota pfetvoifenim na produkty. Islandské design centrum na
tuto situaci reagovalo projektem 13Al+, ktery se zaméf¥il pravé na problém nadbytku
hliniku a neschopnost ho uziteéné zpracovavat pfimo na ostrové. Skupina islandskych
designérd ve spoluprdci se $védskymi firmami zpracovavajicimi hlinik hledala cesty,
jak s timto materidlem pracovat.

Skandindvsky kontext

Island je jiZz tradiéné povazovdn za mensiho bratra Skandinavskych velmoci — Norska,
Svédska a Danska, a vzhlizi k nim nejen v oblasti designu. Spole&né s Finskem

s nimi tvoFi seskupeni zemi, které se bézné oznaduje pojmem ,severské staty”.

V 8irsi definici véhlasného souslovi ,skandinavsky design” jsou viak Island

SOT a Finsko nékdy také zafazovdni. Spise nez zdirazihovat geografickou

blizkost nebo ndrodni identitu ma toto vymezeni podtrhovat spoleénou

DUDJI}S historii v oblasti designu a sdileni uréitych hodnot. Zaé&alo se pouzivat pred



vice nez padesati lety, kdy severské staty zaéaly reagovat na ekonomické a politické
vyzvy povdleéné situace a cilené spoleénymi silami propagovaly design a uzité uméni
sérii vystav. Mezi nejdilezitéjsi patfi ,Design in Scandinavia”, kterd vletech 1954 —1957
cestovala Severni Amerikou, a ,Formes Scandinave” predstavenad v roce 1958 ve Francii.
V ramci druhé jmenované byl poprvé zahrnut islandsky design.

Zajimavé je, ze pravé Island a Norsko — zemé, které nejméné prispély ke skandindavskému
modernistickému hnuti, jsou dnes misty, kde se v ramci severského regionu vyskytuji
nejaktivnéjsi designérské komunity. V poslednich letech tak mizeme Fici, ze Island své
nékdejsi vzory vlecéems dohdni a zaéina tézit z vyhod, které jako maly, izolovany narod
ma. V oblasti designu se mluvi predevsim o faktu, zZe se souéasna generace designéra
nemusi vyrovndvat se slavnym odkazem minulosti, jako to maji Svédsko, Finsko nebo
Ddnsko s zmifiovanymi legendami mezivaleéné a povaleéné éry. Zjednodusené feéeno,
neni moc na co navazovat, coz skyta vétsi svobodu a prostor pro vliastni cestu.

Iceland Design Centre

Tato organizace, zastfesujici na Islandu oblast designu, je financovana islandskym Mi-
nisterstvem vzdélani a kultury a Ministerstvem pramyslu. Cilem centra je propagace
designu a architektury — jako ndstroji pro zlep$ovdni zivota spoleénosti. A zaroven
podpora viech designérskych disciplin — jako Zivé souéasti islandské ekonomiky — s cilem

centrum porddd, je mezindrodni festival a konference Design March, kterd se v bfeznu
roku 2016 uskutecnila jiz po devaté. Jde o festival pfedstavujici to nejlepsi z lokalni
designérské scény spolu s vybranymi mezinarodnimi jmény.

nZajimavé je, ze pravé
Island a Norsko — zemé,
které nejméné prispély
ke skandinavskému
modernistickému
hnuti, jsou dnes
misty, kde se v ramci
severského regionu
vyskytuji nejaktivnéjsi
designérské komunity."
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Kampah festivalu DesignMarch, ktery
organizuje Iceland Design Centre

/ DesignMarch festival campaign
organized by Iceland Design Centre
Foto: IDC
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13
odborniku
diskutuje
o budoucnosti
ceského
designu

24
02
2015
diskuze
o budoucnosti
c¢eského designu
GALERIE
CZECHDESIGN
Praha

Jak je na tom éesky design? Mame byt s jeho
vyvojem spokojeni nebo tu néco zasadné chybi?
Jde éesky vzdélavaci systém s dobou nebo patfi
do 19. stoleti? A jaky designérsky obor je u nas
nejvic zanedbavany?

TFindct pFizvanych profesiondli — designérd,
pedagogy, teoretikl a zastupct médii a organizaci
aktivnich v této oblasti, spoleéné reflektovalo
vyvoj Eeského designu za poslednich 5 let a zamys-
leli se nad vyzvami a pfileZitostmi do budoucna.
PFinasime vybér toho nejzajimavéjsiho, co by
nemélo uniknout vasi pozornosti.

Vnimate, Ze se v poslednich péti letech
né&jakym zpdsobem zménilo postaveni designu

Zdeno Kolesdr, teoretik designu, V8VU Bratislava
Zda se mi, Ze uréity pozitivni posun nastal. Na-
pfiklad na Slovensku pied rokem vzniklo muzeum
designu. Mam ale pocit, Ze se navzdjem utésujeme,

ze jdeme dopiedu a pfitom béznd populace ani
nevnimg, Ze tu néco jako design je. V tom bych byl

asi trochu skepticky, protoze v tom se za 10 let nic
nezménilo. Ddm vam piiklad — vSichni u nds na
Slovensku poznaji aeromobil od Stefana Kleina,
ale co se designu tyce, je to asi tak viechno.

Helena Koenigsmarkovd, feditelka Umélecko-

primyslového musea v Praze Vyvoj v poslednich

vice nez 10 letech vnimam pozitivné. Byla doba,
kdy nebylo nic a beru jako Gspéch, ze nyni i Mi-
nisterstvo kultury uzndava design jako souédast
zivé kultury. Pro mé osobné je pozitivni, ze uz
nemusime sbirat jenom prototypy pro dobry
design, ale i realizované produkty. To je z mého
hlediska velky posun.

nDékujeme za takové
organizace jako je
CZECHDESIGN, které se
snazi aktivity zaniklého
Design centra CR alespori
castecné suplovat,
byt s mnohem mensi
podporou.”

Jan Némecek, produktovy designér, studio Olgoj
Chorchoj, pedagog na UMPRUM Ja vidim posun
obrovsky. On také posun z nuly je vZdy velky. To
ale neznamend, Zze bychom dneska byli v dobré,
nebo dostateéné situaci. Jedna z véci, které
sehraly velice pozitivni roli, byla krize. Pfinutila
spoustu firem, aby zkrachovaly a nasledné ko-
neéné vyménily management za schopnéjsi. Za
druhé, aby si uvédomily, do jaké miry je pro né
design marketingové dilezity. Samoziejmé, opét
ne vSichni, opét ne dostateéné, ale ten posun
je znatelny. Za toto krizi vdééime specidlné ve
skld¥ském pramyslu.

Druha véc: velice se zlepsila kvalita mimopraz-
skych designérskych $kol. My jsme za tuto kon-

kurenci velmi radi, protoze jsme v minulosti
v podstaté 2adnou neméli. Skoly se pedagogicky
omladily, zaéinaji z nich

vychdazet zajimavilidé...

Dékuji vSem ostatnim

Skolam. strana
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Diskuze o budoucnosti éeského designu,

GALERIE CZECHDESIGN, 24.2.2015
/ Discussion about the future of

Czech design, CZECHDESIGN GALLERY,

24.2.2015
Foto: Lucie Nohejlova
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viemu viibec nepomohl. Prestoze se pordd Fika,
Ze jsme to zavinili my, neni to pravda. Snazili
jsme se tomu zabranit, ale netispésné. Nicmé-
né zase dékujeme za takové organizace jako
je CZECHDESIGN, které se snazi jeho aktivity
alespon éasteéné suplovat, byt s mnohem mensi
podporou. Design centrum bylo ve své exekutivé
i formé trosku smésné. Uréity ddivod své existence
ale splfovalo, minimdlné v tom, Ze schrariovalo
informace a kontakty do zahraniéi. Tyto tfi posuny
jsou za mé velmi zdsadni.

«Par fabrik si uvédomilo,
Ze spolupraci s designéry
potrebuji. Jde o dvé
svétlé vyjimky. Ostatni
se ovSem potdceji nékde
hluboko v devadesatych
letech a na hrané preziti."

Gabriel Vach, designér keramiky a porceldnu,
pedagog, ZCU Plzei Kdybych mél hodnotit svou

zkusenostskeramickymaporceldnovymprimyslem
za poslednich deset let, bude to asi podobné tomu,
co se stalo v pramyslu skldfském. Pdar fabrik si uvé-
domilo, Ze spoluprdci s designéry potiebuji.Jde o dvé
svétlé vyjimky. Ostatni se oviem potdceji nékde
hluboko vdevadesdatychletech a nahrané preziti.Za
poslednich 5 let jsem zaznamenal spoustu mladych
tvarcd, ktefi se keramice vénuji po $kole pod vlast-
nimiznaékami — to je pro mé velkd novinka. Co bych
vnimaljakonegativni, jepfistupvefejnostikdesignu.
Pofad je to spiSe takové ghetto. Uzaviena komunita.
Chybi popularizace smérem k vefejnosti — mozna
néjaky pofad na &T12, ktery by vzdélaval o designu?

Katefina Pridalovd, teoreti¢ka grafického de-
signu, zakladatelka portdald vizualnikultura.cz
a Designreader Vnimdam piedevsim vyznamovy
posun pojmu design, ktery byl dlouhou dobu spo-
jovan s produkty a jejich autory. Za posledni dobu
se uskuteénila fada akci, byly vydany publikace

interpretujici pojem design ve slovesném zpusobu,
tedy ve smyslu éinnosti, strategie, nastroje, apod.
Nastal vyrazny posun k tomu, Ze design nejsou uz
jenomproduktyajejichautofi,aleodhalujeseproces,
ktery se za timto slovem skryva. Jak naroény ten
proces je a ze nejde jen o estetiku.

Sirokd i odbornd vefejnost v soucasnosti
ve vyuce designéra? Méla by vyuka reagovat

byt vedeni k univerzdinim hodnotdm, které

jsou na téchto zménach nezdvislé?

Milan Pekat, designér keramiky a porceldnu,
pedagog, UMPRUM Nejsem si jisty, jestli by méla
vyuka reagovat takhle rychle. Myslim, ze to ptijde

samo. U designu keramiky jsou pFistupy dva. Rozli-
$ujeme design a ,néco"”, éemu fikame art design, coz
je napfiklad studiova keramika. Oba tyto pfistupy
maiji i odliSnou klientelu. Art design je spisS pro
skupinu, kterou jsme tu nazvali prazskou bublinou
nebo pro lidi zajimajici se o tento segment designu.
Myslim, Ze tento pfistup roste se spoleénosti. Lidé
o tyto produkty maji zdjem, maji na to éas a penize.
Uréité je dobré, kdyz existuje organizace, ktera jim
ukdze, co se voboru déje, co je nového a éim se nase
produkce lisi. Potom tu existuje ta druha cesta,
kterou je primyslovy design. V oboru keramiky
vidim velky rozdil pfedevsim v uplatnitelnosti ab-
solventd. Za posledni 3 roky se nam diky spoluprdci
s porceldnkami podafiilo zkazdého roéniku umistit
jednoho absolventa do firmy jako designéra. Pfed 10
lety jsme si viibec nemysleli, ze néco takového jde.
Myslim, Ze je to skvély posun a navic, touto cestou
se jejich produkce dostane i k Siroké vefejnosti. Jde
totizioporceldnky vyrabéjicipro IKEA. Tuto skupinu
zdkaznikd je velmi t&zké oslovit a tento zplsob se
mi zdd lep8i cestou nez porady na €T 2, protoze se
k béZnému spotiebiteli nedostanou.

Jozef Koval&ik, teoretik designu, V8VU Bratislava
Co se tyée rozvoje designérské scény, jsem velkym

optimistou. Neplati to vSak pro oblast vzdélavani
na $koldch. Zplsob vyuky se za poslednich 80 let
prakticky nezménil. Demokratizace v tom, Ze by
designér mél premyslet, kdo bude jeho produkty
uzivat, na $koldch dostateéné reflektovana
neni. Nemyslim si, Ze studiovy zpasob vyuky
je nejstastnéjsi cestou. Myslim, Ze by studenti
méli reflektovat to, co se ve spoleénosti déje.
Vnimdm to jako velky problém a rad bych, aby
se diskuze vedla i smérem do kol a FeSila otazky
struktury vyuky a systém v této oblasti. Diskuzi
na toto téma na sSkolach

nevnimém, aniv CR ani

na Slovensku.
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nArt design je skvéla
véc, spoustu z nas
tento pristup ¢astecné
Zivi, protoze uzivit se
prumyslovym designem
je témér nemozné. Ale
art design neni to, co
bychom potrebovali
do budoucnosti. Je to
v podstaté okrajova
véc, ktera nas vSsechny
bavi. Ale opravdovy
design, ktery zohlednuje
multiplikovatelnost,
ekonomiku a socialni
aspekty, to uz neni zadna
sranda. To uz chce néjaké
premysleni.”
Jan Némecek, produktovy designér, studio Olgoj
Chorchoj, pedagog na UMPRUM Co se tyce pfi-
zplsobovdni vyuky trendiim ve spoleénosti, mélo
by to byt organickou souédsti vyuky a podle mého
ndazoru neni potieba tento pFistup na Skolach
institucionalizovat. Pokud jde obecné o systém
vyuky, myslim, ze je dobré, kdyz $§koly maji rizné
zpUsoby. Cesta kratsich kurzd a velké mobility je
skvéld. Na druhou stranu velmi ocefuji nas ,,zasta-
raly” systém na UMPRUM. Jde o ,bauhausovsky”
styl vyuky, kde se potkdva rGznorodd skupina lidi,
ktera se navzdjem neuvéritelné obohacuje. Velmi
nam pomohl systém navazujiciho magisterského
studia, ktery vytvofil dva kratsi bloky. V jejich
rdmci studenty €asto vysilame na staze. Béhem

bakalafského studia vyjedou na jednu az tfi staze,
absolvuji staz v jiném ateliéru a v magisterském

studiu se ateliér obohati

o nové prichozi. Vyuka

se tim neuvéritelné

ETT obohacuje. U nas
tedy problém nedo-
stateéné diversity

DUDJ}S

necitim, ale mozna je to tim, Ze UMPRUM je
unikatnim pfikladem. Myslim, Ze dobrou cestou je
do vyuky zapojovat vyrobce a firmy. S nimi totiz
pfichazeji realné problémy a tkoly. Art design je
skvéla véc, spoustu z nas tento pristup éasteéné
Zivi, protoze uzivit se prdmyslovym designem je
téméF nemozné. Ale art design neni to, co bychom
potiebovali do budoucnosti. Je to v podstaté okra-
jova véc, kterd nas vSechny bavi. Ale opravdovy
design, ktery se zohledriuje multiplikovatelnost,
ekonomiku a socialni aspekty, to uz neni zddna
sranda. To uz chce néjaké pfemysleni. Tim nechci
art design sniZzovat, ale je to jednodussi obor nez
ten skuteéné aplikovany design.

Co si myslite o modelu organizaci, které

a absolventd. Funguji nebo mohla by fungovat
v Ceské republice?

Jiti Hanek, graficky designér, pedagog, UJEP
Usti n. L., PROTEBE live Myslim, Ze tento model
se ukazuje jako fungujici. Trochu navdzu na pred-

chozi otazku. Ve spolupraci se $kolou citim pofrad
nejasnost v tom, zda by se studenti méli zamérit
na uméni nebo na design. Je dllezité, aby si $koly
vydefinovaly své cile a sviij pFistup k vyuce na-
smérovaly k naplfiovani téchto cild. U jakéhokoli
projektu, at uz uméleckého ¢&i designového, je
dilezité védét, s jakym cilem se do ného pousti-
me. Jestli je cilem inovace, experiment, ktery mi
ma pfFinést potencidlni posun a obé strany, firma
i designér, tento cil sdili, pak je vSe v pofadku. Skoly
by si mély v prvni fadé fici, jestli chtéji vychovavat
avzdélavat umélce nebo designéry. Toto rozhodnuti
by se mélo odrazet ve slozeni vyuky. Je jasné, ze
ve $kole se neda stihnout vSechno, existuji limity.
Praxe je takovd, Ze budouci designéfi, ktefi maji
po Skole fungovat v praxi, studuji déjiny uméni
a spoustu dalSich oborh. Nefikam, ze pro celkovy
rozhled a kontext tyto obory nejsou dulezité, ale
mam pocit, Ze jsou Skoly nastavené spise na ten
artovy proud nez na to, aby u studentd trénovaly
dovednosti praktického typu, které jim umozni
zvladnout profesiondlni pFistup designéra-pod-
nikatele. A zase jsme u téch cild — vzdélavame
budoucizaméstnance, nebo podnikatele? Pokud
zaméstnance, tak pro jaky typ zaméstnavatelG?
Atd. Jde o schopnost jednat s klientem, o to jak
sestavit cely projekt, jak ho ufidit, jak byt empa-
ticky k zdkaznikaim. Casto se setkdvam s tim, Ze
studenti viibec netusi, pro koho navrhuiji.



«Nas ,zastaraly”
vzdélavaci systém
je dobry. Zahranicni
studenti, ktefi k nadm
jezdi na staze, jsou z ného
nejdrive trochu v Soku,
ale ve vysledku mam
pocit, Ze jsme ho udrzeli
tak dlouho, Ze se vyuka
na nasSich skolach stava
pomalu ,cool”. Studenti
ze zahranici maji sice
otevienéjsi mysleni,
zkusili si mnoho technik,
ale po Case zjiStujeme, ze
remesiné neumi
skoro nic."

Milan Pekaf, designér keramiky a porceldnu,
pedagog, UMPRUM Myslim, Ze by tento zplsob
uspoifaddani mohl vyborné fungovat v blokové
vyuce. Nepfiklanél bych se k zavedeni blokové
vyuky v celé $kole. Na$ ,zastaraly” systém je
dobry. Zahraniéni studenti, ktefi k nam jezdi na
staze, jsou z ného nejdfive trochu v Soku, ale ve
vysledku mam pocit, ze jsme ho udrzeli tak dlouho,
ze se vyuka na nasich $kolach stava pomalu ,cool”.

Studenti ze zahraniéi maji sice otevienéjsi mysleni,
zkusili si mnoho technik, ale po Ease zjistujeme,
Ze femesiné neumi skoro nic. V femesle jsme na
tom opravdu dobfe. S uplatnénim po skole je to
bohuzel horsi. Vim, Ze na $koldach existuji rdzné
semindie zaméfené na sebepropagaci, apod.
Studentdm ale vétiinou pFijdou spise smésné.
Mozna diky tomu, Ze jde o jednu hodinu v ramci
celé vyuky. Myslim, Ze by bylo efektivnéjsi, kdyby
takové vzdélavani fungovalo mimo Skolu. Stavél
bych se za to, Ze nds ,stary” systém neni $patny.
Diky nému mGzeme byt v nééem odlisni. Sou-
hlasim ale s tim, Ze vzdélavani pro praxi chybi.
Studenti vychazeji ze Skoly a dostdvaji pomérné
velkou facku.

Myslite si, Ze existuje oblast designu
kterd stdle stoji v pozadi?

Jiti Hanek, graficky designér, pedagog, UJEP
Ustin. L., PROTEBE live Hodné velkou vyzvou je
service design. Je to téma, o kterém se u nds zatim
moc nemluvi. V zahraniéi se ale tato disciplina
velmi rychle vyviji a pro CR, jejiz ekonomika je na
sluzbach postavend, tato oblast bude do budoucna
velmi dalezita. Design sluzeb je zajimavy tim, ze
na sebe nabaluje dal3i designérské oblasti. Casto
souvisi s komunikaénim a grafickym designem,
s produktovym designem a dalSimi. Tyto pfesahy
je podle mého nazoru velmi diilezité mapovat
a Skoly by je mély reflektovat. Design sluzeb
hodné vyuziva pfistupu, kterému se Fika design
thinking. To je dalSi souéasné velké a aktualni
téma v oblasti mimo designérskou komunitu.
Designéfi ho ¢asto praktikuji, jen ten proces takto
nenazyvaji. Lidé z byznysu na néj ale éasto slysi
a mize to byt komunikaéni platforma, na které
by se mezi firmami a designéry mohlo stavét.
Velkou pfilezitost vidim v design managementu,

ktery, zda se, Uspés$né tvoii most mezi svétem

byznysu a svétem designu.

~Hodné velkou vyzvou je
design sluzeb. Je to téma,
o kterém se u nas zatim
moc nemluvi. V zahraniéi
se ale tato disciplina
velmi rychle vyviji a pro
CR, jejiz ekonomika je
na sluzbach postavena,
tato oblast bude
do budoucna velmi

dulezita."
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Katefina Pfidalovd, teoreti¢ka grafického de-
signu, zakladatelka portald vizualnikultura.cz
a Designreader Nejhlfe v designu si podle mého
ndzoru stoji graficky design. Myslim, Ze to vyplyva

uz z podstaty véci, protoze jde o vizualni komu-
nikaci, kterou mnohdy vniméame podprahové.
Zaroven graficky design nemuze nikomu ublizit,
na rozdil tfeba od produktového designu, pokud
je navrhovan Spatné. Pro vefejnost je graficky
design nejméné é&itelny a také se éasto spojuje
v negativni konotaci s reklamou.

»Rad bych vyzdvihnul
jednu oblast, a to je
vyzkum v designu
a reflexe toho, co
se aktualné déje
v jednotlivych
disciplindch. V Ceské
republice i na Slovensku
citim, ze v tomto velmi
zaostavame."

Jozef Koval&ik, teoretik designu, VS8VU Bratislava
Rad bych vyzdvihnul jednu oblast, a to je vyzkum
v designu a reflexe toho, co se aktualné déje
v jednotlivych disciplindch. V Ceské republice

i na Slovensku citim, Zze v tomto velmi zaosta-
vame. Publikaci, které by reflektovaly souéasny
design, je velmi madlo. Pokud by existovalo Design
centrum, myslim, Ze by mélo pracovat na reflexi
oboru a zabezpedéit kontinuitu. Dalsi aktivitou,
kterd chybi a o které se mluvi s uréitym despek-
tem, je popularizace oboru pro Sirokou vefejnost.
Je dalezité, aby obor jako celek nebyl uzavien
pouze pro odbornou komunitu.

GTT
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Diskuze, kterou moderovala
teoreti¢ka designu
a architektury Klara Mergerovg,

se zGéastnili:

Zdeno Kolesdr VSVU Bratislava,
Katedra tedrie a dejin umenia
MVéVU Bratislava,
Institat vizualnych a kultarnych
stadii)

Jan Némeéek UMPRUM, Ateliér
produktového designu, Studio
Olgoj Chorchoj

Richard Vodi¢ka UTB Zlin,
Fakulta multimedidlnich
komunikaci

Helena Koenigsmarkova

Uméleckopriimyslové museum

v Praze

Michael Vasku UTB Zlin, Fakulta
multimedidlnich komunikaci,
VASKU&KLUG

Jiti Hanek UJEP Usti na Labem,
Fakulta uméni a designu,
PROTEBE live

Milan Pekai UMPRUM,

Ateliér keramiky a porcelanu
Gabriel Vach ZCU Plze,
Fakulta uméni a designu
Ladislava Sutnara

Zaneta Drgova VUT v Brné, FVU,
Ateliér grafického designu 1
Darina Zavadilova Botas,
DesignSUPERMARKET

Katefina Pridalova Designreader
Jana VinSova CZECHDESIGN

Cely zaznam diskuze
najdete na
czechdesign.cz.
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Alice
Rawsthorn:

Design has
always
flourished
during the
periods of
greatest
change. We
are living in
just such an
era...
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World-Class Design Journalism

Journalists who are specifically and
continuously focused on design
issues are hard to be found in Czech
newspapers. Let us be inspired by

a journalist who evaluates, explains,
critiques and discusses the design
world. Alice Rawsthorn writes about
design for the International New York
Times, which is published worldwide.
She is a member of the Board of
Trustees for London's Whitechapel
Gallery and is also a columnist for
the respected British art and culture
magazine, Frieze.

Eris_-t_::_-g_;g_rrl @alice.rawsthorn
book Hello World:
Where Design Meets Life, 2013

The acclaimed
design critic Alice
Rawsthorn can
perceive design
just as few of us
can do. However,
the very last
thing she would
have thought
about is to
imagine a luxury
sofa or a display
showpiece under
this term.
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Design, an Agent for Change
“Hello World: Where Design Meets Life" is one of the publicationsin

which Alice Rawsthornreflects on design. It is written to be acces-
sible for all, not just for designers. In thirteen chapters she presents
design from scratch. She answers the fundamental questions such
as What is design?, Who is a designer?, What makes good design and
why? Design is important and the book is full of interesting infor-
mation, names, facts, research and discusses stories and current
topics such as ecology, long-term sustainability, the relationship
of art and design, or why everyone wants to be “the new Apple”.
Design is considered to be a very influential tool that influenced
business in the past, still influences it at present and will play an
increasingly bigger social role in the future.

You have a very broad overview of the world of design. Where,

(geographically), do you see the epicentre of design? And do you

think this will change in the future?
I don't think there is a geographic epicentre in design now. On
the contrary, if design culture is to be dynamic and relevant in
the future, it must become increasingly diverse and inclusive,
partly to reflect the increasing geo-political and economic
power of South Asia, Latin America and Africa, and partly to
make the most of the design talent in those regions. It stands
toreason that if we are to benefit fully from the design's power
to change our lives for the better, we need the best possible
designers, and we won't get them if they only come from certain
countries or certain demographics.

You often object that design is intended only for the “top 10 %".
From our own experience, design is associated with luxury and un-
affordable prices very frequently. Have you seen any changes or
improvements in the perception of design in recent years?
There has been a radical transformation in the perception of
design. Since the Industrial Revolution, design has been formal-
ised and professionalised, but also restricted to a commercial
role, often used as a styling device. But our understanding of
design has become increasingly eclectic and expansive inrecent
years. The old clichés about design still prevail, but it is also
increasingly seen as a powerful solution to an ever increasing
range of problems — from making social services more efficient,
to developing effective and accessible educational tools that
can help “the other 90 %", the under-privileged majority of the
global population, to fulfill their potential.

What do you see as the greatest obstacles to the implementation

of quality and functional design?
Despite the transformation in attitudes to design, | believe one
of the biggest obstacles is still the misconception of design
as a tool of commerce and styling. Unless society recognises
the power of design in different contexts, it will not be able
to benefit from it. An analogy would be a hospital that only
treated physical ailments and ignored psychological ones. Its
patients would not receive the range of treatments they need,
nor would society make the most of design's possibilities.



How do you see the future of design in general? What materials,

products or topics will be relevant in the forthcoming years, or in

the distant future?
If you look back historically, design always flourished during
the periods of greatest change, and we are living in just such
an era. As a result, there are countless challenges and oppor-
tunities for design to address. Accelerating advances in sci-
ence and technology. The deepening environmental crisis. The
widening gulf between rich and poor. The painful realisation
that so many of the institutions and systems that regulated
our lives in the 20th century are no longer fit for the purpose.
Those are just a few of them.

bio The design theorist and writer was born in Manchester and
graduated from Art History at Cambridge University. In the years
1985—2001 she worked as a journalist at the Financial Times and
pioneered the topic of creative industries. In 2006 she became
a columnist for the global edition of The New York Times. In her
professional biography we can find such important positions as
Chair of the Design Advisory Committee of the British Council,
and significant awards such as OBE, a British award for special
contributions to the field of culture and arts, received in 2014. In
addition to the aforementioned publication “Hello World", she has
also written an acclaimed biography of the fashion designer Yves
Saint Laurent.
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Alice Rawsthorn lecture at AAAD,
Prague, 23.9.2015

/ Pfedndska Alice Rawsthorn na
UMPRUM v Praze, 23.9.2015
Foto: Jan Hromadko



bio Radka Machalicka
graduated in Graphic Design
at the Academy of Arts,
Architecture and Design

in Prague. She has been
working in the CZECHDESIGN
organization since 2009,
where from the beginning

she worked on projects to
support development and
design from a professional
position in the field. She is chief
editor of the online magazine
CZECHDESIGN.CZ and the
manager of the international
design competition specialising
in packaging design — Young
Package. In 2015 she founded
a new brand of postcards

on which she cooperates

with Czech illustrators —
Send with Fox.

instagram CZECHDESIGN.CZ

Radka
Machalicka:
Czech design
missing expert
reviews

editor in chief
of the magazine
CZECHDESIGN.CZ
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CZECHDESIGN.CZ magazine has dealt with the Czech design scene since 2003, when
it was founded as the oldest Czech online media focused on design. It brings the latest
information from the world of design, presenting new talents, informing about de-
signers, job opportunities and competitions and shares with readers know-how about
the introduction of design into practice. As the Czech journal focused on design how
does it appear to its chief editor Radka Machalicka?

What Czech journalism is missing about design?
Generally, there is no working critique of design. Theorists, and curators are ded-
icated to exhibitions and publications, editors write superficial articles. There is
nobody who would focus on professional criticism. Newspapers publish very little
about design. Often it seems that the Czech Republic is promoting a few groovy
names and others apparently are not so good, or their work is not important. De-
sign outputs are only praising, but missing somebody who would manage to look
beneath the surface.
Alarge number of designers become famous abroad, not for their art objects, but
designing that pushes the functionality of everyday objects. Readers, unfortu-
nately often don't get to know. Also missing here compared to abroad is design
that is often considered as a lifestyle and lacks the popularization of its second
part, which solves the problem of its users.
We strive to give the public access to design. Copyright, setting effective cooper-
ation or prices for design work, these are topics that relate to collaboration with
designers, and we try to elaborate on them. | believe that the companies are the
professionals in their work and appreciate this and it is good to have them where
they can be found. Websites are the best place for it.

What is the Czech public interested about in design?

It's probably the same as in other areas. Most people are interested in issues that
affect them personally and which are currently being addressed. Our most-read
article last month featured a wedding dress by Czech designers. Another issue is
the design focused on children. Contemporary designers successfully continue the
Czech tradition and design copyrighted toys for children. They make them with
local, non-toxic material and focus on properly designed toys — ones that positively
affect the motor skills of the child. More and more parents it appears are thinking
about what they buy, and we provide them with more specialist information.

Looking at foreign media topics? Which organizations are you getting inspired by?
For fresh news and interviews that provide insight into the work of designers, new
techniques, trends and technologies we follow online magazines dezeen.com and
designboom.com. In terms of the perception of design a great inspiration to us
are the articles of British journalist Alice Rawsthorn. Experience from foreign
organizations is best collected personal. One of our editors Kamila Matéjkova just
returned from a two-month internship at the Iceland Design Centre and | think
her perspective helps us to see things from a slightly different angle.

What are your plans for the web portal CZECHDESIGN.CZ?
Apart from designers and graduates we would like to focus more on candidates
to study design. An overview of schools and studios should help them to select
their future studies better. We are also preparing to recreate a directory of
designers, where authors will have the chance to present their work. It is
a good opportunity for young designers who have not had a chance to
page create their own website. But it will also be an area where the portfolio
of designers will be in one place and it should also make it easy for the

125 clients to find their way to them.



bio Karolina Vrankova is one of

the few Czech journalists, dealing
with design and architecture for

a long time and writes about it

for the general public. She
currently works for the magazine
Respekt, where she prepares
aregular column called Style.

On Radio 1 she presents the
programme about design with
Adam Stéch. In the

past she published in the
professional journal Era 21, and
she has editorial experience from
the magazine Tyden and
cooperation with Czech Television.
She is most interested in the topic
of housing, especially self-help
and shared housing.

Foto: Matéj Stransky, Respekt

magazine Respekt

magazine Zeit Magazin
website dezeen.com

magazine T Magazine (The New York Times)

Karolina
Vrankova:
Not every

design deserves
respect

journalist
Respekt
magazine
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Czech journalists who critically comment on the current design scene are very rare.
Karolina Vrankovd, a journalist working for Respekt magazine, is undoubtedly one of
the them. What does she consider as a symbol of functional design?

What is the Czech public most interested about in design and architecture?
The domestic public has been thoroughly mystified for years, and mostly it was
the lifestyle journalists who participated in this; | admit to part of the blame. As
a design they presented new shakers in the kitchen, then as architecture they
presented houses. This concept design and architecture as an egocentric stylization
of personal space is outdated. | think mainly in terms of architecture, the general
public is even smarter. They realize the potential benefits of the architecture
for public buildings and spaces around them as well as the functioning of cities.

We don't have many media outlets, regular columns and online portals that would ad-
dress the design from other than lifestyle perspective. It seems that there is a bigger
interest from architecture in this direction. How do you see the situation? How do you
explain it? What is Czech journalism missing in the area of design according to you?
Itis true that design remains enrolled as a somewhat deadent discipline, focused on
the production of expensive redundant items. At its best it of fers complex solutions:
how to produce more cheaply, sustainably, how to control things easily and intui-
tively, how to repair them and so on. In the Czech Republic, however, we do not see
such mental exercises much, there are not enough customers because production is
almost dead. Even artistic design has a different level with a small-series production
for demanding customers. Journalists don't see this, | think they have lack of expe-
rience and overview; and I'm talking about myself as well — | do not go every year
to Design Week in Milan either. Moreover, they report extremely uncritically about
design people as if the word itself has attracted esteem which is often undeserved.

Which products do you consider as a symbol of good and functional design? And which

Czech designer's products do you like the most?
I like Skoda cars. | think they have reasonable quality for everyone, a reliable
car, design that is not flashy and has dignity in aging. Yes, they lack a bit of the
“X Factor” but | believe that even my Fabia will one day be cool. There are a lot of
things that connect concept and quality. For example a mug called Minimax from
the brand Whitefruits, is a gently ironic reminder of packaging for milk in a bag
from the socialist era. To my disappointment the company closed down, you cannot
buy it anymore and it remains a rarity. An authentic rarity is quite unusual in these
days of unlimited production.

How do you see the future of design from the position of a journalist? What topics will

become increasingly relevant?
| do not dare to predict. The sustainability of production is definitely the most
serious problem to solve. New materials, new processes of manufacturing and
recycling, here the designer can play a crucial role. As well this the design of
quality processed utilitarian objects for demanding customers will continue
to have importance — even when mass production and cost pressure degrades
craftmanship you can not expect a quick turnaround.

Which foreign media or authors would you recommend to follow for those who
want to be well informed about design?
My favorite is dezeen.com. | like to be well informed, and straightfoward. The
page New York Times T Magazine and Zeit Magazin, have good old-fashioned
quality journalism. In the new media | like FreundevonFreunden — a good
127 idea that has developed.
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Instead
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Design for Human Needs Universities

and research activities belong together.
Often, we encounter symbiosis of
research centres on various topics,
which acceded to the universities or
are directly linked to them. The Arts
and art school is no exception. A special
case is the Research Centre, The Helen
Hamlyn Centre for Design, which was
founded at the Royal College of Art

in London and functions as a valuable
part of the university with interaction
of practice, state administration and
public space.

book Selwyn Goldsmith:

Designing for the Disabled, 1963

book Victor Papanek:

Design for the Real World, 1971

book Danish Design Center:

Design: The Problem Comes First, 1983
book Jeremy Meyerson, Philip Ross:
21st Century Office, 2003

We can feel that
interest in design is
constantly growing

and it is not focused
only on being part
of magazines but
aspires to efficiently
solve the society
issues, particularly
the global trend of
population ageing.
Jeremy Myerson
came to present
how the research
involving students,
companies,
governmental
agencies as well as
city inhabitants
might look like.
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Design Intended for Everyone

Jeremy Myerson was a co-founder of Helen Hamlyn Centre for De-
sign (HHCD) at the Royal College of Art in London. Establishment
of this centre was initiated and financially supported by a philan-
thropist and fashion designer Lady Helen Hamlyn in 1999. It was
founded as a logical continuation of the international movement
for accessible design that was gradually growing since the 1960s.
In particular after the Vietham War the Western society began
taking into account injured war veterans who survived thanks to
modern health care and helicopters transporting them from the
battlefield. Society could not exclude anymore those war heroes
from its centre due to their injuries and disabilities. In 1963 the
publication “Designing for the Disabled” by Selwyn Goldschmith
was released, it was followed by the iconic publication “Design for
the Real World"” by Victor Papanek in 1971.

Design Vs, Ageing

At the beginning of the 80s an American designer Patricia Moore
spent several months travelling around North America disguising
her identity as an elderly lady — this definitely broke the waves.
She faced a lot of discrimination and she described her experience
in the book “Disguised” (1985). Thus she highlighted the fact that
even entirely healthy people who are old experience excluding from
the society and within her career as an industry designer she as-
pired to find suitable solutions how to avoid such exclusion. It was
Helen Hamlyn who followed her experience and organized a revolu-
tionary exhibition in London called “Design for Old"” (1986). In the
90s Helen provided financial means needed for establishment of
the study program and subsequently the research centre was set
up at the Royal College of Art that at the beginning was engaged
in research and design for increasingly ageing population. Helen
Hamlyn Centre for Design has broaden its mission and has called
the direction of designing it is engaged in with the term “inclusive”,
i.e. design that encompasses.

Design that Addresses the Biggest Market Possible

The essential and currently increasingly more up-to-date topic for
Jeremy Myerson and the design team at HHCD remains designing
of environment where people from all age categories can equally
function. Whether this concerns interiors of British ambulances or
the structure and equipment of large offices, the individual per-
son using such space must be always the first one to be taken into
account when designing. Design that can help solving the issue of
one particular person can actually help many others. This principle
of design dwelling from the peculiar issues of individual persons is
very popular also in the Scandinavian countries famous both for
their responsible approach to design and for the aesthetic quality
of design. This approach and aesthetic values can be actually inter-
connected as evident from, for instance, the publication by Danish
Design Centre Design “Design: The Problem Comes First” (1983). In
the same way such design is organically interconnected with higher
economic profitability for the producers since it is logical that the
products of accessible design address larger market.



Helen Hamlyn Centre for Design

The research centre's activities are divided into three main areas.
Alaboratory called Age & Ability is engaged in design for accessible
society regardless of age and abilities. The department of Health-
care creates safer and better health services. Finally, the section
of Work & City conducts research on the changing organization of
work and city life. The project of the redesign of British ambulances
and an interactive map of public toilets in London are two out of
many projects that the centre is running.

Workshop: Seniors and Industry Designers

All participants enjoyed a very exciting practical workshop called
“Designing for people's need” that Jeremy Myerson prepared for
the students of the Studio of Industry Design at the Academy of
Arts, Architecture and Design in Prague. As part of the workshop
students made designs for the specific users with specific needs.
They cooperated with seniors from the organisation Elpida —
namely with the ladies Hana Hejdova and Eva Hrazdérovd, and
gentlemen Emanuel Krasa and Josef Rejzek. Design of a safer bus
stop, a game for memory training, a solution for painless getting
up in the morning or a project aiming to increase awareness of
need for physical presence of the seniors were outcomes of the
whole week's team work. It turned out that designing a product or
a service closely to those whom such a product or service is aimed
for is the principle that definitely helps students. Apart from that,
they also enjoyed such work.

bio Jeremy Myerson was a co-founder of Helen Hamlyn Centre for
Design at Royal College of Art in 1999. He was the Director of the
Centre until very recently — until 2015. A graduate of the Royal
College of Art, he began his professional career as a journalist and
founder of the British magazine Design Week (which now works as
a web platform). As an activist and journalist in the field of design,
he focuses on design for human needs and the role of design in social,
demographic and technological developments. In 2003 he released
a publication “The 21s Century Office".
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Jeremy Myerson
lecture at AAAD,
Prague, 10.11.2015

/ Pfednéska Jeremyho
Myersona na
UMPRUM, Praha,
10.11.2015

Foto: Jan Hromdadko
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Workshop for Industrial

Design Studio students at
AAAD, Prague, 11.11.2015
/ Workshop pro studenty
ateliéru Primyslovy design,
UMPRUM, Praha,
11.11.2015

Foto: Lucie Nohejlova



bio Anezka Adamikova joined
CZECHDESIGN in 2014. A month
internship became a two-year
collaboration during which

she undertook communication
and marketing throughout the
organization. Her background

is in these sectors, which she
studied at the Faculty of
Multimedia Communications
of Tomas Bata University

in Zlin. During that time she
worked for example on the
exhibition PopUpShow of

Zlin students at Milan Design
Week and was also one of

the main organizers of the
exhibition Digital Design: A look
Behind the Pixels, realized by
CZECHDESIGN and Association
UX. In spring 2016 she spent
three months on a work
placement in the Helen Hamlyn
Centre for Design, where under
the leadership of its Director
Ramy Gheerawo she studied
the topic of inclusive design
and the role of research in the
design process.

website hhe.rca.ac.uk

instagram hhcdesignrca

Anezka
Adamikova:
Design is not

just about
the products
these days

CZECHDESIGN
communications
and marketing
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Helen Hamlyn
Centre for Design

Activities of the Helen Hamlyn Centre for Design have been a great inspiration for
CZECHDESIGN. Both organisations stayed in touch after the visit of Jeremy Myerson.
Anezka Adamikovd, a member of our team even went to this respected research insti-
tution for a three-month internship. What did she bring from there?

What was your first impression of the Helen Hamlyn Centre for Design? What were

you most excited about?
Helen Hamlyn Centre for Design is doing great things, but it is very modest in its
presentation and also the people who work in there. They are all very independent
and confident in their work, often out of the office, but even then there is also
some structure and hierarchy. The team is basically made up of a mixture of in-
ternational graduates from various disciplines of design and architecture. | was
intrigued by how important the research and design concept is in the context of
the subjects that the centre pursues such as aging, health care, the work environ-
ment and urban life. First and foremost it's all about research, about the process
of exploration, detection and discovery. There is always something changing in
their projects — whether it's a new physical product or service or a change of mind
or approach. The idea of accessible design is therefore omnipresent.

Which of the already completed or even ongoing projects is the most interesting in

terms of social benefit?
One of the biggest and most visible media is definitely a project redesign of the
interior of British ambulances. A team of researchers from the National Health
Service and emergency services is cooperating on this project. The research project
lasted six years. At the beginning it was a question of how to tackle the immediate
need that the utilization of the capacity of the rescue units was effective. During
the investigation it became clear that this involves the entire system for provid-
ing immediate medical care, the work of the medical teams and the operation of
the internal arrangement of the ambulances. It was on this that they began to
focus. In cooperation with other partner health organizations such as those in
Denmark, Portugal and the Netherlands and based on thorough research they
designed a new interior for ambulances. Overall the new arrangement fulfills
a fresh ambulance standard for the 21st century, shortens treatment time and
the patient and medical staff can make better use of the space in extreme sit-
uations. Another project worth mentioning is the SloMo mobile application that
helps people struggling with paranoia and depression. The intended use of the
application is both at therapeutic meetings, and at home, at work, or wherever
else the patient is.

What could be the role of HHCD activities in the Czech environment in the areas of
design inspiration? What might work in our country?

I think that in the Czech environment there is still a need to educate the general

public to perceive design. Extending design perception from the physical world

product and industrial design to design services, design-thinking, inclusive design,

people-centered design, social innovation, design management, digital design,

UX design. The shift is from problem to the solution. HHCD is indeed an academic

institution, but they can cooperate very well with the commercial entities. They

can move very well in the business world, collaborating on projects with govern-

ment authorities and with other nonprofit organizations. | think that in this

country we have much to learn about interdisciplinary cooperation. And like

any cooperation this is about communication, access to communication

page and the communication process. | personally find it a very interesting

135 and topical subject.
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Design vs. Financial Crisis As Winston

Churchill said: “Never let a good crisis
go to waste”. Design has been at its
peak in the context of the economic
and political events since 1980s. In this
context its role is related to the need
for innovation or implementation of
saving measures. In the background

of these motives design has two
functions: the first one is to "feed”
the market with objects and services
and the second one is to signal change.
The main theme of the lecture by Guy
Julier in Prague was the relationship of
design and the economic crisis.

Museum in London
book Guy Julier:
The Culture of Design, 2013

Why are Chinese
Shenzhen, Nairobi
in Kenya or Accra
in Ghana the
contemporary design
epicentres?
What is the position
of the current design
in museums
and galleries?
We have got
answers to these
questions and much
more from Guy lulier,
the principal research
fellow in the area of
the contemporary
design at one of the
most prestigious
institutions focused
on design
in the world —
The Victoria and
Albert Museum
in London.
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You've worked a lot on research and exhibition projects. What

place do you think has the contemporary design in museums and

galleries nowadays?
Through much of the late 20th century and until quite recently,
design in museums has been shown mostly on its technological
or aesthetic merits. Museums are currently beginning to take
amore anthropological approach to design in showing artefacts
that are about the social, cultural and economic world we live
in — things that have interesting stories to tell. The Victoria
and Albert Museum in London, where | am based, has started
“Rapid Response Collecting” in this regard.

You have been attributed with having developed Design Culture
studies as an academic field. There is no such field in the Czech
Republic. Can you explain what is it about? In which way does
this field contribute to the development of the field of design
in general?
Briefly, Design Culture studies entail the study of design in
the contemporary society. This means understanding the
economic work of designers, how it is produced, mediated
and distributed but also how it is consumed, experienced or
works in the civil society. But it isimportant to research and
understand the interactions between these factors and the
role of design artefacts.

Which product(s) is a symbol of good, functional design for you

and why?
In Brazil, there is Curitiba's Transmilenio rapid bus transit
system that also inspired something similar in Bogota,
Colombia. It's like a cross between the bus system and the
rail system. This is a lower cost way of providing fast urban
public transport without digging a metro system or laying
tramlines. If you've experienced the traffic jams of Bogota,
then you'd know why getting something like this in place
quickly is important.

In your contemporary research project you are dealing with the
relationship between economic and political situation and design.
Thanks to the financial crisis design has experienced unprecedented
development. Do you think it is at its peak?
The financial crisis is certainly not at its peak. Hungarian-born
financier George Soros has predicted that it would run on
for at least 20 years. It's not just the financial crisis itself.
It's a crisis of environment, security, governance, population
movement, resources and many other things. All these things
are linked. Design has a crucial role to play here, but it can't
do everything on its own.

You have a very broad overview of the world of design. Where do
you feel the strongest epicentre of design in the world, and where
do you see it in the future?
There are lots of epicentres, not just one — all for different
reasons. Shenzhen for open innovation and rapid manufacture.
Copenhagen for design, urban planning and policymaking. | was



told that Accra in Ghana is amazing for robotics as is Nairobi
in Kenya for technology. Then there is the global Transition
Towns movement — not a centre, but a network.

And how do you see the future of design in general? What materials,
products or topics will be relevant in the upcoming years, or in the
distant future?
We barely understand the present,present, let alone are we able
to speculate on the future. We know that design as a profession
and a thing to study is growing everywhere. That will continue,
but judging by what's happening at the moment, there will be
several futures for design.

bio Guy Julier is a professor at the University of Brighton as well as
principal research fellow in the area of the contemporary design
and applied arts at The Victoria and Albert Museum in London. His
research theme is “Design Culture” investigating the design role in
the context of the current society. After graduating from History
of Design at the Royal College of Art in London, he worked as a con-
sultant at the London Design Museum and other institutions. He
was dealing with the contemporary Spanish design as well as con-
temporary Hungarian design and craft. In the recent years he is also
active in the area of social design. A frequent topic of his projects
is the critical role of design in current society through debates he
has organized at the Victorie and Albert Museum. He is the author
of the book The Culture of Design already with three editions.
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Guy Julier during his lecture at AAAD,
Prague, 26.11.2015

/ Guy Julier béhem své prednasky na
UMPRUM, Praha, 26.11.2015

Foto: Jan Hromdadko



bio Helena Koenigsmarkova

runs the Museum of Decorative
Arts in Prague since 1990.
Before taking up the post of
Director she worked here as

a curator of furniture and
metals, specializing in tin, and
later on historical toys. She

is professionally engaged in

tin medieval pilgrim badges

for many years. Currently

she is undertaking

two large investment

projects: construction of
Museum's central depository
which was opened on April 2016
and an extensive reconstruction
of Museum's historic building
and preparation for its
reopening in the second half

of the year 2017.

Helena
Koenigsmarkova:
We must
strengthen
the confidence
of Czech design

director of
the Museum
of Decorative
Arts in Prague

The Museum of Decorative Arts in Prague was founded by the Prague Chamber of
Commerce and Business in 1885. Helena Koenigsmarkova has run the museum since
1990. What is her view of the role of design in current society and which publications
of Czech design should you not miss?

How do you see the future of design as a discipline from the position of director of
a major Czech museum of design and decorative arts?
I like to say that with regard to design, museums of our type have to reflect the
presentinrelation to the past and preserve it for the future. Design as a discipline
has been and will be...

The role of design and its impact on society is constantly changing. Classical disci-
plines such as product and graphic design complement the new disciplines for example
in the digital design industry. What place do you think design has in the context of
museums and galleries today? How can traditional museum institutions reflect these
recent changes?
| already answered this in the first question. When we open new exhibitions in
a renovated historic building, which should be in the second half of 2017, there
will be enough space for the presentation of design so that we can visualise the
role of it in our lifestyle over time. Above all, which design work was innovative
and which were eventually proved not to have any new value.

Which products do you consider as symbols of good, functional design?
Exactly these requirements relate to the design of chairs.

If we did not have to worry about limited resources, what would you do for the support

and development of Czech design?
It is very important to strengthen confidence, a lot of our wonderful artists gain
awards abroad, work for foreign companies and many of them achieve great per-
formances at home as well, but this is still not enough. Rather what is missing is
a common solidarity and recognition of what has been done. | also believe that it
will be possible to regain the participation of state aid in major designer shows,
such as Triennale in Milan.

What in recent years has really pleased you in design?

It is my satisfaction, that perhaps through such events as the prizes Czech Grand
Design, people become aware of quality design in a spectrum of disciplines as well
as for a wider audience through television broadcasts, even if they can not fully
convey the atmosphere of the act itself in the midst of all those awarded , hope-
ful and disappointed, but also ready to share in the success of others. It's great
that Czech companies and also foreign companies, contact Czech designers. The
school of AAAD or Zlin University and other schools work very well.

Could you recommend three publications that readers who want to have an awareness
of Czech design should know?
| consider the catalogue of Milena Lamarova — Signum Design (Czech Design
1980—1999), as an important publication and she gained at least part of her

knowledge from the Czech design environment. | would recommend all the

Artsin Prague publications of Lada Hubatova-Vackova, eg. the book Silent Revolution in
book Milena Lamarova: Signum Design Ornament. Also | expect that the compendium of institutions of design in
(Czech Design 1980—1999), 1999 the 20th century in our country, which our museum after several years
book Lada Hubatova-Vackova: Quiet rd A" page of research and editorial work is now preparing to publish this year will

revolution inside ornamentation, 2012 become the essential guide for anyone with this interest, but also be

aBDd 143 more generally historical.
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Design Council This world-famous
design centre was founded in 1944 to
demonstrate the value of industrial
design in post-war Britain. Its role has
changed over the years, but it still has
the objective of improving the quality
of life by involving design, which it
does thanks to the public support

and private sponsors from British
companies. Through its activities it
supports creative innovations which
based on extensive research stimulate
the growth of the business, transform
public services and improve the quality
of life in cities and regions. Apart

from research activities they provide
consulting in design to small and
medium size businesses and help the
government improve services and make
them available to the public.

Jonathan Ball and
Kate Zechner, experts
from the British Design
Council, one of the
most efficient design
centres in the world,
came to Prague to
lecture on the topic
of Design Thinking
in practice. The
programme included
a workshop in
Karlovy Vary, which
helped launch design
development in this
region. The Design
Council, which calls this
process "Democratising
Innovation”, showed
us how to contribute
actively to creativity,
design and innovations
within the work team or
the whole company.
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Jonathan Ball

Jonathan Ball is one of the associates of the British Design Coun-
cil. He operates in the field of design implementation, which focuses
on human needs and which helps organizations and businesses to
achieve a new degree of innovation. In the British Design Centre
he operates as a program strategist, he cares for the portfolio
of companies and is involved in research and services for public
institutions. Besides the Design Council Jonathan also works as
programme director and head instructor at LUMA Institute in
Pittsburgh (USA). Also he participated in their first client-focused
European programme Innovation by Design.

Workshop for Karlovy Vary Region

The all-day workshop on the development of creativity in the Kar-
lovy Vary Region was organized by CZECHDESIGN in collaboration
with the organisation PROTEBE live with the target of transferring
experience from the UK to the Karlovy Vary region and introducing
local citizens to how they may create innovation and encourage
business growth in the city or the region. Jonathan Ball and Kate
Zechner from the British Design Council prepared a programme
focusing on the effective use of design for innovation and cultural
development in the region. The workshop was attended by 24 major
participants from the Karlovy Vary region, from Karlovy Vary, Sokolov
or Maridnské Lazné. The output of common working day was four
strategies for supporting creativity in the region. PROTEBE live is
currently coordinating further action and is acting as a mediator
for further cooperation of all concerned.

“The results of
the workshop
exceeded my personal
expectations.

It gave us the
coureage to continue
in our activities.”

The PROTEBE live organisation in Karlovy Vary is an association
of design activists and patriots, primarily lead by the graphic de-
signers Tereza Bredlerova and Jifi Hanek. For ten years they have
built up the image of Karlovy Vary as a cultural and civically active
city. Their aimis tolive in a “live” city and region. The design gallery
SUPERMARKET wc where they organize a year-round program of
exhibitions, lectures, workshops, and networking meetings helps
them in their endeavour. With the Lifenetdesigning project, in which
CZECHDESIGN also participated, they support educational events
and publications of many young designers while gaining practice.



bio Ludmila Bohaéova

works in the organization
CZECHDESIGN since 2011.
She does consulting services for
companies which are looking
for the most appropriate way
to bring in design. She also
promotes and presents the
Czech design at the national
level with various activities,
while taking into account and
drawing attention to its social
level as a tool for creating
accessible environments and
products without barriers.
She organizes competitions
for designers and promotes
visual accesible communication
in urban environments. She

is a graduate of art history

at Charles University and
during her studies she gained
experiences also in Vienna
and Hamburg.

Ludmila
Bohdacdova:
Companies vs.
designers.
How to find
a common
language?

CZECHDESIGN
Design Lab
manager
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Interest in design by Czech companies is growing steadily. One of the sites, which
serves as an incubator for the collaboration of designers and commercial contracting
organizations is CZECHDESIGN with the consultancy service Design Lab. How does
the cooperation between a designer and a company operate? What are companies
expecting and how ready are the young Czech designers for the cooperation?

How are the Czech companies in design? Are they open to creative collaboration?

Well it would almost seem that the Czech design has proliferated — the interest
of companies in design isreally huge. There is arise in interest in the organization
of open competitions for designers, as well as sealed tenders. At the same time,
companies have more tools on how to lead design — they can apply for innovation
vouchers, participate in the programme CzechTrade promoting design as a com-
petitive advantage, or use the consulting services that help companies answer
the question of how to design and how to attain it.
Every month more and more companies are turning to us asking for advice and
consultations, but seek this for example at the European level. We still, as far
as cooperation between companies and designers is concerned, lag far behind
the European leaders. Companies that use design which are only on the level
of designing bussiness cards or don't care about design are still the majority in
the Czech Republic. The exceptions are those which are involving design at an
equivalent level to the process of directing the company, and there are very few
who see in design the strategy for its own direction.

What is their motivation for collaboration with the designer? What on the contrary

are their biggest concern about the involvement of design?
Most of the companies with which our practice meets, feel they “need time to
catch up,” but suspect that the involvement of design may have economic benefits
for the company, and they understand that design is a way to outdo their com-
petition. In some cases, the contractor is not interested just about the copyright
work of a designer but also about effective PR, which offers for example a form
of open competition for designers.
The biggest problem concerning cooperation between creative workers and busi-
nesses appears to me to be mutual communication. The languages of business and
creativity are very different and therefore in the initial phase of cooperation it is
important to have a mediator — independent party, who observes fair treatment
on both sides and fixes from the beginning of cooperation clear rules.
The classic initial barrier in negotiations between the company and the designer
is the financial issue — in many cases the client has no idea how much design
costs nor in what forms the designer can be paid. | have on my mind for example
royalties from sales or a success fee, which are particularly useful tools for com-
panies that do not want to skimp on the design, but also do not have the required
amount of money at the beginning. The designer can therefore jointly conclude
an agreement, when part of his remuneration derives from the company's final
profit. These are precisely the situations in which an experienced mediator is
needed most — and can prevent potencial misunderstandings and produce all
the options on the negotiating table, including those which the company would
not find in negotiations with the designer.

What is the biggest obstacle to introducing design into practice? What on the
contrary, helps the most?
Large companies understand very well what design is worth — each wants
page to be the second Apple. Small and medium companies often don't have
the necessary capacity and capability to participate effectively in
149 design. Therefore for them we created our consultancy service, whose



biggest advantage is not just a recommendation from “next door graphic” for new Funeral Design Contest, which raised a huge wave of interest and opened a theme

bussiness cards, but a comprehensive understanding of directing the company. This that extends far beyond the commonly perceived design. These overlaps makes
emerges as a proposal from us as to how to put the design process into practice me very happy — for example, when designers entered the competition with pro-
of each company to begin with and then successfully continue. posals from lockers for blind children to a kindergarten or authors of packaging
The client often does not know what he wants until he sees it. For this reason, design who are sensitive to the problems of old age and the specific demands that
| recommend businesses to develop sketches from multiple designers. This will come with it. This responsible attitude of the designers | meet more often now
avoid a situation that, after a demanding process of creating their own assign- and believe that they belong to the future of design.

ment and selecting a designer from the number of Czech designers, the result is
a proposal that absolutely does not meet their expectations. However, if none of
the sketches from multiple designers corresponds to the idea, which in the case
of a closed tender may be found in a short time, it is possibly not an errors by the
designers, but one in the actual assignment — the design brief.

Preparing the design brief should not be underestimated by companies. They
define not just the designer's task, but careful preparation of the design brief
forces them to put the design into the structure of the company so they think
about its implementation (for example, who will be responsible for cooperating
with the designer), and finally define what they expect from the design. Creating
adesign brief for clients often needs mentors, because this seemingly trivial mat-
ter is crucial for successful cooperation with the designer, for whom the design
brief presents all the information which he needs to make sketches or a prototype.

Are the young Czech designers ready to work with the company?
We constantly hit the unpreparedness of design graduates for their future prac-
tice. At art and industry-oriented universities the students are often in one atelier
led by one teacher. Then it depends on the teacher whether his students during
their studies maintain contacts with practice or not. Questions of copyright, the
protection of industrial and utility designs or value of real design work are for many
design graduates still a Spanish village. Then it depends on the assertiveness of
each of them, how they cope with these issues — whether, for example, already

during their studies they had a graduate internship abroad or worked in a design The winning proposal by Zuzana
studio and so on. Knapkovd in the competition Funeral
Design organized by CZECHDESIGN

Offering students a helping hand for practical orientation is one of the essential R
Ve . . . e and the Administration of Prague
activities of our organization. We organize lectures, workshops, exhibitions, make cemeteries
publications and we bring in foreign experts. Another option for students to be / Vitézny névrh Zuzany Knapkové
better prepared for future practice is participation in open competitions. During v sout&Zi Funerdlni design organizované
. . . CZECHDESIGN a Spravou prazskych
our thirteen years of existence we have done 37 of these and we are not afraid the hibitové
company will not be be interested about them in the future. Open competitions Foto: archiv autorky / author's archive
send a wonderful message that here is a company that supports young Czech
designers. Therefore it shows in the best light and builds much more respect in
the industry, while having thanks to the contests, a company which has entirely
practical ways of getting future colleagues, expand the customer base and their

horizons about materials, products or where other solutions are concerned.

Were you surprised by anything in the current practices? What are you pleased with?
One would think that the design implementation in a company would be a simple
process. That is unfortunately not the reality at all. It's a long haul and the first
tangible results may only appear after two or three years. The process itself it is
about spawning places where anything can go wrong, that there is no space even
to mention them all.

Successful cooperation with the client and designer is sometimes a little

miracle. | also feel that younger students who are increasingly involved

in design competitions take these opportunities very seriously. Such OST page
an example is the Luhaéovice Spa Cup competition in which all the
participants and finalists compete entirely professionally. Or the aBDd 151




info Section for Science,
Development and Innovation
was established by the

Government Office to
coordinate and manage

the system of science and
research. The The head of the
section is Deputy Prime Minister
for Science, Research and
Innovation Pavel Bélobradek,
who is also the chairman of

the Government Council for
Research, Development and
Innovation and the Council for
Research and Development and
the Economic Growth. Support
of science and research is seen
as an important component

of the competitiveness of the
Czech Republic, therefore the
operations portfolio section also
includes improving cooperation
between academia and the
business sphere, and the
popularization of science and
research. Design belongs to the
strategy of development of
cultural and creative industries.

Pavel
Bélobradek:
| hope both
designers and
companies
in the Czech
Republic
find a common
language

Czech Deputy
Prime Minister
for Science,
Research
and Innovation
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Design in the Czech Republic still has underutilized potential to increase the com-
petitiveness of Czech companies on the international market. With the increasing
interest in the cultural and creative industries, however, we can expect more and more
opportunities for the development of design, which is part of them. How does the Czech
Deputy Prime Minister for Science, Research and Innovation Pavel Bélobradek look
at the current and future role of design in industry?

How does the Czech government see innovations based on design? How does it support
cooperation between companies and designers?

The government has supported the Cultural and Creative Industries (CCI), among
which is included design, as one of the priorities of its policy statement. We also
created a special committee within the Government Council for competitiveness
and economic growth, which deals with the systematic support of CCl and most
importantly, we managed to integrate CCl into the National Policy of Research,
Development and Innovation for the years 2016 —2020. This was approved by the
Czech government in February. This means that support for design finds itself
alongside the “big” sectors such as engineering, energy and the automotive in-
dustry. Programmes aimed at financing research, development and innovations
will also put emphasis on the needs of CCI. To me, this is a historic turning point
in the perception of the creative industries, which hasn't been there in the past.

Do you think Czech companies need to start to think about design as an innovation
which can bring them competitiveness?

How
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First of all, | think that the Czech Republic has generally a big problem in the
long term in its ability to present itself externally. And this concerns not only to
the state but also the companies which underestimate the role of presentation,
the role of design and the role of “soft” disciplines on the border of art. We can
see better times, but significant change will only bring continuous cultivation of
companies in this regard with the emphasis on authenticity and uniqueness. More
and more manufacturers see that the authenticity of the product is one of the
major competitive advantages in a tough global market.

do you see the future of design and its potential in the Czech Republic?

The Czech Republic has tremendous potential in this area. Just look at the fantas-
tic and progressive things it could produce and offer to the world in the first half
of the 20th century. And despite the political-economic “tightening the screws”
after World War Il, there remained in the former Czechoslovakia in specific fields
a high standard of quality design. It remains in the DNA of the country and its
people. Moreover, countries without mineral resources have the only one way today
to register globally and this possibility is the use of intellectual resources. And
design certainly has value. Therefore, our designers should be actively involved in
discussions about the future of the Czech Republic, and to discuss their vision for
our country and how they can contribute to it. The future of design in our country
isintrinsically linked to the future of the industry and the future of our culture and
identity. And therefore designers can be a sort of medium for linking seemingly
distant worlds, such as art with industry or business. | hope both designers and
companies in the Czech Republic find a common language.



Norway
inspiration:
Design
for
sustainable
behaviour

page
155

A31|IgpuIp3sSng pup ubisaqg



Norwegian Inspiration Norway is

a country where sustainability runs
through many projects. One of the
reasons for this is the attention
focused on research in this field and
training towards sustainable solutions
at Universities and University Colleges.
The Future of Design invited professors
from two Departments of Product
Design (from the Norwegian University
of Science and Technology and

the Oslo and Akershus University
College of Applied Sciences) to Prague
for three lectures on design and
sustainability at the Academy of Arts,
Architecture and Design in Prague,
and a practical workshop was organised
on this topic alongside.

of Science and Technology

book Rebecca Proctor:

The Sustainable Design Book, 2015
book Rob Thompson:

Sustainable Materials, Processes
and Production, 2013

Why to create
design for
constantly newly
created products?
Are they really
needed? It is
possible you ask
yourselves this
question during
your work as well.
Designers and
teachers from
The Norwegian
University of
Science and
Technology held
several lectures
about design,
sustainability and
responsibility.
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13
10
2015
lecture
AAAD
Prague

14
10
2015
workshop
for students
Product
Design
Studio
AAAD
Prague
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Do Not Accept the Working Environment as It Is

All three guests — Casper Boks, André Liem and Tore Gulden work
at the intersection of science, technology and design practice. Their
experience and methods are applied in the industry environment that
is always bigger as a whole than an individual person. Nevertheless,
this definitely does not mean that there would not be any space
for reflections on direction of the field, ecologic sustainability or
intercultural exchange.

“It is very important to involve students in such topics as sustaina-
bility. This changed a lot during my pedagogical career. Even though
we teach students scientific methods that can be applied in their
future industrial design engineering careers, they should never
take things for granted and adapt their knowledge to the actual
circumstances,” prof. Casper Boks comments.

Sustainability Is Not Ment Only for Idealists

The line between idealism and pragmatism might be even finer than
one should think at first sight. Companies are not restricted to apply
just sustainability-focused such as so-called critical design, which
challenges the attitudes of users regarding sustainability, there are
also pragmatic reasons and ways to address sustainability that will
lead to both cost savings and lower impacts on the environment.
One example can be economical design of packaging or effective
logistic services.

Decision Is up to You

“Design students have to be aware about the consequences of their
decisions, and have knowledge about methods, tools and perspectives
that can help them oversee these consequences. Nevertheless, the
decision what and how to design is eventually up to them,” com-
ments Casper Boks. “If they wish to design a new generation of cell
phones because previous one is already three months old — that
is up to them but they must know the moral and environmental
consequences of their actions,” adds Boks.

Design Solutions, Not Products

We intensively discussed the topic “Why to create design for con-
stantly newly created products” at the workshop with the students
of Product Design at the Academy of Arts, Architecture and Design
in Prague. The projects we worked on in groups did not actually
resemble regular assignments at Czech universities. The objective
was to identify topics related to undesirable behaviour, research
it for some time, and then propose a solution. Topics chosen by the
students were related to purchasing new cars, avoiding lack of
social communication in public transport, and to find answers for
how the academies of arts, architecture and design should more
adequately prepare the students for the real world.

And What About Designers?

The Norwegian visit and its topics were focused particularly on the
methodological level and wide approach to design as a field inter-
connecting various cultures, objectives and aims and particularly
people and social groups in various situations.

And what about designers? “In spite of the fact that the environment



and objectives of our work change, we should still be those who,
comparing to the other professions, think in a visual way,” com-
mented professor Tore Gulden in his lecture. “The original aesthetic
or artistic visual and sensual perception can be accompanied, for
instance, by the ability to recognize, display and describe complex
systems. Thanks to it we designers can be useful for all other people
and professions,” he added.

bio

Casper Boks: Sustainable Designers, Companies and Users

Prof. Boks is head of the Department of Product Design and his
research and lecturing work combine interactive design, technology,
environmental psychology and industrial design focused on devel-
opment of sustainable products and services in this area. “Design
for Sustainable Behaviour” was the topic for his Prague lecture. The
research activities of Prof. Boks and his students focus on creating
tools to help designers and companies in the process of sustainable
innovation and to find opportunities to respect the environment
and use a sustainable approach in the context of their commercial
interests. The users themselves are also important; products should
motivate and enable them to bed use in a sustainable way.

Tore Gulden: Visualisation of Complex Systems

Prof. Tore Gulden works at Oslo and Akershus University College of
Applied Sciences. The subject of his research activities is design,
culture and sustainability, he addresses issues such as design for
health, toy design and product life. He came to Prague with the
lecture “Gigamapping: Visualisation of Complex Systems” about
a progressive field called Systems Oriented Design — design solu-
tions to systemic thinking to solve various issues. Gigamapping is

one of the tools of this discipline which was created by designers
for their work.

André Liem: Design and Culture

As an associate professor at the Department of Product Design
at the Norwegian University, André Liem focused his professional
career on design processes and methodology, technology and
product development for industrial production and education in
the field of design. As an associate professor of industrial design,
he also worked at the National University of Singapore. In Prague,
he presented the lecture “Culture in Design and Innovation” about
the design and its relationship to culture and innovation.
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Workshop for
Product Design
Studio students,
AAAD, Prague,
14.10.2015

/ Workshop pro

studenty ateliéru
Produktovy design,
UMPRUM, Praha,
14.10.2015

Foto: Jan Hromdadko

Lecture evening
with Norwegian
experts at
AAAD, Prague,
13.10.2015

/ Pfednaskovy
veéer s norskymi
experty na
UMPRUM,
Praha,
13.10.2015
Foto:Jan
Hromadko
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bio Riikka Talman is a PhD
student from The Swedish
School of Textiles in Bordas,
which deals with research in
the discipline of textile design
at the Smart Textiles Design
Lab. With rich experience in
the textile sector she is
currently researching the tactile
qualities of textiles, aging of
materials and how fabrics with
expressions that change over
time can be designed.

of Textiles

Riikka
Talman:
Sustainable
future
through
the textile
industry

21
04
2016
lecture
AAAD
Prague
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The concept of Smart Textiles opens up for possibilities to creat a more sustainable
textile and fashion industry. The Swedish School of Textiles is one of the most pro-
gressive educational institutions in the field of textile and the fashion industry and it
has developed research in this discipline for several years. One of its specialists, Riikka
Talman, unveiled in Prague the future of the textile and fashion industry.

The Swedish School of Textiles

The university was founded in 1866 and is one of the most prestigious educational
institutions focusing on the textile and fashion industry. It is part of the University
of Bords, which is located on the west coast of Sweden. The main focus of its inter-
national research activities is sustainability in terms of consumer behaviour, global
market and recycling and new ways processing of textiles. University students can use
the facilities at several research centers — Textile Fashion Center, Fashion Incubator
and Smart Textiles Design Lab.

What is the concept Smart Textiles?

The term Smart Textiles refers to textiles or garments that have some types of
enhanced properties or functions. These could be achieved by embedding elec-
tronics in the textiles or textile products, or by developing new types of materials
or products that inherently possess certain, often dynamic, qualities or functions.
Textiles that contain electronics are often also referred to as e-textiles, but
the term Smart Textiles is broader than this, and covers all types of intelligent
functions and properties in textiles or textile products. It could mean for instance
fabrics that purify water by using only the sun as their energy source, clothes that
can measure bodily functions such as brain activity or heart rate which could be
used for medical purposes.

Your work is focusing on discovering how the aging of textiles could be an advantage

of this material. Can you present a few examples of this approach?
There are various projects done around the subject of embedding change and wearing
out into the design of textiles and other products. Jonathan Chapman proposes
that textiles and garments could be designed to improve with age, such as a pair
of jeans that the user moulds into their own shape through continuous use. The
new pair of jeans in this case is not the finished product. Instead the person has
to commit to wearing them for a long time to achieve a good fit. My own research
focuses more on the changeable qualities that can be embedded into textiles
through the combination of material and structure. It could mean for instance
that textiles break down or change visibly, such as a place mat that unexpectedly
becomes a bag after washing, or textiles that slowly develop a new pattern over
time. | don't think there is one correct life-span for textiles, but it's more a question
of finding an appropriate life-span for the textile and the object.

How can the textile industry contribute to sustainable fashion design?
I guess there's no simple answer to this question. From my perspective it has to
do with trying see the bigger picture in today's consumption patterns. Finding
alternative materials with less environmental impact, or improving production
processes are important steps, but the real challenge lies in learning to understand
why we consume and discard things as we do today. Albert Borgmann argues that
today's consumption has become detached from the context of production. In
short, we no longer know where, how and of what our garments are produced
and how our mobile phones actually work, while at the same time acquiring

page and using them is easier than ever before. The challenge for the textile

industry lies in finding viable, more sustainable options, while still being

161 able to answer the existing demand. This will most likely mean that in



future we have to radically change the way we produce and consume things. As
it is now, there seems to be an imbalance between life-spans of the objects and
the materials they're made of. Virgin cotton and polyester are processed into
low quality garments, that don't last when used or quickly become aesthetically
out-dated. The material in itself is more durable than the product. If garments are
used for ever-changing identity building, perhaps they could be rented instead of
bought? Or perhaps they could be made out of materials that disintegrate quickly
or are completely recyclable.

How do you see the future of textile design? What materials or topics will be relevant

in the coming years, or in the distant future?
There will most certainly be several directions that the future of textile design could
or will take. One trend that | can perhaps already see emerging is reconnecting
more generally with textiles and the tangible material world. Both designers and
students seem to have aninterest in understanding the overall impact of material
choice in the design process. What properties different materials have, and what
qualities these give the textiles or garments, both when it comes to their function,
expression and overall impact on the environment and society. It seems that the
tactile expression of textiles, how it feels to touch and wear them, is a quality as
important as the visual expression and is becoming more central. Textiles are,
after all, often perceived with more than one sense simultaneously. Perhaps this
could be seen as a counterbalancing force to the visual focus that e-commerce
and social media have brought to fashion.
In the more distant future textiles will likely possess more smart or interactive
properties as methods for embedding technology develop and new materials are
created. An intriguing example of this development is the bioLogic-fabric developed
by the MIT Tangible Media Group. This laser-cut fabric is coated with living bac-
teria thatreact to changes in temperature by expanding or contracting, causing
the laser-cut ventilation holes in the fabric to open and close, thus regulating the
temperature of the garment's wearer. | would suspect we'll see more of these types
of collaborations between scientists, engineers and designers, where, instead of
inserting electronics into the textiles, the potential embedded in the materials'
inherent properties is utilised.

Workshop
On April 22, 2016 Riikka Talman led a day workshop for students of the Atelier of Textile

Design at the Academy of Arts, Architecture and Design in Prague. The main focus of
the working group was how textiles change their structure, makes and appearance due
to changes in the environment or climate conditions. The result of the day's work from
the students were not only interesting combinations of materials and their character-
istics for future practical use, but also laying the foundations for future cooperation
between important Czech and Swedish educational institutions in the textile sector.
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The opportunity to try experiments with
materials from the University of Boras was

great and very interesting!”

u

| expected new discoveries in the field of
textile materials and their use in the future.

All this was fulfilled!"

7]

Workshop for
Textile Design
Studio students,
AAAD, Prague
22.4.2016

/ Workshop pro
studenty Ateliéru
textilni tvorby,
UMPRUM, Praha
22.4.2016

Foto: Jakub Hrab
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Andreas
Wegner:
Digital design
provides
companies
not only
with the
intellectual
but also
competitive
advantage
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Andreas Wegner A living example
of digital transformation himself,

Andreas Wegner moved within his
design career from print graphics
through animation, motion graphics

and mobile design to experience design.

As the Head of Design at iconmobile,
an innovation and design consultancy
in Berlin, Andreas has worked on
various projects of a transformational
nature — across various industries for
international clients such as Orange,
Bosch, Mercedes, Samsung and the
UN. Andreas talks at conferences and
design schools, is a jury member of
the Lovie Awards and naturally spends
way too much time on the internet.

book Donald A. Norman:

Design of Everyday Things, 2010
book Steve Krug: Web Design:
Don't Make Me Think!, 2003

For numerous
people but
also design

profesionals
digital design is
still the great
unknown. Digital
design has been,
however, part of
our lives for loads
of years. Open
the black box and
let yourselves be
initiated into the
secrets of this
progressive field.
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12
10
2015
lecture
Paralelni Polis
Prague

page
167

What does design mean to you? Can you please compare your per-
ception of the traditional and digital design and what is the digital
approach towards design?

Design changes very fast. In the past most of the clients spent
their money from their budgets for design in order to raise sales
of products and services or to foster their professional image.
Therefore, most of the people still relate the term “design”
to aesthetics. An exception is product and industry design
since the consumers firstly focus on its functionality. In order
to solve more substantial issues, in particular regarding the
user's experience in interaction with the particular product
or service, we work more with the overall conception rather
than with individual aspects of design. This area is often called
user-experience — “"UX".

"Digital design” provides unlimited potential of added value
both for the consumers and for the companies — this is not
the only aspect that promoted this design discipline — it
actually provided necessary scope of activities. Furthermore,
design thinking, user-centred design (abbreviated as UCD)
as the point of view, philosophy as well as approach towards
problem solving changed the way designers perceive their
profession. Developed multi-contextual tool panel as part
of the designing process (e.g. the design method), enhanced
cooperation skills (e.g. user survey and consultancy) and
increased self-respect of designers are indicators of their
new “self-reflection”.

Problems can be encountered everywhere, not only in the
commercial area but also in the area of governmental agen-
cies. Therefore, contemporary designers do not work only for
agencies, start-ups or corporations but also for non-profitable
organisations or government. In this field they can use their
skills and thus to enhance the area of services, culture and
society. Nowadays, we consider this situation to be almost
the standard one.

What particular skills should the designers of the future possess?
What skills are essential for them? What should they be prepared for?

Whether it is a versatile expert or a specialist, the designer of
the future should ideally dispose of varied assortment of skills.
The following list includes the elements of the design of the
future that | consider to be the essential ones:

'T-shaped’ skills: it does not matter what education a designer
gained or what is his/her background (whether it is graphic
design, interaction design, psychology etc.), most importantly
adesigner has to understand the designing process as a whole
and the essential interdependence between the user's need and
the proposed design. Understanding people, seeking opportu-
nities and creating suitable design are essential elements for
keeping pace with changes.

Social skills: Cooperation is crucial; therefore every designer
should be a good team player. Team environment is focused on
the best possible results and is not burdened with the company
hierarchy. In the transport or product design the approach of



a “genius designer” is frequently followed (everyone aspires
to become another Steve Jobs), which is not appropriate any
more for complex solutions requiring appropriate skills.

What are, in your opinion, the current trends in digital design?

In my opinion the trend in design studios and agencies as well
as in the academic sphere is the holistic approach of merg-
ing all kinds of disciplines with the ability to produce almost
everything: thoughts, concepts and prototypes for software
and hardware. Due to heaps of various projects, products and
services another “Bauhaus” could be the right way forward.
In the area of education “design of services” seems to be the
trend that prevails: if you get on well with the people it is an
advantage for you. Nevertheless, this all dwells from rather
analogical way of problem solving than digital artefacts as
the outcome. Education in the area of interaction design is
for digital design still a sort of distance run.

Whom should people interested in digital design follow?

Instead of following individual designers, it is better to hang
on with your local UX community where you can meet inter-
esting people in your own environment and in this way you can
educate yourselves.

If someone is interested in international cooperation, there
are various worldwide design conferences such as “Interaction
2016" (IXDA), the Service Design Network Conference (SDNC)
or UX camps. People there are very open-minded and friendly.
And apart from that, it is a sure thing that you can meet some
“rock stars” at every “concert”.

If you do not want to leave the comfort of your own home, you
can at least meet the companies from your own area such as
frog design, Ideo, Transformator etc. It is a good way to learn
more about design as a strategic tool or a tool for solving issues.

What should designers, companies and public sector focus on, if

they are not very experienced with digital design? How should they

understand this for them entirely new field?
If a company or an institution does not encounter the terms
such as digital, mobile and/or design as the holistic discipline
on regular basis, there are several factors that could help to
clarify these new terms:
1. Read: Internet is full of information about digital trans-
formation and constructive thinking and the impacts related
to it (see Fast Company, TechCrunch, etc.). Other option is
reading books dealing with digital changes and the opportuni-
ties they offer to the companies and explain what role design
plays in the context of such changes.
2. Open the black box: Let a UX designer (or an agency)
initiate you to the fundamentals of UX which reveals that design
is not a sort of “creative magic”, so you would be able to see
the way things are: cooperation on all levels, set of skills and
a good command of the craft, good philosophy and empathy.
The client that wants to be up-to-date had better request
a tailored workshop in which designers apply their methods
directly to the client's particular needs.
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You are a real example of changes of the designer's roles — you evolved
from graphic designer to experience designer. What experience was
crucial for you? And why have you changed your specialisation to
the experience design?
I reckon that | took up the area of UX very randomly. | just
followed the trends but eventually realized that | am fulfilled
when I meet theright people, | am inspired and try to use some
methods in the projects. Before | was designing the visually
nice things, now | design functional things. | am especially
glad that such things are to a certain degree used by many
people for along time. That was something | could not foresee.

Who are the clients of experience design? Why should companies
and designers focus on this design area?
Every company, start-up, non-profit organisation or government
should have internal or external resources with an overview of

their particulars issues. Some clients, institutions or individuals
find this still rather unusual; there is, however, a great deal of
them who already take it as a regular accessible service. This
provides those who possess it not only with the intellectual
but also competitive advantage.

TP NG

Andreas Wegner lecture at Paralelni
Polis, Prague, 12.10. 2015

/ Pfedndska Andrease Wegnera

v Paralelni Polis, Praha, 12.10. 2015
Foto: Jan Hromdadko



bio Lukas Bob Marvan is
currently employed as a UX
designer at AVG.com. He
previously worked for ten
years at Seznam.cz, first as

a webmaster, then the tester
of user interface and finally

as head of the design team.

He created the exhibition
Digital Design: A Look Behind
the Pixels. He is active outside
the UX Association for
example in the Association for
International Affairs and helps
with the film festival One World.

website asociaceux.cz

book Steve Krug,
Do Not Make Users Think, 2010

Lukas
Bob
Marvan:
Digital design
is design like
anything else

UX designer
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What is a digital designer? What potential does digital design have as a discipline? In
the autumn of 2015 CZECHDESIGN together with the Association UX prepared an
exhibition entitled Digital Design: A Look Behind the Pixels that was presented to the
Czech public. UX designer Lukas Bob Marvan was its initiator and curator.

How does the digital design stands in the Czech Republic?

There are already quite enough graphic designers in the Czech Republic who are
able to draw “something nice” for digital design. It is worse with the second group
of designers, without whom modern websites and applications cannot exist: UX
(User Experience) designers and interaction designers are those who suggest how
digital service should relate itself to people, what should be the structure of the
website, what are the individual interactions, and simply determine “what happens
if ..". This group of designers is only represented by several hundred professionals
in the Czech Republic and the best ones are only about 100 people. Now imagine
that at one moment in the market 50 additional positions become available. It
may seem small, but please note that a lot of companies have not even realized
that they could use UX designers for their business.

What is the precondition for successful cooperation between designers (product,

graphic, industrial) with experts from digital design and a client? How should such

cooperation appear ideally?
The basis of ideal cooperation is to establish it. You have to realize that as a product
designer | am an expert in shape / form / ergonomics ... of product, but in terms
of its digital “layer” (if it exists), we should call an expert with the appropriate
specialization to explain this to the client. While a physical product there are
rarely many different conditions, but for digital products, it is almost the essen-
tial nature of their operation — that they change over time and is based on user
interaction. Digital designers are ready for “harsh reality” and will help you to
manage to map and design the individual items and interactions over time. From
my practical experience | know that there are many quality graphic designers who
are able to design a unique, easily recognized and distinctive brand for a music
festival for example, but are sadly lagging behind in preparing the structure and
functioning of websites. This is where the role of the digital designer comes in who
will help with the preparation of these webpages so it will be clear, understandable
and easily used for visitors to the festival. It is understandable that off-line and
on-line design programmess blend together and in the future will be blending
more and more, therefore it is important to understand what are the strengths
of the members of the design team and divide the work according to these and
eventually expand the team. Thus we are back at the beginning: it is important
to realize what you need help with and establish cooperation with the right peo-
ple, but this is nothing new under the sun. What is new is a sufficient number of
experts in digital design, so that for solving these problems you are not alone.

What is the future of digital design?
I personally do not dare to predict the future of so large a discipline such as digital
design, but | will try at least to utter one wish, which continues from the previous
thoughts: | wish to see the digital branch disappear as a separate specialization
and its methods become an integral and automatic part of all other design spe-
cialties. It is my view that sooner or later we will stop noticing the differences
between what's online and what's off-line and simply make the digital layer
contain virtually every product or service. And to this vision of the future
page all people who have something to do with design should prepare proper-
171 ly. Indeed the future is digital, so don't miss it.



Lars
Walentin:
10
things from
practice
which
hampers the
development
of packaging
commu-
nication

uBisag Buiboy)opng

173



In the field of packaging design there
isn't a more qualified person than Lars
Wallentin. He is a renowned packaging
and graphic designer who works with
the vision of packaging as a means

of communication. His lecture was

held in Prague on the occasion of the
official announcement of the winners
of the international competition Young
Package, organized by the company
Model Obaly in collaboration with
CZECHDESIGN. Lars Wallentin's article
based on his practical experience in
solving packaging issues for brands
such as Nestle, Nescafe and Maggi,
however, shows why there is still room
for improvement in the realm

of packaging design.

Courage! (A book about designing
packages and other media), 2015

book Lars G. Wallentin: Creativity Takes

Packaging
design can
be better
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Today's packages are being improved constantly, be it on the logis-
tic, technical, material or ecological side. Also we see more unique
designs and innovative solutions This is due mainly to the creative
package design agencies and packaging engineers.

If we however look to: if we look at the way packages communicate,
ie selling messages which one can find or how convincing the back-
and side panel texts and illustrations are, we see little or no progress
and this is due to the following reasons:

1 The companies are too bound by the rules which reduces
creativity;
2 Young brand managers have difficulty understanding

that “less is more”;
3 Package designers are not particularly good at typography;

4 We do not work stepwise towards a solution and therefore
just fill the package with information;

5 Designers and brand managers do not think “total communi-
cation”, ie maximize communication according to the various
media used;

6 We have too much information and too little communication;

7 Most designers forget the role of selling packages, ie how
to maximize the RTB (Reason to Believe) or USP (Unique Selling
Proposition);

8 Brand managers do not believe in constant change in order
to be “top-of-mind";

9 Do we store-check enough? | doubt it. We must learn or “steal
ideas” from other product categories;

10 Brand managers are too bound to what their legal col-
leagues say without questioning the Interpretation of the
legislation.

Some of the Above Points Need an Explanation
What do | mean by “rule-bound”? | feel that FMCG companies

follow guidelines and best practice to the letter and forget that
it is a guideline and a way to improve things. Furthermore, most
guidelines are too elaborate and THUS limit creativity.

We are in a world of over-information and the young brand managers
have not enough experience to concentrate on the essential media
in each loop. The essential thing on the package can be appetite
appeal, for POS material, a selling text and in advertising, it can
be the brand. Today, there is a tendency to put everything on the
pack and then duplicate it in other media.

When it comes to readability, there are three reasons for optimiz-
ing the typogaphy. Great typography creates interest, it makes



reading easy and it has a layout that highlights what is important
and useful. | doubt package designers see it that way, as many
backpanels are very boring and difficult to read! | say: Be inspired
by the daily free journals as eg Metro — headlines and short stories.
We do not make any differentiation between information that does
not necessarily sell and involves communication and that which
has an impact.

To be at the top, to be noticed, to stand out, you have to change
something in your design now and then. Toblerone, for instance,
does it constantly and so does Google!

Last, but not least, package design is not yet considered as
Important as advertising at top company levels and teaching
packaging communication is still in infancy. | hope my website
www.packagingsense.com and my books will help!

bio Lars Wallentin, a packaging and graphic designer comes from
Sweden, where he was educated at the Graphic Institute in Stock-
holm. In 1964 he moved to Switzerland, where he has already been
for more than 40 years developing creative packaging solutions
for brands such as Nestle, Nescafe, Maggi or KitKat. Since retiring
from Nestle 10 years ago he has benn an activist in the field of
packaging design, publishes books, lectures worldwide and regu-
larly publishes on the web portal packagingsense.com, which was
founded for this purpose.

The article was published with the per-

mission of Mr. Lars Wallentin. Taken
from the website: packagingsense.com
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Young Package is an international
competition arranged by Model Obaly
Company since 1996. CZECHDESIGN
organises competition since 2009.
Publication 20 Years of Package Design
was real d at the ion of the

competition jubilee.

/ Young Package je mezindrodni soutéz,
kterou jiz od roku 1996 poiada spoleénost
Model Obaly. Od roku 2009 soutéz
organizuje CZECHDESIGN.

Publikace 20 let obalového designu

vysla k jejimu jubileu.

Foto: Jan Hromdadko
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bio Jan Cinéera is the most
prominent Czech packaging
designer. He graduated from

the School of Graphic Arts,
programme in processing paper
and packaging technique.

Key for him was meeting with

). H. Kocman in 1983, which
showed him that paper is not only
an industry, but also a poetic
material. From 1984 to 1989

he worked at the Centre for
Packaging and Engineering at
the Prague paper mills. After
1989 he taught at the Academy
of Fine Arts as an assistant of
professor Milos Sejn in the studio
of conceptual art. At that time
he was primarily interested in
the author's papers and books. In
1994 he founded Studio Cinéera
with his wife Zora, which they
operate together until today.

website cincera.cz

;:_):QE-Z-O- Years Packaging Design,
CZECHDESIGN, 2015

Jan
Cinéera:
What was before
luxury is now
commonplace
in packaging
design

29
05
2015
lecture
Cinema Aero
Prague
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Souvenirs and gifts on the state visits of Pope John Paul ll, French President Jacques
Chirac, Queen Elizabeth Il and other personalities were taken away in packages from
Jan Cin&era. Apart from commercial contracts, the studio takes care of packaging
for products of significant Czech designers: Jifi Pelcl, Rony Plesl, Olgoj Chorchoj, Eva
Eisler and many others. How does the most successful Czech packaging designer see
the future of his discipline?

You have presided as a judge in the international competition Young Package for

more than 20 years. Has the approach to creating packaging changed in that time?
The packaging as such has not changed much outwardly. What has changed
significantly is actually the whole environment around the production of pack-
aging. Due to the economic situation money has to be saved, which means that
the materials with which we are commonly work must be as cheap as possible,
and this obviously affects their quality. But on the other hand there have been
incredible advances in technology which are used in the manufacture of packag-
ing. Today all printers and cardboard must have top-notch converting equipment
to survive. Varnishes, foils and embossing are part of today's packaging. What
formerly was a luxury, is now ubiquitous necessity.

Increasingly, there are packages that employ other sensory ideas. Do you think this is

a way for the packaging of the future?
It is true that some packages may have something extra, such as smell, which
is contained in the surface finish. But | have long been saying that we are on
the threshold of some revolution in the packaging industry, so it will be about
clever packaging materials. They will be able to charge and contain information
inside. For example, they will change color depending on the freshness of the food
so it will not be neccessary to work with data that may not be accurate. Or the
usual containers will have a GPS code or different chips. Intelligent materials and
intelligent packaging, which contain the information common to today's computer
world, that is, | believe, the future of packaging.

Twenty years ago you were de facto the only one in this country who really understood
packaging. Has the situation changed?

I have never felt | am the only one who understood the problems of packing, of
course. But the fact is that the design team at the Centre for Engineering in the
Prague paper mill at that time when | was working there from 1984 to the revolu-
tion was very strong. | was maybe more interested in the aesthetics of packaging,
shapes and proportions. At that time we were designing packaging for razor
blades and even packagng for pianos, including graphic design and preparation
for printing. What we designed, then, was produced in the Prague paper mills
but often with large time delays and technological problems. Customers were
unhappy with this. | decided that if | was to continue alone in this field | should
design and be able to also realize what | wanted, or | should know where and how
it can be produced and deliver the complete order to the customer. Today, of
course we both cooperate and work with friendly contacts we created over a long
time which | consider fundamental. | don't know a similiar studio around which
would take a similarly comprehensive approach to packaging design from con-
cept to choosing material, construction, printing solutions to actual production
or assembly. It's a pity, that loneliness does not please me as | don't have the
opportunity to compare. | think a lot of people who are engaged on paper
but little else, for example they illustrate and make books, or spend more
page time on the paper trade and office assortment including pads, diaries
and notebooks. | admire that. But in purely packaging design | don't know

179 anyone — | am waiting in vain ..still.



bio Kamila Matéjkova, the Charles
University graduate in art history,
thanks to her current study of Arts
Management at the University

of Economics, is devoted to the
concept of combining the artistic
and the economic aspects of the
creative disciplines, specifically in
the field of design. Since 2011, she
has been active in CZECHDESIGN,
where she has been working on
projects that are designated for
the strategic development of

this discipline and also for the
promotion of the implementation
of design into practice. She is

the author and the co-author

of numerous articles, exhibitions
and publications on design.

book K. Nelson, R. Cabra and C. Mount:
New Scandinavian Design, 2004

Kamila
Matéjkova:
Icelandic
experience

CZECHDESIGN
project manager
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Iceland is something larger than the Czech Republic in area. However, the number of
inhabitants is less than in the second largest Czech city Brno. Family atmosphere,
specific natural and economic conditions and a good dose of Nordic flair makes Ice-
land a confident interesting place to explore. Kamila Matéjkové, project manager of
CZECHDESIGN, examined for two months the conditions and opportunities of design
on the icy island, working alongside Icelandic colleagues and examining the Icelandic
and Czech design scene which have a lot in common.

We Explore Opportunities

As a result of a two-month research internship in the organization Iceland Design
Center Kamila Matéjkova made a research study “Conditions and opportunities for the
transfer of experience in design from Iceland to the Czech Republic”, which summarizes
her experience and know-how, outlines several activities and approaches suitable for
transfer to Czech conditions and provides an overview of the situation in the field of
design in Iceland.

Iceland vs. Czech Republic

Although at first glance it may appear that the situation in the area of design is very
different in Iceland and in the Czech Republic, a number of influential factors are
common to both the countries. Until the early 1960's Iceland's economy was closed
and the importing of foreign products was limited. One analogy, though certainly with
very different causes and degrees of impact, could be seen in the situation in the Czech
Republic before 1989. With the passing of 30 years, both Iceland and the Czech Republic
experienced a rapid increase in the influx of foreign capital and goods, which has not
occurred without having any consequences for the local industries and their infra-
structure. The design scene in both the countries is very small and the lack of balance
between the number of creatives and the demands of local companies is self-evident.
In addition to the competition within their own countries it is also necessary to be able
to face competition from the outside, whether this concerns close-by Scandinavian
countries and the UK in the case of Iceland, or the traditional top design centres that
are neighbours of the Czech Republic, i.e. Germany and Austria.

Conditions for Design in Iceland

Its small population and the isolation of the location of the island from the outside world
is the reason for the absence of large companies and its almost non-existent industrial
production. Therefore opportunities for employment as designers in manufacturing
companies or the option of obtaining orders from manufacturers are both very limited.
Additionally the extreme environmental conditions are the reason for the shortage of
wood, which makes the existence of the furniture industry as we know it, for example,
from the Czech environment, virtually impossible. Icelandic designers have to seek-
out other partners for their work. It is the highly developed fishing industry that does
provides opportunities for their work, as farming and the processing of animal mate-
rials do too. The food industry and farmers are both partners for designers operating
in the discipline that is referred to as food design, an example of which might be the
Skyrkonfekt product — a dairy dessert that is produced in collaboration of designers
and the Erpsstadir farm.
Aluminium, of which Iceland produces more than 800,000 tons per year, is also a ma-
terial with great potential. Most of the raw material is exported, however, without its
value being increased by processing it into products. The Iceland Design Centre
responded to this situation by implementing the 13Al+ project, which focused
precisely on the problem of the excess of aluminium and the inability to

page process it effectively directly on the island. A group of Icelandic designers,

in cooperation with the Swedish aluminium processing companies, was

181 looking for ways in which to work with this material.



The Scandinavian Context

Iceland is traditionally looked-upon as being a smaller brother of Norway, Sweden and
Denmark, the Scandinavian superpowers — and it looks to them not only in regard to
the field of design. Together with Finland it constitutes with them a group of countries,
which are commonly defined as the “Nordic countries”. Iceland and Finland, however, are
also sometimesincluded in the broader definition of the familiar phrase “Scandinavian
design”. Rather than emphasising the geographical proximity or the national identity
this definition should underline these countries common history in the field of design
and their sharing of certain specific values. It started to be used more than fifty years
ago, when the Nordic countries began to respond to the economic and the political chal-
lenges of the post-war situation and to purposefully promote design and applied arts
together through a series of exhibitions. The most important of these include “Design
in Scandinavia”, which toured North America during the years 1954—1957, and “Formes
Scandinave” which was presented in France in 1958. Also included within the latter was
the first Icelandic design.

Itisinteresting that it is only Iceland and Norway — i.e. the countries that have contrib-
uted the least to the Scandinavian modernist movement, are today the places thatare
the most active designer communities in the Nordic region. We can say that in recent
years, Iceland has been catching-up with its former role-models in many different ways
and is beginning to reap the benefits that such a small, isolated nation enjoys. In terms
of design we are talking mainly about the fact that the current generation of designers
do not need to deal with any famous legacy of the past, as they do in Sweden, Finland
and Denmark with their legendary inter-war era. Basically, there is not much to build
upon, which gives more freedom and allows more space for one’s own journey.

The Iceland Design Centre

This umbrella organisation for Icelandic design is funded by the Icelandic Ministry of
Education and Culture and also the Ministry of Industry. The aim of this centre is to
promote design and architecture as tools for improving the life of society and for sup-
porting all the design disciplines as representing a living aspect of the Icelandic economy
in order to increase Iceland's competitiveness. One of the most important events that
is organised by the Design Centre, is an international festival and conference known
as the DesignMarch, which took place in March 2016 and was already being held for
the ninth time. It is a festival that presents the best features of the local design scene,
together with some specially selected international names.
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Festival DesignMarch organized by

Iceland Design Centre since 2007
/ Festival DesignMarch, ktery

realizuje org Iceland Design
Centre od roku 2007
Foto:IDC
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What is the state of Czech design? Are we satis-
fied with its development, or there is something
fundamentally missing? Is the Czech educational
system progressing with time or is it still in the
19th century? And which design discipline is our
most neglected?

Thirteen professionals were invited — designers,
teachers, theorists and media representatives and
organizations active in this area, together they
reflected on the development of Czech designin
the last five years and considered the challenges
and opportunities for the future. We bring you the
most interesting items which should not escape
your attention.

Has the status of design in society altered
in any way over the last five years?

Zdeno Kolesdr, design theorist, Academy of Fine
Arts Bratislava It seems to me that a positive shift

has occurred. For example, a museum of design
was developed in Slovakia. But | feel that we give

each other comfort while the general population
doesn't notice that something like design exists. In
fact | would be a bit skeptical in this area, because
in the last 10 years nothing has changed. I'll give
you an example — all of us in Slovakia recognize
the aeromobile from Stefan Klein, but in terms
of design, that is about it. The view from outside
is therefore quite limited.

Helena Koenigsmarkovd, director of the Museum
of Decorative Arts in Prague | perceived positively
the developments over the past 10 years and
more. There was a time when there was nothing,
and | see it as a success that now the Ministry
of Culture recognizes design as a part of a living
culture. For me personally it is positive that we
no longer have to collect only prototypes for
good design, but also products. This is in my view
great progress.

“Thank you for an
organization like
CZECHDESIGN that
tries at least partially to
substitute the activities of
defunct Design Centre of
the Czech Republic, even
with much less support.”

Jan Némecdek, product designer, studio Olgoj
Chorchoj, educationalist, AAAD | see huge pro-
gress. The progress from zero is always huge. That
does not mean that we are in a good or even an
adequate situation. One of the things that played
a very positive role was the financial crisis. It forced
alot of companies that went bankrupt to finally
exchange their management for capable peo-
ple. Secondlly, it made them to realize how much
design is a marketing major. Of course, not every-
one was like this and not enough, but the progress
is very noticeable. We are very thankful to the

financial crisis, especially

in the glass industry.

The second thing is

the very much im-

proved quality of de- vgr
sign schools outside asbd

Prague. We are very grateful for this because
we havent had any competition before. Schools
have started to educate students younger and
begin to create interesting people... | thank all
the other schools.

The third thing, the closure of the Design Centre
did not help. Although people still say that we
are to blame, it's not true. We tried to prevent
it, but unsuccessfully. However, thank you for an
organization like CZECHDESIGN which tries at
least partially to substitute it's activities, even
with much less support. Design Centre was little
ridiculous in its executive. The specific reason
for its existence was not fullfiled and it hoarded
information and contacts abroad. These three
areas are very crucial for me.

“Some factories realized
that they need to work
with designers. These are
two bright exceptions.
Others, however, stagger
somewhere deep in the
nineties and on the edge
of survival.”

Gabriel Vach, designer ceramics and porcelain,

educationalist, University of West Bohemia Pilsen

If | had to evaluate my experience with the ceramic
and porcelain industry over the last ten years, it
would be probably similar to what happened in
the glass industry. A few factories realized that
working with designers is necessary. These are
two bright exceptions. Others, however, stagger
somewhere deep in the nineties and on the edge
of survival. In the last 5 years | have noticed a lot
of new studios, which spend tome on ceramics
after school under their own brands — for me
this is big news. What | see as negative is the
approach of the public to design. Still, it's more
like a ghetto, a closed community. What is missing
is publicity for the pub-

lic — perhaps we need

some programme on

page television, which ed-

ucates people about

185 design?

Katefina Pridalovd, graphic design theorist,
founder of websites vizualnikultura.cz and
Designreader | see progress primarily in the
concept of design, which has been associated
with the products and their authors long time.
Lately, a number of events have been held and
publications made interpreting the concept of
design ina verbal manner, ie in terms of activi-
ties, strategies, tools, etc. There was significant
progress in that designis nolonger just products
and their authors, but it reveals the process which
lies behind this word, how difficult the processis,
and that it's not just about aesthetics.

Do you think that the positive changes mentioned,
which the general public and experts are currently
undergoing should be or already are reflected
respond to social change, or should students be
taught the universal values thatare independent
of these changes?

Milan Pekai, designer ceramics and porcelain,
educationalist, AAAD I'm not sure if teaching
should respond so quickly. | think it comes nat-
urally. For the design of ceramics there are two
approaches. We distinguish between design and
“something”, that we call art design, which is
a studio ceramics, for example. Both of these
approaches have a different clientele. Art design
is more for the group, which we have called the
Prague bubble or for people interested in this
area of design. | think this approach is growing
with the company. People are interested in these
products and they do have the time and money.
Itis certainly good that there is an organization
that shows them what is happening in the field,
what's new and what in our production differ-
ent. Then there exists the other way, which is an
industrial design. In the field of ceramics | see
a big difference, especially in the employability
of graduates. In the last three years, thanks to
the cooperation with a porcelain factory we were
succsesfull to put out an intern from each class
to a company as a designer. Ten years ago we did
not even think that something like this is possible.
I think it's great progress and, moreover, in this
way, their production reaches even the general
public. It is like porcelain factories producing
for IKEA. This group of customers is very hard to
reach, and this seems to me a better way than
programmes on television because they don't
reach the ordinary customer.




Jozef Kovaléik, design theorist, Academy of Fine
Arts Bratislava Regarding the development of the
design scene, I'm very optimistic. This does not
apply to education in schools. Teaching meth-
ods in last eighty years are basically the same.
Democratization in the fact that the designer
had to wonder who will use his products is not
adequately reflected in schools. | do not think
that the studio teaching method is the best way.
I think students should reflect what happens in
society. | see this as a big problem and | would like
to lead a discussion and give direction to schools

and tackle issues of education structures and
systems in this area. Discussion on this topic
in schools does not take place either the Czech
Republic or Slovakia.

“Art design is a great
thing, a lot of us, this
approach partly to make
a living because making
a living from industrial
design is almost impossible.
But art design is not what
we need in the future.
It's basically a fringe thing
that we all enjoy. But the
real design, which reflects
multiply, economy and
social aspects, it's no
longer fun. That wants
some thinking."

Jan Némedek, product designer, Olgoj Chorchoj
studio, educationalist, AAAD Adapting teach-
ing trends to society should be an organic part
of teaching and in my opinion there is no need
for this approach to institutionalize schools.
Regarding the system of education in general,
I think it is good when schools have different
ways.The way of shorter courses and mobility is
great. On the other hand, | very much appreci-
ate our “outdated” system at AAAD. It is about

a “Bauhaus” teaching style, where a very diverse
group of people meets who are incredibly enriching
for each other. The system of master's degree,
which created two short blocks helped us a lot.
Within these students are often send to inter-
ships. During a bachelor's degree there will be
one to three internships, a complete intership in
another studio and a master study to enrich the
workshop with newcomers. The teaching therefore
is incredibly enriching. We don't feel the prob-
lem of lack of diversity, but maybe it's because
AAAD is a unique example. | think a good way is
to involve manufacturers and companies. With
them come the real problems and challenges.
Art design is a great thing and a lot of us, make
a living partly from this approach because make
aliving in industrial design is almost impossible.
But art design is not what we need in the future.
It's basically a fringe thing that we all enjoy. But
real design, which reflects multiple economic
and social aspects is no longer fun. That needs
some thinking about. Therefore | wouldn't want
to decrease art design, but it is easier to study
than applied design.

that act as development centers at universities
gbroad? These centers are not committed to
growth of students and graduates. Do they oper-
ate or could they operate in the Czech Republic?

Jiti Hanek, graphic designer, educationalist, UJEP
Ustin. L., PROTEBE live | think this model appears
to be working. A little follow up to a previous
question. In cooperation with the school | still
feel unclear about whether the students should
focuson artor design. It isimportant that schools
define their objectives and their approach to
teaching and push to achieve these objectives.
For any project, whether in art or design, it is
important to know what target we have. If the
aim is innovation, an experiment that should bring
a potential progress for both parties, if the com-
pany and designer share this goal, then everything
is fine. Schools should first say if they want to
raise and educate artists or designers. This deci-

sion should be reflected in
the composition of their
teaching. It is clear

that not everything
can be done at the 98T
school, there are asbd

limits. Future designers who have after school
operated in practice are studying art history
and many other subjects. I'm not saying that the
overall outlook and context of these subjects are
not important, but | feel that schools are set more
on the current flow of art than on that to train
the practical skills of students that will enable
them to cope with the professional approach of
the designer-entrepreneur. And again do we have
those goals — educating future employees or
entrepreneurs? If employees then for what type
of employers? Etc. It is the ability to deal with the
client, how to assemble the entire project, how to
manage it, how to be empathetic to customers.
| often hear that students do not know for whom
they design.

“"Our "outdated” education
system is good. Foreign
students who come to us
for internships, they are
initially a bit shocked, but
judging by the results | feel
that we have had it for
so long that the teaching
in our schools is slowly
becoming “cool”. Students
from abroad have open
thinking and have tried
many techniques, but
after a while we realize
that they are unable to
create almost anything.”
Milan Pekaf, designer ceramics and porcelain, ed-

ucationist, AAAD | think that this kind of arrange-
ment could work well in block classes. | would not

be inclined to introduce
this intensive instruc-
tion throughout the

page \:lhole sch:)ol. Our
outdated” system
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dents who come to us for internships are possibly
a little shocked by it at first, but judging by the re-
sults | feel that we kept it for so long that teaching
in our schools is slowly becoming “cool”. Students
from abroad have open thinking and tried many
techniques, but after a while we realize that they
are unable to create almost anything. In craft we
are doing really well. With the attainment after
school it is unfortunately worse. | know that in
schools there are various workshops focused on
self-promotion, etc. Students mostly find them
rather ridiculous. Perhaps because it is one hour
throughout the study. | think it would be more
effective if such training to work would exist out
of school. | would consider that our “old” system
is not bad. Thanks to it, we can be something
different. But | agree that education for work
in practice is missing. Students leave the school
and receive a relatively large shock.

“A big challenge is the
design of services.
It's a subject which people
still don't talk about. But
abroad, this discipline
is rapidly evolving and
for the Czech Republic,
whose economy stands
on services, this area will
be very important in the
future.”

Do you think that there is an area of design that
still waits in the background?

Jiti Hanek, graphic designer, educationalist,
UJEP Usti n. L., PROTEBE live A big challenge
is service design. It's a subject that is still not
very well known. But abroad, this discipline is
rapidly evolving and for the Czech Republic,
whose economy rests on services, this area will be
very important in the future. Design of services
is interesting because it combines other design
areas and is often related to communication and
graphic design, to product design and others.
These overlaps in my opinion are very important




to watch and schools should reflect them. The
service design approach uses a lot of attitude,
which is called design thinking. This is another
great and current hot topic in the area outside
the design community. Designers often practice it,
but just do not call the process that. People from
business very often respond to it, and it may be
a communication platform between companies
and designers. | see a great opportunity in design
management, which seems to have successfully
formed a bridge between the business world and
the world of design.

Katetina Pridalovd, graphic design theorist,

founder of websites vizualnikultura.cz and
Designreader The worst thing about design, in
my opinion is graphic design. | think it already
ensues from the nature of things, because it is
visual communication, which is often perceived
subliminally. At the same time graphic design if
designed poorly cannot hurt anyone, unlike prod-
uct design. For the public the graphic design is
the least readable, and is often linked to negative
connotation with advertising.

“I would like to point out
one area — it is research
in design and reflection of
what is actually happening
in individual disciplines. In
the Czech Republic and
Slovakiaq, | feel that this is
where we fall behind."”

Jozef Kovaléik, design theorist, Academy of Fine
Arts Bratislava | would like to point out one area
— itis research in design and reflection of what
is actually happening in individual disciplines.
In the Czech Rebuclic and in Slovakia, | feel
that this is where we fall behind. There are few
publications which reflect contemporary design.
If the Design Centre existed, | think it should
work on the reflections of the field and ensure

continuity. Another activity we are missing, and
about which we speak with a certain contempt is
the popularity of the field for the general public.
Itisimportant that the industry as a whole isn't
only for the professional community.

Discussion, moderated by design
and architecture theorist
Kldra Mergerovd, was attended by:

Zdeno Kolesar Bratislava
Academy of Fine Arts,
Department of Theory and
History of Art

Jozef Kovaléik Bratislava
Academy of Fine Arts, Institute
of visual and cultural studies
Jan Némeéek AAAD, product
design studio, Olgoj Chorchoj
studio

Richard Vodi¢ka UTB Zlin,
Faculty of Multimedia
Communications

Helena Koenigsmarkova Museum
of Applied Arts in Prague
Michael Vasku UTB Zlin, Faculty
of Multimedia Communications,
VASKU & KLUG

Jifi Hanek UJEP Usti nad Labem,
Faculty of Art and Design,
PROTEBE live

Milan Pekai AAAD, Ceramics and
Porcelain Studio

Gabriel Vach University of West
Bohemia Pilsen, Ladislav Sutnar
Faculty of Art and Design
Zaneta Drgova VUT in Brno,
FVU, Graphic Design Studio 1
Darina Zavadilova Botas,
designSUPERMARKET

Katefina Pfidalova Designreader
Jana Vin§ovda CZECHDESIGN

The entire recorded
discussion can

be found at
czechdesign.cz.
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