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Studio Najbrt Basics

grafické studio. Pod vedenim AleSe
Najbrta, ktery ho pred pétadvaceti
lety zaloZil, a dnes i jeho partnerky
Zuzany Lednické pravidelné
zpracovava ukoly narodniho vyznamu,
obskurni predstaveni, svétoznamé
fotoknihy, kultovni filmy, veletrhy pro
déti, milované festivaly i pfeplnéné
hospody a jako nikomu jinému se mu
dafi budit vasné daleko za hranicemi
oboru. Znacka Najbrt je pop, at uz to
v téhle zemi v poslednich dekadach
znamena cokoli.

Vystava vice nez padesati navrh(
sleduje tvorbu studia od Najbrtovych
poé&atkl v 80. letech pres art direkci
&asopist Reflex a Raut aZ po
zmnoZeni jeho autorské identity po
roce 1994 a postupné prosazovani
nastupnickych pFistupt Lednické
nebo Marka Pistory. Rekapituluje
zékladni prace, typy problémi

a vizualni a organizacni principy -
vytvarné inspirace, autorska pisma,
vstricnost k vysokému i nizkému,
tymové prostiedi a otevienou
spolupraci s fotografy, ilustratory

a dalSimi profesemi. Spolu

s nimi pfipomina takeé Najbrtovu

roli performera s divadlem

Sklep, Tros Sketos nebo dvojici
Thomas & Ruhller.

Pocet, trvanlivost a masovy zasah
realizaci studia, jeho dlouhodoba
pozice tviirce hlavniho vizuélniho
proudu z néj u€inila jakéhosi
ndesignéra doby“. Nékteré z praci

zlidovély nebo nabraly spole¢ensky
rozmér nad ramec zadani. Instalace
proto vystoupila ze stén do prostoru,
z plochy stranky nebo obrazovky
na objekt a zdkladem vystavy se
stal standardizovany format bilého
tricka. Familiarni motivy, Gasto
reprezentanti rozsahlych vizualnich
identit, kniznich svazku &i ediénich
fad nékde zUstaly v originalni
podobé, nékde tricka vychazeji

z uz existujiciho merchandisingu,

v nékolika pfipadech se objevuiji ve
fazi skic a nerealizovanych navrhd,
jinde je studio pro tcely expozice
dal redukovalo na charakteristické
fragmenty, jejichz podobu uréuje
predstava o adekvatnim namétu

na tricko.

Vlastni volba vlajiciho tricka
naznacuje nové nestalou, komplexni
povahu vizualniho stylu v digitalnim
véku, nahrazujici dfive nedotknutelna,
singularni loga. Obleceni, boty a dalSi
osobni pfedméty v nehmotném
streamovacim prostredi prevzaly
pozici obalu dlouhohrajici desky
coby kulturni reference, fetiSe
predmétu. Merchandising neboli
propagacni a upominkové predméty
tvori dnes neodmyslitelnou souc¢ast
témér kazdé grafické zakazky,

a obycejné bavinéné tricko v ulicich
predhani papir coby zakladni

prostor pro graficky design.

Takovy ,,obléknutelny transparent®
(nékdy ideologické brnéni, jindy
beranidlo) ale vykazuje mnohem

intenzivnéjsi, intimné;jsi vztah
nositele k zobrazenému. Zaroven
predstavuje vyrazné zatizen&jsi
médium, o stupen vzdalené
idealizované a dekontextualizované
~Cisté obrazové roviné“ plakatu,
kterému se dnes lépe dafi prejimat
znaky uméni. Tri¢ko velikosti medium
zGstava bliz fyzické a ekonomické
realité manualovych rozmnoZenin
merkantilu, dopisnich papird,
vizitek, kalendar, kulié¢kovych per,
machrsidrek, hrniéka a svatebnich
oznameni. Nezastira komplikované
autorstvi, sériovost, komerénost

Ci sluzebnost designu - rysy, které
nebyvaiji ve vystavnich institucich
zpravidla zdGraziiovany.

Fakt, Ze ,,se néco tiskne na

tricka“ at uz jako soucast vintage
kolekci Fetézcti fast fashion,
nastroj marketingu nebo tieba
amatérské produkce taborového
oddilu, vyjadrfuje jistou uroven
obliby a dosahu. Tricka s kapelou,
citatem ze serialu nebo k srdci
pfirostlou zna¢kou znazornuiji
aspirace, hodnoty a presvédéeni

a vedle identity produktu se stavaji
soucasti identit individualnich.
Deklaruji pfislusnost ke skupiné
stejné jako odliSeni a funguiji jako
vyzva ke komunikaci, demonstrace
statusu, emancipacni fantazie
nebo ubezpecuijici talisman. Tricko
s potiskem se tak na vystavé stava
symbolem Zivé distribuce komerénich
stimulli v efemérnich predmétech
denni spotreby, predstavitelem

toho, jak se €inime nosici sdéleni
jinych, i toho, jak si loga a dalSi
design pfisvojujeme, recyklujeme je
v novych souvislostech jako material
k sebeurceni a sebevyjadreni, jako
zdroj nostalgie i ironie, konformity

i rebelie. Ukazuje, jak blizko k t€lu
jsme si graficky design a to, éemu
slouzi, pustili - nékdy s nim doslova

i spime.

Vystava tak nestavi divaky jen

pred problém grafického feSeni,
davtipné vizualni zkratky, kompozice
nebo stylu, ale zejména pred

otazku rostouci dulezZitosti designu
pro jedince i spole€nost, otazku
soucasnych promén komunikace,
produkce a nadprodukce, rychlosti
spotieby a upcyklace a pred otazku,
zda by tohle chtéli nosit na hrudi, na
ulici nebo tieba jen jako noéni kosili.



Studio Najbrt Basics

Studio Najbrt is the best-known
Czech graphic studio. Under the
direction of Ale$ Najbrt, who
founded it twenty-five years ago,
and his partner Zuzana Lednicka, it
regularly works on tasks of national
importance, obscure performances,
kid’s fairs, as well as crowded pubs,
and it manages to engender passion
far beyond the boundaries of its field.
The Najbrt brand is pop, whatever

it has meant in this country in the
recent decades.

The exhibition of more than fifty
designs charts the work of the studio
from Najbrt’s beginnings in the early
1980s through his art direction of the
magazines Reflex and Raut to the
multiplication of his artistic identity
after 1994 and gradual establishment
of successor approaches of Lednicka
or Marek Pistora. It recapitulates the
basic works, the types of problems
and visual and organisational
principles - art inspirations, original
typefaces, openness to the high

and low, the team environment and
cooperation with photographers,
illustrators and other professions.

At the same time, the exhibition

also reminds of Najbrt’s role as a
performer in the Sklep theatre, the
scat singers Tros Sketos and the
Thomas & Ruhller comedy duo.

The number, durability and mass
reach of realisations of the studio,
its long-term position as creator

of the visual mainstream, has made

it a kind of “designer of the era”.
Some of the works have become
common property or took on a social
dimension beyond the framework
of the assignment. The installation
has therefore stepped out of the
walls into space, from the flatness
of a page or screen into an object,
and the standardised format of

a white T-shirt has become the
basis of the exhibition. Familiar
motives, frequently representatives
of extensive visual identities, book
volumes or editions remained

in original form in some places,
somewhere T-shirts are based on
already existing merchandising,

in several cases they appear as
sketches and unrealised drafts,
elsewhere, the studio reduced them
further into characteristic fragments
for the purposes of the exposition,
their form determined only by the
idea of an adequate theme for a
T-shirt.

The choice of a fluttering T-shirt
suggests a newly unstable, complex
nature of visual style in the digital
world, replacing the formerly
untouchabile, singular logos. In the
immaterial streaming environment,
clothing, shoes and other personal
objects have taken over the position
of the record cover as a cultural
reference, fetish and initiatory
collector item. Merchandising now
represents an inherent part of nearly
every graphic assignment and a
cotton T-shirt exceeds paper in the

streets as the basic space for graphic
design. Such a “wearable banner”
(sometimes an ideological armour, at
other times a battering ram), shows
far more intensive, intimate relation
of the wearer to the portrayed.

At the same time, it represents a
considerably more encumbered
medium, a degree removed from

the idealised and decontextualised
“purely visual level” of a poster, which
is considerably more successful
nowadays in appropriating the signs
of fine art. A medium-size T-shirt
remains closer to the physical

and economic reality of routine
reproductions of the mercantile,
writing papers, business cards,
calendars, ballpoint pens, keychains,
cups and wedding announcements.
It does not disguise complicated
authorship, seriality, commercial
qualities or the service role of design -
characteristics, which are not
generally accentuated at exhibiting
institutions.

The fact that “something gets
printed on T-shirts”, be it as a part
of vintage collections of fast fashion
chains, a marketing tool or perhaps
an amateur production at a summer
camp, conveys a certain level of
popularity and reach. T-shirts with
aband, a quote from a TV series

or a brand express aspirations,
values and beliefs, and in addition
to the identity of the product, they
become part of individual identities
of their wearers. They declare

belonging to a group as well as
distinction and serve as an invitation
to communicate, demonstration of
status, emancipatory phantasy or a
reinsurance charm. At the exhibition,
a humble printed T-shirt becomes

a symbol of lively distribution of
commercial stimuli in ephemeral
everyday items, a representative of
how we make ourselves into bearers
of the messages of others, as well
as of how we appropriate logos

and other design, recycle them in
new contexts as material for self-
determination and self-expression,
as a source of nostalgia as well as
irony, conformity as well as rebellion.
It shows how closely we have taken
graphic design, as well as that, which
it serves, to heart: sometimes we
literally go to bed with it.

The exhibition not only confronts the
viewers with the issue of a graphic
solution, an ingenious visual shortcut,
composition or style, but especially
with the question of the growing
importance of design for an individual
and for society, the issue of current
transformations of communication, of
production and overproduction, the
speed of consumption and upcycling,
and with the question of whether
they would like to wear this on their
chest, in the street, or perhaps only
as a night shirt.



Branické divadlo pantomimy
Branik Pantomime Theatre

1989 Ales Najbrt

»Sel jsem do toho po hlavé. NejdfFiv
jsem byl sportovec, pak vytvarnik.
Exhibicionista jsem nebyl viibec,
moje fyziognomie ale zplsobovala,
Ze se lidi smali, a to mé néjak
posouvalo dal,“ vzpomina Najbrt.
Spojeni s osobami a obsazenim
Prazskeé pétky, predevsim divadla
Sklep, mélo dalekosahlé nasledky.
Neéktefi lidé hrali podstatnou ulohu

v Najbrtové dalSim Zivoté prikladem
svého pozitivhiho humanismu (David
Vavra), jini jako dlouholeti pratelé,
spolupracovnici a klienti (Jan Slovak,
Tomas Vorel, Tomas Hanak, Vaclav
Marhoul, Robert Nebfensky ad.).
yTaironie a prehanéni. Délat si
srandu UplIné ze vSeho dokazal mezi
vytvarniky jenom malokdo. Najednou
jsem chtél, aby moje véci mély
obsah a atmosféru jako divadla, kde
jsem se zacal pohybovat.“ Centrem
pohybového divadla poloamatérskych
souborl, vystoupeni Borise Hybnera
nebo Bolka Polivky a domaci scénou
Prazskeé pétky bylo v poloviné 80. let
divadlo v Praze 4. Charakteristicky
portal, ktery si ob¢ané Branika ve
20. letech vybudovali z vlastnich
prostiedkd, Najbrt zvesela zabydlel
vrstvou predsklepovskych,
abstraktnich pantomimickych zvirat.

“l jumped into that headfirst. First |
was a sportsman, then a visual artist.
| was in no way an exhibitionist,

but my physiognomy made people
laugh and that kept me going,”
Naijbrt recalls. Connection with the
cast of the Prague Five, especially
the Sklep theatre, had far-reaching
consequences. Some people played
a significant role in Najbrt’s further
life with the example of their positive
humanism (David Vavra), others as
long-time friends, colleagues and
clients (Jan Slovak, Tomas Vorel,
Tomas Hanak, Vaclav Marhoul, Robert
Nebiensky etc.). “The irony and the
exaggeration. Mocking absolutely
everything - only a handful of visual
artists could do that. Suddenly |
wanted my works to have the content
and atmosphere of the theatres,
where | started to move around.”

In the mid-1980s, centre of physical
theatre of semi-amateur groups,

as well as performances by stars
like Boris Hybner or Bolek Polivka,
was at a theatre in Prague 4. It was
also the home of the Prague Five.
Naijbrt cheerfully populated the
characteristic portal, which Branik
citizens built in the 1920s, with

a stratum of pre-Sklep, abstract
pantomime animals.
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Dvé kola a dost

Two Wheels and Enough

2013 Zuzana Lednicka, Michal Nanoru

foto/photo Dusan Tomanek

Na Designbloku ve funkcionalistickém
arealu prazského Nakladového
nadrazi Zizkov daly kolob&zky Yedoo
namisto vlastni prezentace prostor
hnuti. Dvé kola a dost je heslo tfi

lidi, ktefi se schazeji v odstaveném
vagonu, v noci sjizdéji zizkovskeé ulice
a berou si zpét trochu méstského
prostoru uzurpovaného auty. Lepi
plakaty, vydavaiji zin a premalovavaji
€ary na silnicich na pruhy pro_
kolobéZky. Kuratofi dopravy. Spinavy
cernobily styl véstniku, funkéni
kolobé&zka na pfemalovavani pruhd,
vylep s varovnou €ernou stopou,
ktera misty pfekryvala paralelné
probihajici volebni kampan KSCM

a idealisticka guerillova instalace
fiktivni klubovny tiSe konfrontuijici
snobsky efektni design korporatnich
showroom byly tak realistické,

Ze i sami organizatofi az po letech
docenili jejich radikalitu. ,Nejdriv ¢ary
na silnicich. Ve skutec¢nosti je to ale
souboj o tahy v tvoji hlavé. Na to bejt
konzervativni a pfi svodidlech mame
celej zivot,” deklaroval zin. Occupy
Olsanka.

At the Designblok festival in the
functionalist premises of the freight
railway station Nakladové nadrazi
Zizkov in Prague, the Yedoo kick
scooters gave space to a movement
instead of their own presentation.
“Two wheels and enough” is the
motto of three people, who meet in

a decommissioned railway carriage,
ride through the streets of Zizkov at
night and reclaim some of the urban
space usurped by cars. They put up
posters, publish a zine and repaint
lines on roads into lanes for scooters.
Transport curators. The grimy black-
and-white style of a zine, a functional
scooter for repainting lines, a poster
with a warning black trace, which

in some places covered the election
campaign of the communist party,
and an idealistic guerilla installation
of a fictitious clubroom quietly
confronting the flashy design of
corporate showrooms were so
realistic that even the organisers
themselves appreciated their
radicality only years later. “First the
lines on roads. In reality it is a fight for
the moves in your head. We still have
our entire lives for being conservative
and staying by the crash barrier,”
declared the zine. Occupy OlSanka.
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Mecca

1998 Ales Najbrt, Zuzana Lednicka

V 90. letech design oznacoval
pronikani zapadnich hodnot do

Sedé postsovétskeé spolecnosti,
véetné konzumerismu, osobnich
svobod a v§eho dalsiho, co k liberalni
demokracii patfi. Mél znamenat nejen
pretirani zdevastovanych fasad,

ale i generacni obrodu ,starych
struktur” a ,navrat do Evropy“.
Budovat design znamenalo zatlacovat
minulost do propadlisté a akcelerovat
dé&jiny. Design pro restauraci _
Dynamo, méstskou pohadku Septej

a pridruZenou skupinu Colorfactory
nebo kyberpunkovy Terminal Bar

se stal popovou stranou nastupu
tehdejsi do Londyna obracené
prazské nezavislé scény. Vizualni

styl Meccy, pionyrské nejen

coby jeden z prvnich dotaZenych
konceptd &isté taneéniho klubu

a restaurace pro znalé, ale taky

jedna z prvnich renovaci tovarniho
prostoru v Hole$ovicich, nabidl

svym postindustrialnim charakterem
Najbrtovi moZnost vratit se na

chvili od plastické oblosti k ostie
konstruovanym tvartim.

In the 1990s Czech Republic,
design epitomised the penetration
of western values into the grey
post-Soviet society, including
consumerism, personal freedoms
and all of the things that are part
and parcel of liberal democracy. It
was supposed to bring not only the
repainting of the flaking facades,
but also a deep generational
rejuvenation of the “old structures”
and “a return to Europe”. To pursue
design meant to dump the past and
accelerate history. The design for
the Dynamo restaurant, the urban
fairytale Whisper and the affiliated
band Colorfactory or the Terminal
Bar became the pop side of the then
Prague independent scene ogling
London. With its post-industrial
nature, the visual style of Mecca,

a pioneer not only as one of the
first completed concepts of purely
a dance club and a restaurant for
connoisseurs, but also one of the
first makeovers of factory premises
in HoleSovice, offered Najbrt an
opportunity to return from the plastic
roundness to sharply constructed
shapes.
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Thomas & Ruhller

1984-2019 Ales Najbrt
foto/photo Vaclav Jirasek

Z predstaveni baletni jednotky

Krec a sklepackych Besidek se
oddaélila dvojice plivodné paroduijici
brnénského performera Tomase
Rullera, ktera si ale béhem dnes uz
pétatficetileté kariéry nasla zcela
svébytny projev minimalistické
akrobatickeé grotesky, vyprodavajici
celovecerni predstaveni na
alternativnich scénach. Tiskoviny
Thomase & Ruhllera (Ale$ Najbrt

a Jan Slovak) byly od za&atku
soucasti mystifikace a ,hry na“ nejen
svétoznamé holandské autority, ale
vibec na skute&né predstaveni.
Vytvarely mytologii hvézd, v prvni
fadé pro radost aktérli samotnych,
a potvrzovaly nepostradatelnost
grafického designu pro konstrukci
identity performert. Kazdé dité,
které si hraje na cirkus, vi, ze
duleZitost klaunského vystoupeni
déla plakat. Ten prvni, ktery Thomas
& Ruhller neméli ani kam povésit,
urcil identitu zaloZenou na Najbrtové
stejnojmenném pismu a fotografiich
na desitky let dopredu. To, Eemu

se vysmivali - ispornost

a intelektualska prisnost ¢asti
umélecké komunity - se paradoxné
stalo zakladem nadcasovosti jak
jejich vystoupeni, tak i designu.

A spin-off of the performances of
Kiec ballet troupe and the sketches
of Sklep, the duo was initially
intended as a parody of the Brno
performer artist Tomas Ruller, but
over its 35-year-long career it has
found a highly original expression

of minimalist acrobatic grotesque
selling out shows on alternative
stages. From the start, the printed
materials of Thomas & Ruhller (Ale$
Najbrt and Jan Slovak) have been
part of the mystification and the
role-play of “the world-renowned
Dutch artists” and a play at a real
performance in general. They created
the mythology of stars, primarily

for their own enjoyment, in the act
confirming the indispensability of
graphic design for constructing an
identity of performers: every child
that plays at circus knows that

a clown’s act is made important by

a poster. The first one, which Thomas
& Ruhller did not even have anywhere
to hang, determined an identity based
on Najbrt’s typeface of the same
name for decades to come. What

the duo used to mock - restraint and
intellectual severity of a section of the
art community - paradoxically stood
at the foundation of the longevity

of their performances and design.
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William Shakespeare: Othello

2013 Marek Pistora

Béhem tfilet v pozici art direktora
Reflexu nakreslil Najbrt desitky
origindlnich titulkd, ze kterych

se nékdy vyvinuly celé abecedy.
Logo, které navrhnul pro prvni €islo
z dubna 1990, zlistalo zachovano,

i kdyz v roce 2001 Easopis UspésSné
redesignoval Marek Pistora. Potom,
co se v roce 2011 Pistora pripojil

ke studiu, spole¢né s Najbrtem
pismo z loga dokonéili, digitalizovali
a pouzivaiji dal. Tady se rudo pred
oc€ima z ultra kondenzovaného
Reflexu stavi mezi Zarliciho
novomanzela a pricetnost.

In the course of three years in the
position of an art director of Reflex,
Najbrt drew dozens of original
headlines, with entire alphabets
having developed from them
sometimes. The logo, which he
designed for the first issue from
April 1990, has remained preserved,
although Marek Pistora successfully
redesigned the magazine in 2001.
Then, after Pistora joined the

studio 10 years later, he and Najbrt
completed the typeface from the
logo, digitized it and continue to

use it. Here, the red before the eyes
from the ultracondensed Reflex
takes a stance between the jealous
newlywed and sanity.
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Sofee and the Gang

2018 Michal Nanoru, Andrea Vacovska
ilustrace/illustration Martin Lacko

Sofee je ,sofistikovana kava“. Vyrabi
se z vybérové kavy, zastudena
maceruje a projde nékolikerou filtraci,
nez se rozlije do lahvié¢ek. Milovnici
kofeinu si ji pak fedi v poméru

1:3. Sofee je taky holka z plakatu.
Nejdfiv ji ve studiu vymysleli jméno
a pak vznikla tahle kombinace Siri,
komiksové hrdinky a Léy Seydoux
(Ne, Winony Ryder! Ne, Chloé
Sevigny! Ne, Saoirse Ronan! Ne,
Grety Gerwig! Diskuze byla dlouhd.)
Mil3, drza, samostatna méstska
holka. Trochu Lucie, postrach ulice,
trochu Jean Seberg v U konce

s dechem. Pro limitovanou edici

u prilezitosti Najbrtovy retrospektivy
na 28. mezinarodnim bienale
grafického designu v Brné 2018 se ale
motiv Sofee na etiketach nec¢ekané
proménil na samotného laureata

v typickém thomasoruhllerovském
rolacku s vyrazem Spatné
vyfezaného svatého.

Sofee is ,sophisticated coffee”. It is
made from specialty coffee, cold-
macerated, and goes through several
phases of filtration before being
poured into bottles. Caffeine lovers
then dilute it in a 1:3 ratio. Sofee is
also its poster girl. First the studio
came up with a name for her, and
then emerged this combination of
Siri, a comic book heroine, and Léa
Seydoux (No, Winona Ryder! No,
Chloé Sevigny! No, Greta Gerwig! No,
Saoirse Ronan! The discussion was
endless.) A nice, bold, independent
city girl. A little bit of Lucy, Terror

of the Street, a little bit of Jean
Seberg in Breathless. For a limited
edition on the occasion of Najbrt’s
retrospective at the 28th International
Biennial of Graphic Design in Brno
2018, though, the Sofee motif on
labels unexpectedly changed into the
laureate himself in a typical polo neck
in Thomas & Ruhller style, with the
expression of a badly carved saint.
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36th Karlovy Vary

International Film Festival

2001 Ales Najbrt
foto/photo Adam Holy

Prvnich jedenact let spoluprace

s KVIFF vychazely identity ze znélek,
které pripravoval kazdy rok jiny
reZisér. Piestoze jednim z vizuall

36. rocniku byla zase ¢erna kocka
jako v roce 1997, jeji vyznéni nemohlo
stinu byla vycpana, vypelichana

a priSpendlena k socialisticky
sololitovému pozadi surovym
bleskem. Ve znélkach reziséra lvana
Zachariase pribéhy bezradného
promitace spojovaly satirickou
bystrost Geské nové viny s extrémnim
citem pro styling, éemuz dokonale
poslouzila Ziva barevnost fotografa
Adama Holého a Najbrtova schopnost
pouzivat fotografii jako suverénni
graficky prvek - tady v podobé
deviti objektl-log reprezentujicich
hlavni rekvizity z deviti verzi znélek.
RezZiséfi Zacharias a v pozdéjsich
rocnicich i Martin Krejéi hledéli
vyuzit eské narodni poklady — misto
snahy o ladnost se divakim dostalo
sebeironie. Najbrt na takovy tén
slySel, a fakt, Ze na hotelu Thermal
festivalu dominovala giganticka
plachta s chciplou pokojovou
rostlinou, je ve studiu povazovan

za jeden z dodnes neuvéritelnych
triumfd vlastni vile.

During the first 11 years of
collaboration between the studio
and Karlovy Vary International Film
Festival, the designs were based on
festival trailers made by different film
directors. While one of the visuals

of the 36th year was a black cat,
which had also appeared back in
1997, her rendition could not be more
different - instead of a retro shadow,
this one was stuffed, mangy and
pinned to communist-era chipboard
by a merciless flash lightning. In the
trailers by the director Ilvan Zacharias,
stories of a helpless projectionist
blended the satirical wit of Czech
New Wave with extreme sense

of styling, the purpose of which was
perfectly served by the lively colours
of the photographer Adam Holy and
Najbrt’s ability to use a photograph as
a sovereign graphic element - here
in the form of nine objects-logos
representing the principal props
from the nine versions of the trailers.
The director Zacharias and later
Martin Krej€i sought to put to use
Czech national treasures - instead
striving for class, the viewer was
offered self-irony. Najbrt was more
than ready to embrace this and the
fact that the dominant feature of the
festival on the Thermal Hotel that
year was a gigantic canvas with a
dead houseplant is considered to be
one of the still unbelievable triumphs
of own will in the studio.




Dynamo

1998 AleS Najbrt

Svétlé drevo, sklo a studené pastely
interiéru jako klasicky devadesatkova
aktualizace kubrickovské predstavy
budoucnosti i nazev pfipominajici
vychodoevropské fotbalové kluby
vedly Najbrta k futuretro pismenim
loga a titulkového pisma. Ve stylovém
nedostatku 90. let Gizka spoluprace

s architekty Olgoj Chorchoj,
Najbrtovymi prateli ze studii, udélaly
z mista magnet, kde se setkavali
nasavaci budouciho kreativniho
primyslu a vystavovaly se plakaty.
Prvni z prazskych ,designovych®
restauraci je dnes vedle Reflexu
nejstarsi realizaci studia funguijici

v nezménéné podobé.

Light wood, glass, cold pastels of

the interior as a classically 1990s
update of the kubrickian idea of the
future and a name resembling East-
European football clubs led Najbrt

to futuretro letters of the logo and
display type. In the 1990s scarcity

of style, close cooperation with the
architects from Olgoj Chorchoj studio,
Najbrt’s friends from university, made
the place a magnet, where feelers

of the future creative industry met
and posters were exhibited. The first
of the “design” restaurants in Prague
is now, next to Reflex, the oldest
realisation of the studio functioning
in unchanged form.
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Vlitava: Best of!

1994-2019 Ales Najbrt, Zuzana Lednicka

foto/photo Adam Holy

»,Dlouho jsme touzili vytvorit
jednotnou identitu pro hudebni
skupinu. Ceské hudebniky to ale
vétSinou nezajima. AZ priSel Robert
Nebrensky a spolu jsme vymysleli
motiv, ktery vydrzel po dlouhou

dobu existence Vitavy. Usmév ve
v§ech moznych podobach. Na

prvni desce Mladi i tak velkou lasku
bere s humorem (1994) je to vic
vysméch nez usmév. Tvar na druhém
LP Stastnej jako tram (1996) pat¥i
Clovéku, ktery toho vi pravé tak

malo, aby stastny mohl byt. Treti
deska Marx Engels Beatles (1998)
byla tvrdsi, a tak vznikl portrét
rockové kapely, které ztuhnul ismév
na rtech. Sest ,olympijskych* hlav
pFedstavuije jak Sest lenl kapely, tak
Johna, Paula, George, Ringa, Karla

a Bedficha. Na Ctvrté desce Kdyz bozi
zestarnou (2000) se Usmévy skryvaiji
v sucich staré skfiriky. A na Best of!
(2001) uz je vSechno dohromady:
sebejisty, nejisty, tvrdy, natvrdly,

mily i smutny Usmév. Pan Horacek,
kulturista v nejlepSim véku, vas zve na
to nejlepsi ze zlatého fondu skupiny,“
pravi oficialni verze. Nékdy radostny,
nékdy kousavy, ismév je jeden

z nejéast&jich najbrtovskych motiva.

“For along time we had desired to
create a unified identity for a band.
Unfortunately, Czech musicians
mostly are not interested. Then
Robert Nebiensky came along,

and together we came up with a
motif, which lasted throughout the
existence of the Vitava band. A smile
in all possible forms. On the first
record, Mladi i tak velkou lasku bere

s humorem (Youth Takes Even a Love
This Big with Humour, 1994), it was
more of a sneer than a smile. The face
on the second LP cover, Stastnej jak
tram (Happy as a Lark, 1996), belongs
to a man who knows just enough

to be happy. The third record Marx
Engels Beatles (1998) was somewhat
harder, giving rise to a portrait of
arock band with a smile frozen on
their lips. The six ‘Olympic’ heads
represent the six band members as
well as John, Paul, George, Ringo,
Karl and Friedrich. On the fourth
record, KdyZ bozi zestarnou (When
Gods Grow Old, 2000), the smiles are
hidden in the knots of an old wooden
cabinet. And on Best of! (2001) they
all come together: self-assured,
insecure, hard, dumb, sweet and sad
smiles. “Mr. Horacek, a body-builder
in his prime, invites you to the best of
the group’s golden collection,” says
the official version. Sometimes happy,
at other times biting, a smile is one of
the most frequently occurring motifs
for Najbrt.
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Reflex

1990-1993 Ales Najbrt
foto/photo Libor Hajsky

V roce 1989 mél sedmadvacetilety
Najbrt po Skole i po vojné a nic se
nezdalo byt problém. Celozivotni
fanousek ¢asopisu coby vyjadreni
ducha doby a Sance na poodhaleni
budoucnosti akceptoval nabidku

art direktorstvi vznikajiciho Reflexu.
Redakce vnimala pfrileZitost postavit
tydenik jako vzruSujici kompozici
témat a postupl dosud nepfistupnych
jak v puritansky stareckém
leninismu, tak v intelektualském,
vizualné drevnim samizdatu.
Sexualita, ezoterika, ekologie nebo
rasismus se zde vyvalily jako vSude
jinde, ale okamZitou pozornost
pfipoutala prace s dramatickym
obrazem a to nejlepsi z Najbrtovy
hravosti i typografické ddraznosti
podporované (ruéné) fezanou
udernosti ¢ernych ploch. Logo,

které dodnes funguje v nezménéné
podobé, i zakladni principy layoutu
se krom vlastni designérovy minulosti
nechaly inspirovat tehdy deset let
starou Upravou Nevilla Brodyho pro
britsky The Face. Druhou slavnou éru
magazin zazil v letech 2001-2008
pod art direkci Marka Pistory.

In 1989, the 27-year-old Najbrt had
already finished school and military
service and nothing seemed to be a
problem. A life-long fan of magazine
as a concentrated expression of the
zeitgeist and a peek into the future,
he accepted the offer to join the
emerging Reflex magazine as an

art director. The staff saw a chance
to create a magazine as an exciting
melange of themes and approaches
until then untouchable both by the
puritan Leninism and the intellectual,
visually archaic samizdat. Sexuality,
esotericism, ecology or racism,
sprang up here as everywhere else,
but Refleximmediately commanded
attention by work with the dramatic
image and the best of Najbrt’s
playfulness and typographic accent
reinforced by the (hand-made)
forcefulness of black surfaces. The
logo of the weekly, which has worked
unchanged to this day, as well as the
basic principles of the layout were
inspired, apart from the designer’s
own past, by Neville Brody’s then
10-year-old graphic design for the
British magazine The Face. The
magazine experienced a second
famous era in 2001-2008 under

the art direction of Marek Pistora.
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Raut

1992-1995 AleS Najbrt
foto/photo Tono Stano

Casopis, ktery zalozil Najbrt

v reakci na vizualni limity tydeniku
Reflex, nesl podtitul ,spoleéensky
vecer vybrané spole¢nosti‘, ale
spolecnost byla eklekticka - od
prezidenta po myslivce. UZ sloZeni
redakce symbolizovalo vSezravost:
SM Blumfeld, Michal Cihlar, Josef
Rauvolf, Jaroslav Réna, Jachym
Topol, David Vavra. Casopis
pokracoval v uderné i zdobné
estetice nastavené uz v Reflexu,

jen v Cistoté a rozméru, které
odpovidaly Najbrtové ambici.

Raut, jehoz byl Séfredaktorem, art
direktorem i grafikem, ve formatu

50 x 70 cm napliioval vizi velikosti

a témat bez ideologického omezeni,
zpracovanych vysostnou, i kdyz
pfistupnou formou, s jasnou prevahou
fotografii Tona Stana. Jejich teatralita
a melodramati¢nost nachazely
spriznénou dusi v Najbrtové rozevlaté
sazbé. Ani jeho energie ale neudrzela
Casopis déle nez pét Cisel, posledni
vyslo v listopadu 1995. O rok pozdéji
dostal Raut bronzovou medaili The
Tokyo Typedirectors Club a Grand
Prix na 17. mezinarodnim bienale
grafického designu v Brné.

The magazine founded by Najbrt as
aresponse to the visual limits of the
Reflex weekly was subtitled “a soirée
with the best and brightest”, but the
company was typically eclectic -
from president to forester. Even the
composition of the editorial staff
symbolised omnivorousness: it
included artists, actors and poets.
The magazine continued in the
striking and ornamental aesthetic
set by Najbrt in Reflex, but in purity
and size corresponding to Najbrt’s
ambition. With the 50 x 70 cm
format, Raut, where he was editor-
in-chief, art director and graphic
designer, fulfilled the vision of
monumentality and presented topics
without ideological restrictions in
refined but accessible form, with

a clear dominance of Tono Stano’s
photographs. Their theatricality and
melodramatic nature was akin to
Najbrt’s unbound typesetting. Alas,
even his energy did not manage to
keep the title afloat for more than five
issues - the last one was published
in November 1995. A year later, Raut
received the bronze medal of The
Tokyo Typedirectors Club and the
Grand Prix at the 17th Brno Biennial
of Graphic Design.
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Terminal Bar

1996 Ales Najbrt, Zuzana Lednicka

Kyberpunkovy klub, internetova
kavarna, mezinarodni knihkupectvi,
knihovna a videopujéovna

s promitacim salem, pokryvaijici podle
tiskoveé zpravy ,,od programovani

k poezii, od klasickych déjin ke
konspiraéni teorii a od zjevného

k zdhadnému“ - v dobé, kdy si

early adopters mohli v Praze zfidit
e-mailovy ucet s jednim megabyte
na disku za 295 K& mésicné, Cisté
sci-fi. Po vSech strankach inspirativni
Americ¢an Chris Stander pozval

k tvorbé& interiéru v Soukenické

ulici Borka Sipka a studio se nékolik
let dotykalo budoucnosti plakaty,
pozvankami a dalSimi tiskovinami

s logem, které, jak psaly Softwarové
noviny, pfipominalo ,néco mezi virem,
robotem a pfistavacim modulem
jinoplanetnik{*. V podzemnich
prostorach se ,denné stfidali DJs,
jejichz program” byl dokonce

»,K mani na webu®. ,,Terminal Bar je
spiSe kulturnim centrem, v némz

je internetova konektivita nikoliv
hlavnim lakadlem, ale nezbytnym
dopliikem pro lidi vyznavajici urdity
zivotni styl,” uzaviraji noviny.

A cyberpunk club, and Internet

café, an international bookstore,

a library and video rental shop with

a viewing room, which, according

to the press release, covered things
“from programming to poetry, from
classical history to conspiracy theory
and from manifest to mysterious”?
At a time, when early adopters in
Prague were able to set up an email
account with one megabyte on the
disc for CZK 295 per month? Pure
sci-fi. The in all respects inspiring
American Chris Stander invited Bofek
Sipek to design the interior and for
several years, the studio touched the
future with posters, invitations and
other printed material with a logo,
which, as the newspaper Softwarové
noviny wrote, resembled “something
between a virus, a robot and a landing
module of otherplanetarians”. In the
underground space, “DJs alternated
daily”, their programme being even
“available on the website”. “Terminal
Bar is more of a cultural centre, in
which Internet connectivity is not

the main attraction, but a necessary
complement for people of a certain
lifestyle,” the paper concludes.
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Septej
Whisper

1996 Ales Najbrt

Celovecerni debut syna kameramana
Miroslava Ondficka Davida

definoval prvni porevoluéni generaci
okouzlenou elektronickou hudbou,
novou genderovou a sexualni
fluiditou, neagresivnimi drogami

a estetikou lyzarskych bund 70. let.
Film, naivni jako jeho Sestnactileta
predstavitelka prijizdéjici

z malomésta do Prahy, ale tzasné
stylovy, vyjadroval veSkerou touhu

po pohadkovém Zivoté ,jako na
Zapadé“ - Zivoté jako nekoneéném
designovém vecirku, kde nikdo
nepracuje a neplati najem. Extazi
novosti a rozostrené klubové
barevnosti reprezentovalo rozesmaté
slunce stfikajici pozitivni energii,
potem nebo slzami, Gplné jak na
tableté. Kostrbatost pisma Prazska
pétka prekryl kosmicky ocucany efekt
druhé poloviny 90. let.

The feature debut of director

David Ondficek, son of the
cinematographer Miroslav Ondfricek,
defined the first post-revolutionary
generation fascinated by electronic
music, new gender and sexual
fluidity, non-aggressive drugs and the
aesthetics of the 1970s skiing jackets.
The film, as naive as its 16-year-old
heroine coming to Prague from a
small town, but fabulously stylish,
expressed all longing for a fairytale
life “like in the West” - a life like a
never-ending design party, where

no one works and no one pays the
rent. A laughing sun spurting positive
energy, sweat or tears, just like on

a pill, represented the ecstasy of
newness and blurred club colours.
The crabbedness of Prague Five
typeface was smoothened by

a cosmically round effect typical

of the second half of the 1990s.
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Ceska alzheimerovska spoleénost
Czech Alzheimer Society

2014-2019 Zuzana Lednicka, Andrea Vacovska,

Anna DiviSova, FrantiSek Polak

Kolaze z kazdodennich véci v centru
vizudlniho stylu upozoriuji na
nezvyklé situace, které jsou pro
pacienty s Alzheimerovou chorobou
az prilis bézné. Rozbity svét, v némz
davno osvojené souvislosti prestaly
existovat, prfipomina mezivale€nou
tvorbu avantgardist( a s ni tenkou
hranici mezi kreativitou a nemoci,
ale i starnuti a vybledavani kdysi
revoluénich konceptd. To podtrhuje
poutZiti vzdy jen dvou barev, které
pomaha obcanskému sdruzeni
redukovat naklady na tisk. Logo se
spojkou ,,a“ a zaroven pocatecnim
pismenem jména dr. Aloise
Alzheimera je pak jako véta, kterou
mluvéi za€ne, a... Rozvadi ho i slogan
Nezapomen na..., ktery dochazi
rlznych uziti pFi akcich jako je

Tyden paméti, Nezapomenutelny
vecer nebo Gerontologické

dny. Sesit pro trénovani paméti

a dalSich kogpnitivnich funkci se stal
v kategorii Uéebnice pro Skoly vSech
stupiid a ostatni didaktické pomdicky.

The collages of everyday things at
the center of the visual style point to
unusual situations, which, however,
are far too common for many patients
with Alzheimer’s disease. A shattered
world, in which links embraced
decades ago have ceased to exist,
brings to mind the works of the
interwar avant-gardes. And with them
the thin line between creativity and
disease, but also the aging and fading
of once revolutionary concepts. The
washed-out effect is supported by
the use of only two colors that help
the non-profit organization reduce
the printing costs. The logo with “a”,
meaning “and” in Czech, both a
conjunction and the initial of the
name of dr. Alois Alzheimer, makes
for a sentence that the speaker starts,
but suddenly loses his way with the
words. In Czech, it forms the basis for
the slogan “Do not forget to...”, which
is used at events such as The Week of
Memory, An Unforgettable Evening or
The Gerontology Days. The notebook
for exercising memory and other
coghnitive functions became The Most
Beautiful Czech Book of the Year
2015 in the category of Textbooks

for Schools of All Levels and other
didactic aids.
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37th Karlovy Vary

International Film Festival

2002 Ales Najbrt
foto/photo Adam Holy

Jestli promita€ Eddie a jeho vycpana
kocka z 36. roéniku znamenali
navrat k blbnoucim chlapkiim
Prazskeé pétky, nasledujici rok

jim byl trojnasob. Na Thermalu

visel obrovsky Najbrt spolecné

s FrantiSkem Skalou a Jaroslavem
Rénou, v tralalaécich a s kniry

Tros Sketos. Najbrtovy silné stranky
se protnuly, vernisazové scénky

tFi kadparu cticich i paroduijicich
trapnost grotesek a kabaretnich Sou
pronikly na billboard. A nastavily
latku karlovarskeé identity coby
taskarice, po niz byl kazdy dalSi
ro¢nik uz jen zklamanim. Okouzlujici
sehranost a zarover ironické
ochotnictvi Tros Sketos reflektovaly
Najbrtovu pfipravenost zastat

ulohu designéra, namétu, mozna
sehnat reziséra i make-up a jesté

se tomu celému, véetné sebe,

smat. 37. ro¢nik redefinoval roli
vizualu na neoddélitelnou soucast
zazitku z festivalu, na narok nechat
se jim bavit stejné jako vitéznym
filmem v divackém hlasovani.
Varietni stylizace neméla krom
pfipomenuti, Ze vesSkeré pézovani
jakychkoli hvézd tady bereme jako
kfecovitou Saskarnu, s filmem mnoho
spole¢ného, ale nikdo si nestézoval.

While for Najbrt, the projectionist
Eddie and his taxidermied cat from
the KVIFF’s 36th year marked a
return to the guys-fooling-around
humour of the Prague Five, the next
year was to be the same, triply so.
The Thermal Hotel was adorned
with a huge Najbrt, together with the
artists FrantiSek Skala and Jaroslav
Roéna as Tros Sketos. Najbrt’s strong
points came together: comedy of
the three stooges both celebrating
and parodying the awkwardness

of slapstick and cabaret that had
once entertained just a handful of
artists, made its way to billboards.
And set the yardstick for the

festival visuals as a drollery, after
which every year that followed was
necessarily a disappointment. The
charming proficiency dosed with
ironic amateurism of the Tros Sketos
reflected Najbrt’s readiness to take
up the role of the designer, the
subject, maybe engage the director
and makeup artists and still have a
good laugh at all of that including
himself. The 37th year redefined the
role of the visuals, making them an
inseparable component of the festival
experience, just as amusing as the
winning film in the people’s choice
category. The variety show stylisation
did not have much in common

with the film medium, apart from
areminder that all the poses of any
of the stars are taken here to be just
a phony, but nobody complained.
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Prazska pétka
The Prague Five

1989 Ales Najbrt

V roce 1982 Najbrt nastoupil na
UMPRUM a pfijal nabidku Simona
Cabana pridat se k zarodku

baletni jednotky Kre¢. Gymnazidlni
predtanceni vedlo k vystoupeni

s uz zavedenym divadlem Sklep

a k zformovani Prazské pétky (dale
pantomimicka skupina Miméza,
vytvarné divadlo Koloto¢ a recitacni
skupina Vpred). Mimo divadelni scénu
pronikla nova generace na konci

80. let predevsim prostrednictvim
filmd& Kopytem sem, kopytem tam
Véry Chytilové, povidkovou Prazskou
pétkou a Kourem Tomase Vorla.
Najbrt krom hrani, zpévu a Saskaren
obsluhoval grafické potreby Krece

a postupné se staval i dvornim
designérem Sklepa. Prechod ke
Sklepu se prekryval s intenzivnim
kontaktem s rozsochatym tvaroslovim
Tvrdohlavych, coZ spoleéné posunulo
Najbrtdv styl od barevné roztan&ené
kaligrafie k brutalnéjS§imu vyrazu. Pfi
kaligrafovani si osvojil stredovéka
pisma a jejich tvrdost se najednou
hodila - gotika mu ,k poetice Sklepa
sla“ Plakat na film PraZzska pétka,
dnes jednu z klasickych Najbrtovych
praci, rezisér ve své dobé nepfijal, na
sitotisku vzniklo jen né&kolik kusd.

In 1982, Najbrt enrolled in the
Academy of Arts, Architecture and
Design and accepted an offer to join
the soon-to-be Kre¢ ballet troupe.

A dance performance at a high-
school ball led to performing with the
already established Sklep theatre and
to the formation of The Prague Five
(together with Miméza pantomime
group, Koloto¢ visual theatre and
Vpfied recitation group). At the end

of the 1980s, the new generation
became known mainly through films -
Kopytem sem, kopytem tam (A Hoof
Here, A Hoof There) by Véra Chytilova
and The Prague Five and The Smoke
by Tomas Vorel. Apart from acting,
singing and clowning, Najbrt took
care of the graphic needs of Kre¢ and
slowly became the principal graphic
designer of the Sklep theatre as well.
The transition to Sklep overlapped
with intensive contact with the
artistic idiom of the Tvrdohlavi

group, both of which combined to
shift Najbrt’s style from colourful
unbound calligraphy to a more brutal
expression. When doing calligraphy,
Najbrt became acquainted with
medieval type and its severity was
suddenly useful. He found the Gothic
type “suited the Sklep poetics well”.
The poster for The Prague Five, now a
classic work of Najbrt’s, was rejected
by the director in its time, and was
screenprinted in a few copies.
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45th Karlovy Vary

International Film Festival

2010 Zuzana Lednicka
foto/photo Vaclav Jirasek

S 44. rocnikem KVIFF spontanné
zacala trojice rozpohybovanych
typografickych vizualli. CtyFicaty

paty nastoupil pfimo do

graficke velkoleposti 30. let, kde
svétlomety protileteckého kalibru

v titulcich Satravaly po 3D logach
hollywoodskych studii. V tomhle
pfipadé byla pismena vyrezana

do plexiskla. ,,45. roénik méla byt
oslava, svétlo, tma. Plexi ve svétle
vypada vyborné. Dala jsem bednu

s Gislem Vaclavovi Jiraskovi, at zkusi
rlizné nasviceni. Tim, Ze je z nékolika
slepenych vrstey, divak nevi, na co

se kouka a jak to vzniklo,” vysvétluje
Lednicka zamér netypicky pro studio,
kde design vétsinou vznika, aby

divak védél, ne znejistél, a kde slovo
Lformalni“ ma v zasadé vzdy negativni
nadech. ,Nékdy forma mliZe byt
obsahem, mné osobné nevadi, kdyz je
navrh jenom vizualni a silny. Pro mé to
byla zkouska, jak pracovat s pismem
ve fyzickém prostoru a fotit ho jako
objekt,” fika Lednicka.

The 44th year of Karlovy Vary
International Film Festival was
marked by the spontaneous start

of a trio of typographic visuals in
motion. The 45th sailed directly into
the graphic magnificence of the
1930s, when searchlights of anti-
aircraft calibre in the opening credits
searched the 3D logos of Hollywood
studios. In this case the letters were
cut from plexiglas. “The 45th year
was meant as a celebration, light
and dark. Plexi looks excellent in
light. | gave a box with the number to
Vaclav Jirasek to try different ways
of lighting. Since it was made from
several layers glued together, the
viewer does not know what he/she
is looking at and how it was created,”
Lednicka explains the concept,
untypical for the studio, where design
is usually made for the observer to
know, rather than to feel disoriented,
and where the word “formal”
practically always has negative
connotations. “Sometimes form can
be content - personally | don’t mind
when the design is only visual and
powerful. For me it was a test of how
to work with letters in physical space
and photograph them as an object,”
says Lednicka.
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Edmond Rostand: Cyrano

2006 Ales Najbrt
foto/photo Adam Holy

Jedna z dlouhodobych spolupraci
postavenych na Najbrtovych
pratelstvich z kraje 90. let, tentokrat
se zakladatelem Divadelniho spolku
Kaspar Jakubem Spalkem, dala
vzniknout vyjimeéné vizualni identité.
Jakkoli temné, plakaty pro Kaspar
reprezentuji vytrysknuti Zivotni
energie, dané z ¢asti osobnosti
fotografa Adama Holého, z ¢asti
€inorodym obdobim pocatku milénia.
K Cyranové nestésti, jak potvrzuje
Jaroslav Vrchlicky, ,prispély hlavné
dvé véci, jeho gaskoriska povaha

a jeho neobycejné pry velky nos.”
Cim vic se ho romanticky hrdina
snazi popfit, tim vic vystupuje,
wSecko jeho snazeni se nese

k velkému idedlu a jen jeho nesStastny
zevnéjSek a nepfizen doby v cestu
se mu stavi.” Klasicka typografie

pro dlouhodobé oblibenou hru

z konce 19. stoleti sekunduje
jednoduchému gestu zaskrtaného
nosu, které poznamenava, zastira

a pfitom podtrhuje pseudobarokné
bohatou Holého fotografii. Namisto
chvastavosti a fanfaronstvi nabizi
nejednoznacénou melancholii,
zasnénost a SaSka poémaraného.

One of Najbrt’s long-term
collaborations built on friendships
from the start of the 1990s, this
time with the founder of the Kadpar
theatre company, Jakub Spalek,
nurtured this exceptional visual
identity. However dark, the Kaspar
posters signify the sprouting of

life energy partly credited to the
personality of the photographer
Adam Holy and in part to the vigorous
start of the millennium. The tragedy
of Cyrano was, as the poet Jaroslav
Vrchlicky confirms, “mainly due to
two things - his Gascon nature and
his allegedly immensely large nose.”
The more the romantic hero tries to
deny it, the more it protrudes, “all of
his efforts lead to a great ideal and
only his unfortunate appearance
and adversity of the era stand in his
way.” The classic typography for a
play from the end of the 19th century
that has been popular for a long
time endorses a simple gesture of

a crossed-out nose, which notes,
obscures and yet highlights the
pseudo-baroque rich photograph
by Holy. Instead of boastfulness and
fanfaronade, it offers ambiguous
melancholy, daydreaming of a fool.
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Prazské krizovatky
Prague Crossroads

2016 Andrea Vacovska, Michal Nanoru

»Dilo Vaclava Havla i jeho aktivity

na poli lidskych prav v sobé vzdy
spojovaly angazovanost intelektuala
s humanismem umélce,” uvedio
Narodni divadlo festival u prileZitosti

Havlovych nedozitych 80. narozenin.

S podtitulem ,Uméni a politika,
politika a uméni“ prezentuje
predstaveni, filmy, diskuze a dalsi
program ¢eskych a predevsim
postsovétskych autor(. Design

s havlovskym srdi¢kem upomina
estetiku autorovych Antikédd,

ale taky samizdatu jako své doby
nejjednodussi a nejefektivnéjsi
formy Sifeni informaci. Aktualizuje
ho souéasna barva mezi oranZovou
vystrahou a rliZovou laskavosti.

“The work of Vaclav Havel and his
activities in the field of human rights
have always combined activism

of an intellectual with humanism

of an artist,” the National Theatre
said about its festival on the occasion
of Havel’s unreached 80th birthday.
Subtitled “Arts and politics, politics
and art”, it presents performances,
films, discussions and other
programs by mostly Czech and
post-Soviet authors. The design with
Havel’s signature heart is reminiscent
of the author’s typewriter aesthetic
in Anticodes, his book of poems and
calligrammes, but also of samizdat as
the time’s simplest and most effective
form of disseminating information. It
is updated by a contemporary color
somewhere between warning orange
and warm pink of kindness.
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49th Karlovy Vary

International Film Festival

2014 Marek Pistora

Familidrnost festivalu, ke kterému
jako by nebylo co dodat, takZe si
minimalné od 47. ro¢niku vystacil
jen s islem v poradi, zplodila jesté
jednoho hrdinu. Prase. 49. ro€nik
dokazoval, jak malo staci, aby bylo
fe€eno mnohé. Spojoval Cernobilou
typografickou dlistojnost, ktera

se slusi na filmovy festival této
urovné, se znevazujicim humorem
arozvernosti, na kterou ¢esti
battizkafi Eekali od roéniku s Tros
Sketos, ale jaksi podivné sympatické
byly i 6tenaflim Variety. Jen shodou
okolnosti ten rok pfijel do Varti i Mel
Gibson, v té dobé na ¢erné listiné
Hollywoodu za barvité postoje ke
gayum, Ziddm, Zenam a konspiraénim
teoriim. Sazka na to, Ze navstévnici
pFijmou motiv za sviijj a budou s nim
dal pracovat, se proménila ve fronty
na merch dlouhé jak na finské filmy.
Prasétko zlidovélo. Kviiiff.

The familiar nature of the festival

that needs no explanation any more,
so that at least from the year 47, the
visuals make do with only the order
number, gave birth to yet another
hero. A pig. The 49th design proved
how little suffices to say a lot. It
merged black-and-white typographic
dignity, fit for a festival at that

niveau, with disparaging humor and
playfulness that Czech “backpacker”
visitors had been waiting for since
the year of Tros Sketos, but that

was somehow strangely affable

to Variety readers as well. lt was a
coincidence that Mel Gibson, at the
time at the Hollywood blacklist for his
colorful attitudes towards gays, Jews,
women, and conspiracy theories,
came to Karlovy Vary that year.

The bet that festival-goers would
embrace the motive and it would take
on a life of its own turned into lines at
the merchandising booths as long as
those for Finnish movies. The piglet
became a household animal. Oink.
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mojemoje

2006 Zuzana Lednicka

Studio Najbrt je rodinny podnik.
Lednicka nedisponuje takovou
viditelnosti, ale jeji objem tkoll

a podil na rozhodovani ve studiu,
které od roku 2002 spoluvlastni, se
Najbrtovi vyrovna. Label mojemoje
vytvorila pro vlastni produkci
studia, ale nazev taky vymezoval
urcitou autonomii. Vedle tasek,
porcelénu a snowboardu s vlastni
grafikou v roce 2006 Lednicka
demonstrovala sviij postoj kolekci
odévd, jejichZ potisky majetnicky
prebila sitotiskovym brandem
mojemoje. Zhruba Sedesat tricek,
ale i mikin a dzind prodavanych

na webu pochazelo ¢astecné

ze second handu, éasteéné

z masoveé vyrabénych rad modnich
fetézch. Asertivni ve svém naroku,
duchampovsky-ablohovské

gesto dotykajici se Sedé plochy
autorstvi a prava mezi reprodukci
a vyjimecénosti v z povahy sériovém
designu, pfedznamenalo i Basics.
»Slo o to, pfivlastnit si ty motivy

a z unifikovanosti udélat zase original.

Prvni se prodalo tricko s koném -
koupila si ho holka, co ma rada koné*
vzpomina Lednicka.

Studio Najbrt is a family business.
Although Lednicka is not enjoying
such media exposure as Najbrt, the
scope of her tasks and her share in
the decision-making at the studio,
where she has been a co-owner since
2002, equal that of Najbrt’s. She
created the mojemoje (minemine)
label for the studio’s own production,
but the name also signifies certain
autonomy. In addition to bags,
porcelain and snowboards with
studio’s graphics, in 2006 Lednicka
demonstrated her attitude with a
collection of clothing, the printing

of which she possessively overrode
with the screenprinted brand
mojemoje. Approximately 60 T-shits,
but also sweatshirts and jeans sold on
the website came partly from second
hands, partly from mass-produced
lines of fashion chains. Assertive in
its claim, the Duchamp-Abloh style
gesture touching on the gray area

of authorship and rights between
reproduction and exceptionality

in what is by nature serial design,
foreshadowed Basics, too. “It was
about appropriating these motives
and turning the unified quality into
an original again. The first to sell was
a T-shirt with a horse - a girl, who
likes horses, bought it,” Lednicka
remembers.
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Bokovka
Sideways

2006 Ales Najbrt, Zuzana Lednicka

Ales Najbrt, reziséfi Jan Hrebejk

a David Ondfricek, fotograf Tono
Stano, obchodnik uménim Jan
BejSovec a malif Stanislav Divi$ si
kdysi zalozili vinny klub a nedlouho
potom i vinarnu Bokovka. Pozdéji
mezi sebe vzali restauratéra Tomase
KarpiSka a Bokovku otevreli stranou
viavy jedné z nejrozvinutéjSich
oblasti Prahy, v renesan¢nim dvore
Dlouhé ulice, se soukromym kinem
a designovym vintage faceliftem,
ktery vSechno trochu zaSpinil.

Logu se prezdiva Bulovka.

Ales Najbrt, the directors Jan

Hrebejk and David OndFi¢ek, the
photographer Tono Stano, the art
dealer Jan BejSovec and the painter
Stanislav Divi$ had founded a wine
club and not long afterwards, a wine
bar named Bokovka. The restaurateur
Tomas KarpiSek later joined the club
and Bokovka opened not far from

the maddening crowds of one of the
finest bar and restaurant areas in
Prague, in a Renaissance courtyard in
Dlouha Street with a private cinema
and vintage design facelift, that made
everything a little smudgy. The logo is
nicknamed Bulovka after an infamous
Prague hospital.
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Fototorst

2000-2014 Zuzana Lednicka, Pavel Lev, Ale$S Najbrt

Mezinarodné uspésna edice malych
broZur prezentuijicich klasiku ¢eské
fotografie zahdjila v roce 2000
Alexanderem Hackenschmiedem

a uzavrela se o Ctrnact let a tficet osm
titulll pozdéji Vaclavem Dukatem.

Na pocatku nastavena graficka
podoba navazujici na odeonskou
edici Fotografie z 60. a 70. let, stejné
jako na proslulou francouzskou
popularizaéni fadu Photo Poche, se
tradi¢éné nemeénila, ale k praci patfila

i vitana prilezitost podilet se na
vybéru a skladbé fotografii nékterych
publikaci.

An internationally successful

edition of small brochures
presenting the classics of Czech
photography opened with Alexander
Hackenschmied in 2000 and

closed 14 years and 38 titles later
with Vaclav Dukat. The graphic
appearance following up on the
Odeon 1960s and 1970s edition
Fotografie (Photography), same as on
the renowned French popularization
edition Photo Poche, traditionally did
not change, but the work included a
welcome opportunity to participate
in the selection and composition of
photographs for some publications.

24



Prazské jaro
Prague Spring

2010-2013 Petr Stépan

Najbrt tradi¢né trapi neartikulované
a intuitivni umélce a designéry
otazkou ,,Pro¢?“ a kazdy design

pod jeho dohledem dnes musi

mit svij raciondlné& vysvétlitelny,
slovné obhajitelny diivod, coz do
velké miry diskvalifikuje formalni

hry i trendy zmitajici designérskou
komunitou. Pfispiva to k tomu, Ze je
schopen presvédcit o navrzich i laiky
nezvyklé komunikovat obrazem.
Konceptualnost studiovych designii
se zvlast odhalila, kdyz se Najbrt
pfesunul do role trenéra. Logo Prahy
ani OSTRAVA!! nestoji na vytvarném
vyrazu, ale na hre s jazykem. Podobné
identita 65. roéniku PraZského jara
Petra Stépana, kde prepis Smetanovy
Vltavy do ,ta daa da daa da“ - prace
s hudebni skladbou jako citoslovcem
a zaroven vizualem festivalu
konzervativni oblasti vaZzné hudby -
trefovala miru akceptovatelného,
komického, chytlavého zjednoduseni
do jazyka ulice a potvrdila tendenci
studia rozsifovat pole mozného

v hlavnim proudu.

Najbrt traditionally tortures non-
articulate and intuitive artists and
designers with the question “Why?”
and today each design under his
supervision must have a rationally
explainable, verbally defendable
reason, which largely disqualifies
the formal games and trends
reverberating around the designer
community. It also helps him to be
convincing about his designs to
non-experts, who are not used to
communicating through images. The
conceptual nature of the studio’s
designs was revealed in particular
when Najbrt moved on to the position
of a trainer. Neither the Prague logo
nor OSTRAVA!! are based on visual
expression, but on a play with words.
In a similar vein, the design for the
65th year of the Prague Spring
festival by Petr Stépan, where the
transcription of Bedrich Smetana’s
symphonic poem Vltava as “da daa
da daa da” - working with a music
composition as an interjection and
simultaneously a visual of a festival in
the conservative domain of classical
music - hit the right measure of

an acceptable, comical, catchy
simplification into street vernacular
and confirmed the studio’s tendency
to expand the scope of what is
possible within the mainstream.
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651st Karlovy Vary

International Film Festival

2016 Zuzana Lednicka, Ale$ Najbrt, Michal Nanoru

foto/photo Vaclav Jirasek

Podoba 51. ro€niku pokracovala

v kombinaci typografie s fotografiemi
rozli&nych navtévniki festivalu
zapod&até o rok dfiv. Zijeme v dobé,
kdy se maloco stane bez pritomnosti
kamer a mnohé se déje pravé jen

pro objektiv. Je normalni mifit na
sebe aparatem a vSichni jsme stylisty
svych medialnich udalosti: svych
béhani, venceni a svacin. Chceme,
aby zbozsténé celebrity byly ponizeny
na nasi Uroven, zachycené u zadniho
vchodu nebo pfi nakupovani, a my
naopak pozvednuti k Urovni jejich,
kdyz se vyfotime pred fotopozadim na
festivalu. Vizualy pomoci elegantniho
stylu paparazzi fotografii a tisku

60. a 70. let ironizovaly posedIlost
slavou, selfies a predvadénim se
vlibec. Na fotografiich se skryvali

lidé spojeni s festivalem, véetné
osazenstva studia, stejné jako
vybrané osobnosti, ,které v dnesni
dobé néco znamenaiji“. Napinavou
odkryvacku asi hral malokdo, ale
nebyla nahoda, Ze vétsinou slo o lidi
spojené s odkazem Vaclava Havla
nebo tfeba hvézdu filmu o tniku

z ghetta.

The visual identity of the 51st Karlovy
Vary International Film Festival
continued with the combination

of typography and photographs of
various festivalgoers that started with
the 50th anniversary. We live at a
time when very little happens without
the presence of the camera and a lot
happens just for the lens. It is a norm
to aim at oneself with an apparatus
and we have all become stylists of our
very own media events: our joggings,
our dog walks and our snacks. We
want the deified celebrities to be
lowered to our level, captured by the
back door or while shopping, and

we want us to be elevated to their
status by taking a photo on the red
carpet at a festival. With the help of
the elegant style of paparazzi photos
and the aesthetic of 1960s and 1970s
newspapers and magazines, the
visuals of the 51st KVIFF ridicule the
obsession with celebrities, selfies and
showing off in general. The photos
cover people associated with KVIFF,
members of the studio included, as
well as selected personalities, ,that
certainly mean something in this era“.
Probably only a handful of viewers
played the thrilling who-is-who game,
but it was not a coincidence that the
people hiding in the posters were
associated with the legacy of former
president Vaclav Havel or included,
for example, the star of a film about
escaping the ghetto.
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Typo 9010

Ceské digitalizované pismo 1990-2010
Czech digitized typefaces 1990-2010

2015 Zuzana Lednicka

8 textl, 103 designérd, 399 pisem,
288 stran, 1902 fezli. Typo 9010
shrnuje dvacetiletou historii pisma

a zaroven funguje jako jeho vzornik.
Na rozdil od klasického ,,specimenu”
ho Ize ale €ist od zac¢atku do konce.
Lednicka pouzila texty Petra Babaka,
Filipa BlaZka, Veroniky Burian, Karla
Halouna, Ondreje Chorého, Base
Jacobse, Pavla Nogy, Jana Solpery

a FrantiSka Storma, aby ukazala, jak
abecedy funguji v sazbé. Titulkova
pisma se sice obcas branila a o sazbé
téZko mluvit jako o standardni, pisma
se tak ale predvedla lip, nez kdyby
jen skakala pres liného psa, a ¢etba
je naopak zazivnéjsi nez v ukaznéné
Upravé akademické literatury.
Chronologicke razeni navic udélalo

z knihy klipovity prilet vizualni
strankou doby a pfirozené sdruzilo
abecedy, které by se jinak téZko
potkaly. Kombinace pisma Regent
FrantiS§ka Storma nebo Mongoloid
Ondreje Chorého s kubistickymi
lomy Reflexu AleSe Najbrta neéekané
zafungovalo. Celé to konc€i jednou

velikou, krasnou teckou Petra Bosaka.

8 texts, 103 designers, 399 typefaces,
288 pages, 1902 styles. Typo 9010
covers 20 years of typefaces, and
also acts as a specimen. Unlike
traditional specimens though,

it can be read from beginning to

end. Lednicka used texts of Petr
Babak, Filip BlaZek, Veronika Burian,
Karel Haloun, Ondrej Chory, Bas
Jacobs, Pavel Noga, Jan Solpera

and FrantiSek Storm to show how
alphabets work in actual typesetting.
Even though some fonts tried

to fight it and the setting is far from
standard, the fonts show what is

in them better than with a quick fox
jumping over a regular specimen
and reading the texts is more fun
than in the sober design of most
academic publications. What is more,
chronological order transforms

the book into a wild ride through

the visual likings of the times and

it naturally brings together fonts

that would hardly meet otherwise.
Combinations of Regent by FrantiSek
Storm or Mongoloid by Ondrej Chory
with Cubist edges of Reflex by Ales
Najbrt work to reader’s definite
surprise. It all ends with one big,
beautiful period by Petr Bosak.
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The Velvet Underground:

Reunion 15 6 1990

2018 Zuzana Lednicka

Kouzlo sametové revoluce zpusobilo,
Ze se v ¢ervnu 1990 na zahradé
zamku Cartier Foundation kousek
od PafizZe u prileZitosti vernisaze
vystavy Andy Warhola uskutecnilo
vystoupeni Lou Reeda, Johna Calea
a prazské kapely Pllnoc. Na zavér,
»,mozna pod vlivem dvou velvetovek
Plilnoci, v sobé Lou Reed potlagil
letitou nevrazivost a k velikému
prekvapeni vSech pritomnych pfizval
na podium Sterlinga Morrisona

a Moe Tucker, aby si po dvaceti
letech vystfihli hodné emotivni
Heroin,” piSe ve sleeve note tehdejsi
manazer Pllnoci Ivo Pospisil. Zaznam
udalosti, ktery se skoro tricet let
schovaval na kazeté, dostal podobu
limitované neprodejné edice na
Zlutém vinylu. Jeho obal inspiroval
jak bootlegovy ptivod nahravky, tak
grafika jednoduchych vylepovych
plakatt Velvet Underground. Ve
spojuje velky Zluty kruh - bananova
barva vinylu se propsala na predni

i zadni stranu. Umélec a Warholofil
Michal Cihlar, ktery pro obal vytvoril
Cislovanou serigrafii kazety, kozacky
a bic¢e, poznamenal, Ze vypada, jako
kdyz si s nim grafik nedal moc prace.

In June of 1990, the magic of the
1989 Velvet Revolution caused

Lou Reed, John Cale and Prague
underground band Pllnoc (formerly
Plastic People of the Universe) all

to share the stage in the garden

of the Cartier Foundation Chateau
near Paris on the occasion of

the opening of an Andy Warhol
exhibition. In conclusion, “maybe
under the influence of the two

Velvet Underground covers played
by PllInoc, Lou Reed suppressed

the long-held animosity and to the
surprise of everyone invited Sterling
Morrison and Moe Tucker on stage
to deliver an emotional rendering of
Heroin,” the then manager of Pilnoc
Ilvo Pospisil explains in a sleeve

note. A recording of the event that
had been hiding on tape for almost
30 years now takes on a form of a
limited, not-for-sale edition on yellow
vinyl. Its cover has been inspired both
by the bootleg origin of the recording
and the graphics of the simple Velvet
Underground concert posters. A large
yellow circle connects everything -
the banana color of the vinyl comes
through on the front and back. The
artist and Warholophile, Michal Cihlar,
who created a numbered serigraphy
with the motif of a cassette, boots
and whips for the record, noted that
the cover looks like the designer

did not work very hard oniit.

Revnrgy
156 g9
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Narodni galerie Praha

National Gallery Prague

2018-2019 Martin Vacha, Zuzana Lednicka,

Andrea Vacovska

Vizualni styl proménujici se
organizace stavi na logu, které
vychazi z poslani Narodni galerie
coby prostoru pro prezentaci

Siroce definovaného uméni. Logo
vymezuije kontext pro rlizné typy
obsahu (obraz, text, video) uvnitf
zadané zkratky NGP a vytvari tak
variabilni, ale zapamatovatelnou
znacku. Barevnost i vizualni styl

jinak zOstavaji maximalné oteviené

a pestré, stejné jako pFistupy umélcd,
které nejvyznamnéjsi galerijni
instituce v zemi predstavuje. Vedle
diisledného sjednoceni komunikace
galerie a zviditelnéni jejich aktivit

v hlavnim mésté i za jeho hranicemi
je nejlepsim dilkazem progresu to, ze
se styl podafrilo prosadit i na uniformy
bezpeénostni sluZby. Souvislost

s filmem Ctverec (The Square) ¢isté
nahodna.

The visual style of a changing
organisation is building on alogo
that is based on the mission of the
National Gallery as the space for
presentation of loosely defined art.
The logo defines the context for
various types of content (image,
text, video) within the assigned
abbreviation NGP, creating a variable,
but recognisable brand. Apart

from that, the colours and visual
style remain open to the maximum
and diverse, same as the attitudes
of artists, whom the most significant
gallery institution in the country
presents. In addition to consistent
unification of communication of

the gallery and visualization of its
activities in the capital and beyond
it, the best proof of progress is that
the style has also carried through to
the uniforms of the security service.
Any connection with the film The
Square is purely accidental.
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Spolec¢nost Andy Warhola
Andy Warhol Company

1990 Ales Najbrt

Jakmile zah4jil Stfedni prdmyslovou
Skolu grafickou (1977-1981), zagal
Najbrt objevovat svét uméni.
Odebiral némecky ¢asopis Art

a exportni umélecké publikace, které
jeho otec nosil z prace v tiskarné,
posilal zahrani¢nim galeriim
vyménou za katalogy. Zamiloval

si abstraktni expresionismus,

ale hlavné jednoduchost, barvy

i mnohoznacnost pop artu.

Maloval jako Warhol, Johns,
Lichtenstein, Oldenburg, Hockney -
v normalizacnim Ceskoslovensku
nebylo jasné, jestli se mu libilo
uméni nebo to, jak Warhol polévku
vylepsil coby ilustrator a designér.
Warholovo relativizovani hranic mezi
volnym a uzitym uménim, byznysem
a idealy, trefnosti a banalitou

a nepochybna vytvarna plisobivost
se pro Najbrta proménily v celoZivotni
licenci. Nadchnul pro né i spoluzaka
Michala Cihlare, ktery se na konci
80. let stal expertem na Warholovy
vychodoevropské koreny a jednim

z iniciatorll Warholova muzea

v Medzilaborcich pod hlavickou
Spoleénosti Andy Warhola.

When Najbrt began to study at

the Secondary Graphic School
(1977-1981), he slowly started

to discover the world of art. He
subscribed to the German magazine
Art and sent artistic publications

for export, which his father brought
home from work at printing works,
to foreign galleries in exchange

for catalogues. He fell in love with
abstract expressionism, and mainly
the simplicity, colours and ambiguity
of pop art. He painted like Warhol,
Johns, Lichtenstein, Oldenburg and
Hockney - in Czechoslovakia of the
normalization era it was not clear,
whether he liked the art or the way
Warhol enhanced the soup can as
an illustrator and graphic designer.
Warhol’s relativization of boundaries
between free and applied arts,
business and ideals, pertinence

and banality and unquestionable
graphic impressiveness have turned
into a lifelong licence for Najbrt. He
also incited the enthusiasm of his
classmate Michal Cihlar for these,
who at the end of the 1980s became
an expert on Warhol’s East-European
roots and one of the initiators of
Warhol’s museum in Medzilaborce
under Andy Warhol Company.
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Cesty k postmoderné

Journeys to the Postmodern

1990 Ales Najbrt

Vystava, kterou vyvrcholila
liberalizacni tendence v ¢eském
designu a uméni, véetné jejich poloh
sparodie, kamuflaze, grotesky, sdilené
vzpoury prostrednictvim osobnich

a lokalnich mytologii a tragicko-
komické mystifikace, kombinace
nesourodého a citace blizké
divadlim PraZské pétky stejné jako
Tvrdohlavym nebo tajnému uskupeni
B.K.S. Pavla Lva a FrantiSka Skaly,
jak uvadéji autori publikace Design

v Eeskych zemich 1900-2000,
,hecekané rezonovala v proménéné
atmosfére a ,ukazala objekty pIné
ironie a humoru’, priinik dekorativnich
ZivlG, pFiliv nového hédonismu

a estetiky bez zabran“. Mix dob,
ZanrQ, hodnotovych orientaci,
zakazkové a volné tvorby, narokt

na divaka, vlivy Nevilla Brodyho,
»poeticka demonstrace individuality
a ne-rozumu (emocionalni, magické,
exotické, ornamentalni)“ stavéna
proti funkcionalistickym idealtim
zakrnélym v dysfunkénim sovétském
planovani a expresivnost a emoce
Najbrtovy individualni tvorby na
plakatu predchazeji modernisticky
jasné hierarchii informace, ke které se
pozdé&ji témér vyhradné hlasi prace
studia.

According to the authors of Design
v ¢eskych zemich 1900-2000
(Design in the Czech Lands
1900-2000), the 1990 exhibition,
with which culminated the
liberalization tendency in Czech

art and design - including its
positions of “parody, camouflage,
grotesque, shared revolt through
personal and local mythologies

and tragi-comical mystification,” a
combination of the incoherent and
citations in the vein of the Prague
Five, Tvrdohlavi or the secret group
B.K.S. of Pavel Lev and FrantiSek
Skala - “unexpectedly resonated

in the changed atmosphere and
‘showed objects full of irony and
humour’, intersection of decorative
elements, an inflow of new hedonism
and aesthetics without scruples”.

A mixture of eras, genres and value
orientations, commissioned and free
creation, different demands on the
viewer, influences of Neville Brody,
“poetic demonstration of individuality
and non-reason (emotional, magic,
exotic, ornamental)”, placed against
functionalist ideals stunted in
dysfunctional Soviet planning,
together with the expressiveness
and emotion of Najbrt’s individual
creation, predate modernistically
clear hierarchy of information, which
the works of the studio later profess
nearly exclusively.
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Tvrdohlavi
The Stubborn

1989 Ales Najbrt

Setkani s vytvarnou skupinou
Tvrdohlavi, jejich ne¢ekana spojeni,
ornamentalnost i hra se symboly

a nadsazkou Najbrtovu praci vyrazné
zasahla. Retézeni odkazovani

a navaznost Tvrdohlavych na
mezivale€éné uskupeni Tvrdosijni
vystihuje plakat pro jejich druhou
vystavu, parafrazujici plakat
avantgardisti od Vaclava Spaly
(1918). V roce 1989 znamenal

nejen komiksovy $kleb, vénovany
dodélavajicimu komunistickému
rezimu, ale hlavné novou inspiraci
po vy€erpani jazyka kaligrafie.
Najbrt studoval na UMPRUM

v Ateliéru knizni grafiky a pisma
(1982-1988) a pfitom experimentoval
s rozmachlymi kaligrafickymi
pismeny na platné. Po mnohych
debatach s Ronou uvolnéné tahy
opustil a obratil se k robustni grafice
s ostrymi hranami podnicené
postmoderni smésici vysokého

a nizkého, ¢eského kubismu,
expresionismu, ale i z hudebnich
nosiéd &erpanych vlivli zapadni
popkultury - Nevilla Brodyho,
Malcolma Garretta a méné zretelné
Petera Savilla.

A meeting with the Tvrdohlavi group
of artists, their curious arrangements,
ornamentation and tongue-in-cheek
play with symbols proved to have

a strong impact on Najbrt’s work.
The concatenation of references and
the linking of the Tvrdohlavi with the
inter-war Tvrdosijni (The Obstinate)
group are best captured by Najbrt’s
poster for their second exhibition
paraphrasing a poster for the avant-
gardists by Vaclav Spaéla (1918). In
1989 it was a comics-style grimace
dedicated to the communist regime,
which was on its last legs, but also
new inspiration for Najbrt after

the exhaustion of the language

of calligraphy. He studied at the
Academy of Arts, Architecture

and Design in the Studio of Book
Design and Type (1982-1988), and
experimented with bold calligraphic
letters on canvas. After many
debates with Réna, he abandoned
the loose strokes and turned towards
robust graphics with sharp edges
fanned by a postmodern mixture

of high and low, Czech cubism,
expressionism and influences from
western pop culture - Neville Brody,
Malcolm Garrett and less obviously
Peter Saville.
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89/68

1989 Ales Najbrt

Uz nazev a navazuijici grafika
Tvrdohlavych vyjadiovaly vybojnost -
sinspirovali se u TvrdoSijnych

a pritvrdili“ - a jakmile to $lo, Najbrt
se zapojil do prevratové vravy. Na
demonstracich, v informacnim
centru v Manesu, i graficky. ,Libilo

se mi, jak funguje, kdyz to jednoduse
otoci$ a doufal jsem, Ze to dopadne
pfesné obracené, nez pred dvaceti
lety. V&tsina plakath, ktery vznikaly,
byla takova néznoucka. Ale my

s tehdejSima kdmoSema jsme to vidéli
dost jinak, takZe jsem i ten plakat
chtél revolucni, utocnej. A taky byl
problém. Tiskli jsme ho v noci

v sitotiskové dilné, kterou studenti
prevzali od dilenskych, druhy den
rano si pro néj z Manesa prijel chlap,
co rozvazel plakaty Obcanskyho

féra svym autem - a fek, Ze tenhle
plakat rozvazet nebude, protoze je
agresivni. Hned jsem volal do Manesa
a Standa Divi$§ mu prikazal, Ze teda
tenhle plakat distribuovat bude!
Revolucni garda rozhodla...*

The name itself and the related
graphics of Tvrdohlavi (The Stubborn)
expressed belligerence - “they

took inspiration from Tvrdosijni (The
Obstinate) and toughened up” - and
as soon as possible, Najbrt took

part in the revolutionary turmoil. At
demonstrations, at the information
centre in Manes, and graphically

as well. “l liked how it works when
you simply turn it upside down, and

| hoped the situation would end up
with a direct opposite to how it went
20 years earlier. And most posters
that were being created were such
softy ones. But with my friends at that
time, we saw it rather differently, so |
wanted the poster to be revolutionary,
offensive. And there was a problem,
of course. We printed it at night in

a screenprinting workshop, which
students took over from workshop
staff, and the next morning a guy from
Manes, who distributed the Civic
Forum posters with his car, came to
collect it - and he said he would not
distribute this poster, because it is
aggressive. | immediately made a call
to Manes and Standa Divi$ ordered
him to definitely distribute this poster!
The revolutionary guard decided...”
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To je ono!
It’s the Real Thing!

1985 AlesS Najbrt

Kaligrafii u€il Najbrta nejdfiv otec,
pozdéji pokracoval na stiedni
grafické. A psal a psal. Romanska,
goticka a renesanéni pisma, oficialni
listiny, diplomy, prezidentské

sliby... Zaroven poznaval malifstvi
necelého 20. stoleti a podobné

jako mnoho jinych v selhavajicim
hospodarstvi hledél na ideal Zapadu
koncentrovany v neodolatelné
lakavém marketingu exportniho
artiklu - od log tabakového a ropného
primyslu na monopostech F1 a2

po ideologii popularni a spotfebni
kultury odrazené v pop artu

a americkou vladou podporovaném
obrazu abstraktniho expresionismu.
V roce 1985 kaligrafoval logo
Coca-Coly jako zpodobnéni velkého
snu. Zeleznou oponu leptala rychle
nabuzujici kombinace snadno
pozivatelného cukru a drazdivych
bublin, sladky symbol liberalni tradice
zapadni svobody 20. stoleti,

ikona neomezeného konzumerismu,
komerce a popu. To bylo ono!

Dal vytvarel kaligrafické partitury
do hudby a expresivni obrazy

z jednotlivych pismen, pozdéji
redukované na kfiz a kruh -

az k formalnimu vyprazdnéni
nasledovanému faktickym
prfechodem k vlastni draze
designéra.

Najbrt learned caligraphy from his
father first, later he continued at the
Secondary Graphic School. And

on an on he wrote. Roman, gothic
and renaissance scripts, official
documents, diplomas, presidential
oaths... At the same time, he was
getting to know the 20th century
painting and similarly to many others
in the failing economy, he looked to
the ideal of the West concentrated in
the irresistibly attractive marketing
of the export articles - from logos

of the tobacco and oil industry on

F1 monopostos to the ideology

of popular and consumer culture
reflected in pop art and the image of
abstract expressionism supported
by the US government. In 1985, he
calligraphed the Coca-Cola logo as
a picture of a big dream. The Iron
Curtain was being corroded by an
energising combination of easily
digestible sugar and exciting bubbles,
a sweet symbol of the liberal tradition
of 20th century western freedom,
the icon of unbridled consumerism,
commerce and pop. The real thing!
He continued to create calligraphic
music scores and expressive
paintings of single letters, over time
reduced to a cross and a circle until
their formal voidance, followed by
actual transfer to his own career of
adesigner.
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William S. Burroughs, Allen Ginsberg:
Teplous/Dopisy o yage
Queer/The Yage Letters

1991 Ales Najbrt

Uspé&ch &asopisu Reflex a touha jeho
vedeni v dychtivém porevoluénim
obdobi prekracovat pravé padlé
hranice zahy vedly k rozsireni
vydavatelskych aktivit. Jen

v Najbrtoveé upravé vysly v edici X
Millertiv Obratnik Raka a Obratnik
Kozoroha, Sacher-Masochova Venuse
v kozichu, Burroughs/Ginsbergovy
Teplous/Dopisy o yage a Batailleliv
Pfib&h oka. Stejné& jako k &lankim

v Gasopise pfistupoval Najbrt

k obalkam klasik kontroverze jako

k nepfili§ explicitni typografické
ilustraci. Zatimco napfiklad Millerova
syrovost dostala do krajnosti jdouci
ostré tvary, zjemnéle rozvinény
Teplous vrcholi svatozafi, ktera je
nebetyéné camp.

The success of the magazine Reflex
and the desire of its management to
cross the now fallen boundaries in the
eager post-revolutionary period soon
led to extending publishing activities.
In Najbrt’s design alone, translations
of Henry Miller’s Tropic of Cancer and
Tropic of Capricorn, Sacher-Masoch’s
Venus in Furs, Burroughs/Ginsberg’s
Queer/The Yage Letters and
Battaile’s Story of the Eye were
published in the X edition. Same

as with magazine articles,

Najbrt approached the covers of
controversy classics as a not too
explicit typographic illustration.
Whereas Miller’s rawness received
sharp, egdy shapes, the soft and
billowy Queer culminates with a halo
that is irrecoverably camp.
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Karel Brynda, Vaclav Havel: Milyny

Mills

1990 Ales Najbrt

Zatimco stranické floskule 80. let

dal formalné reprodukovaly, co zbylo
z ambice avantgard v dvoji moralce
skleroticky asketického systému
planujiciho vééné casy se Sovétskym
svazem, divadla Prazské pétky
predstavovala Zivelnost a hédonismus
mladi, které pozZadovalo

V jakési populdrni verzi reakce na
zkornatélé struktury udrzujici zdani
zafnych zitFkl si soubory rozumély

s absurditou byrokratizovaného
jazyka v Havlovych hrach. Jelikoz
vyzralejsSi kusy budouciho prezidenta
si davno rozebrala slavnéjsi divadla,
potouchlému Sklepu nezbyvalo,

nez adaptovat dramaticky debut
Zivot pred sebou, ktery Havel

napsal a inscenoval s reZzisérem
Karlem Bryndou, aby unikli realité
vojny 50. let. Plakat na dodnes
typicky vychazi z Najbrtova
autorskeého pisma, zde postaveného
na tvarech protitankovych jezku

a dalSich obrannych bariér. Doplriuji
ho vzory z vylozkovych insignii

a barevnost bundokosile.

While the party rhetoric of the 1980s
continued to formally reproduce what
was left of the ambition of the avant-
gardes in the double moral standards
of the sclerotically ascetic system
planning eternal times with the Soviet
Union, the theatres of the Prague
Five represented the impulse and
hedonism of youth, which demanded
a more ornamental, more veined
world. In a sort of popular version

of a reaction to the clogged state
structure maintaining a semblance
of bright tomorrows, the troupes
went well with the absurdity of
bureaucratised language in Havel’s
plays. Since the mature pieces of the
future president had long been taken
by more famous theatre companies,
the cunning Sklep had no choice but
to adapt the dramatic debut Zivot
pfed sebou (Life Ahead), which Havel
wrote and staged with the director
Karel Brynda in order to escape the
reality of military service of the 1950s.
The poster for the, to this day most
successful, performance by Sklep is
typically based on Najbrt’s typeface,
here using the shapes of anti-tank
hedgehogs and other defensive
barriers. It is complemented by
patterns from facings insignia and
the colour of the shirt jacket.
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Kour
The Smoke

1991 AleS Najbrt

Prace pro volné sdruzeni
amatérskych soubor( Prazska pétka
vizualizovaly patetickou hyperbolu, jiz
divadla reagovala na bezvychodnost
rezimu a nesoulad skute€nosti

a proklamaci, kde slova nic
neznamenaji, ale vdechno miiZe byt
pouZito proti vam. Zatimco ocelarna
Skfivanku na niti byla mistem lyriky

a tragédie, vysmésné prehravani

a pitvoreni ve fabrice muzikalu Kour
Tomase Vorla odpovidalo uz jen
dobé, ktera sama byla fraskou. Kre¢,
nazev ,baletni jednotky*, v niz Najbrt
hrél a tancil, jakoz i jeho kostrbaty,

na originalni typografii postaveny
styl, postihovaly spole€ensky rozklad
pomeérné presné. Velka, expresivni
pismena tréela na vSechny strany jako
koncetiny Haha Bimbi, obéanskym
jménem Alzbétiny Prknarové, hrdinky
Sklepem oblibenych Rychlych Sip(i.
V jakémsi potvrzeni viastni absurdity
se ale Kour dostal do kin, az kdyz
zemé zacinala s celkovym odsifenim.

The work for the free association

of amateur ensembles under the
umbrella of the Prague Five visualised
the pathetic hyperbole, by which the
groups responded to the frustrations
of the communist regime and the
discrepancy between reality and
proclamations, where words have

no meaning, but everything can be
held against you. While the 1950s
steelworks in the famous Czech

film Larks on a String was a place

of lyricism and tragedy, the mocking
ham-acting and grimacing in the
factory in the musical The Smoke
was attuned to a time, which was

a farce in itself. Kfe¢ (Cramp), the
name of the “ballet troupe”, in which
Najbrt danced, as well as his angular
graphic style, precisely captured

the social decline. Large, expressive
letters stuck out in all directions like
the limbs of Haha Bimbi, Alzbétina
Prknarova by civilian name, a heroine
of The Rapid Arrows, a comics that
Sklep revered. In a confirmation of its
own absurdity, The Smoke did not get
into cinemas until after 1989 when
the country had begun with general
desulphurization.
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Hlavni mésto Praha
City of Prague

2002 Ales Najbrt, Zuzana Lednicka, Pavel Lev,

Mikulas Machacek

Ctyfi varianty slova Praha ve viech
svétovych jazycich pouzivajicich
latinku popisuiji hlavni mésto

jako otevienou, vzdélanou,
soucasné komunikujici metropoli

s mezinarodnim véhlasem. V dobé
svého vzniku mélo logo symbolicky
podavat ruku vSem, ktefi do mésta
prichazeiji, a pfi té prilezitosti si
pfipominat ne az tak prastarou
historii, ve které Praha byla centrem
riznorodych etnicit a kultur.

Za témér dvacet let od odhaleni
takové vyzvy se pvodné trochu
zbozné prani proménilo ve spinéné
proroctvi. Jedinou prekazkou v jeji
mnohojazy¢né nizkoprahovosti se
zda byt bila ¢ara oddélujici slova na
pravy a levy breh Vltavy, Vinohrady
a Letnou.

Four versions of the word Prague

in all world languages using Roman
alphabet designate the city as an
open, educated, contemporarily
communicating metropolis with
international fame. At the time of its
creation, the logo was intended to
symbolically extend a hand to all, who
are coming to the city, and on the
occasion to commemorate the not-
so-ancient history, in which Prague
was the centre of various ethnicities.
Over the nearly 20 years since the
unveiling of such a challenge, the
originally somewhat wishful thinking
has transformed into a fulfilled
prophecy. The only obstacle in its
multilingual low-threshold seems to
be the white line, which separates
the words into the right and the left
bank of the Vltava, the quarrelling
neighbourhoods of Vinohrady and
Letna.

:

PRA|HA
PRA|GUE
PRA|GA

PRA|G

T




Ostrava

2009 Ales Najbrt, Boris Melus, Bohumil Vasak

Redukce mésta na symbol
reprodukovatelny v rozméru

3,5 x 3,5 mm nema moc

prostoru vyhnout se stereotypu.

U milionové postindustrialni
aglomerace s dlouhodobé nejvyssi
nezaméstnanosti hrozilo, Ze

tfi vykFiéniky z Prahy, jednoho

z nejbohatsich regiont Evropy, budou
vykladany jako vysméch intenzité
oblasti s tdernou vyslovnosti
lasského nareci. Zvlast potom, co se
interpunkeéni inflace v internetovych
diskuzich stala prtivodnim znakem
rozdéleni zemé. Jako by vykFi¢niky
najednou patfily za fake news,
exekuce a protestni hlasy. V roce
odhaleni bylo s logem spokojeno
11% Ostravanii. Vykfiéniky ale
umoznily studiu prezentovat znacku
kreslenou kridou na chodnik,
tetovanou na rameni hornika nebo
jako prazské logo posprejované
fanousky Baniku. ,,Chtéli jsme lidové
logo.” V obsahu i formé. ,Bylo pro nas
dilezité, aby fungovalo nezavisle na
barvé nebo pismu. MliZzete ho napsat
jakkoli, porad to bude ono. A kdyz
pred néj napiSete cokoli jiného nez
Ostrava, zase funguje. Napisu ,Miluju
télll a miluju t& v Ostravé, miluju
Ostravu nebo jsem z Ostravy. Cast
lidi nesouhlasila, ale stalo se: logo
zlidovélo.”

A reduction of a city to a symbol
reproducible in 3.5 x 3.5 mm does
not leave much space to avoid
stereotype. In the case of the
post-industrial agglomeration of

a million people with the highest
unemployment in the country, there
was a danger that three exclamation
points from Prague, one of Europe’s
richest regions, would be interpreted
as aridicule of the intensity of the
area with the forceful pronunciation
of the lachian dialect. Especially
after the inflation of punctuation in
Internet discussions had become a
syndrome of division of the country.
As if exclamation points suddenly
belonged behind fake news,
distrainment and protest votes. In
the year of unveiling, 11% of Ostrava
citizens were satisfied with the logo.
But the exclamation points enabled
the studio to present the symbol
drawn with chalk on the pavement,
tattooed on a miner’s shoulder or as
a Prague logo sprayed over by FC
Banik fans. “We wanted a popular
logo.” In content as well as in form.
“We found it important for the logo
to work independently of colour

or typeface. You can write it in any
way and it will still be it. And if you
write anything else than Ostrava in
front of it, it works, too. | write ‘I love
you!!” and | love you in Ostrava,

| love Ostrava, or | am from Ostrava.
Some people disagreed, but still it
happened: the logo has caught on.”
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52nd Karlovy Vary

International Film Festival

2017 Zuzana Lednicka, Ales Najbrt, Michal Nanoru

foto/photo Vaclav Jirasek

52. ro¢nik dal rozvijel téma skryvani
a hrani si na néco - znamé lidi

nebo ,festival kategorie A" Stejné
jako predchozi ro¢niky vyuzival
fotografie skutecnych i fiktivnich
navstévnikl ke klasické varské
pretahované mezi velkolepym

a vSednim. Na tvare, které se
nepotrebuji exponovat, navazal snem
stat se na chvili hvézdou. Zatimco
loni nikdo nebyl poznat, ale vSude
zaril glam, tady se spojilo vétSinou
obycejné prostredi s ikonami. Jak
udélat plakat s Belmondem, kdyz
jste v Cechach v roce 2017, a ne

v Cannes v roce 19607 Objednejte
Belmonda z vecerky. ,Malkovich,
Malkovich...,“ fikaji hlavy Johna
Malkoviche v hlavé Johna Malkoviche
Johnu Malkovichovi, ktery hraje
Johna Malkoviche ve filmu V kizi
Johna Malkoviche. KaZdy chce

byt nékym jinym. Kazdy hraje
divadlo. A ¢im dal vic roli, nejen

na Instagramu, ale specialné na
festivalu. Hra s identitou nebyla
nikdy snazsi (tady stacil jen souhlas
portrétovanych hvézd!). Nékdo
chce byt krasna Jana Brejchova,
nékdo, dnes bohuzel az pfilis ¢asto,
Spalova¢ mrtvol. Smycka se uzavrela,
kdyZ s podobiznou Ani Geislerové
poézovala Ana Geislerova.

The 52nd year elaborated on the
theme of hiding and impersonating -
celebrities or a “category A festival”.
Same as the previous two years,

it used photographs of real and
fictitious visitors for the typical KVIFF
tug of war between grand and grey.
Faces that do not need an exposé
were followed by the dream of
becoming a star for a moment. While
at 51st, no one was recognizable,

but glam was everywhere, this

year mostly combined ordinary
environments with iconic faces. How
to make a poster with Belmondo,
when you are in Bohemia in 2017,
and not in Cannes in 1960? Order

a Belmondo from a corner shop.
“Malkovich, Malkovich...” heads

of John Malkovich say in the head of
John Malkovich to John Malkovich,
who plays John Malkovich in Being
John Malkovich. Everyone wants to
be someone else. Everyone is putting
on a show. And playing more and
more roles, not only on Instagram,
but especially when going to the
festival. Playing with identity has
never been easier (here, all you need
is the consent of all of the portrayed
starsl). Some want to be the beautiful
Jana Brejchova, some, these days
unfortunately way too often, The
Cremator. The loop closed with Aiha
Geislerova, posing with the photo

of Ana Geislerova.
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Ales Najbrt 1991-1995

1996 AlesS Najbrt

V druhé poloviné 90. let nabirala dech
kultura uz ,normalizované“ svobody,
kterou netvofil jen porevoluéni vir

po implozi restriktivniho systému,

ale nova méstska civilizace s prvnimi,
patfiéné nejistymi i oslavovanymi
pokusy o designové knihy, restaurace,
kluby. TéZila z prvnich produktd
elektronickeé revoluce, pouzivala
umélost, tanec¢ni rytmus a obcas

i e-mail, mobil a Sampon. Tézko si
predstavit Najbrta, fanouska primarni
energie Sex Pistols a Katapultu,
melodiénosti Beatles a decentniho
humoru Jifiho Suchého, jako
kdovijakého ravera, ale optimisticka
synteticka barevnost, vyrazné

vzory adaptované z kvétinovych

60. let i pastell let padesatych mu
vyhovovaly. Svou hranatost jen zaoblil
do dobové extaze polyesterové
plySovosti. V dobé vzniku vizualu

pro vlastni vystavu v Narodnim
technickém muzeu ho na jeho Macu
LC Il okouzlila zejména funkce ,blur®.
Vlastni pismo PrazZska pétka nejdfiv
roztahl, pak rozmazal a nakonec
vytvrdil. Pro propagaci vystavy tak
vznikla celd deformovana abeceda.

The second half of the 1990s saw

the rise of the culture of the new
“normalised” freedom, not caused
only by the post-revolutionary
maelstrom after the implosion of the
restrictive system, but a new urban
civilisation with its first insecure

and celebrated attempts at design
books, restaurants and clubs. It was
boosted by the early products of

the electronic revolution, employed
artificiality, dance rhythms, and
sometimes even email, mobile
phones and shampoo. It is hard to
imagine Najbrt, a fan of the primal
energy of the Sex Pistols and the
Czech band Katapult, melodies by
the Beatles and decent humour of the
Czech actor and author Jifi Suchy, as
a hardcore raver, but the optimistic
synthetic colours, striking patterns
adapted from the flower-power of the
1960s and pastels of the 1950s, went
down well with him. He just rounded
his edginess into the period ecstasy
of polyester plush. At the time of
creation of the visual for his own
exhibition at the National Technical
Museum, he was mainly enchanted
by the “blur” function on his Mac LC Il
He first extended his typeface Prague
Five, then blurred it, and eventually
hardened it. An entire deformed
alphabet emerged for promoting

the exhibition.
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Josef Koudelka: Invaze 68

Invasion 68

2008 Ales Najbrt

V poslednich deseti letech Najbrtovo
hlavni autorské dilo tvofi spoluprace
s Josefem Koudelkou, jemuz pomohl
privést do tiskarny legendarni
Cikany a zasadné se podepsal na
kniZni podobé Invaze 68. Namisto
fotoknihy, ktera €asto znamena
portfolio jednotlivych fotografii bez
komplexnéjSiho vztahu, Koudelka
pocital s publikaci, ktera by ctila
plivodni dokumentarni u&el snimk.
Do Prahy pfivezl skoro deset

tisic zabérh a Najbrt k materidlu
pfistoupil jako k filmovému tydeniku.
Krom horizontélnich dvoustran

a vertikalnich fotografii na stranku
naplioval dvoustrany ¢tyfmi nebo

i Sestnacti fotografiemi. Misto
izolovanych zabért pronikaly do
popredi déj a souvislosti. ,Rano
pfijizdi prvni tanky, lidi se sbihaiji,
koukaiji. Pfichazi vrchol knihy, bitva

u rozhlasu, prazdny Véaclavak, sjezd
KSC... Pak se situace zklidiuje: na
konci uz baba premalovava na zdi
napisy,“ popisuje Najbrt. Grafika
tucénych pisem odkazovala na dobovy
tisk a zpravodajské magaziny, v nichz
fotografie plivodné vychazely.

Sedy, ,odpadovy papir®, ktery si
Najbrt vymyslel na obalku, vyrobila
moravska tovarna na mucholapky.

Over the last 10 years, Najbrt’s main
body of work has been long-term
co-operation with Josef Koudelka,
where he helped prepare the
legendary Gypsies for printing and
fundamentally influenced the book
form of Invasion 68. Rather than

a photo book, which often means

a bound portfolio of individual
photographs without an underlying
context, Koudelka imagined a
publication that would respect the
original documentary purpose of
the photographs. He brought almost
10 thousand frames to Prague and
Najbrt approached the material as
anewsreel. Apart from horizontal
spreads and vertical photographs on
a full page, he filled the pages with
four or even sixteen photographs.
Rather than isolated shots, it was
the action, sequence and context
that came to the forefront. “The

first tanks arrive in the morning,
people gathering, looking on. The
culmination of the book is coming, the
battle at the Czech Radio, the empty
Wenceslas Square, a convention

of the Communist Party... Then the
situation calms down: at the end an
old woman is painting over writings
on the wall,” Najbrt describes. The
graphic design using bold letters
referred to period newspapers and
magazines, in which the photographs
were originally published. The grey
“waste paper” with special rough
texture, which Najbrt conceived of for
the cover, was made by a Moravian
company producing flypaper.
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Ceska filharmonie
Czech Philharmonic

2015-2019 Marek Pistora, Michal Nanoru,

Zdenék Trinkewitz, AleS Najbrt

Nékdo, komu je 120 let, vyzaduje
respekt, ale uz ho taky bereme
trochu s nadhledem. | kdyz to zadani
explicitné nestanovilo, ukolem

v soutéZi, ktera hledala vizualni
identitu sezon Ceské filharmonie,
tedy bylo najit spravnou polohu pro
vaznou hudbu, ktera se uz nechce
brat tak vazné. Koncept schvaleny na
pét let chape tento proces doslova.
Zacal u toho, co stoji v zakladech
prvniho ¢eského orchestru - budovy
Rudolfina, prvnich programii
filharmonie a estetiky doby jejich
vzniku a postupné prorUsta
digitalizaci a priblizuje se: fyzicky se
zvétSuje a prichazi do soucasnosti.
Vizualy akcentuji tradici a prestiz
instituce, neorenesancni vzory ale
dostavaiji uvolnény remake a na

své dekorativni obzerstvi se divaji

s lehkou ironii. Vrstvy Rudolfina
zacinaji infiltrovat vektorové solitéry,
které prechazeji k Cisté digitalni
abstrakci, pfipominajici modernisticke
vzory, az v sezoné 2019/20 vrcholi

v bujarém 3D finale, kde fantastické
plastické barvy signalizuji kreativni
vzepéti pod taktovkou nového
Séfdirigenta Semjona Byckova.

Someone who is 120 years old
demands our respect, but we also
take him a little easy. Although

the brief was not explicit about it,
the task in the competition searching
for the visual style of the seasons

of the Czech Philharmonic was to
find the right position for classical
music, which no longer wants

to be so classical. The concept
approved for a five-year term takes
this process literally, starting from
the foundations of the identity

of the No. 1Czech orchestra -

the Rudolfinum edifice, the first
programmes of the Philharmonic and
the aesthetics of the time - gradually
growing through digitization and
coming nearer: physically enlarged
and reaching the present. The
visuals accentuate tradition and
prestige of the institution, but the
Neo-Renaissance templates are
given a contemporary facelift and
their exaggerated decorativeness

is approached with a speck of

irony. The layers of the Rudolfinum
decoration get infiltrated by vector
solitaires, gradually transforming into
purely digital abstraction resembling
modernist patterns, and climaxing the
2019/20 season 3D finale, where all
the fantastic plastic colors signal the
creative compulsion under the new
Music Director and Chief Conductor
Semyon Bychkov.
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BigMag

2007-2013 Michal Nanoru, Bohumil Vasak, Ales Najbrt

V roce 2007 Najbrt, kurator

a publicista Michal Nanoru

a designér Bohumil Vasak zalozili
databézi ,alternativnich” &asopisli

v Cesku po roce 1989. Stranky
www.bigmag.cz na rozdil od
béznych databazi umoznovaly
uZivatelim nahravat obrazky, pro
prezentaci Easopisu to nejdlleZit&;jsi.
V ramci Bienale Brno 2010 vznikla
stejnojmenna vystava a v roce

2011 v Centru sou¢asného uméni
DOX v Praze vybér témér Sedesati
zevrubné predstavenych éasopistl
dopilnila i sekce vénovana zinim.
»,Casopisy jsou vZdy momentkou
ideall, politik, estetik a trendt a spi$
nez graficky upjaté noviny na prvni
pohled vyvolavaji dobu a prostredi,
ve kterych vznikly. UZ nez prectete
jediny Fadek, dozvite se z BigMagu
o poslednich dvaceti letech v Cesku
tolik, jako byste listovali v jeho
rodinném albu. Databaze nema
omezeni a zvéciuje ¢asopisy

ve vyhledavatelném digitalnim
svété, vystavy pak fetiSisticky
vyzdvihuji peclivé vybrané vytisky:
Casopis je totiz nutné osahat, otacet
s nim a nékdy k nému i pfivonét,” psali
autori, ktefi mezitim databazi prestali
aktualizovat a sbirku predali Archivu
vytvarného uméni.

In 2007, Najbrt, the curator and
writer Michal Nanoru and the
designer Bohumil Vasak founded a
database of “alternative” magazines
in the Czech Republic after 1989.
Unlike the common databases, the
website www.bigmag.cz enabled
users to upload pictures, the most
important thing for presentation

of a magazine. An eponymous
exhibition went on display at the
Brno Biennial 2010, and in 2011 at the
DOX Centre for Contemporary Art

in Prague, the selection of nearly

60 magazines presented in detail
was complemented by a section
dedicated to zines. “Magazines are
always snhapshots of ideals, policies
and trends, and as opposed to the
graphically prim newspapers or
deceptive photographs, they conjure
up the time and place of their origin.
Before you have read a single line,
you will have learned as much about
the past 22 years in the Czech
Republic from BigMag, as if you had
been browsing through the country’s
family album. The database has no
limitation and perpetuates magazines
in the searchable digital world,
exhibitions then emphasize carefully
selected issues in a fetishistic way:
because a magazine needs to be
touched, turned, and sometimes
even smelled,” the authors wrote.
Meanwhile they ceased to update the
database and passed the collection
on to The Archive of Fine Art.




Pelisky
Cosy Dens

1999 Ales Najbrt, Zuzana Lednicka

foto/photo Adam Holy

Plakaty pro filmy Jana Hrebejka
predstavuiji ryzi graficky pop
c¢eského prelomu milénia. Samotné
PeliSky reprezentuji pomysiny

vrchol fascinujici spolecenské
shody, bezpeéného antikomunismu
s odpusténim a naivniho laskavého
humoru stredni tfidy, kterou se v ten
bod stoupaijici porevoluéni kfivky
cely narod zdal byt. Podobna uroven
kultivovanosti se soustredovala

i v plakatu, jemuz producenti jako
nikdy predtim ani potom dovolili
predpokladat, Ze ho pochopi vic

neZ milion divakd, které do kina
nepfivedou znamé tvare herct
rozestavéné v dramatickém vztahu
na digitalné upravovaném pozadi
ilustrujicim kulisy filmu, nybrz
jednoduchy predmét zastupuijici
motiv z filmu a pismo pripominajici
pokroucenou dobu, v niz se
odehrava. Najbrt tu dokonale uplatnil
svoji schopnost postavit sdéleni

na jediném, vizualné ocisténém,
elegantnim a masové srozumitelném
znaku vyuzivajicim jemné humorny
odkaz k dlivérné znamému fenoménu
v mistni kulture.

Posters for films by Jan Hrebejk
exemplified the real Czech pop of the
turn of the millennium. Cosy Dens
and its poster embody the notional
climax of the fascinating social
consensus, safe anti-communism
with forgiveness and the naive, kind
humour of the middle class that the
entire nation seemed to have become
at that particular point in the rising
post-revolutionary curve. A similar
cultivated standard was applied in
the poster, where the producers
took the liberty to presume, as never
before and never after, that it would
be understood by more than a million
viewers, who would not be drawn

to the cinema by the familiar faces
of actors arranged in a dramatic
relationship on a digitally rendered
background illustrating the film
setting, but by a simple object-sign
representing a motif from the film
and typeface evoking the twisted
circumstances of the late 1960s, the
period in which it was taking place.
Najbrt made a perfect job using his
ability to build a statement around

a single, visually purified, elegant
and commonly comprehensible

sign using a finely crafted humorous
reference to a familiar phenomenon
in local culture.
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Sklonar

2011 Martin Vacha, Marek Pistora

Galerista Zdenék Sklenar oteviel

na prazském Smetanové nabrezi
bilou krychli jednoduSe nazvanou S.
Prostota prostoru architekta Josefa
Pleskota se odrazela i v drobnych
kartickach pozvanek, které uvadély
vzdy rdiznou &iselnou hodnotu
odvozenou z vystavenych dél
(napf¥iklad barevnou RGB hodnotu
malby). Galerii rozmetal vybuch plynu
v sousedni budové, ale technicistni
pismo studio pouziva pro dalsi a dalSi
projekty - asi nejcastéji z vic nez
dvacitky pisem, které tu vznikly.

The gallerist Zdenék Sklenar opened
a white cube with a simple name S
at Smetanovo nabrezi in Prague. The
plainness of space by the architect
Josef Pleskot was reflected in

tiny cards of the invitations, which
always stated a different numerical
value derived from the exhibited
artworks. For example the RGB
colour code of a painting. The gallery
was blown up by a gas explosion in
the neighbouring building, but the
studio uses the technicist typeface
for further and further projects -
probably the most frequently of

the more than 20 alphabets, which
emerged here.

;achdEeFfBthIiJj

<kLIMRNROOPPOGRLS s
TtUUVVWwXXxYyZ2z

¥ §0987

=

654321
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Masarykova univerzita

Masaryk University

2017 Marek Pistora, Michal Nanoru, Ales Najbrt

»,Praha je mésto gotické, Olomouc
meésto barokni, Brno mésto
funkcionalistické. My jsme svym
prostfedim pfedurceni hledat krasu

v jednoduchosti a t€elnosti,” prohlasil
rektor Mikulas Bek v kvétnu 2017.
Spolecné se zadanim soutéze,

které definovalo Muni jako vpravdé
moderni instituci, se tak stal
funkcionalismus stfedobodem nové
identity. Mezivale€éné avantgardy
koresponduiji nejen s dobou vzniku,
ale i s demokratickymi hodnotami,
které dnes druha univerzita v zemi
reprezentuje, stejné jako s jeji

pozici mladsSiho sourozence, ktery
pfinasi zménu zaloZenou na novych
technologiich. Logo je tak interpretaci
napisti na budovach Bohuslava
Fuchse, ale i praci Ladislava Sutnara
nebo vrstevnického Bauhausu. Pismo
Muni, tvofici pilif celého stylu, vzniklo
jako monospace (zachovava stejny
prostor pro vSechny litery, Siroké ,m“
nebo Uzké ,i), nastroj kédovani, ale

i znak jisté rovnosti a univerzalniho
vzdélanostniho zakladu. Forma tu
nesleduje funkci jen v stfidmosti linii
a absenci dekoraci (napf. symbolu),
ale predevsim vytvorenim jednotného
systému pro devét fakult a jejich
pracovist.

“Prague is a gothic city, Olomouc
abaroque one, Brno is the city

of functionalism. We are determined
by our environment to seek beauty
in simplicity and purposefulness,”
Mikulas Bek, the rector of Masaryk
University in Brno, said in May 2017.
Together with the brief that defined
Muni as a truly modern institution,
functionalism has thus become the
focal point of the new identity. The
interwar avant-gardes correspond
not only to the time of establishment
of the university, but also to the
democratic values that the country’s
second university represents today,
as well as to its position of a younger,
rather sassy sibling, who brings
change relying on new technologies.
Thus, the logo is an interpretation of
the inscriptions on buildings of Brno’s
luminary architect Bohuslav Fuchs,
the work of the designer Ladislav
Sutnar or the ever-living legacy of the
Bauhaus. The custom typeface Muni,
which forms the basis of the entire
style, is monospace (i.e., it preserves
the same space for all letters,

wide “m” or narrow “i”): the tool for
coding but also a sign of a certain
democratic equality and universal
educational base. The form follows
function not only in the simplicity of
lines and the absence of decorations
(e.g. symbol) but mainly by creating

a unified system for nine faculties and
their departments.
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Pavel Kosatik: Emil Bézec

Emil the Runner

2015 Zuzana Lednicka

Béh jako ustfedni téma existence,
textu i Upravy startuje uz na obalce
Zivotopisu, kde necekané zacina
paginace Cislem stranky a zaroven
¢asem 00:10. Probiha celou

knihou a finiSuje na zadni obalce

v Case Zatopkova bruselského
rekordu na 10 000 metrd z roku
1954 - 28:54,2. Podobné napriklad
135. stranka ma Cislo parizského
rekordu na 5 000 metr( - 13:57,2.
To neni jediné, co se v knize hybe.
Zrcadlo sazby, cela hmota pisma

na strance se s kazdym oto¢enim
posouva zleva doprava. A obrazky
se hrnou pres hrany papiru, jako by
chtély prebéhnout na druhou stranu.
Koneéné bézecké knize dominuje
oranzova barva atletické antuky.
»Prectu vSechny Zatopkovy rekordy,
286 je standardni pocet stran, mohlo
by se to vejit. Pak uz se podridim
myslence a snazim se knizku
zformovat, aby se vesla do rekordu,*
komentuje Lednicka. ,Vzdycky je
tam riziko, Ze to nemusi klapnout.
Ze chybi dvacet stran a uz nemam
ani fotky ani text.“ V tom pfipadé se
zmens§i format. Zméni pismo. ,Vychazi
to taktak. Ale Gtenar to nepozna. Ma
pocit, Ze tu knizku ubéhl za svétovy
rekord.* Nem(zes? Pridej!

The biography of the legendary
Olympic winner Emil Zatopek, who
never gave up, on the track or in life in
communist Czechoslovakia, is always
on the move. Running as a central
theme of existence, text and design
starts on the cover of the book,
where pagination begins with page
number as well as time 00:10. It runs
through the book, finishing on the
back cover with the time of Zatopek’s
1954 Brussels 10,000 meters

record - 28:54.2. Similarly, e.g. the
135th page of the book has the
number of Zatopek’s Parisian 5000 m
record - 13:57.2. With every turn of
the page, the layout shifts from left to
right. The pictures are pouring over
the pages, as if they wanted to run
over to the other side. And the book
is dominated by orange athletic clay.
“l read all of Zatopek’s records, 286 is
the standard number of pages, it may
fit. Then | conform to the idea and

try to form the book so as to fit into a
record,” comments Lednicka. “There
is always the risk it may not work out.
There may be 20 pages missing and

I no longer have photographs or text.”
In that case the format becomes
smaller. The typeface changes. “It
works out just about. But the reader
will not notice. He will think he has
run through the book in world record
time.” Exhausted? Run faster!




Mirek Tabak: Cernej pasazér

Stowaway

2014 Zuzana Lednicka

ilustrace/illustrations Filip Kudrnaé

Muz, ktery se skryva za
pseudonymem Mirek Tabak, podle
vlastnich slov napsal desku ¢esky
zpivaného country, rocku a americany
v dobé, kdy uéil na gymnaziu a po
nocich taxikafil, aby poplatil sloZenky.
Lednicka albu jednoduchych pisni se
slozitym aranZma, nahranych pomoci
profesionalnich hragh a technologii,
pfifadila naivni kresby studovaného
malife a taxikarské tématice vystavila
ucet pomoci sazby provedené
taxametrem na skuteénych
uctenkach. Pavel Bobek hostuje

v pisni Klub tvancu.

The person hiding behind the
pseudonym Mirek Tabak, in his own
words, wrote the album of country,
rock and Americana with Czech lyrics
at a time when he taught at a high
school and then burned the midnight
oil in a taxi to pay the bills. Lednicka
assigned naive drawings of a studied
painter to the album of simple

songs with complex arrangements,
recorded with professional players
and technologies, and settled the

taxi theme using typography made

by taximeter on actual receipts.

The legendary Czech country singer
Pavel Bobek features in the song Klub
Stvanctl (The Renegade Club).
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Centrum souc¢asného uméni DOX
DOX Centre for Contemporary Art

2005 Ales Najbrt, Zuzana Lednicka, Mikulas Machacek

V roce 2005 jedno zadani naslo
svého designéra a Najbrt sumarizoval
svijj pFistup do v jistém smyslu
definitivniho tvaru loga pro prazské
centrum sou¢asného uméni.
Maximalné jednoduchad, harmonicka
a stabilni kompozice vyuziva ty
nejzakladnéjsi tvary, které ale
respektuji mySlenku nazvui instituce
a nabizeji nenucenou variabilitu
aplikaci.

DOX Centre for Contemporary Art

In 2005 an assignment once again
found its designer and Najbrt
summarized his approach into an, in

a sense ultimate, logo for the DOX

art centre in Prague. Its composition
of maximum simplicity, harmony and
stability uses the most elementary
shapes, which, however, respect the
idea of the title and the institution and
offer an easy variability of application.
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13. Festival kratkych filmd Praha
13th Prague Short Films Festival

2018 Zuzana Lednicka, Michal Nanoru

foto/photo Vaclav Jirasek

Kazdy z nas se dennég, tfeba jen

na kratkou chvili a aniz by si to
uvédomoval, stava hlavnim hrdinou
filmQ, které se odehravaiji na ulicich,
v hotelovych chodbach, vestibulech
metra a dalSich vefejnych prostorach.
Okamziky nasich Zivot( se hromadi
v nekoneénych zaznamech kamer
a zbyva jedina otazka - kdo je
sestiiha? Lehce postapokalypticka
identita 13. ro€niku Festivalu
kratkych film{ Praha navazuje na
sérii vizualll ,velkého bratra“ Prague
Shorts, karlovarského filmového
festivalu, které si v pfedchozich
letech pohravaly s myslenkou
(ne)viditelnosti. V kratkém procesu
prezident KVIFF Jifi Bartoska
pFesunul ptivodné zamyslené
zavrseni ¢ernobilé fotografické
trilogie z 53. ro€niku k Shorts.

Every day, each of us unwittingly
becomes a momentary main
character of the films taking place

in the streets, hotel hallways,
subway halls, and other public areas.
Surveillance cameras are constantly
recording random moments of our
lives and the question is — who will
be editing them? The slightly post-
apocalyptic identity of the 13th
Prague Short Films Festival loosely
follows on the series of visuals

of the festival’s “big brother”, the
International Film Festival Karlovy
Vary, which has been playing with
the idea of in/visibility in the previous
couple of years. In a short process,
KVIFF President Jifi BartoSka moved
the originally intended finale of the
b&w photo trilogy from the 53rd
KVIFF to Shorts.
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Vertigo: Taj

2014 Zuzana Lednicka

Dnes uZ pfes osmdesat obald pro
Animal Music, oceriovany label
soucasného jazzu a vazné hudby,
propojuji erné hrbety s bilym
pismem Fedra. E-mail se zadanim
saxofonisty, klarinetisty, skladatele
specializujiciho se na improvizaci,
ale taky vytvarnika Marcela Barty,
urceny vydavateli, skladateli

a pravnikovi Petrovi Ostrouchovovi,
umistila Lednicka na cover étvrtého
alba pokusné superskupiny Vertigo
(ANI043) jako rozverné shrnuijici
svédectvi nenaplnénych ambici,
nepochopeni a viibec komplikované
i komické komunikace mezi
kreativnimi obory. ,,Ahoj Petre,
posilam navrh na titulku Vertigo...
Je to vyrez z prosvécované kolaze,
sestavené k sobé vzhlru nohama, az
uvidite original, pochopite... Diouho
jsem hledal a takto se mi to libi
nejvic...“

More than 80 covers for Animal
Music, an appreciated label of
current jazz and classical music,

by now share a black spine with
white Fedra typeface. An email

with instructions by a saxophonist,

a clarinetist, a composer specialising
in improvisation, but also a visual
artist Marcel Barta, sent to the
publisher, composer and lawyer

Petr Ostrouchoyv, Lednicka put

on the cover of a fourth album

by the experimental supergroup
Vertigo (ANI043) as a playfully
summarising evidence of unfulfilled
ambitions, misunderstandings

and the complicated and comical
communication between creative
fields in general. “Hi Petr, 'm sending
you the concept for the Vertigo

front cover... It’s a cutout from an
illuminated collage, set together top
to bottom; when you see the original,
you’ll understand... | searched for
along time and this is how | like it
the most...”
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reSITE

2017-2019 Zuzana Lednicka, Andrea Vacovska,
Zdenék Trinkewitz, Michal Nanoru

reSITE se zabyva ,prise&iky mezi
designem, vefejnou politikou,
kulturou a ekonomikou ve svéte,

kde stale vétsi podil obyvatel Zije ve
méstech” a na takovou kFizovatku

se studio vZdycky rado postavi.
Nejviditeln&jSim vystupem reSITE

je kazdorocni prazska konference,
ktera méla v prvnim roce spoluprace
calvinovsky podtitul Invisible City,
Neviditelné mésto. Rlizné vice &i
méné skryté méstskeé infrastruktury
tak reprezentovaly odli$né, technicky
nesourodé vrstvy vizualu. 3D srdce
méstského hardwaru od Zdenka
Trinkewitze v priibéhu kampané

s nastavajicim jarem obrUstalo
posthumanni naletovou vegetaci
kreslife Michala Bac¢aka a hned
druhy rok se dostalo pod nliz,
rozifezané na patra zivotem opusténé
planety. Navrhy pro reSITE vZdycky
zacinaji apokalypsou, ale americky
optimisticka vize organizatort dava
lidem dalSi Sanci a nakonec posunula
do happy verze i jindy melancholické
ilustrace Jana Sramka. Utopie veselé
planety s akrobaty a strakami i tak
pfipominala nasi nahnutou situaci.

reSITE is dedicated to understanding
“the intersection of design, policy,
culture and economy in a continually
urbanizing world,” and the studio

will always like to stand at such a
crossroad. The most visible output
of reSITE is the annual Prague
conference, which, in the first year

of collaboration, had a Calvino-esque
subtitle Invisible City. Different,
technically varied layers of the visual
thus represented various, more or
less hidden, urban infrastructures.

In the course of the campaign,

with spring coming in, the 3D heart
of urban hardware by Zdenék
Trinkewitz was being overgrown by
self-seeding vegetation of the drawer
Michal Bacak, and in the second year
already, it went under the knife, cut
up into floors of the planet forsaken
by life. The designs for reSITE always
begin with an apocalypse, but the
American optimistic vision of the
organisers gives people another
chance and has eventually moved the
otherwise melancholic illustrations
by Jan Sramek into a happy version.
The utopia of a cheerful planet with
acrobats and magpies reminded

of our declining current situation
nonetheless.
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53rd Karlovy Vary

International Film Festival

2018 Marek Pistora, Ales Najbrt

Vizual 53. ro¢niku se znenadani
vratil k jednoduché typografii, ktera
na prvni pohled stavi na nostalgii

po celuloidu nebo obecné analogu.
Ve své typickeé hie s povysSenim,
aktualizaci a ironizovanim grafickych
klisé Marek Pistora do slavné
naduzivané filmové perforace

v hlavnim vizualu rafinované

schoval €islo 53. Zoubkované

pismo evokujici pivodni design
interiérd hotelu Thermal od manzeld
Machoninovych plsobilo zcela
soucasné a nabidlo pestré vyuziti na
neustale se rozsitujicich, ale tradi¢né
nedostatkovych upominkovych
predmétech - tady napriklad na
détskych trickach pohravajicich si

s terminy pro technickeé profese
filmového stabu. Festival zahajily
Lasky jedné plavovlasky nedavno
zesnulého MiloSe Formana promitané
z 35mm pasu. Nahoda?

The 53rd year’s visuals suddenly
returned to a simple typography,
which builds on nostalgia for the
celluloid at the first sight, or more
generally, for the analog. In his
classical game of upgrading and
ironizing any graphic cliché, Marek
Pistora artfully hid the number 53

in the main visual in the infamously
overused film perforation. The
indented typeface, evoking the
original interior design of the Thermal
Hotel by Véra and Vladimir Machonin,
felt acutely contemporary and offered
a varied use on the ever expanding
but traditionally scarce festival
merchanidising - here, for example,
kid’s t-shirts playing with film set job
titles. The opening film, The Loves of
a Blonde by the late Milo$ Forman,
was projected from 35 mm film strip.
A coincidence?
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Tomas Kafka: Navstévnik

The Visitor

1989 Ales Najbrt

Mezi Eetné Najbrtovy mimoskolni
aktivity patfila v 80. letech spoluprace
na literarnim magazinu Kvasnak
bratr Stépana a Tomase Kafkovych.
V predzvésti typografickych ilustraci
v Reflexu nebo pozdéjsich tprav textd
Tomase Hanaka si vybral k zpracovani
Kafkovu basen Navstévnik. Cislo
wCasopisu pro étenare s nejjemnéjsi
psychikou®, do kterého byla uréena,
ovSem uz nikdy nevyslo.

Najbrt’s numerous extracurricular
activities in the 1980s included
cooperation on the literary magazine
Kvasiidk (Ferment), of the brothers
Stépan and Tomas Kafka. As an
indication of the typographic
illustrations in Reflex or later design
of Tomas Hanak’s texts, he chose
Kafka’s poem Navstévnik. The issue
of the “magazine for readers with the
most urbane psyches”, for which it
was intended, was never published,
though.

55



Zdenék Ziegler: For Eyes Only

2012 Zuzana Lednicka

Monografii vydanou u prilezitosti
osmdesatin jedné z nejvyraznéjSich
postav Eeskeého grafického

designu upravila Zieglerova vdééna
studentka Zuzana Lednicka. Ta do
obsahu knih, které navrhuje, ¢asto
aktivné autorsky vstupuje a zivot
adilo jsou pro ni neoddélitelné, takze
uz oboustranny doprovodny plakat
projizdi chronologii Zieglerova Zivota
jako stylové serpentyny vybranych
praci i privatnich fotografii. Vedle
Najbrtova razantniho stylu pracuje
Lednicka ale vétSinou s mnohem
subtilngjSimi vytvarnymi prostredky,
se zlatou, bilou, ¢asto skoro
neviditelnymi, nékdy docela - jedina
tenka cervena linie, ktera pretina bilou
plochu obalky Zieglerovy monografie,
tvofi pismeno Z, jen pokud si

horni a dolni tah domyslite pomoci
hran stranky a odrazu ¢ervené
orizky. V knize se objevuje jesté
nékolikrat v odkazu na Zieglerovu
minimalistickou polohu.

Ziegler’s grateful student Zuzana
Lednicka arranged the monograph
issued on the occasion of the 80th
birthday of one of the most significant
figures of Czech design. She often
actively enters the content of books,
which she designs, and life and work
are inseparable for her, so already
the double-sided accompanying
poster goes through the chronology
of Ziegler’s life as stylish bends of
selected works as well as private
photographs. Beside Najbrt’s
resolute style, Lednicka works with
far more subtle artistic devices, with
golden, white, often nearly invisible,
sometimes completely so - a single
thin red line that crosses the white
area of the cover of Ziegler’s
monograph forms the letter Z,
providing you infer the top and

the bottom strike using the rims

of the page and reflection of the red
edge. It appears several more times
in the book, referring to Ziegler’s
minimalist approach.
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