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Filip Dédic vystudoval Teorii
a historii designu a novych
médii na UMPRUM v Praze.
Spolupracuje s firmami,
organizacemi a vydavateli

na jejich obsahu a komuni-
kaci. Jeho projekty zahrnuji
texty, vystavy, preklady
areportaze. Je dlouhodobym
spolupracovnikem organizace
CZECHDESIGN.

Filip Dédic studied Theory
and History of Design and
New Media at AAAD in
Prague. He cooperates with
companies, organizations
and publishers on their
content and communication.
His projects include texts,
exhibitions, translations and
reportages. He collaborates in
long term with the organiza-
tion CZECHDESIGN.

Eva Sluneckova studuje

Teorii a historii designu
anovych médii na UMPRUM
v Praze. Dlouhodobé publikuje
a edituje texty o vytvarném
umeéni a designu v rtiznych
online i titénych médiich,
organizuje vystavy a podili se
na kuratorskych projektech.

Eva Sluneckova studies
Theory and History of Design
and New Media at AAAD in
Prague. In long term she pub-
lishes and edits texts about
fine arts and design in various
online and printed media,

she organizes exhibitions

and participates in curatorial
projects.

Uvodni slovo

Design se dotyka tolika oblasti naSeho Zivota, Ze se

zda témér nemozné jej jednoznacné definovat. Nase
kazdodenni prostredi, produkty, ale i sluzby ¢i metody,
které pouzivame, jsou z velké ¢asti navrzené. Design je
pfirozené propojen s zivotnim stylem &lovéka, na ktery
mUze reagovat, nebo ho ovliviiovat. Nékdy v ném prevazi
role estetiky, jindy dostane vétsi prostor koncept. Jeho
uloha je obcas snizovana na jednoduchého prostrednika
vzhledu i povySovana na vykonavatele celospoleGenskych
zmén. Od konkrétniho objektu a nejuzsi definice designu
se tak snadno dostavame k definici nejsirsi, podle které se
veskera lidska kultura rozplyva v designu.

Nase pozice se v§ak nachazi mimo krajni definice.
Prostrednictvim rozhovor( se Sesti profesionaly zkouma-
me soucasny design ,zevniti” — od soucasného $kolstvi
avzdélavani az po nové strategie muzejnich instituci,
moznosti medialni prezentace ¢i metody spojené s na-
vrhovanim v ramci studii a ateliérd. Chceme dat prostor
motivacim, impulsim a ptibéhtm, které za navrhovanim
stoji, a zdGraznit tak propojeni mezi designem, védou
avyzkumem.

Vyznam slov vyzkum a designi kontext, v némz se
nachazi, se tak zacinaji propojovat a generovat riizné ob-
lasti — vyzkum o designu, vyzkum pro design nebo vyzkum
skrze design. V publikaci predstavujeme nejen konkrétni
vystupy, ale i celou fadu mist, kde vyzkum vznikd, osob-
nosti a nazory lidi, ktefi v ném pracuiji, a také fadu odkaz(,
publikaci a Skolnich praci zastupujicich rozlicna témata
ametody vyzkumu.

Predpokladem pro vytvoreni néceho nového je ¢asto
hutny zaklad ziskany ¢etbou, poznanim, pozorovanim
nebo experimentovanim. K éemu véemu nam design mize
slouzit, z jakych oblasti by mél vychazet a co vSechno
mze redIné ovlivnit?

Filip Dédic
& Eva Slunetkova (eds.)
CZECHDESIGN

Publikace je sou¢asti projektu Budoucnost evropského
designu a uzitého uméni, ktery realizuje CZECHDESIGN
za finan¢ni podpory Fondu EHP. Partnerem projektu je
The Norwegian University of Science and Technology.

Foreword

Design touches so many areas of our lives that it seems
almost impossible to define it unambiguously. Our daily
environment, products but also services or methods that
we use, are to a large extent designed. Design is naturally
linked with our lifestyles to which it can react or which it
can influence. Sometimes the role of aesthetics prevails;
sometimes a bigger space is given to the concept. Its
role is from time to time restrained to a simple media-
tor of appearance or elevated to the role of executor of
social changes. From a specific object and the narrow-
est possible definition of design we easily proceed to its
broadest definition, according to which all human culture
is dispersed in design.

Our position is beyond the extreme definition. Through
interviews with six professionals we examine current
design “from within” — from the contemporary school
system, and education to new strategies of museum insti-
tutions, possibilities of media presentations, and methods
connected to designing during studies and in studios. We
want to give space to motivations, impulses and stories
that are behind designing and emphasize thus a connec-
tion between design, science and research.

The meaning and context of words research and
designis getting connected and is starting to generate
various areas - research of design, research for design or
research through design. In the publication we present
not only specific outputs but also a whole range of places
where research is created, personalities and opinions of
people who work there and also a number of links, publica-
tions, and school works representing diverse issues and
research methods.

A solid base is often a premise for creating something
new. Such a base is gained through reading, cognition, ob-
servation or experimentation. What can design serve for,
from which areas should it stem and what can it actually
influence?

Filip Dédic
& Eva Slunetkova (eds.)
CZECHDESIGN

The publication is the inherent part of the project

The Future of European Design and Applied Arts
implemented by CZECHDESIGN thanks to financial
support of the EEA Grants. Partner of the project is
The Norwegian University of Science and Technology.



Na rozdil od architektury

a sou¢asného uméni mdzeme

v 8eském prostiedi postradat
dostatek angazovanych
designérskych projektli zamérenych
na vyzkum a feSeni celospoleéenskych
problému. Pritom témata Zivotniho
stylu, dopravy, zdravotnictvi,
architektury i urbanismu v sobé design
prirozené zahrnuiji. Jak tedy mize byt
design na vysokych Skolach v téchto
souvislostech relevantni?

Filip Dédicvv dialogu
s Cyrilem Rihou

Cyril Riha se zabyva teorii
architektury a vyzkumem
soucasnych mést. Od roku
2005 puisobi jako vyzkumny
pracovnik v Centru pro teore-
tickd studia Akademie Véd CR
a Univerzity Karlovy v Praze

a jako prorektor pro védu

a vyzkum Vysoké Skoly umé-
leckopriimyslové (UMPRUM)
v Praze. Jako editor se podilel
na vzniku publikaci Tam

a zpdtky. Soucasny design,
architektura a urbanismus
(2015) nebo Husdkovo

3+1. Bytovd kultura 70. let
(2007). Pravidelné se vénuje
prekladani knih, ucastni se
mezinarodnich konferenci a je
¢lenem nékolika redakénich
rad a komisi (Ceny Nadace
Dagmar a Vaclava Havlovych
VIZE 97, Casopisu Vesmir nebo
Pecha Kucha Night Prague).

Filip Dédicvin dialogue
with Cyril Riha

Cyril Riha occupies himself
with theory of architecture
and research of contemporary
cities. Since 2005 he has been
working as a researcher in the
Center for Theoretical Studies
of the Czech Academy of Sci-
ences and the Charles Univer-
sity in Prague and since 2008
he is also a vice-rector at the
Academy of Arts, Architecture
and Design in Prague (AAAD)
for the subject of Science and
Research. He participated on
the following publications

as an editor: Back and Forth.
Contemporary Design, Archi-
tecture, and Urbanism (2015)
and Husék's 3+1. Dwelling
Culture of the 1970’s (2007).
He also translates books,
attends international confer-
ences and he is a member of
several editorial boards and
committees (Dagmar and Vac-
lav Havel Foundation VIZE 97
Award, magazine Vesmir, or
Pecha Kucha Night Prague).

It is possible that unlike architecture
and contemporary art we are lacking
enough engaged designers’ projects
here in the Czech Republic that would
be focused on research and solution
of society-wide issues. However the
topics of lifestyle, transport, health
care, architecture as well as urbanism
include design by nature. How

can design be of any relevance at
universities in these conditions?

could be a foundation for urban planning study
or conception. The book also considers what

a contemporary city means, what it should
sary to repeat tried schemes or if it’s possible

Sépka and Mirka Ttimova from the Faculty of
to experiment. Photo: Milan Nedvéd

The vision of a contemporary city is the core
theme of the publication How Do You Make
a City (2015) from architectural studio of Jan
Architecture of CTU in Prague. In coopera-
tion with the representatives of 8 cities and
districts, they are offering several ways how
to find the biggest potential of a city which
provide to the citizens and if it’s really neces-

ateliéru Jana Sépky a Mirky Tamové z Fakulty

Vizi sou¢asného mésta se zabyvé publikace
Jak se déld mésto (2015) architektonického
architektury CVUT v Praze. Ve spolupraci se
zéstupci osmi vybranych mést a méstskych
neustale opakovat ovéfena schémata, nebo je
mozné experimentovat. Foto: Milan Nedvéd

¢tvrti v ni nabizeji nékolik zptsobu, jak
kterého muze vzniknout urbanisticka studie
nebo koncepce. Kniha je také uvahou nad
tim, co znamena souc¢asné mésto, co ma
svym obyvateltim poskytovat a zda je nutné

najit nejveétsi potencial mésta, na zakladé

Socialni rozmér
designu

by mél byt
samozrejmosti

|. Design bez hranic

Kdyz se pokusime vymezit zakladni obory kreativnich
disciplin ve vztahu k designu, miZeme vyuZit parafrazi
tzv. Krebsova diagramu.” Ten vychazi z predpokladu, Zze
design je jiz samostatnym oborem a nespada ani do roviny
umeéni, ani do technického inzenyrstvi. Stale je vSak s nimi
uzce propojen. Kazda z disciplin chape pojem kreativity
ponékud odli$né: ve védé se miiZe jednat o ndvaznost na
predchozi vyzkum, v uméni naopak vytvoreni nééeho bez
predchozi analogie. Presto se jedna o zajimavy vychozi
bod. Co z néj podle vas miZzeme vyvodit?

Obecné se mi zda byt zajimavé spojeni vyzkumu s kre-
ativitou. Existuje nékolik minimalnich definic vyzkumu,
ale Ze se jedna o tvardi, kreativni ¢innost, mizeme slySet
velmi ¢asto. Napadaji mé k tomu dveé reference. Jedna
je filosoficka, od vlivné dvojice Gillese Deleuze a Félixe
Guattari. Jejich kniha Co je filosofie obsahuje Uvahy
o filosofii, védé a uméni — vechny tfi discipliny jsou podle
nich tvaréi2. Pokazdé se ale jedna o jiny zplsob produkce:
v uméni hovorime o tvorbé artefaktl jako smyslovych

Social dimension
of design should
be a matter of

course

. Design without borders

Trying to define the basic fields of creative disciplines,
we can use this paraphrase of the so-called Krebs Cycle.’
This cycle is based on an assumption that design already
is an independent field and falls neither into arts nor into
technical engineering. But it is still very closely connected
with those two. Each discipline understands the notion

of creativity differently: in science, it can be a connection
with the previous research, in art on the other side it can
be a production of something new without previous anal-
ogy. Nevertheless it is an interesting starting point. What
are the conclusion we can draw from this?

Generally, it is natural for all fields to combine research
with creativity. We have several minimal definitions of
research but we can hear pretty often that it is a creative
activity. | have two references in mind. One is philosophi-
cal, from notable couple of Gilles Deleuze and Félix Guat-
tari. Their book What is Philosophy contains reflections
on philosophy, science, and arts - all of these disciplines
are creative according to the authors? But each time it



agregatd, ve védé pak o vymysleni funkci a ve filosofii
existuje metoda o vytvareni pojma. Kli¢ovym pro nasi dis-
kusi je tedy prave pojem tvorby, skrze ktery se jednotlivé
discipliny mohou ovliviiovat.

Druhd, naprosto odli$na reference, vychdzi z definice
vysokych 8kol jako instituci. V ¢eském vysokém Skolstvi
se ma za to, ze Skoly maji tfi role: pedagogickou, spolecen-
skou a védeckou. A praveé ta posledni se postupem ¢asu
rozsifila o dalsi role: vyzkumnou, vyvojovou a nakonec
iinovacni. Aby toho nebylo malo, objevuiji se i otazky typu:
.Kam pak patfi uméni a humanitni védy?“ ,Patfi do spole-
¢enské roviny, nebo do védecko-vyzkumné-vyvojové-ino-
vaéni?”. Nakonec se v zakladnim strategickém dokumentu
Ministerstva Skolstvi vytvoril pojem ,védecka vyzkumna
vyvojova inovaéni umélecka a dalsi tvirdi ¢innost”. Ackoli
je jisté zvlastni spojovat Gvahy mysliteld jako Deleuze
a Guattari se zaméry Ministerstva Skolstvi, v tomto ohle-
du jsou témér za jedno.

1) Inspiraci pro diagram Krebsova cyklu Kreativity, popisujici
vztahy kreativnich disciplin, byl védecky model kyselinovych
cyklt Neri Oxmana. Ctyti tviri oblasti - véda, inzenyrstvi, design
auméni - nahrazuji v této parafrdzi Krebsova cyklu slou¢eniny
uhliku. Kazdé z disciplin prispivé do ota¢ky kruhového cyklu tim,
ze se proméni na nékterou z polozek sousedicich, podobné jako
chemicka reakce. Takové metabolické pojeti vztahu védnich a kul-
turnich obort umoziuje jejich vzajemné prolindni a ovliviiovani,
v ramci kterého v$ak ani jedna z metod nema trvalou pfevahu.
Zdroj: Neri Oxman, MIT Journal of Design and Science (2016)

is a different method of production: in art we are talking
about production of artifacts as sensual aggregates, in
science we are talking about invention of functions and
procedures. In our discussion the key notion is the notion
of creation through which the disciplines can influence
each other.

The second and completely different reference comes
from the definition of universities as institutions. In the
Czech academic education there is a belief that schools
have three roles: educational, social, and scientific. And
the last one has been gradually extended with other roles:
research, development, and finally innovation. Moreover,
there are other questions such as: ,Where do arts and
humanistic studies belong to?” ,Do they belong to social
layer, or scientific-research-development-innovative one?”
In the end, the basic strategic paper of the Ministry of Ed-
ucation contains a term “scientific research development
innovative artistic and other creative activity.” Although
it certainly is a bit strange to link the ideas of Deleuze and
Guattari with the intentions of the Ministry of Education,
in this respect they almost agree with each other.

1) The Neri Oxman’s diagram Krebs Cycle of Creativity describ-

ing the relations between creative disciplines was inspired by

a scientific model of acid cycles. Four creative fields - science,
engineering, design, and art - are replacing carbon compounds in
this paraphrase of Krebs Cycle. Each discipline contributes to the
revolution of the circular cycle by transforming into one of the
neighboring items just like the chemical reaction. Such a metabolic
interpretation of the relation between scientific and cultural
subjects facilitates their mutual overlap and interference in which
none of the methods is permanently dominant.

Source: Neri Oxman, MIT Journal of Design and Science (2016)
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science and philosophy history

2) The book What is Philosophy
(1991) represents a milestone
in the cooperation of Gilles

It presents a concept within
which each discipline of phi-
losophy, art, or science creates
ideas to confront a chaos - at
the same time it criticizes

the concept of philosophy as
a mere extension of logic. The
publication brings together

a wide range of topics: from
reassessment of the thesis of
to reflections on geo-philoso-
phy, psychology, 18th century
literature, or cinematography.

Deleuze and Félix Guattari.

sdy

- zaroven

&jin veé

bo védy
a filosofie az po uvahy o geo-

ké rozpéti témat od

hodnocovani tezi d

Guattariho. Prezentuje koncept,
juje $iro

ve kterém kazdd z disciplin
, uméni nel
18. stoleti nebo kinematografii.

2) Kniha Co je filosofie (1991)
filosofii, psychologii, literature

predstavuje milnik ve spolu-
vytvaii ideje, s jejichz pomoci

praci Gillese Deleuze a Félixe
konfrontuje chaos

ale kritizuje pojeti filosofie
jako pouhého prodlouzeni
logiky. Publikace propo-

filosofie
prel

Docela klasické déleni vyzkumu je na zakladni a apliko-
vany. V oblasti uméni k tomu mizeme najit paralelu ve
volném a uZzitém uméni. Aplikovany vyzkum nebo uzité
umeéni zahrnuje komunikaci se zadavatelem, déla se ,néco
pro nékoho". Oproti tomu volné uméni toto jasné zacileni
nem3, ale zastava roli ohledavani hranic, experimentovani,
stejné jako, freknéme, zakladni vyzkum ve védnich disci-
plinach. Dalsi méfitko skyta mira ,tvrdosti” a exaktnosti
metody, kterou dana disciplina pouziva. | pro filosofii a hu-
manitni védy existuji asto velmi prisné zavazné postupy.
Jiny stuperi exaktnosti ale predstavuje mnoZstvi mate-
matizovanosti dané metody, tedy pokud je spravna, méla
by byt opakovatelna a jednoduse formalizovatelna. Pokud
se tedy budeme pohybovat na $kale tvrdého a mékké-

ho vyzkumu - kde je misto uméleckych obor(? Zatim
nevime, protoze volné ani uzité uméni takové specifické
misto nema. Vyzkum se na uméleckych Skolach da délat
skrze tvrdé analytické metody, ale i zpsobem diskuse

o Cisté filosofickych otazkach. Nedavno se na AMU konala
konference, na které se predstavovaly doktorandské
projekty na uméleckych skolach. A skala byla vyplnéna
celé: nékteré prispévky se velmi malo lisily od soucasné
filosofie, a naproti tomu stal technologicky restauratorsky
vyzkum na zékladé analyzy pigmentl nebo vyzkum fyziky
pohybu vzduchu uvnitf klarinetu.

II. Designu v Cechach chybi bezprostrednost

Vyzkum v designu je v zahraniéi brany jako diikaz sys-
tematicky rozpracované a podlozené tivahy. Vysledny
artefakt nebo prezentace ¢asto hraniéi s volnym uménim
nebo se pohybuje na poli kritiky technologii. Je napfiklad
hodné naro¢né zpracovat projekt, ktery znazoriuje silu
GPS signalu skrze intenzitu svétla vydavaného specialné
zkonstruovanou lampou. Takové koncepty potom zahrnuji
celou skalu technologickych i teoretickych dovednos-

ti — od pochopeni technického principu signélu az po
elektrotechnické znalosti nutné pro vyrobu takového
predmétu. Vysledny objekt, nebo jejich soubor, je potom
dikazem zvoleného uvaZovani a metody. Nejsem si jist,

e Félix

Gilles Deleuze
Guattari

NTI-0EL

\What Is
Philos-
ophy?

The classic division of research is into basic and applied.
In art we can find an analogy in fine and applied arts.
Applied research or applied arts involve a communication
with a client as a production of “something for someone”
On the other hand, fine arts don't have this clear inten-
tion but their function might be to examine the limits,
experiment just like the basic research in science. Another
criterion is the degree of “hardness” and exactness of

the method the given discipline uses. Even for philosophy
and humanistic studies there are very strict obligatory
procedures. Another degree of exactness is the volume
of mathematization of the given method; if it's correct it
should by repeatable and easily writable. If we are talk-
ing about hard and soft research - where is the place of
artistic domains? We don't know yet because fine and
applied arts don't have a specific place. At art schools,
research can be done through hard analytical methods as
well as through discussion about philosophical questions.
I remember conference that featured a presentation of
postgraduate projects from art schools. And the range
was fully completed: some contributions differed very
little from the contemporary philosophy and on the other
side there was a technologic restoration research based
on pigment analysis, or a study of the movement of the air
inside a clarinet.

I. Czech design lacks casualness

The research in design abroad is perceived as an evidence
of systematically elaborated and substantiated reflection.
The resulting artifact or presentation often borders fine
arts or belongs to technology criticism sphere. It is pretty
hard to compose a project that deals with the strength of
a GPS signal and demonstrates it through the intensity of
light from a specially constructed lamp. Such projects in-
volve a wide range of technical as well as theoretical skills
- from understanding the technical principal of the signal
to electro technical knowledge needed for construction

of such an object. The resulting object or a collection of
them is a proof of the chosen thinking and method. | am



zda ma volné uméni moznost jit obéma sméry a do jaké
miry je zde dileZity zadavatel, pokud se jedné o podklad
pro teoretickou tvahu.

Specifikem Ceského prostredi je, ze design zde ma roli
prisvédcujici, dokonce si myslim, Ze mozna az pfilis. Pro
volné umélce naopak témér neni mozné na spolecen-
ské déni nereagovat?. Pro designéry je to éasto druhotna
otazka: navrhuji nemocniéni lizka, ale jakakoli otazka na
etiku je dokaze zaskocit. Coz trochu protireci zakladni-
mu rozdéleni vyzkumu — uzitnost by v tomto ohledu méla
vzdy znamenat kontakt se spolenosti a feseni jejich
otazek. Naproti tomu by se dalo fict, Ze volny vyzkum se
na pfitomnost nemusi ohlizet a mize byt vizionarsky. Nic-
méng se obavam, e pokud dnes nékdo v Cesku poklada

spoleCenskeé otazky, je to spiSe volné uméni, nikoliv design.

V porovnani s Evropou jsme trochu pozadu ve vnimani de-
signu jako spolecenského Cinitele ovliviiujiciho svét kolem
nas. Mnohem ¢astéji jsou pfedmétem debaty konkrétni
zakazky z formalniho nebo koncepéniho hlediska, spole-
¢ensky presah témeér nevidim.
Prekvapuje mé to a popravdé
sam nevim, ¢im to je zapficiné-
no. Trochu jind situace je mozna
v architekture, kde se bézné
otazky vlivu na spole¢nost a pro-
stredi fesi. JenZe vystudovani
architekti navrhuiji v Cesku jen
mensinu staveb. Naopak u de-
signu je mnohem vyssi prav-
dépodobnost, Ze se designéri
dostanou k velkym vyrobnim
zakazkam, napriklad s pfimym
vlivem na Zivotni prostredi nebo
kulturu. Paradoxné se zd3, Ze ti,
ktefi by svét redlné ovliviiovat
mohli, to nedélaji.

not sure whether fine arts can choose both ways and
how important a client is if we're talking about a basis for
theoretical reflection.

A special feature of the Czech milieu is that design has
an agreeing function, | think maybe way too much. On the
other hand, it is almost impossible for contemporary artist
not to respond to social affairs®. As opposed to designers
who take that as almost inferior question being able to
design hospital beds, but any issue regarding ethics takes
them by surprise. That is a bit contradictory to the basic
classification - the usability should always mean a contact
with the society and solve its issues. On the other hand we
could say that independent research doesn't have to take
the present time into consideration and can be visionary.
If there is anyone asking socially relevant questions in the
Czech Republic today, it is fine arts not design. Compared
to Europe we are a little bit behind in perceiving design as
a social factor affecting the world around us. The subject
of the discussion are rather particular commissions from
a formal or conceptual point of
view but | can hardly see any
socially significant overlap. That
surprises me and to be honest
I don't know what caused it.
| can see some difference in ar-
chitecture where the social and
environmental issues are usually
being solved. But vocational
architects design less buildings
than civil engineers. Contra-
riwise it is much more likely for
designers to get their hands on
large production commission
for example directly affecting
the environment or culture. It is
a paradox: Those who should
change things are not able to
do so.

3) Jonas Strouhal se v uméleckém projektu Pacient sestrojil pri-
stroj (2011) zabyva problematikou biofeedbacku. Tento terapeutic-
ky postup zkouma pouziti biologickych zpétnych vazeb za pomoci
méfeni osobnich fyziologickych veli¢in (napt. EMG, EKG, EEG)

v redlném Case a jejich hmotnou prezentaci. Pacient je pak do jisté
miry schopen tyto hodnoty ovlivnit viili a tim se je naucit ovladat.
Strouhal se inspiroval vlastni ticasti na terapii, kterd mu v détstvi
pomahala s poruchami koncentrace a s hyperaktivitou, a aplikoval
ji do sféry uméni. Ro¢ni spolupréce s neurology, psychology ¢i
terapeuty i osvojeni elektrotechnickych a mechanickych znalosti
mu umoznila sestrojit vlastni ptistroj, s nimz je tak schopen silou
negativnich a pozitivnich myslenek ohybat strom v lese, ovladat
fonténu, ale i upéct dezert v remosce.

Foto: Romana Drdova

3) It was during his art project Patient constructed an apparatus
(2011), which focuses on the issue of biofeedback, that Jona$ Strou-
hal built a special device. Biofeedback is a therapeutic approach
that investigates the use of biological feedbacks with the help of
measuring personal physiological quantities (for example EMG,
EKG, EEG) in real time and their material presentation. Patients are
to a certain extent able to influence these quantitates with their
own will and therefore learn to control them. Strouhal was inspired
by his own experience with the therapy, which helped him with
impaired concentration, and hyperactivity during his childhood;
and he applied it to the sphere of art. A yearlong cooperation with
neurologists, psychologists, and therapists, as well as mastering
mechanical knowledge, helped him create a device through which
he is able to bend a tree in forest, control a fountain, bake a sweet
in portable oven by the power of negative and positive thoughts.
Photo: Romana Drdova

MozZzna je to dané tim, Ze architekt pracuje primo
s koncovym klientem, obyvatelem rodinného domu nebo
feditelem knihovny — a podobny bezprostfedni vztah ma
pravé volné uméni, které na divaka plsobi pfimo a ¢asto
velmi silné. U designu je vztah ke koncovému uZivateli
zprostredkovany skrze zadavatele, vyrobce a pfimé
spojeni tak musi suplovat nékteré metody poznavani
uzivatel( a jejich potfeb. To je mozna brzda pro designéry
v otazkach obecného typu — mlze jit o strategie, jak
jednat s vyrobci, nebo jak je alespor ¢aste¢né obejit,
dostat se do vice bezprostiedniho vztahu s koncovym
uZivatelem.

Je celé fada otdzek, ke kterym se skrze vyrobce
neda dostat. A praveé to je podle mé néco, co déla design
velmi vyjime&nym i mezi uméleckymi obory, coz stoji
za hlubsi prozkoumani. Socialni rozmér designu by mél
byt samoziejmosti a situace v oboru je takova, Ze bud'
se vibec nefesi, nebo se z néj stane mddni téma. Pro
architektaje napriklad ohled na Zivotni prostredi dany
uz ve stavebnich predpisech. Stavba ma technické
parametry, ma estetickou rovinu a funguje ve verejném
prostoru — v tomto trojuhelniku se podle mé architektura
pohybuje a $koleni architektd ma vlastné tri kontexty pro
vzdélani. U designu takovy trojuhelnik bude asi slozitéjsi.

lIl. Spottebitel vs. zakaznik

Design je pro nas do jisté miry necitelny, protoZe fadu
produktl bereme jako &istou samoziejmost. Dovedu si
predstavit, Ze se bude demonstrovat proti kontroverz-
ni budové nebo projektu a podafi se Gispésné rozlozit
necitelny zasah do prostfedi mésta. Architekturu mame
skrze verejny prostor vice osvojenou jako uZivatelé, ale
co udélame na obranu proti necitlivym produkttim? Ma-
Zeme je bojkotovat, ale celkové je pro nas proces vyroby,
distribuce i navrhu naprosto nepriihledny a komplikovany.
Verejnost by tedy pro designéry neméla byt pouze ano-
nymni nékdo, kdo pouziva jejich navrhy, ale méla by ziskat
skuteény status zakaznika. Do jisté miry mame doposud
status urcitého spotrebitele, konkrétné diky Spolecnosti
na ochranu spotiebitel(.

Dnes se do architektury vraci odli$eni architektury
od stavitelstvi, coZ bylo viditelné napfriklad v 19. stoleti,
amozna by takové déleni prospélo i designu. Stavebni ka-
talogy a programy domd na kli¢ nabizeji standardni fe$eni
béhem nékolika minut. Tomu se témér neda konkurovat
a architektura jako takova zde nema zadné vyuziti. To se
snazim fikat i studentlm: nemdZete jit cestou nejmen-
$iho odporu — pokud budete chapat profesi jako soubor
jednoduchych reseni, tak za par let nebudete potreba. Na
Upravu koupelny nebo zménu dispozice bytu nepotrebu-
jete architekta, ale technickeé reseni — uz prece vite, co
chcete, a potrebujete stavebniho inzenyra a mozna radu
ohledné vybaveni. Tim bych se vratil ke smyslu vyzkumu,
protoZe vyzkumny prvek je integralni souc¢asti architek-
tury. Hledani feseni pro sloZity, na prvni pohled mozna
neresitelny problém. Pokud mam rymu, jdu si pro aspirin,
pokud se citim hii, jdu za doktorem, aby mi stanovil dia-
gndzu a dal mi odbornou radu, jak problém vyresit. V tom

Maybe it is because architect works directly with the
final client; an occupant of a family house or director of
alibrary — and similar unforced relationship have fine arts
that impress the viewer directly and often very strongly.
In design the relationship to the final user is mediated by
the ordering party, producer, and direct connection has
to be substituted by learning about the users and their
needs. That might be an obstacle for designers in general
questions — those could be strategies how to deal with
producers, or how to bypass them at least partially, get
more into immediate relation with the final user.

There is a number of questions that can't be reached
through a producer. And | think that is something that
makes design very special among the artistic disciplines
which is worth a deeper exploration. The social aspect of
design should be commonplace and the current situation
in this field is either not dealing with it at all, or making
it a trendy topic. The building regulations for architects
already stipulate taking the environment into considera-
tion. A building has technical parameters, aesthetic level
and it functions in a public space — this is a triangle of
architectural work and architectural education has three
contexts for teaching. In design such a triangle would be
more complicated.

[Il. Consumer vs. Client

To a certain extent design is illegible for us because we
are taking many products for granted. | can imagine that
people would protest against a controversial building

or a project and successfully disintegrate insensitive
intervention to the urban environment. We have adopted
architecture as users through the public space but what
can we do to protect ourselves from insensitive products?
We can boycott these products but generally the process
of production, distribution as well as design is totally non-
transparent and complicated. For designers the public
should not be an anonymous person using their designs; it
needs to have a real status of a client. To a certain extent
we still have a status of a consumer, particularly thanks to
the Association for Consumer Safety.

Today, the distinction between architecture and civil
engineering is returning like it was for example in the 19th
century and maybe such classification would be good
for design too. Building catalogues and turnkey projects
offer a standard solution within a few minutes. You can't
compete with that and architecture as such is of no use
here. | am trying to tell this to my students: you can't take
the path of least resistance - if you are going to under-
stand your profession as a collection of simple solutions
you won't be needed in a couple of years. You don't need
architect to adapt a bathroom or change a disposition,
you need a technical solution - you know what you want
and you need a civil engineer and maybe help to select
the right furniture. That brings me back to the meaning of
research because research element is an integral part of
architecture. Looking for a solution to complicated, maybe
even at the first sight unsolvable problem. When | catch
acold | go and get an aspirin, when I'm feeling worse | go



vidim paralelu s roli architektury. Jeji misto je tam, kde si
nékdo nevi rady a kde je potfeba najit kreativni feSeni. To ji
propojuje s vyzkumem — moje minimainidefinice vyzkum
je dlouhodobgjsi systema"('lEk-e-s|§ﬁaﬁﬁ@ﬁﬁ-’?’nfu,J
které je reflektované a argumentované. A to téma musi
byt problém nebo néjaka otazka. Dlouhodobé se totiz
mUzu zabyvat né¢im ¢asové naroénym, ale nemusi to byt
vyzkum, pokud nemam formulovanou otazku ¢i problém.

Tim se tedy vétSinou lisi architektura od stavitelstvi, které
fesi problémy standardni cestou.

U projektt ve Skolnim prostiedi postradam dostateény
zajem o verejné zakazky, z posledni doby mé zaujaly tieba
navrhy tramvaji v ateliéru lvana Dlabaée na UMPRUM*.
Myslim si, Ze ¢im vice bude verejna Skola spolupracovat

s tim nejpfirozenéjsim klientem, tedy verejnosti a obcany,
tim lépe pro jeji dal$i posun a kontakt s realitou. Studenti
velmi éasto dokazi efektivné otevirat a mozna i zodpovi-
dat mnohé otazky, které jsou atraktivni pro dal$i tviréi
oblasti, ale i pro soukromé vyrobce a firmy.

Urcita primarni necitelnost oboru je také zplsobena
nejasnym medialnim obrazem, ktery se dnes, at chceme
¢ine, vytvari predevsim skrze silnou pozici medialni osob-
nosti. Kdo je u nds ale neutralnim mluv&im uméni nebo
designu a neprodava tim pouze vlastni praci?

Poptéavku po designérovi si dovedu predstavit jako hle-
dani nékoho, kdo jiz hotovou véc dokaze vylepsit, potvrdit
a optimalizovat (esteticky i funkg-
n&). Ale jeho role by méla byt i kri-
ticka ve smyslu nastolovani novych
otazek, které problém reformuluji.
Prikladem — opét z prostredi archi-
tektury — by mohla byt vyzkumna
organizace AMO, co? je zrcadlové
dvojce mezinarodniho studia OMA
Rema Koolhaase®. AMO, kromé&
spoluprace na slozitych projektech,

and see a doctor to give me an expert advice how to solve
my problem. That is a parallel with the role of architecture.
Architecture’s place is where someone is at their wits'

end and needs to find a creative solution. That connects

it with research — my minimal definition of research is
along-term systematic observation of a certain topic that
is being reflected and reasoned. And the topic have to be
a problem or a question. | may be dealing with something
complicated for a long time yet it doesn't have to be
aresearch if | don't formulate a question or a problem.
That is the usual difference between architecture and civil
engineering which solves problems in a standard manner.

For example in school projects | miss an adequate inter-
est in public contracts; recently | was impressed by the
designs of trams in lvan Dlabag’s studio at AAAD in
Prague®. I think the more a public school cooperates with
its most natural client - i.e. the public and the citizens - the
better for its further development and contact with the
reality. Students can often effectively open and maybe
even answer numerous questions that are attractive for
other creative disciplines as well as private producers and
companies.

A certain primary illegibility of the discipline is also
caused by an unclear media image today mostly built
through a strong position of a media personality whether
we like it or not. But who is a neutral speaker of arts or
design in our country, not selling
their own work along?

A demand for design in my
point of view can be a search for
someone who can improve already
finished thing in some way, verify
it and optimize it (aesthetically
as well as functionally). But then
| think the role should be also
critical in sense of asking new
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rather than a private
aliair,..

5) Kancelat AMO se zabyvé vyzkumem, tvorbou identit, strategii
znacek a publikacni ¢innosti v ramci predniho architektonického
studia Office for Metropolitan Architecture (OMA) v ¢ele s Remem
Koolhaasem. Mezi zpracované publikace patfi tfeba Project

Japan (2011), rozsahla dokumentace japonské metabolistické
architektury 60. let 20. stoleti. Kanceldi zpracovava studie pro radu
instituci i firem, napiiklad na téma nizkouhlikové budoucnosti
Evropy pro Klimatickou komisi EU, v rozhovoru zminény obchodni
dtim Prada nebo letiSté Schiphol v Holandsku. V roce 2001 byla
AMO soucdsti mezindrodniho think-tanku pro vytvoreni vizudl-
niho jazyka Bruselu jako hlavniho mésta EU. Vysledny motiv se
sklddal z pruhti vSech barev ¢lenskych zemi a byl pozdéji rozvinut
pro znacku rakouského predsednictvi EU (2006).

5) AMO studio deals with research, identity creation, brand strat-
egy, and publication as part of the renowned architectonic studio
Office for Metropolitan Architecture (OMA) lead by Rem Koolhaas.
Their publications include for example Project Japan (2011), an
extensive documentation of Japanese metabolism architecture

of the 1960’s. The studio composes studies for numerous institu-
tions and companies, for example on low-carbon future of Europe
for EU Climate Action, the above mentioned Prada, or Schiphol
airport in Netherlands. In 2001 AMO was a part of the international
think-tank that created the visual language of Brussels as the EU
capital. The final motive composed of stripes representing colors
of all member countries was later developed for the brand of the
Austrian EU presidency (2006).

zkouma i otazky, které nesouviseji pfimo s architekturou.
Impulsem pro vznik studia byl vyzkum toho, co znamena
obchodni diim a jak se mé dnes prodavat méda, tedy
otazka, ktera méla reformulovat plvodné jasné zadani od
odévniho fetézce Prada. Schopnost vytvorit si viastni za-
dani je stejné daleZita role jako ta afirmativni, jen ji bohuzel
v roviné designu u nas vidim zatim velmi mélo. Mozna se
ale jen Spatné divam.

questions reformulating the problem. An example - again
from architecture - might be a research organization AMO
which is a twin of Rem Koolhaas' international studio
OMAS, Besides cooperation on complex projects, AMO
deals with issues that are not directly related to archi-
tecture. Animpulse for foundation of such a studio was
aresearch what is a department store and how should
we sell fashion today, i.e. a question that was supposed

to reformulate originally clear assignment from Prada.
The ability to form one's own assignment is as important
role as the affirmative one, | just don't see it in design very
often yet. But maybe | just need to look closer.

4) Moznym prikladem, jak reagovat na spolecenska témata, je pro 4) A possible example for students of design how to respond to

studenty designu napfiklad navrh dopravnich prostredku. Pro
prazskou hromadnou dopravu vytvorili studenti priimyslového
designu UMPRUM ergonomicka protiskluzova sedadla a také

society-related topics is for example design of vehicles. For the
Prague public transport the students of industrial design at AAAD
created ergonomic anti-slip seats as well as trams inspired by

vozidla inspirovana legendérni sérii tramvaji T3z 60. let 20. stoleti.  the legendary model T3 from the 1960’s. The design by Tomas

Navrh Tomase Chludila (2016) pocitd s vyhledem na prazské
pamatky i s dostatecnym prostorem pro nohy ptizptisobenym

Chludil (2016) counts on a view of the Prague monuments as well
as enough leg room adjusted to various seating options. All trams

riznym moznostem sezeni. V§echny tramvaje v ramci ukolu byly were designed with low floor based on one underframe type.
navrzeny jako nizkopodlazni na zakladé jednoho typu podvozku. Photo: Tomds Chludil

Foto: Tomas Chludil
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IV. Design, ktery lé¢i

Pokud budeme hledat paralelu opét v medicinég, feSeni
problému je pouze jedna z ¢asti komplexniho celku. Lékar
totiz miZe vyfesit urity problém, ale také vymyslet tipIné
novy hygienicky navyk, ktery mu pfedejde. CoZ v designu
a architekture odpovida antropologické a kulturni sfére,
ktera plisobi v roviné kulturni invence. Souslovi ,kritic-
ky design”, které je v této souvislosti &asto naduZivano

a zbytecné negativné vnimano, bych rad nahradil pojmy
Jreformulace” nebo ,kultura.” Co je vlastné kultura? Jed-
na se o vytvareni véci a navykd, které k Zivotu primarné
nepotiebujeme, a rozvijeni téch jiz existujicich?

Mozna by se mélo fikat alespori kulturné-kriticky
nebo spole¢ensko-kriticky. Délal jsem nedavno rozhovor
s architektem Petrem Hajkem. Ptal jsem se, jestli citi jako
sviij kol také osvétu mezi klienty. Reagoval na to zajimavé
— fekl mi, Ze to pro ného neni viibec podstatné, protoZe ho
zajima rozhovor s klientem jako spoleéné rozvijeni problé-
mu, nejen jako monolog. Jeho otec mu pry v détstvi vy-
svétloval fyziku nikoli subjektivné, ale snaZil se mu ukazat,
jak je fyzika zajimava obecné, nezavisle na ném. Dodnes
ho zajima fesit obecny problém, ktery neni ,jeho” nebo
Jklientdv”, ale je to disledné ohledani obecné otazky. To
beru jako vyzvu klasickému kli$é, Ze se umeéni zaobira ne-
opakovatelnymi vécmi a mé auru jedine¢nosti. Kriti€nost
neznamena jen vénovani se individudlnim problémdm, ale
i povinnost otevirat celospolecenské problémy.

Muzeme tomu také fikat spoleGenska odpovédnost
nebo nachazeni problému, coz by mélo byt samozrejmou
aintegralni soucasti discipliny. Nelze fesit pouze pro-
blémy, které nam nekdo zada. Znamena to postavit se
problémdm, které zdanlivé nemaiji feSeni, nebo se snazit
pojmenovat nové problémy. Studenti musi sledovat svét

IV. Design that heals

If we are looking for a parallel in medicine, the problem
solution is just one part of a complex whole. A doctor can
solve a certain problem but he can also come up with

a whole new hygienic habit to prevent the problem. In
design and architecture that corresponds with anthropo-
logical and cultural sphere acting in the realm of cultural
invention. | would like to replace the collocation “criti-

cal design”, which is often overused and unnecessarily
perceived negatively in this connotation, with the words
“reformulation” or “culture”. What actually is culture? Is it
creation of things and habits we don’t primarily need for
life, and development of the existing ones?

We might say at least cultural-critical or social-critical.
| have interviewed architect Petr Hajek recently. | asked
him whether he feels obliged to raise the awareness of
his clients. His response was interesting - he told me that
it wasn't important for him because he was interested
in a dialogue with the client as a joint development of
a problem not a monologue. His father explained physics
to him as a child not subjectively but he tried to show him
that physics is interesting generally, independently on him.
He is still interested in solving a general problem that is
not “his” or “clients” but that is a consistent examination of
a general question. | take that as a challenge to a classical
cliché that art concerns itself with unrepeatable things
and has an aura of uniqueness. Criticalness doesn‘t mean
just dealing with individual problems but also an obligation
to address society-wide issues.

We can also call it a social responsibility or problem
finding which should be a natural and integral part of
the discipline. We can't just solve problems someone
assigns to us. If | cultivate my profession by just waiting

1970-2011, in % of the total number of persons

Development of the number of singles during
aged 20-39.

Vyvoj poctu singles v obdobi 1970-2011 v %
z celkového poctu osob ve véku 20-39 let.

1970 (17 %) 1980 (30 %)

1991 (4,7 %)

2001 (66 %) 2011 (96 %)

6) Z vysledkt posledniho S¢itdni lidu, domti a bytti v roce 2011
vyplyv4, ze v CR zilo na 300 000 singles, coz byla piblizné 1/10 osob
ve véku 20 az 39 let. Nejcastéji vyuzivali najemni bydleni (40 %),
osobni vlastnictvi (29 %) a vlastni diim (15%). Vétsinou se jednalo
zastoupeni singles bylo zaznamendno v obcich s 500-999 obyvateli.
Jejich maximalni podil byl zjistén ve velkoméstech, kde predstavuji
az14 % obyvatel v prislu$né vékové skupiné. Na trovni krajt byl
nejvyssi podil singles zjistén v Usteckém a Karlovarském kraji, nej-
niz$i zastoupeni pak v oblastech vnitini periferie na pomezi Cech

a Moravy, tedy v regionech s horsi dopravni dostupnosti, ob¢anskou
vybavenosti a s tradi¢né vy$sim zastoupenim tplnych rodin.

Zdroj: Cesky statisticky urad

6) The last Census from 2011 implicates that in the CR there were
300,000 singles which was approximately 1/10 of people between
20 and 39 years. Most frequently they used rental housing (40 %),
private ownership (29 %), and their own house (15 %). Usually these
people were economically active with higher education. The lowest
proportion of these people was in municipalities with population
of 500-999. The maximum proportion of these people was found
in big cities where they represented up to 14 % of population in the
given age group. In regions, the highest proportion of singles was
found in Ustecky and Karlovarsky Regions while the lowest propor-
tion was in the areas of inner outskirts on the border of Bohemia
and Moravia, i.e. in regions with inferior accessibility, community
facilities, and traditionally higher rate of whole families.

Source: Czech Statistical Office

16

kolem sebe — jak obecny, globalni, tak specifické lokalni
nebo regiondlni prostiedi, které je obklopuje. Napt. hlavni
trendy spojené s demografii a s tim spojené hledani
novych typologii bydleni — to je v rdmci méfitka téma pro
architekty, ale i designéry. Aktualni oblasti, kterou je podle
mého tieba se zabyvat, je dnes i starnuti populace. Vime,
Ze se prodluZuje aktivni vék, a kategorie ,senior” se zalina
posouvat, uz to neni jen podzim, ale i [éto Zivota. Na druhé
strané lezi fenomén pred-rodinného Zivota, napiiklad
singles Ziji dnes sami aZ 15 let, neZ zaloZi vlastni rodinu®.
Oba problémy jsou velmi specifické a vyZaduiji uvazovani
o zivotnim stylu, volném ¢ase a dalSich souvislostech.

snazsi ménit.

V. Design jako kreativni vyzkumny experiment

Snahou funkcionalismu, napfiklad u architekta Bedficha
Rozehnala, bylo skrze architekturu zlepsit hygienu a prak-
tiénost — v interiéru napfriklad diky pouzivani dostatku
svétla, kachliéek nebo linolea, které se dobre &isti atd.”
Proto by se vyzkum prostfedi a uzivateld mél implemen-
tovat do vyuky, aby byli studenti vedeni k hlubSimu reser-
Sovani témat a historie feSené problematiky. Designéri
jsou ale ¢asto zvykli vée hned skicovat a fidit se hodné
momentalnim napadem.

Myslim si, Ze urcité vyzvy a problémy nebo nové in-
vené&ni prvky mohou pfijit i z jinych obor(. Proto beru jako
hlavni tkol svého pedagogického plsobeni ukazovat na-
§im designérdim, architektlim a umélcdim témata z fyziky,
biologie ¢i ekonomie — ne proto, aby se z nich stali biolo-
gové, ale aby se jednak naucili mit oteviené oci a hledali si
nejen inspiracni prvky, ale aby chapali transdisciplinaritu
jako samoziejmost ve v§ech oborech a na v§ech Urovnich.
A také aby docenili smysl| badani, vyzkumu a experimen-
tovani. Vyzkum ma povahu experimentu s nejistym vy-
sledkem. U zakladniho vyzkumu se ¢asto da 99 % procent
prostiedkl na néco, co nakonec nema zadny vysledek,

a z jednoho procenta potom vznikne penicilin nebo néco
podobné podstatného. Zaroven nejde fict, ze téch 99 % je
zbytecnych. Kdo nejde do rizika a do experimentovani, nic
neziska.

V knize The Checklist Manifesto (2009) zminuje 1ékat
Atul Gawande situaci, ve které se jeho kolegovi podatilo ~ Gawande mentions a situation when his colleague
vyfesit vazné hygienické problémy ve slumu u mésta
Karachi. Pfestoze je v této Casti Asie zvykem umyvat
se velmi ¢asto a mydlo bylo navzdory chudobé bézné
dostupné, problémem byla nediikladnost a Spatny
postup pii myti. Reseni obnéselo distribuci mydla zcela and wrong method of washing. The solution consisted
zdarma spolu se souborem podrobnych instrukci, jak
pii umyvéni postupovat. Diky pfijemné viini bylo mydlo  detailed instructions for washing. Thanks to its pleasant
vnimano jako dérek namisto pokarani od zdravotnic-
kych pracovniku, takze zvyky mistnich obyvatel bylo

for someone to call then soon | won't be needed at all.
Architecture is a proof that such an approach is a profes-
sional suicide because partial problems can be solved by
computer programs faster. It means to face the problems
with seemingly no solution, or try to name new problems.
Students have to observe the surrounding world - whether
general, global, or specific local or regional environment
that surrounds them. The main trends in housing related
to demography and for example searching for a new ty-
pology of shared housing for singles over 15 years — that is
a topic for architects and designers too within the scale®.
Another current area that needs to be solved is population
ageing. We know that the active age is getting longer and
the category of “senior” starts to shift; it isn't an autumn
anymore, it's a summer of life. On the other side there is
the phenomenon of pre-family life; for example singles

live up to 15 years alone before they start a family. Both
problems are very specific and require consideration of
lifestyle, free time and other contexts.

In The Checklist Manifesto (2009) a doctor Atul

solved a serious sanitary conditions in a Karachi slum.
Even though it’s a common habit to wash oneself very
often in this part of Asia and a soap was easily available
despite of the poverty, the problem was a very careless

of a free distribution of soaps together with a series of

smell, the soap was a present not a rebuke from medical
staff, and thus it was easier to change the habits of local
inhabitants.

V. Design as a creative research experiment

Functionalism attempted, for example in work of archi-
tect Bedrich Rozehnal, to improve hygiene and function-
ality through architecture — thanks to sufficient use of
light, tiles or linoleum that is easy to clean etc.” These
areas should be implemented in teaching as its natural
component and lead students to a deeper exploration of
topics and history of the discussed issues. But designers
are often used to quickly sketch everything and follow
their current ideas.

| think that certain challenges and problems and new
inventive elements can come from different disciplines.
That is why | see as my main teaching task to show our
designers, architects, and artist topics from physics,
biology or economy — not for them to become biologists
but to learn to have open eyes and find inspiration as
well as to realize that transdisciplinarity is a natural
thing in all fields and on every level. Research is also
characterized by the fact that it is always an experiment
with uncertain results. In basic research you often
spend 99 % of funds on something that doesn't have
any results and then the last one percent brings you
a penicillin or something similarly substantial. At the
same time you can't say that the 99 % is useless. Anyone
who is not willing to take risks and to experiment is not
going to achieve anything.
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Dimitri Nikitin, Pomnik obétem komunismu
(2011), zadani Dm pod Stalinem, Ateliér
Hajek/Hulin, vedouci Petr Hajek, Fakulta
Architektury JT v Praze.

Névrh je situovan jako cesta navazujici na
Cechtiv most a propojujici centrum mésta s Le-
<ym kopcem. Koncept pomniku vychazi
ze snahy vyjadfit téma za pomoci prostoru,
nbol, ktery je jasné pochopitelny bez
dal$iho soc! ho konkretizova

)
Fakulté Architektury prazské CVUT v Praze

v ramci LEA (Laboratot Experimentalni Archi-
tektury) pripravil rozsahly projekt ANASTO-
. Pojem anastomosis
se v biologii pouziva pro propojeni dvou
/stém v téle - pokud spojeni zanikne, tkané
a organy odumiraji. V publikaci a na vystavé
(2012, DOX, kurator Adam Gebrian) b
zdkladé dvouletého vyzkumu v oblasti urbani-
smu predstaveny navrhy na regeneraci a ozive-
ni dosud nevy ch hrani¢nich oblasti mezi
ni ¢astmi. Soucasné stredoevropskeé
mésto je evolué¢né zamrzlé. Jeho struktura je
z hlediska urbanismu a infrastruktury pevné

potteby. V roce 2012 ziskal projekt
Cenu rektora CVUT.
Foto: Katefina Uksovd, Zuzana Dittrichova

Dimitri Nikitin, Monument to Victims of
Communism (2011), assignment House under
Stalin, Hajek/Hulin Studio, Head Petr Hajek,
Faculty of Architecture CTU in Prague.

The design is situated as a path connect-
ing to Cechtiv Bridge and linking the city
center with Letna hill. The concept of the
monument comes from the effort to express
the topic through space as a symbol that is
clearly understandable without the need of
further sculptural materialization.

Petr Héjek and Jaroslav Hulin Studio at
the Faculty chitecture of CTU in Prague
prepared an extensive project ANASTOMOSIS
- interconnected city as part of the project LEA
(Laboratory of Experimental Architecture).
Anastomosis is a term from biology describing
a connection of two systems in a body - if the
connection disappears, tissues and organs die.
Based on a two-year research in urbanism, the
following publication and exhibition (2012,
DOX, curator: Adam Gebrian) presented pro-
posals for regeneration and revitalization of so
far unused border areas between city districts.
The contemporary Central-European city is
evolutionarily frozen. Its structure regarding
urbanism and infrastructure is strictly defined
and that /hy it responds to new demands
with greater difficulty. This project received
the CTU Chancellor Award in 2012.

Photo: Katefina Uk: Zuzana Dittrichova
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informacniho systému pro vefejnou dopravu a systému
cvakani listk{ u Eekani na zastavce nebo vlastnich pruhd
pro autobusy, ze kterého se stalo patentované reseni
pouzivané v mnoha méstech svéta®. Pro Gspésné zavadéni
novych véci je kli¢ova kreativita. Je tfeba mit predstavi-
vost a byt otevreny a pfipraveny. Myslenky totiz zpravidla

ticket validation while waiting on the stop, or separated
lines for buses. InCuritiba this is a patented solution and it
even caused more people to ride a bus than a car®. Surely
there are many methods of introducing new things and
you can also generate a demand for new problem finding
with education. But it is difficult to'devise problems for

7) Architekt Bedtich Rozehnal (1902-1984) shrnul svoje poznatky
z praxe do knihy Cesta k feSeni nemocnic¢ni otdzky mésta

Brna (1949) publikované v ¢esko-anglickém vydani. Jeho dlouho-
dobou specializaci byla zdravotnicka architektura a nemocni¢ni
prostiedi. Jiz od poloviny 30. let 20. stoleti, kdy se podilel na pro-
jektovéni onkologického zdravotnického zatizeni na Zlutém kopci
v Brné, slucoval ve své préci formalni eleganci funkcionalismu

s analytickym pfistupem. Ve svych navrzich se fidil funkénimi
pozadavky nemocni¢niho provozu (rychla orientace, kratké trasy
Ppfi urgentnim prijmu), stejné jako snahou o vytvoreni humanniho
prostiedi pro lékare i pacienty.

Zdroj: Bedrich Rozehnal, Cesta k feSeni nemocnicni otdzky

mésta Brna (1949)

7) Architect Bedfich Rozehnal (1902-1984) summarized his find-
ings from practice in a book called The Solution of the Problem of
Hospitals in the Country Capital Brno (1949), published in Czech
and English. He specialized in health-care architecture and hos-
pital environment. Since the middle 1930’s, when he participated
in the design of oncological hospital on ZIuty kopec in Brno, he
has combined formal elegance of functionalism with analytic
approach in his work. In his designs he followed the require-
ments of hospital operation (prompt orientation, short distances
in emergency admission) as well as attempted to create humane
environment for doctors and patients.

Source: Bedfich Rozehnal, The Solution of the Problem of Hospitals
in the Country Capital Brno (1949)

Preneseni vyzkumu do oblasti uméni ma jeden velky
potencial. Vysledky vyzkumu sice museji byt néjak formu-
lované, schvalné ale nefikam, ze verbalizované. Jsempie-
svédcéeny o tom, Ze se da premyslet i jinak nez ve slovech.
Ajedna ze silnych stranek designért a architektd je ta,

Ze jsou schopni vizualizovat myslenky. To je obrovska sila,
kterou nemaiji védci, Urednici ani komeréni sektor. Vizudlni
umélci maji schopnost predloZit myslenku srozumitelné

a presvédcive. To je stejné velka krasa, jako byt schopny
formulovat matematickou rovnici. Neméli by se toho
vzdavat a naopak by méli tuto silu mnohem vice vyuzivat.
Teprve kdyZ prednesete klientovi urdity vizualizovany
navrh, uvidite, co potfebuje a co mu vyhovuje.

Také zpUsob Sifeni hotovych inovaci je problém hodny
kreativnich feSeni — napfiklad urbanista a starosta brazil-
ského mésta Curitiba Jaime Lerner naucil béhem kratké
doby tridit odpad vétsinu rodin tim, Ze si uvédomil, Ze
navod se efektnéji dostane od déti k rodi¢tim nez naopak;
stejné tak prevratil podil pouzivani automobild a méstské
hromadné dopravy zavedenim prehledného a jasného
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Bringing research into the field of arts represents

a potentially big outcome. Results have to be delivered

in some way, but | intentionally don't say they have to be
verbalized. | am convinced that we don't have to think
just in words. And one of the strengths of designers and
architects is they are able to visualize their ideas. That

is a great strength that neither scientists nor officer or
commercial sector possess. Artists are able to present
an idea in a comprehensible and convincing manner. That
is just as beautiful as to being able to formulate math
equation. They should not give up this and should use
this strength even more. Only when you present a certain
visual proposal to a client you can see what he needs and
what suits him.

Also propagation of prepared innovations is a very
sensitive question - for example Jaime Lerner has taught
half of the families in Brazil to sort the waste because he
found out that it was easier to reach out to children than
to parents, or he has created a well-arranged and clear
system of public transport and established a system of

nechodi na zavolani.

someone else. Thoughts doesn’t come as you wish.

BOQUEIRAD _

8) Systém metropolitnich autobust v brazilské metropoli Curitiba
znacné inovoval architekt, urbanista a politik Jaime Lerner béhem
svého prvniho volebniho obdobi, kdy ptisobil jako starosta. Kviili
niz§im pofizovacim ndkiadttm a podmacenému okoli mésta byly
realizovany linky Speédybus namisto ptivodniho pldnu vystavby
podzemni drahy. Autobusy jezdi po vyhrazenych vozovkach a diky
specidlné navrzenym zastavkam ve tvaru trubic mohou cestujici
nastoupit s jiZ 0znacenou jizdenkou. Dnes zde systém vyuziva
téméi 75 % dojizdéjicich obyvatel. Lerner byl nasledné tiikrat zno-
vuzvolen jako starosta Curitiby a pozdéji i do ¢ela celého regionu
Parand. Metrobusy funguji v radé dalsich velkych svétovych mést,
zejména v latinské Americe.

Foto: mariordo59, Flickrcom
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8) The system of metropolitan buses in Brazilian metropolis of
Curitiba was substantially innovated by architect, urban planner
and politician Jaime Lerner during his first electoral as the mayor.
Due to lower acquisition costs and waterlogged landscape around
the city, it was decided to realize Speedybus lines instead of

the initial plan to build an underground line. The buses run on
reserved roads and thanks to specially designed tube-shaped stops
the passengers can get in with validated tickets. Today, almost 75
% of commuting citizens use this system. Subsequently, Lerner
was reelected mayor of Curitiba three times and later he was even
elected the leader of the whole Parana Region. BRT systems oper-
ate in many other big cities, especially in Latin America.

Photo: mariordo59, Flickr.com



Projekty
Projects

Whoop.de.doo

Projekt Whoop.de.doo vznikl na
Fakulté uméni a designu Univerzity
J. E. Purkyné v Usti nad Labem

z diplomové prace, ve které Anna
MareSovd navrhla kolekci erotickych
hracek pro Zeny. Design byl ovlivnén
nejriznéjsimi reSerSemi - mimo jiné
i dotaznikem zkoumajicim piistup

a vztah uzivatelti k problematice se-
xudlnich pomtcek. Impuls k realizaci
ndvrhu vsak ptiSel az po obdrzeni
Narodni ceny za studentsky design
(2011), kdyz se o dosud neexistu-

jici produkt zacala zajimat média,
odbornici i zdkaznici. Designérka

se na vlastni ndklady pustila do
vyvoje prvniho kusu navrzené sady
- venusinych kulicek. Jelikoz cilem
byla lokalni ¢eska vyroba v malém
ndkladu, znaéné mnozstvi ¢asu
stravila hleddnim téch spravnych
dodavatelt. Intenzivni konzultace

se sexuology a gynekology piinesly
naptiklad optimalizaci velikosti
pomucek. Designérka dodnes realizo-
vala prvni edici venusinych kulicek
(2013) a vibratoru (2016) v edici 500
kust. Projekt ziskal ocenéni Red

Dot Award 2016. Pfiblizné 65 % bylo
investovano do vyvoje a cca 35 %

do zavadéci vyroby. Na rok 2017/18

je v planu rozsiteni o dalsi produkt

- vibracni vaji¢ka.

Foto: Jan Pribylsky

Project Whoop.de.doo originated
from Anna MareSova’s Master’s dis-
sertation at the Faculty of Art and
Design at the university J. E. Purkyné
in Usti na Labem. In her dissertation,
Mares$ova designed a collection of
erotic toys for women. The design
was influenced by various searches
- among other things also by

a questionnaire examining user’s at-
titude and relation to the theme of
sex toys. The impulse to carry out
the design came, however, after
receiving a national price for student
design - Narodni cena za studentsky
design (2011) - when media, profes-
sionals, and even potential customers
took interest in the product. The
designer started developing the

first item of the collection - love
balls - at her own expenses. Since
her objective was a local Czech
production in small edition, she
spent a considerable amount of time
by looking for the right suppliers.
Intensive communication with
sexologists and gynecologists led to
optimization of the size of products.
So far the designer has realized the
first edition of love balls (2013) and
vibrators (2016) in the edition of 500
items. The project received Red Dot
Award 2016. Approximately 65% was
invested in development and around
35% in the initial production. In
2017/18 love eggs will be added to the
existing offer.

Photo: Jan Pribylsky

Bastl Instruments

Bastl Instruments (od roku 2013) se
zabyva inovaci, vyvojem a vyrobou
elektronickych hudebnich néstrojt -
predevsim moduldrnich syntezdtord.
Projekt je pokracovanim etnografic-
kého mapovani fenoménu tzv. hu-
debniho bastleni, jehoz soucasti byla
platforma Standuino (2011). Snahou
vzdy bylo vyrobit nastroje, které pres-
né odpovidaji jejich individualnim
predstavam. Novy produkt proto vy-
chdzi z konkrétni potieby - nejcastéji
specifickych zvukovych moznosti ¢i
urcitého typu interakce s nastrojem.
Pro upfesnéni vsech zadoucich
funkci a uzivatelského rozhrani
vychdzeji Vaclav Pelousek a Ondiej
Merta z tizké spoluprace s muzikanty,
zjejich podnétt i ze studia historické
literatury. Technickeé detaily novych
nastrojui ¢asto konzultuji s ostatnimi
inzenyry nebo navrhdfi synteza-
torti. Cesta od napadu k prvnimu
prototypu trva ptiblizné jeden mésic,
¢asoveé nejnarocnéjsi je viak nasledna
faze testovani technickych detaild,
zpracovani dokumentace a navrhova-
ni grafické podoby néstroje. Ta muize
presahnout i Sest mésicti. Designéfi
dnes po celém svété organizuji
workshopy, kde je mozné si nastroje
sestavit za zlomek jejich trznich

cen, poradaji koncerty a festivaly.
Jejich firma ma komunitni charakter
a zaméruje se na rozvoj elektronické
hudebni scény v Brné, kde provozuji
iobchod Noise Kitchen, ve kterém si
1ze nejen jejich ndstroje vyzkouset.
Foto: Vaclav Pelousek

Bastl Instruments (since 2013)
focuses on innovation, development
and production of electronic musical
instruments - especially modular
synthesizers. The project follows up
ethnographic mapping phenomenon,
so called musical bastling, whose
part was platform Standuino (2011).
The effort was to create musical
instruments that would precisely
correspond to their individual ideas.
New product is always based on

a specific need - most often on
specific sound possibilities or
interactions with the instrument.
After specifying all desired functions
and user interfaces, Véclav Pelousek
and Ondrej Merta start from close
cooperation with musicians, their
suggestions and also from study of
historic literature. They often consult
technical details of new instruments
with other engineers or synthesizer
designers. The way from an idea to
the first prototype lasts approximate-
ly a month, the follow-up stage when
technical details are tested, documen-
tation is processed and graphical
form of the instrument is designed,
is the most time-consuming though.
This stage can even exceed six
months. The designers organize
workshops in the whole world,
where it is possible to build their
instruments for a fraction of their
market price; they organize concerts
and festivals. Their company has
acharacter of acommunity and is
focusing on growth of contemporary
electronic music scene in Brno where
they run a rental shop Noise Kitchen,
in which it is possible to try out all of
their instruments.

Photo: Véclav Pelousek
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Vizudlni smog

Veronika R. Novakova se po navratu
ze zahrani¢nich studii v Belgii nedo-
vedla smifit s podobou brnénského
vefejného prostoru a zacala téma
hloubéji studovat, osobné zkoumat
terén a konkrétni zptisoby, jakymi se
na tizemi mésta prezentuji obchodni-
ci. Zhruba rok pracovala na sbéru dat
a propracovani objektivni metody,
kterd by problematiku dokdzala za-
stitit. Pro diplomovou praci Vizudlni
smog (2015) na Univerzité Tomase
Bati ve Zliné vypracovala vlastni sadu
pravidel pro rozpozndni vizudlniho
smogu. Mezi nemoci prezentac-

nich $titt zaradila tfeba duplicitu
informaci, prili$ agresivni barvy nebo
nejednotnost uzitych fontd, které
spoluvytvareji informacni chaos.
Kategorie nasledné aplikovala na
mapé vizudlniho znecisténi v Brng,
ve které navrzené smérnice uplatnila
v praxi. Tématu se stdle vénuje -
naptiklad v pldnované interaktivni
online aplikaci zaméfené na prevenci
vizudlniho smogu. Ve spolupraci

s radnici Brno-stfed nadale usiluje

o zlepSeni situace v terénu.

Foto: Veronika R. Novdkova

Visual Smog

Veronika R. Novakova could not

put up with the appearance of
Brno’s public space after her

return from Belgium and so she
started studying the problem further,
personally investigating the terrain
and specific ways through which
business people present themselves
in the city. She worked roughly a year
on collecting data and on working up
an objective method that could shield
the entire issue. In her Master’s dis-
sertation Visual Smog (2015) she
created a set of rules for distinguish-
ing visual smog. Among diseases of
presentation shields she listed for
instance duplicity of information, too
aggressive colours or inconsistency
in used fonts, which together creates
information chaos. Subsequently she
applied these categories to a visual
pollution map of Brno, in which she
applied the designed guidelines in
practice. Today she still focuses on
the topic - for example she cooper-
ates with the town hall of Brno-stied
on the planned interactive online
application focused on improvement
of situation in terrain.

Photo: Veronika R. Novékova

Coalit

Vizi Amdlie Koppové bylo pfeménit
filtrovéni stolni vody na kazdodenni
ritual. Jeji filtr sestaveny vyhradné

z ptirodnich a lokdlnich materidlt
vodu ¢isti, mineralizuje a tvori
minimum odpadu. Inspiraci pro takto
specificky produkt se stal tradi¢né
vyrabény uhlik Binchotan pochdzeji-
ci z japonského dubu. Exotickou dre-
vinu nahradilo lokdlni tfeSriové dre-
Vo, vysusené a vypalené bez pristupu
kysliku. Kousky uhliku byly ndsledné
vybrouseny do krystalickych tvar

a s pouzitim chloridu vapenatého se
znésobil jejich strukturdlni povrch,
aby mohly Iépe absorbovat necistoty
a pachy z kohoutkové vody. Spojenim
antibakteridlniho stfibra, hedvébi
aktivniho uhli vznikla v Ateliéru
textilni tvorby UMPRUM v Praze
sestava Coalit (2016), ktera béhem
nékolika hodin prefiltruje vodu ve
stolni karafé. Uhlik je po pouziti moz-
né v rozdrcené formeé recyklovat jako
hnojivo znamé pod nazvem biouhel.
Uhli v ptidé neutralizuje kyselost

a vdze na sebe ziviny a dilezité latky,
které se z pudy nevyplavuji.

Foto: Peter Fabo

The vision of Amalie Koppova was
to change table water filtration into
a daily ritual thanks to a filter, which
would also mineralize the water,
would be composed solely of natural
and local materials, and would create
minimum of waste. An inspiration
for such a product was a tradition-
ally fabricated coal Binchotan from
Japanese oak. The exotic wood was
replaced by local cherry wood, dried
out and burnt without the pres-
ence of oxygen. Pieces of coal were
consequently refined into crystal
shapes and with the use of calcium
chloride their structural surface

was multiplied so that they could
absorb dirt and smell of tap water. By
connecting antibacterial silver, silk
and energizing crystal with active
coal crystal, Coalit (2016) was created
at the Textile Design Studio, AAAD
in Prague. Coalit is a unit that is able
to filter water in carafe just in couple
of hours. It is possible to recycle

the coal further when the coal is

in crushed form used as fertilizer
known as organic coal. Coal in the
soil neutralizes acidity and binds
nutrients and important substances
that are not washed out of the soil.

Photo: Peter Fabo



I Maarten

Gielen

Architektura a stavebnictvi jsou
obory s velkym hmotnym obratem
— cihel, betonu, skla, dfeva. Prestoze
je stavebni odpad pfi bourani budov
do znaéné miry nevratny, stéle je
moznost Stépit i velké celky budov
na mensi kousky, vracet je zpét

do kolobéhu a hledat v nich navic
dalsi vyznamy.

Maarten Gielen je spolu s ar-
chitekty Tristanem Boniverem
a Lionelem Devliegerem
jednim ze zakladajicich ¢lent
kolektivu Rotor, ktery od
roku 2005 funguje v Bruselu.
Gielen mimo jiné ptisobi

jako hostujici profesor na
Haute Ecole d'art et de design
(HEAD) v Zenevé. Skupina je
drzitelem ceny Global Award
for Sustainable Architecture
za rok 2015.

Together with architects
Tristan Boniver and Lionel
Devlieger, Maarten Gielen is
one of the founding members
of the collective Rotor, based
in Brussels since 2005. Among
his other activities, Gielen

is also a guest professor at
Haute école d'art et de design
(HEAD) in Geneva. The collec-
tive is the recipient of the 2015
Global Award for Sustainable
Architecture.
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Architecture and construction are
fields with large materials turnover

— bricks, concrete, glass and wood.
Although during demolition the
construction waste is to a large
degree irreversible, there is always an
opportunity to split entire large buil-
ding complexes into smaller parts and
return them into the cycle, as well as
look for additional meanings in them.

is the primary interest of their company Rotor
Deconstruction. The company focuses on
reusing building components - they dismantle

and trade individual elements of buildings
destined for inevitable construction changes.

tined for transformation or demolition, which
Photo: Olivier Beart

In its activities Rotor combines practical,
research and curator approaches to create
critical standpoints. Architecture especially
interests them in the phase where it’s des-

stavebnich materidlti - rozebiraji je a obchoduji
s jednotlivymi elementy budov predurcenych

k nevyhnutelnym stavebnim zménam.

praktické, vyzkumné a kuratorské piistupy
Foto: Olivier Beart

k vytvaieni kritickych postoji. Architektura

je zajima predevsim ve fazi, kdy je uréena
zdjmem jejich spole¢nosti Rotor Deconstruc-

Rotor ve svych ¢innostech kombinuje
k transformaci ¢i demolici, coz je primdrnim
tion. V jejim ramci se zabyvaji recyklaci

Material:
/estarnuti,
zbourani, vyzkum,
vyuziti

Jak zac¢inal Rotor a co vas pfimélo zajimat se pravé

o odpad, jeho vyuZziti a analyzu? Vznikli jste jako nezavisla
organizace na zakladé jednoho konceptu, nebo jste zvazo-
vali dal$i témata?

Od zacatku jsme byli predevsim skupina lidi bez
dlouhodobého planu a jedna véc vedla ke druhé. Nejsem
si jisty, zda mohu fict, Ze jsme skute¢né nezavisli. Pokud
mame néjakou autonomii, je to dano predevsim tim, ze
pracujeme v ramci Sirokého pole témat a oblasti — nejsme
tak zavisli jen na jednom velkém klientovi. Zadny z na-
Sich klientd nebo zdroji nepokryva vice nez 5 % naseho
rozpoctu, takzZe nejsme az tak zranitelni.

Materials:
Ageing,
Deconstruction,
Research, Use

25

How did Rotor begin, and what sparked your interest

in waste, its use and analysis? Were you founded as an
independent organization based on one concept or did you
also consider other subjects?

In the beginning, we were mainly a group of people
without a long-term plan and then one thing lead to
another. I'm not sure | can say that we are entirely inde-
pendent. If we have some autonomy, it is because we are
working within a wide range of subjects and areas — thus
we are not dependent upon one large client. None of our
clients or sources cover more than 5% of our budget, so
we are not very vulnerable.



Zaujal mé vas projekt, v jehoz ramci jste se stali spoluau-
tory nové materialové legislativy pro belgickou regionalni
samospravu. Jak se vam to povedlo?

Ano, od tohoto projektu si slibujeme moznost ovliv-
nit déni v nasem regionu a postupné moznaiv roviné
celé Evropské unie. Reagovali jsme na nové vzniklou vizi
materidlového a odpadového hospodarstvi ve VIamsku.
Ambici trednikd bylo vytvofit zcela novy systém kolob&hu
stavebniho odpadu a jeho dal$iho vyuziti. My jsme ale
prokazali, ze se tématu dlouhodobé vénujeme a nabidli
jsme svoje zkusenosti. Dokument se podafilo zménit podle
nasich doporuceni, véetné systému firem a organizaci,
které vykupuji, zpracovavaji a prodavaji druhotné suroviny.
Citime, ze se nam podafilo zlepsit oficialni struktury, coz je
velmi pfijemné.

Berete vyzkum jako souéast vasi ¢innosti, tedy pripravy
vystay, interiérového designu ¢i publikaci?

Nedélime nasi praci podle podtituld, kazdy projekt je
pro nas trochu jiny. Nékteré maji vyzkumny zéklad, jiné ob-
sahuji pouze navrhovou ¢ast, ale pokud délame vystavu, je
to tfeba zcela naopak. Nejsnazsi je pro nas hledat takové
projekty, pfi kterych se mdZeme do hloubky zabyvat
nécim, co nas skutecné zajima. Vyzkum je jadrem vseho,
co délame.

Pro belgicky pavilon na benatském bienale architektury
jste pripravili vystavu a publikaci Usus/Usures: Etat
des lieux — How Things Stand (2010)." Je to fascinujici
dokumentace tématu opotiebovéani a starnuti materiald
v architekture. Jaky byl vas zamér a jak byste popsal
metody, se kterymi jste pracovali?

Téma jsme prezentovali jako urcity protiklad vici
architektury a presto ukazuje pouze zlomek toho, co se ve
svété déje. Vétsinou jde o slavné architekty a jejich velké
projekty. VSimli jsme si, Ze tyto projekty maji vzdy velmi
blizko ke svym névrhdim a podobaiji se Cerstvé postavenym
mistrovskym dildim. Ale prostiedi ve méstech nebo budo-
vach nezlstava nové a stény nikdy nevydrzi bilé. TakZe
jsme vytvorili uréité napéti vadi t8mto idealnim podobam
architektury a ukazali nasi kazdodenni zku$enost s Zivo-
tem v budovéach. Béhem tohoto vyzkumu jsme Sli trochu
dal a fekli jsme si, Ze nestaci pouze pojmenovat procesy
opotrebovani, ale je nutné ptat se, jak tyto procesy mohou
slouzit designu. V€era jsem si vSiml, ze v metru jsou dvere,
které mély zcela jinda madla — jedna polovina dvefi byla
vice pouzivana a krasné nalesténa od rukou, které se ji
Casto dotykaly.? Désledkem bylo, Ze druhou ¢4st nikdo
neoteviral. Z takového detailu se stane néco jako znameni,
jako lesni péSina.

| took interest in the project where you became the co-
authors of new material-related legislation for the Belgian
regional administration. How did you manage that?

Yes, we are hoping that through this project we will be
able to influence activities in our region and gradually also
possibly on the level of the entire European Union. We re-
sponded to the newly created vision of material economy
in Flanders. The ambition of the officials was to create
an entirely new system of recycling construction waste
and its further use. We have shown that we focused on
this subject long-term and offered our experience. We
succeeded in changing the document according to our
recommendations. The network of organizations and
salvage companies that we previously helped establish
is now at its core. We feel we managed to improve the
official structure, which is nice.

Do you consider research as a part of your activity, includ-
ing exhibitions, interior design and publications?

We don't divide our work into subtitles, as each project
is a bit different for us. Some are very much based in
research; others contain only the design part. When we do
an exhibition, then that's entirely the opposite. It's easiest
for us to do projects where we can focus in-depth on the
things we really care about. That means research is the
core of everything we do.

You prepared the project Usus/Usures: Etat des lieux

- How Things Stand (2010) for the Belgian pavilion at
the Venice Biennale of Architecture. It's a fascinating
documentation of the subject of wear-and-tear and aging
of materials in architecture. What was your aim and how
would you describe the methods you used?

We presented the subject in a certain juxtaposition
within the Venice Biennale. This biennale is one of the
most important exhibitions of architecture, yet it only
shows a fragment of what's going on in the world. It's usu-
ally about famous architects and their large projects. We
noticed that the projects are very close to the drawing
board, freshly build masterpieces. But the environments
in the cities or in the buildings don't remain the way they
were built, walls don't stay white. So we built a certain
tension between the mantra ofcutting-edge forms of ar-
chitecture and showed our.everyday-experience. We went
a bit further in our research and convinced ourselves that
it's not enough to simply name the processes of wear-
and-tear, but also to question how these processes can
serve design. Yesterday | noticed, that there are doors in
the metro that have double handles — one half was more
worn, nicely polished by the many hands touching it?. As
aresult, nobody was opening the other half. A detail such
as this becomes an instruction, like a forest path.
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1) Kolektivni vystavni projekt Usus/Usures: Etat des lieux - How

Things Stand byl prezentovdn na architektonickém biendle v Be-

natkdch v roce 2010 v ramci belgického pavilonu.
Foto: Eric Mairiaux

1) The collective exhibition project Usus/Usures: Etat des lieux -
How things stand was presented at the 2010 Venice Biennale of
Architecture within the Belgian pavilion.

Photo: Eric Mairiaux
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Publikace k vystavé Usus/Usures: Etat des lieux - How Things
Stand (2010) dopodrobna rozvadi intenzivni vyzkum, ktery

The publication accompanying the exhibition Usus/Usures: Etat
des lieux - How Things Stand (2010) details intensive research

analyzoval opotiebovéni jako pfirozeny fenomén materidlu ajev,  analyzing wear-and-tear as a natural phenomenon of material, an

skrze ktery miizeme analyzovat chovani uzivatelt v prostiedi
architektury. Pfistupuje k fenoménu pozitivné a prosazuje

jej jako nevyhnutelny proces reflektujici zptisoby a moznosti
pouzivani predmétu. Ty pak mohou byt pfinosnym zdrojem
pii odhalovani chyb a nedostatku objektt, ¢i naopak zesilovéani
jejich dobrych stranek.

occurrence through which we can analyze user behaviors within
the architectural environment. The publication approaches the
subject in a positive way and promotes it as an inevitable process,
reflecting the methods and options of using objects. These can
serve as useful sources for discovering mistakes and failures of
objects or, on the other hand, reinforcing their best traits.

specificky postup, ktery jsme optimalizovali ve spolupraci
s jednou firmou. Ale technologie je jen ¢asti odpovédi na
tyto otazky. Pro jeden z mych oblibenych projektd posledni
doby jsme najali pravnika, ktery nam pomohl s pohledem
na znovupouziti stavebnich materialG z legalniho hlediska.
Tedy ktera nejvétsi rizika nase Cinnosti obnaseji — z legis-
lativniho, praktického i bezpe¢nostniho hlediska.

A jaké projekty v ramci vyzkumu pfipravujete do
budoucna?

Ted hodné prevladaji nase sekce Rotor Deconstruc-
tion, takZe zkoumame moznosti, jak legalné organizovat
rozebirani velkych vefejnych staveb.® A také jak nasledné
integrovat recyklované materidly do velkych stavebnich
projektd. Jak je to s pravnim hlediskem u pouZivani jinych
nez novych materidld, a jak je to napriklad s certifikaty.

To je prace alespori na dva roky. Jsme také designéri se
zameérenim predevsim na interiérovy design. Takze vSe, co
délame, pro nas predstavuje urdity testovaci prostor na
zkou$eni novych véci v ramci praxe. Z4dné vétsi vystavy
nebo publikace ted neplanujeme. Zacali jsme ale spolupra-
covat s komer&ni galerii a je to viibec poprvé, kdy se nase
véci prodavaji.

and when we need a certain specialization, we approach
the company that does it. For example, there is a very
specific process for cleaning and recycling parquets that
we discussed and further optimized in collaboration with
a particular company. But technology is only part of the
answer. For one of my favorite recent projects, we hired
alawyer who helped us better understand what the reuse
of building materials means — from a legal perspective.
What are the risks, the responsibilities, the procedures
that deal with these, etc.

And which projects are you preparing in terms of research
in the future?

Our Rotor Deconstruction sections take the lead right
now.® We are investigating the possibilities of a legal
framework for deconstructing large public buildings. How
do we subsequently integrate recycled materials into large
construction projects? What's the legal view on using
other than new materials and how does it, for example,
apply to certificates? That will take us at least two years.
We also have a design practise, that mostly focuses on
interior design. It is sort of the testing ground that allow
us to try out new things on a very practical level. We are
not planning any large exhibitions or publications. But we
began collaborating with a commercial gallery, so this is
actually the first time our things will be sold.

2) Linoleum je podlahova krytina vyrabéna od konce 19. stoleti. Na
rozdil od konkuren¢nich PVC krytin je ve své souc¢asné podobé
zdravotné nezavadnd, vyrabéna z biologicky odbouratelnych
materialt. Casto se pouziva pro velké plochy a naméhané prostory,
napf. ve vefejnych budovach, jakymi jsou nemocnice, utady, Skoly
apod. Lino je barevné stdlé, ale po ur¢ité dobé se v ném objevuji
protlacend mista nebo ryhy.

Foto: Rotor

2) Since the end of the 19th century, linoleum has been produced
as a floor covering material. Unlike its competitors, PVC floor
materials, linoleum is produced in its current form from biodegrad-
able materials and no longer poses health risks. It is often used in
high-traffic spaces such as public buildings, including hospitals,
offices, schools, etc. Lino is colorfast but over time, pressure spots
or grooves appear.

Photo: Rotor

MuZete popsat hlavni témata, kterymi se nyni zabyvate?

Na zadatku se naSe projekty tykaly primyslového
odpadu, spolupracovali jsme s velkymi primyslovymi spo-
le¢nostmi a navstivili fadu tovaren. Na zékladé toho nas
zacalo zajimat, jak se daji tyto véci prezentovat a predsta-
vit — a tato otazka je naSe dalsi téma, které se promitlo do
nasledujicich projektd. A otézka ,Co je odpad?” se zase
promita do legislativy a tvorby opatieni, z ¢ehoz vznikla
dalsi skupina projektd. Pravé ted jsme dosahli uréitého
mezistupné. D4 se fici, ze zkoumame proudéni materiall
skrze spole¢nost. A v rdmci toho nas zajima, jaké vyznamy
jsou v této Casti hospodarstvi zahrnuté, napfiklad jaky je
vztah materidll k politice, legislativé a tak dale.

Jaké jsou zajimavé technologické pristupy v oblasti recyk-
lace a transformace stavebnich materiald?

Nemame ptimo laboratof, ktera by se zabyvala vyzku-
mem ¢isténi dlazdic nebo parketovych podlah. Fungujeme
v ramci sité a pokud pottebujeme néjakou specializova-
nou ¢innost, tak oslovime nékterou z firem, ktera se ji
vénuje. TakZe napriklad Cisténi a recyklace parket je velice
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Could you describe the main issues upon which you now
focus?

In the beginning, our projects were about industrial
waste and we collaborated with large industrial compa-
nies and visited many factories. Based on this, we became
interested in how these issues could be presented and
introduced — and that question is a subject of our follow-
ing projects. And now the question “What is waste?" is
a focus of the legislature and the creation of regulations,
which became our next group of projects. Right now,
we've reached a sort of meta-level. You could say we
are interested in the flow of materials through society.
We are interested in how this stream is organised, and
subsequently what meanings it generates — for example
in relation to politics, architecture, etc.

What are the interesting technological approaches
within recycling and the transformation of construction
materials?

We don't have an actual laboratory focusing on clean-
ing tiles or parquet floor pieces. We work within a network

Kniha Behind the Green Door: A Critical Look at Sustainable
Architecture Through 600 Objects (2014) vznikla jako soucast
vystavniho projektu pro Oslo Architecture Triennale. Pfedstavuje
priblizné 600 pfedmétt, které byly jejich vyrobcem, designérem
nebo architektonickym studiem oznaceny za udrzitelné. Vedle sebe
se tak ocitl vzorek materidlu, model stavby, inzenyrsky report nebo
¢lanek. Jesté pied publikovanim byl manuskript zaslan ostatnim
ucastnikiim Triennale, aby libovolnd mista podle vlastni volby
doplnili stru¢nymi komentari. Vznikla tak kolektivni ¢asova kapsle
s vysokou informacni hodnotou, ale i s ur¢itym nadhledem, ktery ji
odlisuje od ostatnich projekti podobného zaméfeni.

The book Behind the Green Door: A Critical Look at Sustainable
Architecture through 600 Objects (2014) was created as a part of
the exhibition project for the Oslo Architecture Trienniale. It covers
approximately 600 objects that were labeled as sustainable by their
producer, designer or architectural studio, with material samples,
construction models, engineering reports and articles side-by-side.
Prior to publication, the manuscript was sent to other participants
of the Triennale, each of whom supplemented various parts with
short comments as they wished. This created a collective time-
capsule with much information value, as well as a certain overview
that differentiates it from other projects of its kind.
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3) Komer¢né orientovany projekt Rotor Deconstruction nabizi
demontované objekty online prostfednictvim e-shopu, a to hned
ve dvou trovnich. Zakladni kategorie disponuje standardnimi
stavebnimi elementy, jakymi jsou jednotlivé cihly, parkety,
dvere, okna, osvétleni apod. Tyto elementy jsou proddvany za
30% az 50 % trzni ceny novych produktt stejné kvality. Druha
skupina je vice vybérova. Unikdtni kusy prochazeji kontrolou
kvality nebo rovnou restaurdtorskym zdsahem a Casto se jedna
o dila vyznamnych belgickych umélcti, jako jsou Jules Wabbes,
Christophe Gevers ¢i Joseph Moutschen. Rotor Deconstruction
je finan¢né udrzitelna ¢innost umoziujici Rotoru zabyvat se
tématem aktivné od roku 2012.

Foto: Rotor

3) The commercially-oriented Rotor Deconstruction project offers
dismantled objects online in two different ranges, via an e-shop.
The basic category provides standard construction elements

such as individual bricks, parquets, doors, windows, lights, etc.
Typically these elements are sold at 30 % to 50 % of their new
equivalent. A second range of products is more exclusive. These
unique pieces are checked for quality or professionally restored
and often represent works by important Belgian designers such
as Jules Wabbes, Christophe Gevers and Joseph Moutschen. Rotor
Deconstruction is a financially sustainable activity, enabling Rotor
actively focus on this issue since 2012.

Photo: Rotor




Il Jeremy
Myerson

Omezeni neni primarni vlastnosti
Clovéka, ale vétsinou vyplyva ze
Spatné navrzeného prostredi. Tak

zni jeden z hlavnich argument(
inkluzivniho designu, ktery skrze
empatii a poznavani otevira pfilezitosti
pro uzivatele i dodavatele sluzeb.

Jeremy Myerson stél u zrodu
Helen Hamlyn Centre pro de-
sign (HHCD) pti Royal College
of Art (RCA) a v roce 1999 se
stal jejim prvnim reditelem,
kterym byl az do fijna 2015. Na
konci 80. let 20. stoleti zalozil
britsky ¢asopis Design Week,
v némz dlouha 1éta pusobil
takeé jako novinaf. Dodnes se
acastni mezinarodnich konfe-
renci jako WorkTech a ptisobi
v komisich institut zamére-
nych na design v Hongkongu,
Svycarsku a Koreji.

Jeremy Myerson was a co-
founder of Helen Hamlyn
Centre for Design (HHCD) at
Royal College of Art (RCA) and
he became its co-director in
1999. He was the Director of
the College until very recently
- until October 2015. He also
founded Design Week - a Brit-
ish magazine - and he used

to work as a journalist. He is
active in international confer-
ences such as WorkTech and
he also works on the advisory
boards of design institutes

in Hong Kong, Switzerland
and Korea.

Limitation is not a primary part of
human nature but it results from

a badly designed environment. This
is one of the main arguments of
inclusive design, which opens up
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opportunities to both users and
suppliers through empathy and
cognition.

Centre for Design,

used to build the database. At the beginning the database building
courtesy of The Helen Hamlyn

began with interviews with more than 100 volunteers of all ages
and their experiences with need, finding and using of public toilets

private suppliers, publicly accessible maps, and from the public was
were analyzed. The research represented a specific impulse for

cludes around 10,000 facilities. Information from local authorities,
more than 80 towns, which consequently started to provide this

information to the public.

built the largest database of public toilets in Great Britain and it in-
Photo: Petr Krejci,

Project Great British Public Toilet Map (2014) is a part of a bigger
research TACT3 and it thematizes new dynamics of ageing. HHCD

Royal College of Art

h 80

sic

Centrum k tomu
Centre for Design,

fizeni.

vyuzilo informace od lokdlnich autorit, soukromych poskytovatelt,

ich zkusenosti s potfebou, nachdzenim a uzivanim
se svolenim The Helen Hamlyn

ktera zahrnuje na 10 000 za

i,

tupnych map i podnéti veiejnosti. Na po¢atku staly

rozhovory s vice nez stovkou dobrovolniku rtiznych vékovych

h toalet. Vyzkum byl konkrétnim impulsem pro dal

vefejné piis
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Projekt Great British Public Toilet Map (2014) je soucasti vyzkum-
ného celku TACT3 tematizujici nové dynamiky starnuti. HHCD
vybudovalo nejrozsahlejsi databazi vefejné pristupnych toalet ve
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Vyzkum jako
moznost
Zmeny

Kdy jste se zacal zajimat o design v souvislostech verejné-
ho sektoru a jeho inkluzivniho pojeti?!

Design mé zajimal vZdy, mimo jiné proto, Ze mdj
stryc pracoval v New Yorku jako dodavatel interiérového
vybaveni. Postupné mé zacala ¢im dal vice oslovovat
problematika navrhovani pracovniho prostredi a komplexni
architektura téchto prostor. Na zacatku své novinarské ka-
riéry jsem proto psal pfedevsim o tématech souvisejicich
s designem a architekturou. K dal§im souvislostem, jako
tieba ke spolec¢enskému kontextu, jsem nasel cestu, az
kdyZ jsem se stal editorem ¢asopisu Design Week. Ten byl
zameéreny hlavné na profesni ¢lanky o tom, kdo délal novy
branding a kdo vyhral jakou soutéz. A pravé to mé v 90. le-
tech privedlo ke hledani alternativ v designérské praxi.

Research as
a Possibility of
Change

When did you become interested in design of public sector
and its inclusive interpretation?’

| have always been interested in design, among other
things, also because my uncle worked in contract interiors
in New York. Little by little | became more interested in
designing work environments and in the complex archi-
tecture of these places. At the beginning of my career
as a journalist | wrote especially about topics related to
architecture or design. | found my way to other related
areas, such as social context, after | became editor of
Design Week magazine. The magazine focused mainly on
professional articles about who did some new branding
and who won which competition. And it was this that led
me in the 90's to look for alternatives in designer practice.
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1) Inkluzivni design je oznaceni pro takovy pfistup k navrhovani
produktu nebo sluzby, ktery stoji v opozici k exkluzivnimu. Jeho
primdrnim cilem je ndavrh zacilit na co nejvétsi mnozstvi uzivateltl
- bez ohledu na jejich vék, potieby, schopnosti nebo pozadavky.
Pii vyvoji se pouziva celd fada kontrolnich metod a nastroju, které
naptiklad simuluji slab$i zrak, snizenou schopnost pohybu nebo
orientace a podobné. Inkluzivni design uzce souvisi s koncepty
tzv. pristupného designu, designu pro vSechny, nebo univerzal-
niho designu. Podle Stockholmské deklarace (2004) znamena
design pro vsechny zastiesujici pojeti pro lidskou diversitu,

1) Inclusive design is a term for such an approach to design of
products or services that is in direct opposition to exclusive. Its
primary goal is that design aims at the largest possible number

of users - regardless of their age, needs, abilities or requests.

A large number of controlling methods and tools is used during
its development, for example those that simulate weak eyesight,
limited mobility or orientation and so on. Inclusive design is
closely connected with concepts of so-called accessible design,
design for all or universal design. According to Stockholm Declara-
tion (2004) design for all is an umbrella term for human diversity,

socidlni inkluzi a rovnost.

Kde jste pozoroval nejuzsi sepéti designu a jeho ucelu?
MuiZete uvést konkrétni priklady?

V minulosti byly hodné dilezité korporace, které
pouzivaly design k prodeji svych produktd. Ale pfi pohledu
na déjiny uvidite, Ze socialni vnimani designu bylo v jeho
historickém vyvoji vzdy pfitomné — naptiklad Bauhaus
a vSeobecna utopie v modernistickém hnuti. Mistfi z Bau-
hausu sice pozdéji vétsSinou odesli do babylonu komerce,
do Ameriky, ale ve Vymaru a Dessau navrhovali utopické
mise a pracovali pro spole¢nost. Dlouhodobé mé napfi-
klad zajima otazka, pro¢ lidé tfeba ve Velké Britanii zacali
velké a utopické projekty v architekture odmitat. Mame
velka sidlisté a betonové domy, vSechny stavéné s uréitym
dobrym tmyslem. Myslim, e v Cesku o tom také vite
hodné. Pokud jde o vidéni designu v lidském méfitku, velmi
mé inspirovala Patricia Moore.? Ta se v jednom ze svych
projektl previékala za starou Zenu, aby sledovala, jak se
k ni okolni svét chova a jaké prekazky ji stavi do cesty.

V devadesatych letech zacali starnout také moji rodice

a demograficka kfivka obyvatel na
celém svété se zacala promériovat.®
S vys8im vékem prichazi fada jinych
potreb a podle mé se tyto zmény musi
projevit také v designu, ktery je vSak
v sou¢asné dobé porad predevsim

o rychlosti, mladi a sile. Takto jsem ale
véci nevidél odjakZiva, pracoval jsem
nejprve na velkych brandingovych
projektech a svij pohled jsem ménil
postupné.

social inclusion and equality.

When did you first notice a closer bond between design
and its purpose? Can you give us specific examples?

In the past corporations used to be very important, and
they used design to sell their products. But when you look
back into history, you will see that social perception of
design has always been present in its historical develop-
ment — for instance Bauhaus and general utopian thinking
in the modernist movement. Although majority of the
masters of Bauhaus later left to the Babylon of commer-
ce, to America, in Weimar they continued designing
utopian missions and they worked for society. In the long
term | have also been interested in the question of why
people for example in Great Britain began rejecting huge
and utopian projects in architecture. We have big housing
estates and concrete houses; all of them were built with
a good intention. | think that you know a lot about that in
the Czech Republic. A lot of other needs come with age
and | think that these changes must be also manifested in
design. It was Patricia Moore who inspired me a lot to look
upon design from a human perspecti-

ve. In one of her projects she dressed
as an old lady in order to observe

how the outer world would react and
behave towards her and what kind of
obstacles there would be in her way?.

— A TRUE STORY.__

Also my parents started getting old in
the 90's and generally the demogra-
phic curve began to change in the
entire world.® A range of other needs
comes with age and these changes
must also be manifested in design,

PAT MOORE

CHARLES PAUL \UL CONN

2) Patricia Moore je americka designérka, ktera se do déjin designu
zapsala sociologickym experimentem Elder Woman, zpracovanym
v bestselleru Disquised (1985). Od roku 1979 zkoumala po tii roky
zivotni styl seniort v Severni Americe, kdyZ cestovala prevlecena
za zenu starsi 80 let. V Satech své babicky, botdch, které znemoziio-
valy plynulou chizi, se Spunty v usich a tlustymi brylemi otupila
smysly na trovei starsiho ¢lovéka a plné se vcitila do jeho speci-
fickych potieb. Podle piilezitosti pouzivala devét typti osobnosti

- od zeny bez domova po majetnou damu. Studii zakon¢ila v roce
1982 po navstéve 116 meést v USA a dvou kanadskych provincii.

Jeji studio Moore & Associates pozdéji spolupracovalo s klienty
jako Citibank, General Electric, Johnson & Johnson nebo Boeing.
ID Magazine Moore zatadil mezi ,ctyticitku nejvice spolecensky
uvédomelych designér” na svéte.

to change only little by little.

2) Patricia Moore is an American designer who went down the
history of design with her sociological experiment Elder Woman
that was later novelized in bestseller Disguised (1985). Since 1979
she explored lifestyles of North America seniors for three years
when she was travelling in disguise for an 80-year-old woman. In
her grandmother’s clothes, shoes that prevented her from walking
smoothly, earplugs and thick glasses, she blurred her senses and
adapted them to those of an elderly person, which helped her to
put herself in the place of pensioner’s specific needs. She used
nine types of personality - from a homeless woman to a wealthy
lady. She finished her study in 1982 after having visited 116 cities in
the USA and 2 Canadian provinces. Her studio Moore & Associate
later cooperated with such clients as Citibank, General Electric,
Johnson & Johnson and Boeing. ID Magazine listed Moore among
“40 most socially responsible designers” in the world.

which is, however, these days mostly
about speed, youth and force. But
| have not always seen things this
way, at first | worked on big branding
projects and my point of view began
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Procento svétové populace ve véku nad 65 let (1950-2050)
Percentage of the World Population over 65 (1950-2050)

% of population

% populace
(<2}

1950 1860 1970 1980

3) V roce 2030 se podle statistik OSN pocet osob ve véku nad 65 let
celosvétove zdvojndsobi a problematika starnuti populace se tim
definitivné zaradi mezi hlavni svétové fenomény a vyzvy. Demo-
grafické starnuti se bude tykat znaéného poctu stétt, predevsim

v Evropé a Asii, kde lidé starsi 65 let budou za 20 let nejpocetnéjsi
vékovou skupinou obyvatelstva. ProtoZe bude obecné méné osob
v produktivnim véku, jednd se také o velkou vyzvu pro oblasti
sluzeb, zdravotnické péce a hospodarstvi.

Zdroj: UN World Population Prospect, 2008

Co vidite jako obecné pretrvavajici nedostatky v pristupu

k designu pro verejny sektor?

Nerekl bych, Ze design pro soukromé spole¢nosti nema
s designem pro verejny sektor nic spole¢ného. Mohou se
od sebe hodné naucit a napriklad kvalita sluzeb v turismu,
cestovani a volno¢asovych aktivitach mlze byt velka
inspirace pro urady. Zakaznik je vzdy uprostted celého

1990 2000 2010 2020 2030 2040 2050

3) According to the OSN statistics the number of people above 65
will increase twice worldwide in 2030 and issues of aging of popu-
lation will therefore definitively rank among the world phenomena
and challenges. Demographic aging will concern significant
number of states, especially in Europe and Asia, where people
above 65 will have been the most numerous group of population
in 20 years. As there will generally be less people in productive age,
it will represent a daunting challenge for the services, healthcare
and economy.

Source: UN World Population Prospect, 2008

What do you see as persisting drawbacks in attitude
towards design in the public sector?
| would not say that design for private companies and
for public sector do not have anything in common. They
can learn a lot from each other and for example quality 35
of services in tourism, travel and leisure time activities
can be a huge inspiration for public authorities. Custo-

snazeni. At uz jde o dopravu, zdravi nebo vzdélavani, vzdy
jsou to jednotlivci, ktefi maji s celym systémem individu-
alni zkuSenost. Verejny sektor je ale bohuZzel zatim hodné
pomaly a lidé jsou pravem trochu skepticti. V Londyné se
ale hodné podafil naptiklad Olympijsky park, jeho napojeni
na novou stanici metra a celkova infrastruktura — to jsou
skvélé priklady architektury a designu pro verejny prostor
a také potvrzeni toho, Ze to jde.

Jaky je pribéh Helen Hamlyn Centre pfi Royal College of
Art a motivace jeho plivodniho zaméfeni? Kdy jste se do
chodu organizace naplno zapajil?

Pribéh zacal v roce 1991, kdy jej zaloZila absolvent-
ka RCA Helen Hamlyn, ktera se starala o svou matku
arozhodla se podpofit vyzkumny program designu, ktery
by se zabyval starnutim. Na za¢atku byla snaha zaloZit
prakticky vyzkumny program pro designéry, ktefi by
navrhovali ubytovani uzpisobené na miru poZzadavkim
a potrebam senior( tak, aby mohli Zit nezavisle a nemuseli
se stéhovat do pedovatelskych domU. Program se stal vel-

mer is always in the middle of all this effort. Whether it

is public transport, healthcare or education, it is always
an individual who has individual experiences with the
entire system. Public sector is unfortunately still quite
slow and people are rightfully a little sceptical. What was
really successful was the Olympic Park in London and its
connection to the new underground station and the entire
infrastructure — these are excellent examples of archi-
tecture and design for public sector and also confirmation
that it is indeed possible.

What is the story of Helen Hamlyn Centre and motivation
of its original focus? When did you fully become involved
inits running?

The story began in 1991 when a graduate from RCA
- Helen Hamlyn - was taking care of her mother and
decided to support a research programme in design for
ageing. At the beginning there was just an effort to found
a practical research program for graduates who would
design accommodation adapted to the needs of seniors



mi Uspésnym, a proto se jiz v roce 1998 mohl déle rozsifit.

so that they could continue living independently and

Rozhodli jsme se ho zaméfit na tfi hlavni oblasti — starnuti would not have to move to nursing houses. The program
aomezeni, se kterym souvisi koncept inkluzivnihodesignu; | became very successful and so it widened its focus in

zdravotnictvi a bezpeénost pacientd, a prostredi pro praci

1998. We decided to focus on three main areas — aging

a zivot ve meésté. V této strukture jsme byli schopni zajistit and limitations with which the concept of inclusive design
praci deseti absolventlim RCA na jeden rok i diky podpore is connected, healthcare and patient safety, and environ-

firem a instituci, které nas plati za konkrétni projekty.
Inkluzivni design pro nas neni samostatna disciplina, ale

celkovy pristup k designu.

Na redesignu sanitky se kromé tymu designértt HHCD podil-

eli 1ékati i pacienti, aby spole¢né dospéli k optimdlni podobé
maximélné funkéniho vozu. Designéii ¢asto travili dvanactiho-
dinové smény se sanitafi, aby 1épe pronikli do celé problematiky.
Znespoctu skic, zaznamenanych pfimo na misté, se postupem
¢asu vyvinul prvni prototyp nové ambulance. Interiér nové
umoziuje pristup k pacientovi ze vSech stran, je jednodussi na
uklid a udrzovani odpovidajici hygieny. Doplnéna byla také nova
digitalni diagnostika a komunikacni systém. Projekt vznikl v ramci
oblasti vyzkumu véku a zdravotni péce HHCD.

Foto: The Helen Hamlyn Centre for Design, Royal College of Art

a Petr Krejci, se svolenim The Helen Hamlyn Centre for Design,
Royal College of Art

ment for work and life in cities. In this structure we were
able to ensure work for ten graduates from RCA for a year
also thanks to support of companies and institutions that
pay us for particular projects. Inclusive designis notonly
an independent discipline for us but also an overall appro-
ach to design.

Apart from HHCD designers, also doctors and patients took part in
redesigning of an ambulance vehicle to reach together an optimal
form of a vehicle of maximum functionality. Designers often spent
12-hour shifts together with orderlies who helped them to under-
stand better the entire topic. From countless drafts drawn directly
on the spot, the first prototype of ambulance car was developed.
The interior enables to access the patient from all sides, and it is
easier to clean and maintain proper hygiene. New digital diagnos-
tics and a communication system were also supplied. The project
was created within the HHCD research of ageing and healthcare.
Photo: The Helen Hamlyn Centre for Design, Royal College of Art
and Petr Krejci, courtesy of The Helen Hamlyn Centre for Design,
Royal College of Art

Projekt Togetherness (2014) se zabyva problematikou péce

o seniory. Vychazi z vyzkumu $védskych, norskych a ddnskych
pecovatelskych domt a seniorti ve vlastnich domovech. Zdravot-
nicky vyzkum provedeny HHCD odhalil nedostatek odpovidajiciho
nabytku, ktery by nevedl ke stigmatizaci a ponizeni. Navrzeny
nabytkovy systém Togetherness obsahuje kieslo s nastavitelnym
lehatkem a postrannim stoleckem, minimalisticky jideIni stolek
pro podnosy, ke kterému je mozné pripojit kapsu na drobnosti,

a vyobrazené konverzacni kieslo uzptisobené dialogu dvou osob se
snizenou schopnosti sluchu.

Foto: The Helen Hamlyn Centre for Design, Royal College of Art

Project Togetherness (2014) focuses on care for seniors. Swed-

ish, Norwegian and Danish nursing houses and seniors in their
own homes also inspire it. Healthcare research conducted by

HHC revealed a lack of suitable furniture that would not lead

to stigmatization and humiliation. Designed furniture system
Togetherness includes an armchair with an adjustable chesterfield
and a side-table, a minimalistic dining table for trays to which it is
possible to attach a pocket for other small items, and a conver-
sational armchair adapted to conversation of two people with
hearing impairment.

Photo: The Helen Hamlyn Centre for Design, Royal College of Art 37



Ve vyzkumné oblasti ,Prace a mésto“ vznikl projekt In The Shade:

Lighting Local Communities (2012). Ten navrhuje udrzitelny zpa-
sob feSeni nedostatecné osvétlenych ¢dsti notniho mésta s pomoci
existujici trubicové infrastruktury ve vefejném prostoru: lavicek,
zabradli, plott, stojanti na kola a podobné. Po dvouleté spolupraci

s komunitou vatel Boundary Estate v Londyné do$lo na
realizaci prvniho osvétleni tohoto typu. Z uzivatelského hlasovani
vyplynulo umisténi na nevyuzivaném sportovnim hristi, které je
tak jedinym mistem, kde si déti mohou hrat po setméni.

Foto: The Helen Hamlyn Centre for Design, Royal College of Art

A research called In The Shade: Lighting Local Communities (2012)
was created within the research area “Work & City”. The research
suggests a sustainable solution to insufficiently illuminated parts
of night city. The solution uses existing tubular infrastructure in
the public space: benches, railings, bicycle racks and so on. After
atwo-year cooperation with Boundary Estate community in Lon-
don a first lighting of this type was created. Users voted for the use
of this lightning at an unused sports ground, which was the only
place where children can play after nightfall.

Photo: The Helen Hamlyn Centre for Design, Royal College of Art




Deset designérd, to uz je pomérné velké studio. Jak se
vam dafi shanét zakazky? Jsou firmy vyzkumnym meto-
dam naklonény, nebo u nich stéle prevazuje skepse?

Je to té€zké, ale fungujeme. Sdruzujeme zkusené de-
signéry a absolventy, ktefi pracuji na konkrétnim projektu
a spole¢nosti je ¢asto zaméstnaji, protoze nabizeji presné
ten pohled, ktery ve firmach postradaji. BEhem Sestnac-
tilet v HHCD jsem se predevsim naucil, ze k dobrému
vysledku nikdy nevede jeden idedlni postup. | koncept
inkluzivniho designu se od ptvodniho zaméfeni na starnuti
rozsitil na oblasti technologie, kultury, etnika a dal$i téma-
ta. Diky tak rozsahlé specializaci mame pfileZitost oslovit
Siroké spektrum zadavatell a netrpime nedostatkem
poptavek.

Jak se proménilo Helen Hamlyn Centre od svych zadatka?
Jaka je jeho soucasna profesni a pracovni infrastruktura?

Zacatky byly ponékud neformalni. Méli jsme administ-
ratory a pak i absolventy, ktefi pracovali na zadanich. Po-
stupné jsme se stali vice vyzkumnym centrem a jednotlivé
vyzkumné laboratore ziskaly své vedouci a dokonce i néko-
lik doktorandskych studentd, protoze mame vlastni Ph.D.
program. Je nas okolo Ctyficeti a rozvijime i nové oblasti
zamérené na digitalni média. Jsme ted vétsi, ale stéle se
nam daii fungovat na zakladé inkluzivniho designu a drzet
si starnuti jako jedno z hlavnich témat.

Co konkrétniho v Helen Hamlyn Centre vyzkum zname-
na? Je to spise hledani odpovédi, nebo otazek?

Vyzkum je u nds zaméreny na praktické vystupy, ale
snazime se prohlubovat i to, co jim predchazi. Vzdy vzni-
kaji hmotné produkty: prototypy, knihy a podobné. Nasim
hlavnim principem je nepracovat pouze akademicky — sice
piseme ¢lanky, jezdime na konference, ale neni to nase
hlavni snaha. Hodné ¢asu stravime nejen zkoumanim pro-
blému, ale také vyvojem konkrétnich reseni. Vyzkum je pro
nas hodné spojen s vyvojem. Cely proces mame rozdéleny
do Ctyr ¢asti: v prvni fazi se vénujeme objevovani problé-
mu, poté jeho definovani, abychom mohli pfistoupit ke
treti ¢asti — vyvoji — a na konci stoji jeho dokonéeni, které
napad v designu zhmotni.* Napfiklad za novym interiérem
ambulanci stal mnohem intenzivnéjsi vyzkum nez nasled-
ny vyvoj, protoZe se jednalo o velmi rozsahly a komplexni
projekt. S tim souvisi i momentalni trend, ktery v posledni
dobé vnimam jako zasadni a potfebny: pfinaset do proce-
su designu profese, které s nim primarné nejsou spojovany.
Fakticky to znamena, Ze zvete inZenyry a odborniky na
specifické oblasti védy a zapojujete je pfimo do procesu
navrhovani. Nemyslim si, Ze premysleni o designu z nékoho
automaticky déla designéra. Takze my to zkousime délat
naopak — u¢ime designéry také spole¢enskym védam
a technickym znalostem.

Ten designers, that is quite a big studio. How do you
manage to find enough clients? Are companies in favour
of research methods or are they more sceptical?

It is difficult but it works. We offer experienced de-
signers and graduates to work on specific projects, and
companies often employ them because they possess
exactly the attitude that the companies lack. During 16
years in HHCD | have learnt that there is not a one ideal
approach that would lead to a good result. Even the con-
cept of inclusive design has broadened its extent from the
original focus on ageing to areas of technology, culture,
ethnicity and other issues. Thanks to such a broad specia-
lization we have opportunities to address a wide range of
customers and we do not lack offers from industry.

How has Helen Hamlyn Centre changed since its
beginnings? What is its current professional and work
infrastructure?

The beginnings were rather informal. We had admi-
nistrators and then graduates who worked on the tasks.
Gradually we became more of a research centre and
separate research labs got their heads and even some
PhD students because we have our own PhD program.
Together we are around 40 people and we also develop
other areas focused on digital media. We are bigger now
but we still manage to function on the basis of inclusive
design and keep ageing as one of the main issues.

What specifically does research mean in the Helen
Hamlyn Centre? Is it more about looking for answers or
questions?

In our centre the research focuses on practical results
but we also try to deepen what precedes them. Tangible
products are always created: prototypes, books and so
on. Our main principle is not to work purely academically
— although we write papers and attend conferences; it is
not our main activity. We spend a lot of time researching
a problem but we also develop specific solutions and 40
therefore our research is connected a lot with develop-
ment. The entire process is divided into four parts: the
first stage concentrates on discovering the problem,
then its definition so that we could proceed to develo-
pment — the third part — and then its finalization when
anidea is delivered through design.* For example in case
of development of a new ambulance interior, there was
much more intensive research than development because
it was a very extensive and complex project. A current
trend is associated with it, which | personally perceive as
essential and needed, that is to bring other professions
into design, professions that did not used to be associated
with it. Practically it means that you invite engineers and
professionals in specific areas of science and you engage
them in the process of designing. | do not think that
thinking about design makes somebody automatically
adesigner. So we do it differently — we teach designers
social sciences and technical skills.

Poznat
Obecny vyzkum, reSerse
a poznavani problematiky

Pojmenovat
Tvurci workshopy,
vytvafeni napada

Vyvinout
Vyhodnocovani napadi
ajejich rozvijeni

Dodat
Vytvateni prototypf,
jejich testovani a prezentace

Discover Define
General research, research and Creative workshops,
learning issues creating ideas

Urceni problému
Vybér hlavnich napadd,
priority

Problem Definition
Selecting main ideas,
priorities

Develop Deliver
Evaluating ideas and Prototyping, testing and
their development presentation

4) Ilustrace obecného designérského procesu, tzv. Double Diamond  4) A picture of general designer process Double Diamond by

podle Design Council UK. Ctyfi jednotlivé féze zahrnuji sttidavé
rozsifovani a zuzovani moznosti. Na konci mtize byt pfipraveny
prototyp, nebo je problém piehodnocen a proces zatne nanovo.
Zdroj: Design Council

Co je podle vas nejvétsi vyzva pro experty v designu?
Syntéza pristupl kvalitativniho a kvantitativniho vyzku-
mu, nebo néco jiného? Ocekavate v tomto ohledu néjaké
Sirsi systémové zmény v oboru?

U jednoho z projektd jsme kombinovali hned nékolik
vyzkumnych metod — jeden hodné statisticky a kvan-
titativni, druhy velmi kvalitativni a etnograficky a tretf
nékde uprostred, zaloZzeny na védecky strukturovanych
rozhovorech. Diky tomuto postupu jsme dokazali véechny
tfi metody propojit a vysledkem bylo objeveni péti nejri-
zikovéjSich ¢innosti na chirurgickém oddéleni nemocnice.
MEé ted nejvice zajimaji kontaktni mista, kde se systém
potkava s uzivatelem — naptiklad ambulance nebo Skolni
trida. Pokud vSak navrhnete pouze ambulanci a systém
péce se nezméni, mohou nastat problémy. | proto mnoz-
stvi kvalitnich designérskych napadi ve zdravotnictvi
narazi, protoze zbytek systému na to nemiZe reagovat
tak rychle. Ne v8echno ale musi byt nutné tak komplexni.

Miize designér kromé tvorby artefaktl dosahnout zmén
v celku, v systému nebo v prostiedi?

Jsou designéfi, ktefi vidi design jako sou¢ast ostatnich
¢innosti, nikoli jako samostatnou uméleckou disciplinu.
A dal$i skupina déla velmi individualistické predméty. Oba
sméry jsou piitom stejné dlleZité a osobné doufam, Ze bu-
dou obé dale na vzestupu. Mé popravdé profesné zajima
hlavné prvni ¢ast a jen vzacné mam pfileZitost vénovat
se projektdm bez inZzenyrd nebo védcl. Bez nich to totiz
v moji oblasti nejde.

Design Council UK. Four stages include broadening and narrowing
of options. In the end the final prototype or problem can be re-
evaluated and the entire process begins again.

Source: Design Council

What do you consider the greatest challenge for experts
in design? Is it a synthesis of qualitative and quantitative
research approaches or something else? Do you expect in
this regard some further changes in the design area?

In one of our projects we combined several research
methods — one very statistical and quantitative, another
quite qualitative and ethnographical, and the last one was 41
somewhere in the middle and it was based on scientifi-
cally structured dialogues. Thanks to this approach we
managed to link all three methods and the result was dis-
covery of the five most risky activities on surgical wards in
hospital. What interests me the most now are especially
places of contact, where systems meet users — for exam-
ple an ambulance or a classroom. If you design just an
ambulance but the system of care does not change, there
can be problems. That is also why many quality designs
fail because the rest of the system is unable to react fast.
But not everything needs to be as complex as this.

Can a designer, apart from creation of artefacts, achieve
some changes in the entire system or environment?

There are designers who see design as a part of other
activities, not as a separate artistic discipline. And ano-

incdiiduetiotieobiects-Bothways

are equally important and | personally hope that both will
continue to flourish. Honestly I am interested more in the
first part and only exceptionally have | the occasion to
focus on projects without engineers or scientists. It is not
possible without them.



Pracujete s korporatnimi partnery i na vyzkumech pro
vefejny sektor. Jak se vam dafi hledat priiniky? Jak jde
dohromady byznys a inkluzivni design? Co u obou typl
spoluprdce zlistava stejné?

Komeréni zadani se vétinou zajimaji o co nejsir$i moz-
ny trh a inkluzivni design ma podobné cile: maximalizovat
Skalu moznosti pro vSechny zakazniky a uZivatele. Je
sice pravda, Ze to pri prezentacich pro komeréni a verej-
ny sektor formulujeme jinymi zpdsoby, ale de facto se
snazime o totéz. Propagovat pouziti inkluzivniho designu
jako zpUsobu porozuméni a pribliZzeni se svym zakaznikdm
nebo jako prostredku ke zlep$eni zaZitkd a praktického uzi-
ti obcany nebo pacienty. Velké firmy maji vétsinou hodné
inovaci a chtéji predevsim poznat svoje zakazniky, jejich
premysleni, cile a potteby. Prevazné pak starsi zakazniky,
kterym se dlouhou dobu nikdo prili§ nevénoval.

Zminoval jste navrhovani kontaktnich mist pro slozité
systémy. Jaké jsou podle vas moZnosti srozumitelné
interpretace takto komplexnich celk(i sm&rem k vefejnos
ti? To pfece neni stejny jazyk, ktery pouZivame pro popis
designu kazdodennich pfedmét.

To je dobra otazka. Domnivam se, Ze jediny zplsob
pro komunikovani designu v takto sloZitém systémovém
meéfitku je pouzivat priklady, které jsou lidem jiz znamé.
Svét je sdm o sobé slozity a komunikacnich nastrojd nenf
vlastné tolik. Jako fungujici pfirovnani mizeme pouZzit le-
teckou dopravu, ve které jste soucasti nesmirné slozitého
systému a divérujete vemu: predpovédi podasi, pilotim
i pokyndim fizeni letecké dopravy. Podvédomé mame pre-
hled o systému, kterym prochazime, prestoze na svoji ces-
té vidime jen jeho zlomek. Vymyslet zcela novy jazyk proto
nemusi byt vzdy to nejvhodnéjsi feseni. Komunikace by

v8im jednoduché, jasna a povédoma.®

You work with corporate partners and also on research
for public sector. How do you manage to find intersecti-
ons? How does business and inclusive design go toge-
ther? Is there anything that is the same in both types of
cooperation?

Commerecial projects tend to be more interested in the
broadest market possible and inclusive design has similar
goals: maximize the scale of possibilities for all customers
and user. It is true, however, that we use different formu-
lations when presenting for commercial and public sector,
but generally we try to do the same. That is to promote
the use of inclusive design as a way of understanding and
approaching our customers or as a tool of improving ex-
periences and of practical use for citizens or patients. Big
companies usually have a lot of innovations and they are
primarily interested in getting to know their customers,
their thinking, goals and needs. Especially in the case of
elderly customers who have been neglected for some
time.

You also mentioned designing places of contact for
complex systems. What are, in your opinion, the options of
understandable interpretation of such complex units for
the public? After all it is not the same language that we
would use for the description of everyday design.

That is a good question. | suppose that the only way of
communicating design in such a complex system is to use
already well-known examples. The world itself is difficult
enough and there are not that many communication
tools. We can use air travel as a parable. In air travel we
are part of an exceptionally complex system and we trust
everything: weather forecast, pilots and even instructions
of air traffic control. Subconsciously we are aware of the
system, even though we can see only a tiny part of it. To
create an entirely new language might not be an ideal
solution. Communication should always be simple, clear

and familiar.?

5) Jako komplexni systém je obecné popisovan souhrn velkého
mnozstvi komponent, které jsou uspoidddny do organizované
nebo neorganizované sité, dynamicky reaguji na vnéjsi zmény
nebo na sebe navzajem systémem zpétnych vazeb. Prikladem
komplexniho systému mohou byt mravenisté, buriky, socidlni
struktury, podnebi, nebo zminénd infrastruktura letecké dopravy.
Tato oblast souvisi také s matematikou, socidlnimi védami a ze-
jména kybernetikou.

5) As a complex system we usually describe a sum of components
that are arranged into organized or unorganized networks, they
react dynamically to external changes or to each other through

a system of feedbacks. An example of such a complex system

can be an anthill, cells, social structures, climate, and the above-
mentioned air traffic infrastructure. This area is also connected to
mathematics, social sciences and especially cybernetics.
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Publikoval jste nékolik knih a élankd o navrhovani pra-
covniho prosttedi. Co vas na tématu zajima a k jakym
vysledkiim nebo zavérdm jste dospél?

Je za tim dlouhodoby zajem o problematiku kan-
celarskych budov, ktery pravdépodobné odstartovala
ma prace v médiich, kdy jsem se dostal dovnitf téchto
obrovskych staveb. Samozrejmé je to i otéazka kulturnich
vlivl, ztélesnénych napriklad v mnoha filmech, které se
¢asto odehravaji v tomto Cisté pracovnim prostiedi, jako
The Apartment (1960) nebo Metropolis (1927).¢ Myslim si,
Ze kancelare jsou vétsinou velmi Spatné navrzené — hlavné
ty velké, korporatni. V. mnoha pripadech se zaméruji na
mySlenku ¢lovéka jako stroje, ale toto mechanické vidéni
je dnes jiz prezitkem. V soucasnosti pfece nemusite byt
v kanceldfi mnohdy vibec pfitomni. Podceriovat by se
nemél ani vztah mezi fyzickym a psychickym pohodlim.
Vsichni budeme v budoucnu pravdépodobné pracovat do
vys$8iho véku a v oborech, které se nedaji jednoduse auto-
matizovat. Takze budeme muset nase pracovni prostredi
prehodnotit a adaptovat na vS§echny nové souvislosti.

You published several books and articles on designing
work environment. What interests you in the topic and
which results or conclusions did you reach?

| have always been interested in the topic of office
buildings and it all probably started when | was working in
the media when | entered one of those huge buildings. Of
course it is also a question of cultural influences incorpo-
rated for example in many films that usually take place in
purely work environment such as The Apartment (1960)
or Metropolis (1927)°. | think that offices are usually badly
designed — especially the big, corporate ones. In many
cases they focus on the idea of human as a machine, but
this technical point of view is quite an anachronism today.
These days you do not even have to be physically present
in your office. What should not be underestimated either
is the relationship between physical and mental wellbe-
ing. We are all probably going to work longer and in areas
that are not easily automated. Therefore we will have to
re-evaluate our work environment and adapt it to new
circumstances.

6) Playtime (1967) je francouzska situa¢ni komedie, v niz rezisér
Jacques Tati zpracoval putovani hlavnich protagonistti modernim
méstem, v némz dominuji standardizované chromové interiéry,
jezdici schodisté a $eda barva. Filmu se kromé kritiky modernis-
tické architektury a technokracie prisuzuje také predznamenani
korporatnich kanceldtskych koji, neovladatelnych pocitaci

a tiskdaren. Natdcelo se ve specidlnich a zna¢né rozsahlych kulisach
oznacovanych jako Tativille.

6) Playtime (1967) is a French situational comedy where director
Jacques Tati dealt with the topic of main protagonists travelling
through a modern city where standardized chrome interiors,
escalators and grey colour dominate. The film criticizes not only
modernist architecture but also technocracy and corporate cubi-
cles, uncontrollable computers and printers. The film was shot in
special and rather large scenes called Tativille.



Jaké jsou vase zavéry pro budoucnost tykajici se pracov-
nich podminek starnouci populace? Mate v tomto ohledu
néjaky vyzkumny zamér nebo vysledky?

Inkluzivni design se tradi¢né tykal prevazné domaciho
prostiedi a vefejnych sluzeb, teprve dnes vzrista potteba
se vice zaméfit také na oblast pracovniho prostredi.

Libi se mi tfeba kancelar Czechdesign. Pracuje s malym
méritkem bez okazalého prostranstvi, disponuje kuchyni
a spole¢nym posezenim u jednoho stolu. Ja se prece

jen vétSinou zabyvam komplexnéjsim kancelarskym
prostiedim, které je Casto ve velikosti mensiho mésta,

v nékolika patrech mrakodrapd. Posledni dobou pozo-
ruji, Ze i samotné pracovni misto madze byt konkurenéni
vyhodou, coz je vidét predevsim u firem, jako je napriklad
Google.” Soudasti pracovniho dne je i snidané, k dispozici
je kuchyné a moZnost najist se béhem dne, coZ pomaha
vytvorit velmi pohodiné prostredi. Velky trend poslednich
let je aktivni pracovisté, kde nejste prikovani ke stolu, ale
mUZete pracovat na rdznych mistech: v knihovné, kiesle
nebo spoledenskych prostorach. Svym zpldsobem se
jedna o velmi opomijenou oblast, u které by si jen stacilo
uvédomit, ze lidé nejsou roboti, Ze je potreba jim vénovat
vice empatie a pochopeni pro to, co skuteéné délaji. Drive
bylo kvdli praci vice fyzickych problém(, coZ se podafilo
eliminovat dtirazem na ergonomii a obecnymi standar-
dy pracovi$t. Dnes se hodné Fesi stres, duSevni zdravi

a produktivita.®

What are your conclusions for the future of work condi-
tions of ageing population? What are your research inten-
tions or results in this area?

Inclusive design traditionally focused on the home en-
vironment and public services, it is only these days that it
begins focusing more on the sphere of work environment.
For example | really like Czechdesign's office. It works with
a smaller scope and no flamboyant space; there is a kitch-
en and common seating at one table. It is true that | focus
more on more complex office spaces that are the size of
a smaller city and on many floors of a skyscraper. | have
observed recently that even the workplace itself can be
a competitive advantage, something we can observe for
example in companies such as Google.” Part of the work-
day is breakfast in the kitchen and the possibility to eat
there throughout the day and this fact also contributes to
creating a very comfortable environment. One of the best
recent trends is the active workplace where you are not
bound to the table but you can work in different places: in
the library, in an armchair or in a common room. In a way it
is actually a very neglected area. It would be sufficient just
to realize that people are not robots; that it is necessary
to treat them with more empathy and understanding of
what they do. There used to be more physical problems
due to work but this has been eliminated thanks to put-
ting emphasis on-ergonemics and on'general standards
of working places. Today it is a lot about stress, mental
health and productivity.®

7) Kancelafe spole¢nosti Google jsou zndmé svou benevolenci

a smyslem pro extravaganci. Firma si zaklddd na tom, ze zadné dvé
pobocky nejsou uplné stejné, ale viechny odrazeji charakteristiky
mistniho prostfedi, maji mensi kancelare i open space, konferen¢ni
mistnosti i ticha zékouti, videohry, kule¢nikové stoly, pidna,
kantyny a minikuchyiiky zdsobené zdravymi potravinami. Setkani
probihaji v karavanech nebo na houpackach, odpoc¢inkové zony
pripominaji détska hiisté, dzungli nebo vesmirnou lod. Dnes ma
firma pres 70 pobocek ve vice nez 40 zemich na svété a tvrdi, ze
spokojenost jejich zaméstnanct je pro ni prioritou.

Foto: Google

7) Offices of Google are well known for its benevolent and extrava-
gant design. The company takes pride in the fact that no branches
are the same but they all reflect characteristics of local environ-
ment, they have smaller offices and open spaces, conference rooms
and quite spaces, videogames, pool tables, pianos, canteens and
mini kitchens stocked with healthy food. Meeting are often held in
caravans or on the swings, relax zones resemble a children’s play-
ground or a jungle or a spaceship. Today the company has over 70
branches in more than 40 countries and it claims that happiness
of its employees is the first priority.

Photo: Google
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Jaké jsou vase plany a priority pro budouci vyzkumné
projekty?

Na projektech spojenych s pracovnim prostfedim spo-
lupracuji s mezinarodni sérii konferenci WorkTech a v ram-
ci RCA délam projekty zamérené na zdravi a dobré Zivotni
podminky. HHCD se podilelo na vzniku oddéleni pfimo
v nemochnici St. Mary's — Healthcare Innovation Exchange
Centre (HELIX Centre), ve kterém také ptisobim:® Velkym
tématem je pro mé také demystifikace vyzkumu pro
designéry. Chtél bych napsat knihu o metodach v desig-
nu, protoze hodné designéri se obava vyzkumu a neveéfi
tomu, Ze by akademické pristupy mohly néco zménit. Ve
skute¢nosti maji designéfi k témto metodam velmi blizko,
jelikoZz mohou vytvaret hmotné i nehmotné véci a rovnou
pozorovat, jak na né lidé reaguiji.

What are your plans and priorities for future research
projects?

| cooperate with the global WorkTech conference
series on projects connected to work environment and in
the RCA | do projects focused on health and good living
conditions. HHCD has helped to create a new department
in St. Mary's Hospital — Healthcare Innovation Exchange
Centre (HELIX Centre), and | also take part in this project.®
Demystification of research for designers is also a huge
topic for me. 'would like to write a book about methods in
design, because a lot of designers are afraid of research
and they do not believe that academic approaches could
change anything. In fact designers are very close to these
methods since they can create both material and immate-
rial things and observe directly how people react to them.

and Royal College of Art (RCA)
share together Healthcare
combines knowledge of design
and experience from healthcare

research of daily problems
to design prototypes, processes

Innovation Exchange Centre
(HELIX Centre). The centre
related to health of patients.
A team of designers works
Mary’s Hospital in London so
that their discussion can help
and services.

9) Imperial College London
directly with medics in St.

tredi

Centre) je spole¢nou organizaci
Imperial College London

a Royal College of Art (RCA).
Centrum kombinuje znalosti

z oblasti designu a zkusenosti
ze zdravotnictvi pro vyzkum
kazdodennich problému
souvisejicich se zdravim
pacienti. Tym designért
medik, v nemocnici St.

Mary’s Hospital v Londyné, aby
mobhli spole¢nou diskuzi dospét
k navrhim prototypd, procestt
nebo sluzeb.

9) Healthcare Innovation
Exchange Centre (HELIX
pracuje piimo v pros

Mozna se vracime na pielom 19. a 20. stoleti, kdy profese
designéra, vynalezce nebo védce fakticky neexistovala
a s tim ani limity jejich plisobnosti.

Presn&! N&kdy v prib&hu minulého stoleti se véda stala
otrokem ddikaz{ a jistot. Vyzkum ve zdravotnictvi je spo-
jeny predevsim s tim, jaké cile ma zadané management,
¢imZ se prostor pro riskovani ¢i experimentovani znaéné
omezuje. Designéfi maji ale stéle Siroké moznosti vytva-
feni objektd a pokud jsou podlozeny kvalitnim vyzkumem,
tak mohou hodné zménit.

8) Jeremy Myerson je expertem na pracovni prostredi. Tématu  8) Jeremy Myerson is an expert in work environment. He has
se vénuje dlouhodobé a v roce 2003 vydal s Philipem Rossem been dedicated to the topic for a very long time and in 2003
he published a book The 2Ist Century Office together with
moznosti, jak komponovat spravné prostiedi pro praci jednot- Philip Ross. The book shows a wide variety of options for how
to combine the right work environment for individuals, teams
or institutions. Based on the standards of office environment
of 21St century, he defines four main trends for contemporary
offices: narrative, nodal, neighbourly and nomadic.

knihu The 21st Century Office, ktera ukazuje celou fadu

livee, tymt ¢i instituci. Na zakladé standardti kanceldiského
prostiedi 20. stoleti definuje ¢tyti hlavni sméry pro soucasné
kanceldre: vypravny, uzlovy, sousedsky a nomadsky.

Perhaps we are returning back to the turn of 19th and 45
20th century when professions of designer, inventor or
scientist virtually did not exist and neither did limits to
their activities.

Exactly! Sometime during the last century, science
became a slave of proof and certainties. Research in
healthcare is especially connected to the prescribed goals
of management, which therefore limits space for risk-
taking and experimenting. Designers still have extensive
possibilities for creating objects and if these are backed
up with quality research, then they can change a lot.




IV Guy
Julier

Premyslet o designu v SirSich
souvislostech znamena snazit se
vidét za samy okraj naseho zorného
pole. Z pohledu muzea nebo galerie
to mdZe znamenat i védomi, Ze
kromé minulosti a budoucnosti

nasi kulturu silné proménuje také
pritomnost. Guy Julier v rozhovoru
predstavuje moznosti, jak mohou
sbirkotvorné instituce rozvijet svoiji
¢innost a kriticky reagovat na aktualni
spoleCenské problémy.

Guy Julier je vedoucim
vyzkumnych aktivit v oblasti
soucasného designu ve Victo-
ria & Albert Museum v Londy-
né (V&A Museum) a profesor
designu na University of
Brighton. Je autorem mnoha
knih, jako New Spanish
Design, Thames & Hudson
Dictionary of Design nebo The
Culture of Design. Pusobi také
jako ¢len editorské rady od-
bornych ¢asopisti o designu,
jako Journal of Visual Culture
a Design and Culture.

Guy Julier is a Principal
Research Fellow in Contem-
porary Design at Victoria

& Albert Museum in London
(V&A Museum), Professor

of Design Culture at the
University of Brighton. He is
the author of several books,
including New Spanish
Design, the Thames & Hudson
Dictionary of Design and The
Culture of Design. He is also
a member of the editorial
board of academic journals
about design such as Journal
of Visual Culture and Design
and Culture.
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To observe design from a wider per-
spective means to try to see what is
behind the edge of our field of vision.
From the perspective of museums
or galleries this can also mean that,
apart from past and future, our cul-
ture is strongly affected by the pre-
sent time, too. In the interview Guy
Julier presents his proposals on how
collecting institutions can develop
their activities and critically react to
the current social issues.

stores. Since 2014 Lufsig belongs to the program Rapid Response

ceived as a symbol of protest against the local president CY Leung.
Collecting of the V&A Museum.

and the central government in Beijing is increasingly tighter. Due
Subsequently, the toy was completely sold out in all local IKEA

tive zone until 2047, the relationship of the local administration
to random language connotations, the stuffed toy wolf was per-

took to leave the city to remain a partially independent administra-
Photo: Victoria and Albert Museum, London

In 2013 the stuffed toy Lufsig made by IKEA happened to get into
unexpected political affair in Hong Kong. Although China under

vyprodala ve v§ech mistnich obchodech

IKEA. Lufsig je soucésti programu Rapid Response Collecting

strativni zonu, vztahy samospravy s centralni

vladou v Pekingu jsou podle kritiki stale tésnéjsi. Nahodné

7 do roku 2047 udrzet mésto jako Castecné
jazykové souvislosti pak z ply$sového vlka udélaly jeden ze

V roce 2013 se ply$ova hracka Lufsig ze sortimentu IKEA dostala
symbolu protesti vici zdej$imu prezidentovi CY Leungovi. Hracka

v Hongkongu do ne¢ekanych politickych souvislosti. Ackoli

Foto: Victoria and Albert Museum, London
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Jak vidét to, co
neni primo pred
nami?

Ve vasi knize Culture of Design je patrné zna¢né kom-
plexni vnimani designu s presahy do oblasti spolecenské
odpovédnosti, ekonomie ¢i politiky. Co vas pfimélo vydat
se touto cestou, vymykajici se klasickému pojeti oboru?
Pokud se vratim k okolnostem, za kterych tato kniha
vznikla: v devadesatych letech jsem ugil studenty designu
a velmi rychle jsem si uvédomil, Ze dosavadni teorie
a historie designu nebyla schopna dostate¢né reagovat
na aktualni potfeby studentl. Chtél jsem rozsifit jejich
povédomi o tom, jak design funguje v kazdodennim svété.
Tehdy je$té neexistovala ,soucasna historie” designu po
roce 1980. Hodné jsem cestoval a mél jsem moznost vidét
zmeény v zapadni a vychodni Evropé na vlastni o¢i. A nejen

How can we see
what is not directly
in front of us?

In your book The Culture of Design one may sees how
design penetrates into the fields such as social responsi-
bility, economics as well as politics. Why did you choose
this approach over other more common approaches that
tend to foreground the work of designers?

Regarding the circumstances this book was published
under, in the 90s when | was teaching design students,
| realized immediately that the current theory and history
of design was not able to sufficiently respond to the cur-
rent students' needs. | aspired to broaden their horizons
regarding the way design works in daily life. At the time,
there was not any "current history" of design after 1980.
| had travelled a lot and could see the changes in Western
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politické, ale i technologické, finanéni, ekologické nebo
spolecenské. To vS8echno mélo pro studenty a jejich bu-
douci profesni Zivot vétsi vahu neZ déjiny Bauhausu nebo
modernismu, které tehdy dominovaly odbornému diskur-
zu. Druhou okolnosti byl tehdejsi rozvoj spolec¢enskych véd
a takzvanych ,kreativnich prdmysli.” Mym zamérem bylo
ukazat designérské artefakty, nikoli pouze produkty, ale

i sluzby a jejich funkce v ramci jejich vzajemnych souvis-
losti, a pfitahnout pozornost k tomu, jakym zplsobem
jejich estetika funguje. Kniha se stala shrnutim osobnich
zku$enosti, ale i zkuSenosti studentl a spoleéné snahy
sofistikovanéji kriticky premyslet o funkci designu ve vice
antropologickém smyslu.

1) Mezi hlavni témata The Culture of

and Eastern Europe with my own eyes - not only the
political ones but also the technological, financial, ecologi-
cal and social ones. All that was more influential on the
students' future professional life than history of Bauhaus
or modernism that tended to dominate design discourse
then. Another issue was the development of social sci-
ences and studies in the so-called "creative industries" at
that time. | wanted to highlight certain design artefacts

- this concerned not only products but also services and
their function as part of their mutual relations — but

| wanted to draw attention to the way their aesthetic ele-
ments functioned. The book was based on my personal as
well as my students' experience and an effort to find more
sophisticated critical evaluation of design's functions
within a more anthropological approach.”

1) One of the essential topics of the The Cul-

observing the intentions for designing

- Design (2000) patti naptiklad sledovani ture of Design (2000) is, for instance,
E c U LTU RE oF n Es I G N zaméru, s jakymi jsou piedméty
’ . navrhovany, a nasledné kontexty jejich the objects and the consequent contexts

skute¢ného pouzivani. Guy Julier zde
G UY J u LI ER prezentuje design v §irokém rozpéti

vyznamu od produkce az po problematiku a wide span of meanings - from produc-
spotieby. Tfeti, aktualizované vydani (2013)  tion to the consumption itself. The third

RDEDITION ©

V The Culture of Design uvadite obrovské mnozstvi témat
a pristupli. Jak se od vydani knihy va$ pohled proménil
ajaka témata vas zajimaji nyni?

Kniha vysla ve tfech vydanich a pred prvnim jsem jesté
neznal napfiklad dila Bruna Latoura? Michela Callona®
afady dalSich francouzskych a britskych sociologd, ktefi
se zabyvaji Actor-Network Theory* a studiem technologie
a védy. Jde ¢asto o velmi citliva pozorovani jevd, které
Uzce souvisi s designem, ale samotna teorie designu je
zahrnuje az v posledni dobé. Napfiklad slavna esej Bruna
Latoura o hotelovém kli¢i s tak velkou cedulkou, Ze neni
moZné sijej odnést z hetelurJde o sledovani toho, co nas
véci nuti délat, nebo co ndm naopak neumozriuji. Myslim
si v8ak, Ze dokdZeme rozvinout diskuzi jesté hlubsi. Dali
oblasti, na které ted hodné pracuji, je ekonomika: jaké jsou
hlavni ekonomické funkce designu a jak prfekonat tvahy
o designu jako o ,pridané hodnot&." Jaké jsou hospodaiské
okolnosti nezbytné pro design? Pokud se vratim k urci-
tému vyvoji designu od osmdesatych let, jsou pro mé

www.designculture.info

of their actual use. Guy Julier presents
the theme of design in this publication in

pfindsi kromé nové kapitoly o mobilnich updated edition (2013) includes, along with
telefonech a digitalnich ndstrojich také anew chapter on mobile phones and digital
vhled do prostfedi kreativnich pramysla tools, insights into the creative industries
amanagementu. and management environments.

www.designculture.info

In The Culture of Design you mention numerous topics
and approaches. How has your view evolved since the
book was published and what topics are you currently
interested in?

The book had three editions and when it was published
for the first time, | was not familiar with, for instance,
the work of Bruno Latour? Michel Callon® and the range
of other French and British sociologists dealing with
Actor-Network Theory*and Science and Technology
Studies. They often deal with very sensitive observations
of phenomena closely related to design but the design
theory itself has not focused on until more recently. | can
mention in this matter for example a famous essay by
Bruno Latour about a hotel key with such a big tag that
one could not take it.out ofthe hotel. It concerns observ-
ing of what things make us do or restrain us from doing.
But I think we can develop more sophisticated discussions
than this. Another field | currently focus on is economy -
what the main economic functions of design are and how
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dalezité étyfi hlavni véci, které se v ekonomice udaly: prvni
z nich je deregulace a privatizace souvisejici s narlistem
konkurence. Design byl pouZivan jako nastroj v tomto
konkurenénim boji. Druhou je ,nova ekonomika®, ktera se
objevila v devadesatych letech a souvisela s globalizaci,
vznikem firem jako Amazon a rozvojem moznosti rychle
prevazet véci po celém svété, ,rychleji, levngji, Iépe”, jak
zni jeden ze slogan( nové ekonomiky. T¥eti termin je fi-
nancializace, tedy dominance velkych bankovnich tstavd,
burzy a hromadéni aktiv. A poslednim, nejsou¢asnéjsim
fenoménem tohoto procesu, jsou takzvana Usporna
opatreni, tedy Skrty ve verejném rozpoctu, ve verejnych
financich. Tomu véemu bychom se méli snaZit porozumét
v souvislosti s designem, protoze se jedna o aspekty, které
jej primo ovliviuiji.

to get beyond the simplistic view of design's role as merely
of "value addition". What are the economic circumstances
necessary for design? If | consider developments in design
since 80s, | see four main economic events: the first one is
deregulation and privatisation related to growth of com-
petition. Design was used as a tool in the competition. The
second one is so-called "new economy" established in 90s
and related to globalisation. | can mention, for example,
the rise of companies such as Amazon and the new pos-
sibilities of transporting goods rapidly all over the world

as relaying to one of the slogans of the New Economy:
“faster, cheaper, better”. The third term is financialization
meaning the domination of huge banking institutions,
stock markets and the instrumentalization of assets. And
the latest phenomeno in this process is austerity, domi-
nated public budget cuts. We should aspire to understand
all of these aspects in relation to design since they have all

2) Bruno Latour na sebe upozornil prede-
v$im sociologickymi studiemi We Have
Never Been Modern (2011), Laboratory Life
(1979) nebo Science in Action (1987). Na z4-
kladé pozorovéni pracujicich védcti popsal
proces vyzkumu jako propojeny systém
myslenek, tstnich tradic a kulturnich
praktik. Latourova kniha Science in Action:
How to Follow Scientists and Engineers
Through Society plati dodnes za jeden

z klicovych textt sociologie védeckych
znalosti. Latour ptsobi jako profesor na
Sciences Po Paris a London School of
Economics.

3) Michel Callon je profesorem sociologie
na univerzité Ecole des mines de Paris

a vlivnym zastupcem Actor-Network Theo-
ry spole¢né s Bruno Latourem a Johnem
Law. Od devadesdtych let se zabyva aplika-
ci teorie v rdmci problematiky ekonomie
ajejich vlivy na formovani hospodarstvi,
ale také vztahy mezi védou, technologiemi
a spole¢nosti.

4) Koncept Actor-Network Theory vyvinuli
Michel Callon, Bruno Latour a John Law
spole¢né s dal§imi odborniky v pribéhu
80. let. Smyslem teorie je pfeklenuti roz-
déleni na objekty a subjekty a pfedevsim
jejich zapojeni do siti vztaht slozenych

z lidskych i technickych entit. Dusledkem
zrovnopravnéni zivych i nezivych elemen-
tt bylo napriklad pfehodnoceni nékterych
konceptt komunikace.

had direct influences on on it.

2) Bruno Latour attracted attention to
himself in particular due to sociologic
studies We have never been modern (2011),
Laboratory Life (1979) or Science in Action
(1987). On the basis of observing his fellow
scientists, he described the research process
as an interconnected system of thoughts,
oral traditions and cultural practices. The
Latour's publication Science in Action: How
to Follow Scientists and Engineers through
Society is considered to be one of the key
texts in the scientific knowledge sociology
until nowadays. Latour is a professor at the
Sciences Po Paris and London School of
Economics.

3) Michel Callon is a professor of sociology
at the University of Ecole des mines de
Paris and the influential supporter of the
Actor-Network Theory along with Bruno
Latour and John Law. Since the 90s he has
been dealing with the application of the
theory as part of the economic issues and
its impacts on forming of economy as well
as the relations among science, technology
and society.

4) The conception of Actor-Network Theory
was developed by Michele Callon, Bruno La-
tour and John Law along with other experts
during 80s. Its purpose was to merge the
separate categories of objects and subjects
and particularly to engage them in the
network of relations comprising human
and technical entities. As a result of such
equality of animate and inanimate elements
was for example re-evaluation of some com-
munication conceptions.
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Dal$im predmétem s necekanym politickym presahem je tato
pretisténd dolarova bankovka vystavend ve V&A Museu na
vystavé Disobedient Objects. Andy Dao a Ivan Cash vyuZili pti
demonstracich Occupy Wall Street samotné penize jako protestni
transparenty. Vyobrazeny potisk zndzoriuje kritiku nevyvazené-
ho ekonomického usporaddni v USA. Nejbohatsich 400 Ameri-
¢ant ma stejny majetek jako chudsi polovina, tedy piiblizné 150
000 000 obyvatel. Tento a fada dalich potisk je mozné stahnout
na webu www.occupygeorge.com. Podle autorti se jedna o zcela
legdlni cestu, jak informovat o nartstajici socidlni nerovnosti.
Foto: Andy Dao, Ivan Cash

THIS NOTE IS LEGAL TENDER
OR ALL B AND PRIVATE

L2 A

Another object of unexpected political impact is this reprinted
dollar banknote issued by V&A Museum at the exhibition called
Disobedient Objects. Andy Dao and Ivan Cash used money itself
as the protest banners during demonstrations of Occupy Wall
Street. The used printing symbolises criticism of unbalanced eco-
nomic structure in USA. The wealthiest 400 Americans own the
same property as the less "wealthy" half, which is approximately
150,000,000 inhabitants. This and many other printings can be
downloaded from the website www.occupygeorge.com. The
authors' consider this act to be entirely legal way to inform about
growing social inequality.

Photo: Andy Dao and Ivan Cash
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Myslite, Ze kromé ekonomiky existuji dal$i zajimava té-
mata? Jiné pribéhy v designu? Ovliviiuje nas Zivot pouze
ekonomika?

Podle mé jde o otazku: ,Jak popisovat zkusenosti
a kvality v ekonomice?" Nejsme samoziejmé ovliviiova-
ni pouze ekonomikou, ale myslim si, Ze napfiklad text
o maodé se v akademickych prispévcich za poslednlcﬁ

dvacet let prili§ zamérily na otazky identity, subverze,

Do you think there are some other interesting topics apart

from economy, i.e. some other stories design can tell? Is it

only the economy that influences our lives?

| reckon the question should stand: "How to describe

experience and qualities in economy?” Of course, we are

not influenced only by economics but in my opinion in

the recent 20 years the fashion of articles in academic
“journals, for instances, has been too much focused on the

stylu. VSechny tyto aspekty vychazeji z velmi konzumni
konstrukee lidi. Caste&né je to pravda, ale zaroveri bychom
se méli ptat, zda a jakym zplsobem jsou zmény stylu
fizeny i né¢im jinym nez vkusem. Souc¢asné trendy v médé
dnes funguji jako rychlé odpovédi na data o zakaznicich,
ale je tfeba také sledovat, jak jsou tato data pouzivana
ainterpretovana v kontextu technické, lidské a finanéni
infrastruktury maédniho prdmyslu. Znal jsem ¢lovéka, ktery
pracoval ve firmé zabyvajici se predvidanim mdédnich
trendd — pasivné sbirali data, ale jejich nasledné interpre-
tace aktivné ovliviiovaly nasleduijici trendy a tedy i dalsi
data. Jinymi slovy chcifict, Ze je nutné sledovat, jak trendy
vznikaji.

A néjaké dalsi oblasti?

Co mé v posledni dobé hodné zajima, je spoluprace
mezi akademickymi a kreativnimi profesionaly. Naptiklad
loni jsem pracoval na rozsahlém vyzkumu pro Arts and
Humanities Research Council o socialnim designu. Chtéli
védét, jak nejlépe podporovat vyzkum v této oblasti.

V jeho rdmci jsme zadali deseti umélcim designérské
zadani, které bylo velice jednoduché. Chtéli jsme, aby
reagovali na tuto vétu: ,Pomoc, nemohu se dostat zdomu
pro to, co pottebuji.” Nasi piedstavou bylo, Ze nam umélci
pomohou osvojit si nové pristupy, které bychom aplikovali
do naseho premysleni nad problémy. Pro akademickou
préaci je totiz velmi snadné zaseknout se v konzervativnim
pohledu na svét — my vSak nasi praci chceme posouvat
stale dal.

Co je podle vas nejvétsi vyzva pro psani o kulture
adesignu?

Najit vlastni hlas pfi psani, vlastni pohled a vyjadreni.
Svym studenttim fikam, aby si kladli otazky typu: ,Je to
zajimavé?”, ,Je to uvéfitelné?”. Vyjadiujte se zajimavé
a ukazujte dlikazy. Pamatuiji si, Ze jeden z recenzentd
o mé knize napsal, Ze jsem v ni ,zbytecné poeticky". Citil
jsem se velmi hrdé za to, Ze jsem ,zbytedné poeticky"! Jak
se také da vyhnout poetice, kdyZ popisujete estetickou
zku$enost?

MuiZete popsat hlavni pFistupy &i principy pro vyzkum

a vyzkumnou éinnost ve Victoria & Albert Museum?
MuiZete srovnat vasi zkuSenost s vyzkumem v muzeu a na
akademické plid&?

Vyzkum je v muzeu jiny nez univerzitni hned na
nékolika trovnich. Mnoho vyzkum@ v muzeu se tyka jejich
kolekei — tudiz se ¢asto zaméruje na ziskani odpovidajicich
Udajl. Pak zde funguje vice novinaisky vyzkum spojeny
se souc¢asnymi jevy a jejich napojenim na muzeum. Potom
je zde vyzkum zaméreny na prozkoumavani novych
oblasti, napfiklad designu v subsaharské Africe. A také

issues of identity, subversion and style. All these aspects
start from a very consumption-based construction of
people. Of course, it is partially correct but we should

also ask whether the changes of style are influenced by
something else than just taste and if so in what way. Con-
temporary fashion trends work as swift responses to data
that comes from customers but we have to look at how
this data is used and interpreted according to particular
realities in the technical, human and financial infrastruc-
tures of the fashion system. | knew a person working in

a company dealing with forecasting fashion trends — they
were passively collecting data but their subsequent inter-
pretation actively influenced forthcoming trends, mean-
ing also the subsequent data. In other words, this means
that it is necessary to observe how trends are formulated.

What about some other areas?

Recently, | have been interested in working collabora-
tively between academics and creative practitioners. Last
year, for instance, | was involved in an extensive research
on social design for the Arts and Humanities Research
Council. The purpose was to find out how to support
research in this field in the most efficient way. As part of
this, we provided ten artists with a very simple design
assignment. We asked for them to respond to the sen-
tence: "Help me, | cannot get out of my house to get what
I need". Our objective was that the artists would help

approaches in our. thinking. It is ve S
for academic work to get stuck into conservative ways
of seeing the world and we need to challenge ourselves 52
more.

What is in your opinion the biggest challenge in writing
about culture and design?

To find one's own writing voice, own perspective and
expression. | instruct my students to ask themselves the
questions such as: ,Is it interesting?”, ,Is it believable?”
Express yourself in an interesting way and always provide
evidence. | remember that once one reviewer wrote about
my book that | had been, at times, "needlessly poetic” in it.
| felt very proud to be called "needlessly poetic"! How can
you not be poetic when describing aesthetic experience?

Could you describe the main approaches or principles
used for research activities at the Victoria & Albert
Museum? Could you compare your experience with the
research in the museum and academic environment?
Research in museum is different from university
research in several aspects. A lot of research in museums
is undertaken for their collections - and so a lot of this is
concerned with getting accurate data on objects. Apart
from that, they do a sort of journalistic research related

ur€ity meta-vyzkum zaméreny na muzeum samotné, na
jeho funkce a rozvoj. Muzea nejsou jen vystavené véci,
maji také vzdélavaci programy, spolupracuji se $kolami,
komunitami a verejnosti obecné. Hlavnim rozdilem oproti
univerzité je jiny pristup k verejnosti: $koly jsou zodpovéd-
né v(ici studentdim, svému zfizovateli (tedy Ministerstvu
Skolstvi) a mozna i vGci jinym organizacim a spolupracuiji-
cim firmam. Muzea maji otevienéjsi a Sirsi odpovédnosti.

Ohledné otevienosti muzea v ramci V&A mé zaujala
va$e metoda Rapid Response Collecting — miiZzete tento
pristup vice rozvést?

Souvisi to s vice antropologickym pfistupem, ktery
jsem zmiroval na zac¢atku. Na za¢atku 21. stoleti uz ne-
stadi rozhodovat pouze o estetice danych objektd v rdmci
jejich sbirani a vystavovani. Rapid Response Collecting
Fika, 7e dané obiekt ktivné podileii na f ‘ni nadi
soucasnosti a vypraveéji pribéhy o svéte, ve kterém Zijeme
prave dnes. Takze je mozné vystavit objekty, které se
staly souc¢asti aktualnich udalosti a je mozné je vidét ve
zpravach. Napiiklad jsme vystavili kalhoty vyrobené pro
médni znacku Primark v tovarné v Bangladési, abychom
pritahli pozornost ke globalnim fetézcdm a podminkam,
ve kterych je obleceni ¢asto produkovano. Ty kalhoty bylo
mozné koupit béZné v obchodé. Touto cestou jsme mohli
otevrit mnoZstvi otdzek ohledné globalni médni vyroby
adistribuce.®

to the current trends and their relation to the museum. In
addition, they carry out a research focused on investiga-
tion of new areas such as design in Sub-Saharan Africa or
a kind of meta-research focused on the museum itself, its
functions and development. The purpose of museums is
to exhibit objects, but they also specialize in educational
programs, working with schools, community groups and
other publics. The main difference with the university is
adistinct attitude towards the public: universities are
responsible to their students, their funders (meaning the
Ministry of Education) and maybe to some other organisa-
tions and cooperating companies. Museums have a more
open and broader responsibility.

Regarding the aspect of V&A museum of being "open and
broader", your method Rapid Response Collecting seems
to be very interesting — could you please explain this ap-
proach more in detail?

This concerns more the anthropological approach
I mentioned in the beginningzAt the beginning of the 21st

it i ient to decide only about the aes-

thetic aspects in collecting and exhibiting objects. Rapid
Response Collecting points out that objects are active in
forming our society and tell stories about the world we
live in right now. So it is possible to exhibit the objects that
are part of the contemporary events and can be watched
in the TV news. For instance, we have exhibited trousers
made for the clothing brand Primark in a Bangladesh
factory to draw attention to global supply chains and
the conditions under which such clothing is made. Those
trousers could be actually bought in a regular shop. In this
way we could provoke questions regarding global fashion
production and distribution.®
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Zminéné kalhoty pochazeji pravé
7 této vyrobni oblasti. Do sbirek

V&A Musea se dostaly v ramci
Foto: Victoria & Albert Museum,

5) Na prvni pohled obycejné
platéné kalhoty z britského
odévniho fetézce Primark v sobé
nesou §irsi souvislosti globalni
cirkulace produktu a predevsim
zalostnych podminek, ve kterych
jsou vyrabény. V roce 2013 doslo
ke zficeni pretizené vyrobni bu-
dovy Rana Plaza v Bangladési. Za-
hynulo pfi ném 1130 lidi, dalsich
2500 utrpélo rizné tézkd zranéni.
London

strategie Rapid Response.
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Znamena to, Ze V&A sbira a vystavuje soucasné kazdo-
denni objekty vedle téch historickych? Jak prezentovat
pribéhy, které stoji naprfiklad za kalhotami z Bangladése?
Soucasny design predstavuje pro muzea velkou vyzvu.
Jak vystavite design sluzby nebo tfeba software? Zatim
pracujeme s predepsanym mnozstvim textu na panelech
a stale je nemozné zprostredkovat cely pribéh designu
v limitovaném mnozstvi slov. Myslim si, Ze v muzeu
a expozicich o designu obecné se porad projevuji kritéria
z dvacatého stoleti. Pfed nékolika lety jsem napfiklad vedl
jeden studentsky projekt zaméreny na autismus. Jednim
z vystupl bylo navrZeni odéva s velkymi kapucemi,
protoZe fada autist( trpi agorafobif: vétsi kapuce je pro né
pohodIng;jsi, mize pomoci pfekonat fadu prekazek. Kdyz
byl tento projekt vystaven, jeden z londynskych ¢asopisi
o vystavé napsal, Ze byla hodné zaméfena na sebestred-
nost — viibec nezminil specifické okolnosti, které za tim
staly! Bez védomi konkrétnich kontextl mohou podobné
projekty vyznit zcela jinak, bez ohledu na kvalitu zpraco-
vani. Musime pracovat na zplsobech, které budou design
prezentovat jako néco komplexniho, co mnohonasobné
presahuje pouhé estetické ztvarnéni.

The publication Disobedient Objects
by Catherine Flood and Gavin Grindon

was published in occasion of the
and principles closely interconnected

exhibition of the same name taking
place at the V&A Museum from 26th
July 2014 to Ist February 2015. The
publication puts into contexts objects
with the social and political sense,
inventiveness and collective creativity
exceeding common definitions of art
and design.

vynalézavosti a kolektivni tvofivosti,
které se vymykaji standardnim

a predevsim politickym kontextem,
definicim uméni a designu.

Publikace Disobedient Objects od
Catherine Flood a Gavina Grindona
vysla u piilezitosti stejnojmenné
vystavy, kterd byla k vidéni ve
V&A Museu mezi 26.7.2014 a 1. 2.
2015. Tematizuje objekty a principy
uzce souvisejici se socidlnim

Does it mean that V& A Museum collects and exhibits
contemporary objects along with the historical ones? How
do you present stories behind, for instance, the above-
mentioned trousers from Bangladesh?

Contemporary design presents big challenges for
museums. How can you exhibit design of a service or
software, for example? So far we work with a prescribed
length of text for exhibition captions and it may be
impossible to explain the full story of a design in a limited
number of words. In my opinion criteria from the 20th
century are still present in the museum and in design
exhibitions more generally. Several years ago | was in
charge of a student's project dealing with autism. One
of the project's outcomes was to design clothes with big
hoods because many autistic people suffer from agora-
phobia: a big hood is more comfortable for them and may
help in surpassing many obstacles. When this project was
released, there was an article in a London magazine about
the exhibition saying that it promoted self-centredness
without any reference to its specific thinking behind it!
Without awareness of their context, these projects might
be understood in a completely different manner, regard-
less of the quality of the work. So we have to work out
ways of showing design that go beyond mere aesthetic
response and show its complexity.
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Ktera oblast designu je podle vas nejvice riskantni? Ne-
myslim pouze v roviné penéz, ale napriklad ohledné ¢asu
nebo zdrojd.

Kazdy design zahrnuje risk a jde o to, kdo ve skutec-
nosti riskuje — je to klient, designér, nebo na néj mizeme
doplatit my vsichni? Design byl vzdy spojeny s riskovanim.

Moevs

A podle mé je to ten s nejvétsim mnozstvim medialni
pozornosti, pfedevsim design navrzeny slavnymi lidmi,
ktery se objevuje v ¢asopisech a na vystavach. Hvézdy

a celebrity maji mnoho kapitalu a pevny medialni obraz,
takze pokud se jim néco nepovede, budou mit z ¢eho
platit ndjem. Mainstreamové designérské zpravodaj-

stvi a konference stéle prinaseji stejna jména stejnym
zplsobem a vlastné tak odvadéji pozornost od véci, které
jsou doopravdy ddleZité. MUj kolega déla zajimavy vyzkum
v Brazilii, kde se objevila nizsi stfedni tfida, ktera se stéle
zvétsuje. To hodné méni moZnosti designu a vyroby pro-
duktl — pokud se na Brazilii za¢nete divat takto, nezajima
duleZité véci tykajici se ekonomického a spolecenskeé-

ho vyvoje. Myslim, Ze bychom méli prestat tolik mluvit

o hvézdnych designérech — jsou sice dobii, ale je to uz
trochu nudné.

Studio Swine napfiklad vyrobilo Zidli z odpadu vylovené-
ho z more. Nasledovalo video o tom, jak se tato stolicka
vyrébi a béhem nékolika tydnt se studio objevilo snad ve
v8ech magazinech a webech o designu.

No a co? Existuji pfece mnohem ddleZitéjsi pribéhy,
napiiklad mala mésta nebo vesnice, kde se lidé v ramci
komunity dokazali dohodnout, Ze nebudou mit v obcho-
dech plastové tasky nebo zabranili necitlivé developerské
vystavbé. To je mnohem vic inspirativni a zaslouZi si to po-
zornost médii. Nejde prece vZdy jen o rozhodnuti ohledné
vyroby dal$ich véci, i kdyZ jsou z motského odpadu.®

Which design area is, in your opinion, the most risky one?
This doesn't have to concern money but time or resources.
Every design involves risk and the point is who actually
carries those risks - is it the client, the designer or all of
us? Design has always been concerned with risk. The
question could rather stand: what is the safest design?
| think the safest design is the design that gets most
media attention these days, particularly design by famous
people occurring in magazines and exhibitions. Famous
people and celebrities have loads of capital and strong
media support, so if they spoil something, they still have
some money to pay their rent. Mainstream design journal-
ism just keeps repeating the same names in the same way
and this distracts attention from the things that really
matter. A colleague of mine is involved in a research in
Brazil dealing with the fact there is a new lower-middle
class that is growing. This changes possibilities of design
and possibilities of production — if you start observing
Brazil in this way, you are not interested in the latest arm-
chair by Campana Brothers any more but actually in the
important matters of economic and social developments.
I reckon that we should stop speaking so much about the
top designers — even though they are good, pointing them
out all the time becomes boring.

Studio Swine, for example, produced a chair made of
waste from the sea. They shot a video about making this
chair and in a couple of weeks the studio was mentioned
perhaps in all magazines and at all websites specialized
in design.

And so what? There are actually far more important
stories to tell, such as small towns or villages where
people were able to agree in the community to stop hav-
ing plastic bags in the shops or they prevented a de-
veloper's construction. This is much more inspiring and
deserves media attention. It is not actually always about
some decision-making regarding production of more
things, even if such things are made of sea waste.®
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6) Modbury, Jizni Devon, Velka Britanie
Meéstecko Modbury diky dohodé 43 mistnich
obchodniki veslo v roce 2007 do historie jako
prvni evropské mésto bez plastovych nakup-
nich sac¢ki. Od roku 2015 se Velka Britdnie stala
posledni zemi v EU, kterd zavedla legislativu
ohledné zpoplatnéni plastovych nakupnich
sacku. Jejich mnozstvi v EU by se podle
schvaleného natizeni mélo do roku 2019 snizit
080 %. Primérna doba pouzivani plastového
sacku je 20 minut, pticemz doba jeho rozpadu
je ptiblizné 1000 let.

sidlisté Lesn4, Brno, Ceska republika
Sidlisté Lesnd, postavené v 60. letech 20. stoleti,
svym obyvatelim dodnes slouzi kvalitni tipra-
vou terénu, dobrymi vyhledy do krajiny i pros-
tornymi parky se vzrostlou vegetaci. Ojedinély
asymetricky urbanisticky soubor se diky
obcanskym iniciativim v minulosti ubranil
radé necitlivych developerskych zéstaveb.

V roce 2014 bylo sidlisté dokonce navrzeno jako
kandidat na narodni pamatku.

6) Modbury, South Devon, Great Britain
The town Modbury was the first European
town without plastic bags thanks to the agree-
ment of 43 local entrepreneurs in 2007. That
was a historical event. Since 2015 Great Britain
was the last EU country introducing legislature
regarding special charges for using plastic
bags. By 2019 the amount of plastic bags in

EU should decrease by 80% pursuant to the
approved directive. Average using time of

a plastic bag is 20 minutes, whereas its life
span is approximately 1,000 years.

The Housing Estate Lesna, Brno,

the Czech Republic

The Housing Estate Lesnd built in the 60s

of the 20th century offered its inhabitants
quality-processed terrain, good views to the
landscape as well as spacious parks with
luscious vegetation. The public initiatives in
the past were able to protect this unique asym-
metric urban work against a range of severe
development activities in construction. In 2014

Co mne osobné jiz delsi dobu fascinuje, je sou¢asna snaha
o akceleraci a neustdlé , disruptivni inovace” — tyka se
to predevsim oblasti interakéniho designu a digitalnich
sluZeb. Jak podle vas na toto téma reaguji designéfi?
Vétsina véci, které jsou oznacovany jako disruptivni
nebo prelomové, jsou vlastné jen rozvedenim jiz existu-
jicich napadu nebo produktt. Napriklad Uber Cerpa z jiz
existujicich situaci a jen je zménil ve vlastni vyhody. Sdileni
aut je vyuzivano uz delSi dobu: vzdy je tfeba mit néjaké za-
Zité modely, které je mozné kombinovat nebo rozvijet. A na
druhé strané — vSechno, co se dé&je ohledné start-upd, je
hodné rizikovy kapital. Jsou to pomérné ,horké penize”
a sméfuji do podnikd, které znamenaji spise loterii neZ
jistou investici. Nenf to tak odlisné od knizniho vydavatel-
stvi nebo filmového primyslu. Jen 5 % knih vydéla svym
vydavateldm a nikdo s jistotou nevi, které knihy to budou.

Rad se inspiruji definicemi designu — nikoliv proto, abych
nasel jednu absolutné pravdivou, ale protoZze mé fascinuje,
jak vypadaji dobfe na papife, ale ve skutec¢nosti nikdy
takto jednoznaéné nefunguiji. Moje oblibena je: ,Design is
about cultural invention.” Jak design popisujete vy?
Svého ¢asu byla moje definice designu jako ,¢innosti
s tvaréim zamérem" — coz je v poradku, ale konceptem
Culture of Design se snazim fict, Ze jde o slozity systém,
kde nic nefunguje stejné. Design samotny je neustale
redesignovan. Je to neuvéfitelné nestabilni pojem a proto
nevidim ddvod, pro¢ by se mély vymyslet definitivni popisy
designu. Jeho vyznam se odviji od tolika faktord, které
mohou ovlivnit jeho kontext, a ve stejny moment zaroven
designéfi prichazeji se stéle novymi zplsoby navrhovani.

the housing estate was even nominated to
become the national monument.

| have been personally fascinated already for some time in

the current effort for acceleration and constant "disrup-

tive innovation” which particularly concerns the area

of interaction design and digital services. How, in your

opinion, do designers respond to this topic?

Most of the things labelled as disruptive or cutting-

edge are actually just a kind of extended conception of
“already existing ideas or products. For instance, Uber

borrows from already existing situations and has modified

it to its own advantage. Car sharing has been used 56

already for some time: it is always necessary to have some

standard practices able to be combined or developed.

On the other hand — all that is going on about start-ups

is very risky. These draw on "hot money" can be more

akind of lottery than investment. It is not so different than

publishing or film industry. Only 5% of books are profitable

for the publishers and no one can be sure which books

they would be.

I let myself being inspired by design definitions — not
because | would like to find an absolutely true one but
because | am fascinated how they look on the paper and
actually are not so unambiguous. My favourite one is:
»Design is about cultural invention.” What would be your
definition of design?

Some time ago my definition of design was "activities
with creative intention" — which is fine but we move onto
thinking about the Culture of Design we may see that it is
a complex system that is in constant change. Design itself
is always being re-designed. It is inherently unstable and
so | don't see the point in coming up with definitive defini-
tions of design. Its meaning is reliant on so many different

Na Twitteru jste napsal, Ze se stale hodné divame do bu-
doucnosti a malo se snaZime byt otevieni k minulosti, na-
tozpak soucasnosti. Jak je to s vnimanim ¢asu v designu?

Popravdé této obsesi budoucnosti pfili$ nerozumim.
Hlavné v designu ne, protoZe ten je vzdy o navrhovani bu-
douciho, tak pro¢ mluvit o jeho budoucnosti? Je to tauto-
logie. Pro¢ jsme tak zaujati budoucnosti pravé u designu?
Zaprvé si myslim, ze bychom méli premyslet o budouc-
nosti témat, které s designem souviseji — verejny prostor,
starnuti, domov... A zadruhé jde o to, Ze v ramci kapitalis-
mu neustale prepocitavame hodnotu témér u vseho. Bude
moje auto za pét let mozné prodat, nebo ztrati na své
hodnoté? Ekonomika je sama v jadru vedena otazkami:
+Jaky zisk z toho bude?”, ,Jak se promé&ni hodnota?" nebo
.MUZu s touto investici riskovat?”. TakZe nasim zamérenim
na budoucnost designu se vlastné ptame cisté ekonomic-
ky: ,Jakou hodnotu bude mit design v budoucnu?”

contextual factors and at the same time, designers are
always coming up with new ways to design, new design
objects and relationships.

I read at your Twitter that we are still too much in the fu-
ture and try too little to be open for the past, let alone the
present time. How is it with perception of time in design?
To be honest | do not understand the obsession with
the future - particularly in design. Design is about creat-
ing a future object so why to speak about its future? It
is a tautology. Why are we so obsessed with the future
of design? Firstly, | reckon that we should think about
future of topics connected with design — i.e. public space,
getting old, home... Secondly, the point is that due to living
in capitalism we constantly revaluate value of almost
everything. Would it be possible to sell my car in five years
or will have ceased to have monetary value? The economy
inits nature is led by the following questions: ,What profit

will it bring?”, ,How will its value change?” or ,Am | able
to manage risking with this investment?". So with our
focus on future of design our intention is actually entirely
economic and we ask: ,What value shall design have in

the future?”

The Design Culture Salon jsou
prilezitostné diskuzni udalosti, které
Guy Julier zalozil, a dosud je také
aktivné organizuje ve spolupraci

s V&A Museum. Salony poskytuji
odborné zézemi pro rozvijeni debat
o tloze designu, kultury a kritiky

v soucasné spole¢nosti i o meto-
dach a moznostech jejich dalsiho
sméfovani ¢i vyvoje. Guy Julier se
spole¢né s Leahem Armstrongem
vzdy snazi prostrednictvim pfizva-
nych hostti reflektovat sou¢asna
témata. Z jiz realizovanych jme-
nujme napt. diskuse nad otdzkami

o tloze Zen v designu nebo o podobé
soucasnych designérskych kancelari
a studii.

The Design Culture Salon are oc-
casional discussion events founded
by Guy Julier and actively organized
so far by him in cooperation with the
V&A Museum. The Salons provide
specialized background for develop-
ment of discussion on the purpose of
design, culture and criticism in the
current society as well as methods
and possibilities of its further
development direction. Guy Julier
and Leah Armstrong aspire to reflect
the current topics with their invited
guests. From already organized
events let's mention, for instance,
discussions on purpose of women in
design or the form of the contempo-
rary design offices and studios.
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Caspera Bokse, Tore Guldena a André Liema
navzajem propojuje pedagogické ptisobeni na
inzenyrsky zaméfené Norwegian University of
Science and Technology v Trondheimu (NTNU).
Casper Boks je profesorem udrzitelného designu

a vedoucim oddéleni produktového designu,
André Liem je docentem strategického designu

a designového mysleni NTNU, pricemz jeho zdjem
presahuje k priimyslové ekonomice a technolog-
ickému managementu. Tore Gulden je profesorem
designu na Oslo and Akershus University College
of Applied Sciences. V$ichni pravidelné vyucuji na

Casper Boks
ore Gulden
ndré Liem

It is their research and education in design at the
Norwegian University of Science and Technology
in Trondheim (NTNU) that connects Casper Boks,
Tore Gulden and André Liem. Casper Boks is

a professor in sustainable design and head of the
Department of Product Design; André Liem is an
associate professor in strategic design and design
thinking at NTNU and his interest stretches

out to industrial economics and technological
management. Tore Gulden is a design professor
at Oslo and Akershus University College of
Applied Sciences. They regularly teach at each

obou univerzitach. other’s institutions.
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Whether the result is an idea or

a product, making the right choices
is one of the bases of good design

of every designer. Out of millions of
options, only several concepts make
it to the next stage, one only one is
finally developed in more detail. What
other factors influence the process
of designing and which of them

a designer can actually influence?

At uz je vysledkem myslenka nebo
produkt, spravna volba je jednim ze
zakladU dobrého projektu kazdého
designéra. Z miliond moZnosti se
vybira pouze nékolik, se kterymi se
pracuje v detailu. Jaké dalsi faktory
dnes na proces navrhovani plsobi
a jaké mUZe designér sam reélné
ovlivnit?

public transport or motion in public spaces.

Boks, Gulden and Liem prepared a one-day
Photo: Jan Hromdadko

workshop for students of AAAD whose

goal was to explore a particular problem in
the surroundings and suggest its possible
solutions. Students worked in groups and

focused for instance on communication in

e vlastnim okoli a na-

vrhnout jeho moznad fe$eni. Studenti se ve

abyvali napfiklad komunikaci

v hromadné dopravé nebo pohybem ve

pedagogtt Boks, Gulden a Liem jednodenni
vefejném prostoru.
Foto: Jan Hromadko

Pro studenty UMPRUM pfipravilo trio
workshop, jehoz cilem bylo prozkoumat

konkrétni probl

Moznosti
designu v ramci
udrzitelnost;

|. Udrzitelna kultura

Je udrZitelnost v ramci designu stale chapana jako dlilezi-
té téma? Pfipadné pro¢ si myslite, Ze tomu tak je?

Casper Boks: Otazka, kdo je odpovédny za vytvareni
nehospodarnych a nepotiebnych produktd, je neustale
Zivou diskusi. Néktefi vini i designéry nebo pfinejmensim
jejich zaméstnavatele. Domnivame se, Ze designéri maji
moc a zodpovédnost za navrhovani udrZitelnych produktd
a sluzeb a urcuiji, jak skrze né budou lidé svét vnimat. Pro-
stredi, ve kterém se kazdy den pohybujeme, je z prfevazné
&asti ,navrzené”. Jiny pohled pak zvaZzuje miru designéro-
vy odpovédnosti, ktera mize mnohdy byt velmi omezena,
protoZe je jen malou ¢asti velkého kolobéhu kapitalismu
a konzumni produkce. Obé strany se ¢aste¢né shodnou
na tom, Ze je nutné Cinit co nejmensi zlo. A pokud mate
navic silny hlas, méli byste stat na barikadé a ukazovat
spolec¢nosti spravnou cestu, napriklad prostrednictvim
takzvaného ,kritického designu”. Miij nézor je pomérné
mirny: pokud chcete délat novou generaci mobilnich
telefond, protoZe ta plivodni je uz tfi mésice starg, je to na

vas. Ov8em musite védét, jaké ma vade podinani disledky.

Podle mé je spravné najit rovnovahu mezi dvéma pohledy

Design possibilities
in terms of
sustainability

. Sustainable culture
59
It is ecological sustainability and production within the
design still seen as an important issue? Or why do you
think this is so?

Casper Boks: It's a long running debate about the fact
that the world is unsustainable in many ways. Often we
ask for it, who is responsible for material waste, environ-
mental disasters and excess waste. Some even blame the
designers or at least their employers. They have the power
to create new products or services and determine how,
through them, people will perceive the world. The environ-
ment in which we move every day, is largely "designed".
Another view is considering the degree of responsibility
of the designer, which can sometimes be actually very
limited, because it is only a small part of the great cycle of
capitalism and consumerism production. Both sides are
partly agree that it is necessary to do the least possible
harm. And if you also have a strong voice, you should
stand on the barricades and showing society the right
way, for example through so-called “critical designs."

My opinion is relatively modest - if you want to make



na design — idealistickym a pragmatickym — s ¢imzZ se
také snazim seznamovat své studenty.

Tore Gulden: Podle mé je hodné dileZité, Ze jsou stu-
denti k t¢émto tématlm vedeni, Ze se nejedna o drilovani
podle poZzadavk( primyslu.a firem:Nemdzeme po nich
chtit, aby se stali partyzany, to neni pro zacinajiciho desig-
néra pili§ realna startovni pozice. Stejné tak ale nesmime
dopustit, aby se zazitou praxi prili§ splynuli, prebirali
Spatné navyky a pak cely Zivot hledali vlastni cestu vpied.

Casper Boks: Jesté bych chtél zminit, ze téma ekologie
v designu neni nic nového, spise se hodné prohloubilo. Jiz
zhruba pred dvaceti lety se jiz v akademickém a politic-
kém prostredi uvazovalo v roviné ekologického designu,
coz obecné zahrnovalo témata recyklace a energeticky
efektivni technologie.! Dnes jsou patrné vzristajici snahy
ménit chovani a uvazovani lidi skrze réizné kampané
aosvétu. Zaméreni se rozsifilo z technologického k vice
uzivatelsky orientované perspektivé.

a new generation of mobile phones, because the original is
already three months old, it is it to you. However, you must
know what your actions have consequences.

| think it's good to have a balance between the two
views of the design - the idealistic and pragmatic - to
which also | try to introduce their students.

Tore Gulden: | think it's very important that students
on these topics leadership, it is not the drills as required
by the industries and companies. We can not ask them to
make them become guerrillas, it is not for the novice de-
signer too real starting position. Equally, however, we must
ensure that the established practice too amalgamated,
took over bad habits and then whole life looking for their
own way forward.

Casper Boks: | would like to mention that the theme
of ecology design is nothing new, but rather changed
a lot. Approximately twenty years ago it was considered
at the level of ecological design, which included general
themes of recycling and focus on energetically efficient
technologies.” Today, it is apparent attempt to change
the behavior and thinking of people through various
campaigns and awareness. Still, it is not a difficult task,
especially for students.

Nékteré firmy si ani po letech neuvédomuji, ze Setrné pro-
dukty nemusi byt drazsi nebo neatraktivni. V sou¢asnosti
je mozné pomérné efektivné propracovat cely systém od
metod produkce pres obaly a grafickou podobu produktu
az po jeho logistiku apod., coz mize uSetfit spoustu penéz
a zaroven sniZit dopad na Zivotni prostiedi.? Jako dilezitou
vyzvu vidim nutnost presvédcit firmy, aby udrZitelnost
zahrnuly do uvazovani nad vyrobou a vyvojem svych pro-
duktt nad rémec toho, co si od nich Zada legislativa. Pred
desetilety po nich nebyla poptavka, dnes uz je to ponékud
jinak. Skutecné velké firmy ale nejsou v jednoduché pozici,
protoZe fadu véci mohou ménit pouze pomalu.

2) Udrzitelny design oznacuje komplexni feSeni, které se kromé

Some companies still fail to realize that products that

are environmentally friendly do not necessarily have to
be more expensive or less attractive. There are many op-
portunities to create win-win situations, in particular with
regards to creating convenience, reduction of packaging,
logistics, etc., which make economic sense and at the
same time will decrease impact on the environment.?
What | consider as an important challenge is how to con-
vince companies to implement life cycle thinking in their
product design and development, especially beyond that
what legislation asked from them. Ten years ago there
was little demand for such products but the situation has
rapidly changed. But both larger and smaller companies
only slowly become aware of this, and take time to adopt
a different mindset.

2) Sustainable design describes a complex solution, which does

ekologického hlediska, tedy minimalizace dopadu vyrobku na
zivotni prostredi v souvislosti s celym jeho zivotnim cyklem,
zajimd i o pristup k jeho vyvoji v souladu s principy ekologické,

not only care for the ecological point of view (that means minimi-
zation of impact of product on the environment during its entire
lifecycle) but also for an approach to its development according to

Tore Gulden pii workshopu se studenty UMPRUM.
Foto: Jan Hromadko

1) Pojem ekologicky design ¢i ekodesign oznacuje systematic-

ké navrhovani a vyvoj produkti, které se kromé standardnich
problematik funkce, ekonomiky, bezpecnosti nebo estetiky
intenzivné zabyva i minimalizaci dopadu vyrobku na Zivotni pro-
stedi v souvislosti s celym jeho Zivotnim cyklem. Konkrétné resi
napiiklad otazky nulového odpadu pfi vyrobg, recyklace materidlti,
dtisledného vyuzivani zbytku ¢i priklonu k obnovitelnym zdrojim
energie apod. I kdyz byla myslenka ekodesignu formulovana az
koncem 90. let 20. stoleti, mezi jeho vyznamné piedchudce patfili
tfeba Buckminster Fuller nebo Viktor Papanek ptisobici jiz v 70.
letech 20. stoleti.

Tore Gulden at workshop for AAAD students.
Photo: Jan Hromddko

1) The term Ecological Design or Ecodesign deals with methodical
design and development of products, and apart from standard
issues of function, economy, safety and aesthetics, it is also con-
cerned with minimization of product impact on the environment
during its entire life cycle. More specifically it focuses for example
on questions of zero impact during production, material recycling,
rigorous use of residues or shift towards renewable sources of en-
ergy and so on. Even though the concept of Ekodesign was created
as late as the end of the 90’s, some of its predecessors were for
example Buckminster Fuller or Viktor Papanek in the 70’s.

ekonomické a socialni udrzitelnosti.
Zdroj: University of Michigan Sustainability Assessment, 2002

principles of ecological, economical and social sustainability.
Source: University of Michigan Sustainability Assessment, 2002
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O podilu viny designérd pfi priimyslové nadvyrob& mozna
nejhlasit&ji mluvil Viktor Papanek.® Do jaké miry mo-

hou designéfi ménit negativni jevy mimo ramec vlastni
profese? Znamena to, Ze by se méli vzdélavativ jinych
oblastech? Jak se na tuto otazku divate v kontextu peda-
gogického plisobeni?

Casper Boks: Jako designéfi mame trochu znalosti ode
v8eho. Je to z&asti proto, Ze musime ¢asto komunikovat
s lidmi réznych profesi. MoZna je vhodné udélat rozdil
mezi primyslovymi a dal$imi designéry. My tfi plisobime
v ramci priimyslového odvétvi a u¢ime na Skolach, které
jsou zamérené na technologii, estetiku i uzivatelskou in-
terakci. Absolventi maji pokryt Siroké pole a komunikovat
s ostatnimi profesemi — s uZivateli, klienty, védcii vyrobni-
mi techniky.

Dal$i vyhodou designérské profese je schopnost
planovat scénare okolo produkt(. Nékteré profese to
délaji pouze v podobé schematického planovani, ale nikoli
v roviné produktd. My jsme trénovani jednak v komunikaci
s rliznymi stranami a umime premyslet vizualnég, ale svymi
zkuSenostmi také podporujeme profesionaly z riiznych
oblasti. Nemusi se pfitom vzdy jednat pouze o navrh
produktu, ale tfeba o zviditelnénf uréité situace, procesu
nebo prostredi. Jednim z piikladt mdZe byt spoluprace se
zdravotnickym sektorem, kde je ¢asto velmi obohacujici uz
samo setkani riznych odbornosti — sester, doktor(, ostat-
nich nemocni¢nich zaméstnanc(, pacient a designérd.
Cvlastojen pomahame komunikovat vzajemné potieby
anapady. U7 takové setkani mize mit citelny dopad na
fungovani oddéleni, nékdy i vétsi nez zcela novy produkt.

It was perhaps Viktor Papanek whose voice was the
strongest when discussing the extent of guilt of designers
for industrial overproduction.® To which extent can de-
signers change negative phenomena beyond the scope of
their own work? Does it mean that they should study also
other areas of expertise? What is your opinion on the issue
in the context of your teaching practice?

Casper Boks: As designers we know a bit of eve-
rything. Partly it is because we have to communicate
with people of different professions. Perhaps it would be
convenient to make difference between industrial and
other designers. We, that is Tore Gulden, André Liem and
|, teach industrial design at schools with a focus on both
technology, aesthetics and user interaction. Graduates
should be able to cover a wide range of topics and should
be able to communicate with other professions — with
users, clients, scientists and production technicians.

Another advantage of a designer is his or her ability to
plan scenarios around products. Some professions do this
only in terms of schematic plan but not on the product
level. We are trained to communicate with different
counterparts and we can communicate visually. Thanks
to our experience we are able to provide support for pro-
fessionals from different areas. It does not only have to be
a product design but also for instance making a certain si-
tuation, process or environment more visible. One example
of this can be seen in our cooperation with the healthcare
sector where getting patients, family members, nurses,
doctors and other hospital staff to sit together around the
same table and discuss issues, facilitated by designers,
can be quite enriching. We often merely help to commu-
nicate each other’s needs and ideas. This kind of meeting
can already have a great impact on the running of the
ward, sometimes even greater than a new product or
service would have.
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Creating user templates during the
workshop with AAAD students.

Photo: Jan Hromédko

telskych Sablon pri

feni uziva
workshopu se studenty UMPRUM.

Foto: Jan Hromadko

Vytvai

Victor Papanek

3) Prvni a bezesporu nejslavnéjsi z osmi knih
architekta, designéra a pedagoga rakouského
puvodu Viktora Papanka (1923-1998) byla
publikace Design for The Real World: Human
Ecology and Social Change (1971). Silna kritika
designérti jako spoluvinikii zhorSeného stavu
zivotniho prostredi byla podlozena fadou kon-
krétnich priklada a také moznych feseni, jejichz
byl Papanek ¢asto sim autorem. Podle mnohych
byla prelozena do dvaceti tfi jazyki a jen v an-
glictiné vysla témér v desitce vyddni. Voldni po
zodpovédnosti namisto navrhovani nadbytec-
nych a nebezpecnych produktti je téma dodnes
stejné palcivé a bohuzel stale aktudlni.

3) First, and indisputably the most famous, out
of eight books of designer and professor of Aus-
trian origin Viktor Papanek (1923-1998) was his
publication Design for The Real World: Human
Ecology and Social Change (1971). He backed up
his severe criticism of designers as accomplices
for the worsened state of the environment with
specific examples and their possible solutions,
many of them he often created himself. Many
say that his book is one of the most important
books on design and it has been translated into
twenty- three languages and has had three
re-editions in English only. Call for responsi-
bility instead of designing unnecessary and
dangerous products is unfortunately a poignant
issue even today.




II. Proces a vyzkum

Co pro vas znamena vyzkum v ramci designu? Jsou jeho
vystupem odpovédi, nebo naopak dalsi otazky?
Casper B

JimKy
se nejedna o produkty uréené piimo na trh, ale nékteré
z téchto teoretickych poznatkd si svou cestu k redlnému
pouziti prece jen najdou, i kdyz to ob¢as trva dlouhé roky.
Vyzkum pro design” a ,design pro vyzkum" jsou dva réizné
pristupy k vyzkumu designu, které podléhaji rozsahlé
diskusi. Tfeba na Oslo and Akershus University College
of Applied Sciences, kde plsobi Tore Gulden, je v&tsi
tendence ke zkoumani materiality a tim padem k del$imu
procesu testovani. Napfriklad existuje projekt, v ramci
kterého se zkouma, jak mohou &isté umélecké objekty
ovlivnit prostredi nemocnice. Nase projekty ¢asto zahrnuiji
sloZitéjsi produkty, od modernich kamen na drevo pres
lodni mistky a kontrolni mistnosti, coz jsou tézké tkoly pro
vybaveni a expertizu dostupnou gkolam. Rada vyzkuma
je o rozhranich a digitalnich nastrojich, které mohou velmi
usnadnit nasledny vyvoj, protoze na pocitaci je oproti
prdmyslovému designu mozné udélat fadu véci a snaze je
testovat.

Tore Gulden: Pro mé vyzkum hodné souvisi s mym
pedagogickym pfistupem. V celé nasi profesi je mnoho
pravidel, ktera nikdo nezpochybriuje — napfiklad v po-
uZiti materiald, v kompozicich a tak déle. Myslim si, Ze
v ramci vyuky mame velky prostor pro riizné nastroje
anova feseni.*

André Liem: Vyzkum v designu je pfedevsim o: 1) hleda-
ni novych zpUsobd premysleni, procesli a metod k dosaze-
ni inovativnich produktd a sluzeb, 2) proniknuti do hlub$iho
pochopenti lidského smysleni a chovani s respektem
k lidské jedine¢nosti, 3) porozuméni vlastnostem produkt
a sluzeb.

II. Process and Research

What does research in design mean to you personally?
What are the usual results of research? Answers or more
questions?

Casper Boks:

ally designed for the market, but some of these theoreti-
cal insights make it eventually to industry and the market,
even though sometimes that takes years and years.
“Research for or by design” and “design for or by research”
are to two different approaches to design research that
are often debated. For example at Oslo and Akershus Uni-
versity College of Applied Sciences, where Tore Gulden
teaches, there is tendency to research into materiality
and therefore tendency towards longer process of testing.
For instance there exists a project focusing on how purely
artistic objects can influence the experience of hospital
environments. Our projects often include more complex
products, from modern wood stoves to ships' bridges or
control rooms, which are often more difficult to create in

a lab environment and text in the real world. But we also
focus a lot on interaction design, which is the design of
interfaces and digital tools, where prototyping and testing
in several iterations is easier.

Tore Gulden: For me personally research means a lot
of links to my own pedagogical approach. There are many
rules in our profession that no one questions — for example
the use of materials, composition and so on. | think that in
terms of education there is still a lot of space for various
tools and new solutions.*

André Liem: Research in design is about: 1) investigat- 64
ing new ways of thinking, processes and methods to
propose and develop innovative products and services
2) gaining a deeper understanding of human mindsets
and behaviors with respect to appropriation and use of
products and services. 3) Understanding product and
service attributes with respect.

Part of designer’s methodology can often be collecting and

Soucasti designérské metodiky miize byt ¢asto i shromazdovani

comparison of separate examples. Even such familiar objects

a porovnavani jednotlivych pfikladi. Dokonce natolik povédomé

objekty, jakymi jsou odpadkové kose, existuji v celé fadé

as trashcans exist in countless variations that tell us a lot about
their context. The language of details can unveil great deal about
cultural habits and motivations that prompt to throw litter on
the right place. Very often a complete opposite happens. Pic-

nejruznéjsich variaci, které ndm napovi mnoho o svém kontextu.

Jazyk detailt

dhalit mnoho o kulturnich zvyklostech

[l muiZe poo
a motivacich, které navadéji k odhazovéani odpadku na

tured trash cans come from city streets in India, entertainment

parks or even from a European metropolis.

spravném misté. Mnohdy se v§ak déje pravy opak. Vyobrazené

odpadkové koSe pochdzeji z méstské ulice v Indii, ze zdbavnich

parkt i z evropské metropole.

Photo: Novelty Bins, Efteling Museum, Casper Boks

Foto: Novelty Bins, Efteling Museum, Casper Boks

65



66

Na éem byste chtéli pracovat v budoucnosti?

Casper Boks: Pral bych si rozsitit nas vyzkum v ramci
designu udrzitelného chovani tak, aby byl pfinosny i pro
ostatni kultury. Lidé s rozdilnym Zivotnim stylem pottebuji
skrze design ziskat jiny druh motivace, ktery jim napriklad
napovi, jak pouzivat produkty spravnym zptsobem. Navic
fada otazek pro vyzkum si ¢asto zada vyuziti odliSnych
vyzkumnych metod pro rtizné zemé, co? je profesné velmi
zajimavé a lakavé.

Tore Gulden: Pravdépodobné bych se vénoval tomu, co
délam nyni: hraékam, hernim produktim a hernim studiim
a jejich pouziti ve vzdélani. Hry maji hodné spole¢ného
s knihami, jejich pfibéh maZe byt mnohem komplikova-
néjsi nez hra samotna. Obecné mé zajimaji herni pravidla
amechanismy.

André Liem: Ja bych se rad vice vénoval navrhovani
produktd, ale také bych chtél vykro&it mimo obor a zjistit,
co vlastné utvari nase kulturni, spole¢ensko-technologické
a ekonomické zvyklosti. Co se déje v oblasti jako tfeba
strategicky marketing produkt( a jak diky nému mizZeme
poznat design samotny.

What would you like to work on in the future?

Casper Boks: | would like to expand our research on
design for sustainable behaviour and practices, to address
other cultures as well. People in different cultures need
different design interventions to nudge their behavior in
the right directions. On top of that, the same research
questions in different countries sometimes means that
you need to use different research methods, which makes
it even more interesting.

Tore Gulden: Probably | would like to continue doing
what | do now: toys, gaming products and game studies
and their use in education. Games have a lot in common
with books and their story can be much more complicated
than the game itself. Generally | am interested in rules of
games and their mechanisms.

André Liem: | would like to focus more on designing
products, but | would also like to reach out of my profes-
sion and explore what creates our cultural, social-tech-
nological and economical habits. What happens in other
areas of expertise such as strategic management and
how they can help us to understand design better.

4) Clanek Disassociations & Counter Questions (2011) predstavuje 4) Article Disassociations & Counter Questions (2011) introduces
kreativni techniku zalozenou na popirani zazitych schémat a pfed-  a creative technique based on denial of common schemes and

sudki, kdy se nové cesty hledaji piedev$im skrze otdzky. Jejimi

prejudices, where we look for new ways mostly through questions.

autory jsou Tore Gulden a Arild Berg: ,Kdyz se ptame, redefinujeme  Its authors are Tore Gulden and Arild Berg: “When we ask ques-

vzdy problém znovu a po svém, nezdvisle na predchozim stavu.
Véci pak nemusi ztstat takové, jaké byly na zacatku.”

tions, we redefine the problem over and over again in our own way,
independently from the previous state of things. Things then do

not have to stay the way they used to be at the beginning.”

Jak by vypadalo idealni prostredi pro praci vasich
studentl?

André Liem: Chtél bych vidét, jak studenti z rdiznych
oblasti designu pracuji v malych skupinach na rfeseni
typickych probléma v izké spolupréci s primyslem. Kromé
toho bych si prél, aby studenti experimentovali s rdznymi
procesy navrhd a metod zkoumani a postupovali pfi navr-
hovani jak induktivné — od poznavani jednotlivych faktd
k obecnému, tak i deduktivné — od jednotlivého k obecné-
mu. Mozna v§ak vibec nepotiebujeme hmotné prostredi
jako studio. Idedlni prostredi se jiz tolik nedotyka konkrét-
niho mista, spise vzajemné interakce rliznych specializaci
a profesional(. V Singapuru jsem napfiklad mél moznost
vidét prostredi operacniho salu zalozeného na sdilenych
kontaktech mezi studenty a ¢leny fakult, ktefi spole¢né
vyvijeli zafizeni s cilem usnadnit operace, stejné tak jako
chirurgicka skolen.

Tore Gulden: Kazdélaborator nebo dilnaje omezuji=
ci. NaSe prostory jsou dobre vybavené, ale staromédni
anudné. Nejlepsi dilna by pro mé byl mikrobus, ktery by
studenty rozvazel kazdy den do jiného prostredi, které by
museli poznat a ve kterém by se museli naucit pracovat.
Nejsme prece zubari, abychom pracovali cely Zivot na
jednom misté, se stejnymi pacienty a stejnymi nastroji. Na
Skole jste pét let ve stejném prostiedi a nic takového vas
vétsinou uz potom v praxi neceka.

How would ideal environment for students look like from
your point of view?

André Liem: | would like to see how students with
different levels of design expertise work together in small
groups to address typical design issues in collaboration
with industry. Moreover, | would like to see students to
experiment with different design processes and methods,
exploring with inductive and deductive ways of designing.
In the contrary, maybe we don't need a physical environ-
ment as a studio. It is not about the physical space, but
about people interacting through their profession. For
example, in Singapore, | experienced an operational studio
environment, where students and faculty members from
different disciplines and expertises collaborate to develop
devices to facilitate surgery as well as surgery training.

Tore Gulden: Every laboratory or studiois limiting: Our
spaces are well equipped but old-fashioned and boring.

The best studio ?meweuld—be—amwﬁvan,—wmt‘h‘v%ﬁrd
everyday take students to a different environment and

then they would have to get familiar with the new environ-
ment, they would have to learn how to work in it. After all
we are not dentists who work all their lives at the same
place with the same patients and the same tools. When
we study, we spend five years in the same environment
and nothing similar to this waits us in the future practice.
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VI Alice
Rawsthorn

Design je témér nemozné
jednoznacéné definovat.

Prezentovani konkrétnich priklad
prostiednictvim médii v§ak mize

byt jednou z moznosti, jak jej propojit
s kazdodennim zivotem a poukazat
na jeho dUleZitost nebo dopad i mimo
odbornou verejnost.

Alice Rawsthorn pravidelné Alice Rawsthorn contributes
prispiva texty o designu do regularly to the global edition
globalni edice New York Times of New York Times and Frieze

a Frieze. Je autorkou knih with texts about design. She
Hello World: Where Design is the author of Hello World:
Meets Life ¢i Zivotopisu Yvese Where Design Meets Life and
Saint-Laurenta. Pfedseda also wrote an autobiography of
spravni radé Chisenhale Gal- Yves Saint-Laurent. Based in
lery a Michael Clark Dance London, she is chair of the board
Company a je ¢lenkou spravni of trustees of the Chisenhale
rady Whitechapel Gallery Gallery and Michael Clark Dance
v Londyné. V minulosti pisobila ~ Company, as well a trustee of

v Arts Council England a Design  the Whitechapel Gallery. Her
Council. V roce 2014 obdrzela previous pro bono governance
R4d britského impéria (OBE) posts include trusteeships of

za sluzby v oblasti uméni Arts Council England and the
adesignu. Design Council. In 2014 she
received an Order of the British
Empire (OBE) for services to art
and design.
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It is almost impossible to define
design unambiguously. One of the
possibilities how to connect design
with daily life and point out to its
importance and impact on the wider
public can be by presenting specific
examples through media.

Pirates, who attacked ships in the 18th
century, wanted to be effective: possess the
goods and not to lose their own crew. One
of the options that they had was to invoke
fear and helplessness in other ships - for
example by using a clear visual message,

in the form of typical and distinctive flag
which showed a distinct sign of mortal
danger. They used the picture of skull and
crossbones, called Jolly Roger. The most
famous pirates had their own personal flags
and in today’s fashion of visual communi-
cation, they created their own brands
Photo: Manuel Strehl, Orem, Wikipedia.org

lebka

vana Jolly Roger.
é osobni vlajky

ni vizudlni komunikace si

ti mél
tak vytvareli vlastni znacky.

avnéjsi pird

ztratit vlastni posadku. Jednou z moznosti
se zktizenymi kostmi

bylo vyvolat strach a bezmoc u ostatnich

lodi - napriklad s pomoci jasného vizu-
dlniho vzkazu formulovaného vyraznou

vlajkou s jasnym sdélenim o smrtelném

nebezpeci. K tomuto tce!
Foto: Manuel Strehl, Orem, Wikipedia.org

Pirati, ktefi za¢atkem 18. stoleti utocili na
lodg, chtéli byt efektivni: ziskat zbozi a ne-

Nejsl:

Design odrazi
Zmeny ve
spolecnosti

Vase texty prochazeji napfi¢ déjinami designu az do sou-
casnosti a ukazuji zajimavé spojeni témat v ramci kultury
jako tzce provazaného celku. Jak se divate na plisobivé
mnoZstvi textd, objektd a udalosti, které jsou zaméFeny
na ,budoucnost designu"?

Design se neustéle proménuje a tyto zvraty se pak
odrazi ve spole¢nostii kulture. Proto je to pro mé tak fas-
cinujici téma. Neustalé zmény mé nuti prehodnocovat mdj
pohled a kdykoli, kdyz ¢tu ¢asopis, prohlizim Twitter nebo
jdu po ulici, tak hledam zajimavé priklady, dobré i Spatné.
A ty nejzasadnéjsi podnéty prichazeji Casto z prostredi,
které nema na prvni pohled s designem nic spole¢ného.
Napriklad jednu z nejlepsich knih o primyslovém designu
pro mé predstavuje The Gunod C. J. Chiverse, byvalé-
ho véleéného zpravodaje New York Times. Je to kniha
o vale¢né historii, ale zarover obsahuje brilantni analyzu
designu Utoéné pusky AK-47" Také novely Stefana Zweiga
ze zadatku 20. stoleti velmi vymluvné popisuji nase vztahy
s okolim.?

Design Reflects
Changes in
Society

Examples of objects and ideas in your texts are spanning
through the history, and you always show interesting jux-
tapositions with things both from present and past. How
do you look at impressive amount of texts, objects and
events that are focused only on ,,the future of design”?
One of the reasons why | find design so fascinating
is that it changes constantly to reflect broader shifts in
society, always prompting me to reconsider my thinking.
Whatever | do, whether it is reading a magazine, browsing
on Twitter or walking along the street, | look for interesting
examples of design, both positive and negative:Often the
most useful insights come from something that doesn't
ostensibly have anything to do with design. For example,
one of the best books on industrial design I've read is
The Gun by C. J. Chivers, a former New York Times war
correspondent, who wrote it as a work of military history,
but included a brilliant analysis of the design of the AK-47
assault rifle." Whereas Stefan Zweig, the early 20th cen-
tury Austrian novelist, wrote very eloquently about how
we relate to our surroundings.?
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1) The Gun (2010) od C. J. Chiverse ptibliZuje spolecenskou historii
zbrané AK-47 navrzené koncem 40. let 20. stoleti Michailem Kalas-
nikovem. Kombinuje metody historického vyzkumu a investiga-
tivni reportdze, aby osvétlila ptivod a diisledky rozsifeni nejpou-
zivanéjsi zbrané na svété. Chivers nastiniuje charaktery uzivatelt
kalaSnikovu, ¢erpd z nastfadanych rozhovort, peclivého archivni-
ho vyzkumu i rozsédhlého cestovani. The Atlantic a The Washing-
ton Post ocenili knihu jako nejlepsi za rok 2010. V ¢estiné vysla pod
nazvem Kalasnikov. AK-47 proti zbytku svéta (2013).

2) Stefan Zweig patfil mezi jednoho z nejpopuldrnéjsich spisova-
telt 20. let 20. stoleti. Proslavil se predevsim dily Beware of Pity
(1939), Letter from an Unknown Woman (1922) a The World of
Yesterday (1942). Piételil se Sigmundem Freudem, coz silné ovliv-
nilo i jeho dilo. Zivot i tvorbu rakouského autora viak nejdtiraznéji

1) The Gun (2010) by C. J. Chiverse introduces the history of AK-47
gun, designed at the end of 40’s by Michael Kalashnikov. It com-
bines methods of historic research and investigative report to clari-
fy the origins of the gun and consequences of its expansion in the
world. Chivers foreshadows the characters of users of Kalashnikov,
he draws from the collected interviews, thorough archive research
and extensive travelling. The Atlantic and The Washington Post
evaluated the book as the best of 2010.

2) Stefan Zweig was one of the most popular writers of the 20th
century. He became famous especially for this works Beware

of Pity (1939), Letter from and Unknown Woman (1922) and

The World of Yesterday (1942). His friend was Sigmund Freud and
this friendship strongly influenced his work. The rise of Nazism

ovlivnil nastup nacismu k moci a s tim souvisejici nucena emig- to power and Zweig’s consequent emigration influenced his
race, s niz se pozdéji ve svém dile vyrovnaval. Diikazem, ze Zweig work perhaps the most and he tried to cope with it through his
plati dodnes za neustaly zdroj inspirace, mtize byt i film Grandho- writing. What can prove that Stefan Zweig is still a constant source

tel Budapest'(2014) od Wese Andersona, ktery ve formovani hned of inspiration is the film The Grand Budapest Hotel (2014) by

nékolika hlavnich charaktert ¢erpal praveé u Zweiga.

‘Wes Anderson, who was inspired by Zweig when creating several

of his characters.

€l :" / Hr’ﬁs @

Mate ohromny objem kvalitnich textl také na Instagra-
mu, v ¢éemz vidim dlouhodobou novinarskou zkusenost.
Pouzivate tento kanal pouze jako zaznamnik? Proc jste se
rozhodla pravé pro tento zplisob?

Pouzivam Instagram jako projekt, skrze ktery se sna-
zim definovat urcita témata — kazdy den nahravam jednu
fotografii.® Moje obecné téma je design a kazdy tyden se
snazim definovat jiny aspekt, motiv, a kazdy den k nému
pak pfidavam rdizné interpretace a asociace-Jestlimam
néjaky dlouhodoby cil, tak je to pravé snaha EFekonat
predsudky o designu tim, Ze poukazuji na to, jak bohaty
a eklekticky je to obor. Néktera témata se vazou k rdznym
vyrocim, jako napfiklad voda u pfileZitosti Svétového dne
vody nebo feminismus pfi Mezinarodnim dni Zen. Jindy si
vyberu téma viceméné nahodné. Celkové ¢erpam i z kon-
textu mych predchozich &lankd pro International New York
Times nebo svou knihu Hello World, ale uzivam si i hledani
novych projektd, o kterych jsem predtim nikdy nesly3ela.
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You have a tremendous series of themed short texts on In-
stagram. Is your Instagram feed a notepad for your future
projects, for sorting content, or how do you think about it?

From the start, | decided to treat Instagram as a pro-
ject by identifying a theme and posting on it once a day.®
My chosen theme is design, and every week | identify
adifferent aspect of it, then post about seven very dif-
ferent interpretations of it. The.underlying objective is to
challenge preconceptions of design by demonstrating
what an extraordinarily rich and eclectic field it is. Some
of the weekly themes are timely, like water for World
Water Day and feminism for International Women'’s Day,
and others are chosen randomly. The content is a mix of
my previous writing, in my International New York Times
columns or my books like Hello World, but | also enjoy
researching design projects that | knew nothing about
before.*
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Fispévcic

pouzival
pro kritiku designu. V tematickych

sériich i individualnich pi
Rawsthorn ovlada velmi dobte i diky

zabyva motivy $irokého rozsahu - od
dlouholeté kariéfe v médiich.

aktudlnich vystav az po feminismus.

a odleh¢end forma interpretace, kterou
Foto: Filip Kartousek

3) 1.1edna 2015 zacala Alice Rawsthorn
t Instagram jako nastroj
Vsechny vsak spojuje srozumitelna

4) Jednou ze zakladnich myslenek knihy Alice Rawsthorn Hello
World: Where Design Meets Life (2013) je tivaha nad neustalym
kontaktem s designem, ktery nas denné¢ obklopuje a presto je
obtizné jej jednoznacné pojmenovat. Diky mnozstvi uzivanych

prikladti zahrnujicich celou $kalu produkti, vynaleza, lidskych ak-

tivit i ¢innosti Rawsthorn predstavuje kvalitni a pfedevsim Siroce
pristupny tivod do designu jako oboru s velkym kulturnim dopa-
dem. Designu je, na zdkladé jeho vyznamu a vlivu na spole¢nost

v minulosti i soucasnosti, pfedpoviddna ¢im ddl vétsi spolecenska
tloha i do budoucna. Kniha v ¢eském pirekladu vySla pod ndzvem
Zdravim, svéte: Jak design vstupuje do Zivota (2014).

photo

hoth

7, a\,ce_m\"“‘

4) One of the fundamental messages of Alice Rawsthorn’s book
Hello World: Where Design Meets Life (2013) is a meditation

over constant contact with design that surrounds us every day
and which is at the same time difficult to name unambiguously.
Thanks to a number of used examples including a great variety of
products, inventions, and human activities, Rawsthorn introduces
aquality and accessible introduction to design as an area with big
cultural impact. Based on the significance and impact of design on
society both in past and present, design is likely to have a greater
role in the society in the future.



Jak pfistupujete k psani delSich text, napriklad knih?
Mate jasnou strukturu témat a pripravené reserse, nebo
je vytvéfite priib&zné b&hem psani?

Upfimné obdivuji autory, ktefi dokazi pfi psani improvi-
zovat. Pro mé je totiz psani bez jasné struktury a dokonce-
nych reSersi témér nemozné.Na druhou stranu nejkras-
néjsi véci na psani je objevovani novych témat a impulzd,
jejich poznavani a s tim souvisejici promény vlastniho

myslent.

Co v soucasné dobé o designu ¢tete? Kam chodite pro
inspiraci?

Stejné jako u knih, které jsem zmirovala, i moje obli-
bené texty a ¢lanky o designu nebyly psané pfimo o ném
adaji se najit obecné v médiich jako The New Yorker
a New York Review of Books. Velmi dobré ¢lanky o designu
a technologii publikuje také The Economist.

Na rozdil od po&atk vasi kariéry dnes miZete jako
novinar pracovat témér kdekoli, bez potreby kancelar-
ského zazemi. Navic s pripojenim k internetu Ize okamzité
sledovat odezvy &tenaid. MiZete popsat nejzajimavéjsi
misto, kde jste pracovala?

Kupodivu jeden z nejzajimavéj$ich momentd, ktery mi
v této souvislosti utkvél v paméti, probéhl jesté pred digi-
talni érou, tedy pravé na zacatku moji novinarské kariéry
ve Financial Times v polovin& osmdesatych let. Zadny
internet, mobilni telefony, ani prfenosné pocitace. Vétsinu
&lankd jsme psali na hodné zastaralych psacich strojich.
Kdyz ale bylo nutné poslat ¢lanek rychle, jako naptiklad
u vysledkd voleb nebo pfi rozhodovani soudu, museli jsme
co nejrychleji utikat k telefonni budce a nadiktovat text po
telefonu.® V redakci jej prepsali a okamZité zpracovali. Bylo
hodné tézké najit budku, ktera byla funkéni a neobsazena,
navic v§echny byly velmi $pinavé a zapachaly. Rozhodné
to nebyla efektivni nebo prijemna mista pro préaci, ale byla
velkou vyzvou.

One of the inventions that made
possible to reduce the size of com-
munication devices - at first of wire
sets and later of phones - to pocket
size devices, was the invention of
the transistor. The use of transistors
in chips of today’s computers and
phones has reached such a level
that when we create and spread the
content, we can do it simply with

a pocket size device.

Photo: Amatérské radio (vol. 8,1959)

Sifeni

troju - nejprve
ytvafeni i

rozhlasovych prijimact a pozdéji

zmenS$eni pris
zistorti v ¢ipech dne$nich pocitacti

Jednim z vynalezu, ktery umoznil
i telefont - do kapesni velikosti,
byl objev tranzistoru. VyuZiti tran-
a telefont dosahlo dokonce takové
urovné, Ze si pti v

obsahu mtizeme vystacit pouze

s kapesnim zatizenim.
Foto: Amatérské radio (¢. 8,1959)

How do you approach writing of longer texts, such as
books? Do you have a clear structure of topics with pre-
pared research and notes, or do you create them continu-
ously as you write?

| admire writers who are more improvisational, but
| would find it impossible to write a book without a clear
structure, and without having completed most of the
research. That said, one of the lovely things about writing

a book is discovering new-ideas as the text evolves, find-

ing out about them, and then reassessing your thinking.

Any interesting online or offline source (blog, maga-
zine or book) you would recommend to follow or read
in these days?

As with the books | mentioned, many of my favourite
articles on design were not written with design in mind,
and are in general media like The New Yorker and New
York Review of Books. The Economist also has very good
coverage of design and technology.

Today, journalists and writers can work almost anywhere
and with Internet connection, they can instantly moni-
tor the responses from readers. Offices are not needed
anymore. What was the most interesting place you've
been working?

Oddly, one of the most interesting places | have
‘worked’ dates back to before the digital era, when | was
starting out in journalism in the mid-1980s at the Financial
Times. There was no Internet, no cell phones and no lap-
tops then. We wrote most of our articles on old-fashioned
typewriters in the office, but if we were covering breaking
news stories, such as the verdict in an important court
case or an election result, we would have to find a public
telephone kiosk® on the street, and dictate the text down
the line to someone called a ‘copy taker’, who would type
it up and take it to the news desk. It was often difficult to
find a telephone kiosk that wasn't broken, and they were
almost always dirty and smelly. They weren't the most ef-
ficient or enjoyable places to work, but they were certainly
challenging.
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5) Cervend londynska telefonni budka typu K6 navrzena
Gilem Gilbertem Scottem v roce 1936.
Foto: Christoph Braun

Ve fotografické knize PIG 05049 (2007) ukazuje holandska desig-
nérka Christien Meindertsma §iroké mnozstvi produktt, jejichz
slozeni z ¢asti pochdzi z anonymniho ,prasete ¢islo 05049 Na
zakladé triletého vyzkumu se ji podaftilo najit necekané mnozstvi
vyuziti: kromé masnych vyrobkt se ¢dsti prasat zpracovavaji
naptiklad do munice, 1ékatstvi, pii vyrobé fotografického papiru,
zvykacek, brzdovych systémt, porceldnu, kosmetiky, cigaret,
kondicionért nebo biopaliv. Meindertsma tak odhalila propojeni
surovych materidl(i a vyrobct, kterd jsou v dnesnim globalizova-
ném sveteé témer neviditelnd.

Foto: Christien Meindertsma

5) Since the times of red phone booth type K6, designed by
Giles Gilbert Scott in 1936, communication devices have under-
gone a significant change.

Photo: Christoph Braun

A Dutch designer Christien Meindertsma shows in her photo-
graphic book PIG 05049 (2007) a wide range of products, whose
content partly comes from anonymous “pig number 05049”. Based
on a three-year long research she managed to find unexpected
amount of uses: apart from meat products, parts of pigs are
processed or example in munitions, medicine, photographic paper,
chewing gums, braking system, porcelain, cosmetics, cigarettes,
conditioners, and biofuel. Meindertsma managed to reveal an
interconnectedness of raw materials and manufacturers, which is
in today’s globalized world almost invisible.

Photo: Christien Meindertsma

” PIG 05049

RTINS MEERTIMA
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