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Studio Najbrt

When | think about Studio Najbrt, the first idea that comes to mind is fun.
More than anything, these seem to be designers who know how to enjoy
themselves. Their most engaging projects, the ones that appear from an
outsider’s point of view to be the most Czech, are often funny. Humour is
a quality that surfaces in graphic design much less frequently than one
might expect, given that it is said to be the most effective way of catching
an audience’s attention and encouraging people to absorb a message.

It is not something that can be forced, though. You either have a talent for
making jokes or you don’t.

Studio Najbrt’s founder, Ales Najbrt, is one of a kind. | have met graphic
designers from many countries, but | have never encountered another
designer quite like him. Najbrt is dedicated to his day-time job and he has
been highly successful at it, building up Prague’s leading independent design
studio. Yet, as a person, he doesn’t seem like a designer at all. He comes
across as a performer, as someone who was born to climb up on stage and
entertain, and in his off-duty moments this is what he does. Since the mid-
1980s, as a member of the duo Thomas & Ruhller, Najbrt has taken part in
anarchic performance-comedy routines in clubs and theatres. Barefoot,
clad in turtle-neck sweaters and staring weirdly at each other and everyone
else, the pair move at peculiar tangents and strike inexplicable poses. They
seem undecided whether to fight or to dance. By the end of the act, Najbrt is
balancing on top of his partner, nose to nose and toe to toe, in a moment of
sublime idiocy that is strangely satisfying for both the participants and the
viewer.

While it is impossible to imagine, say, leading corporate identity specialist
Wally Olins behaving in such a bizarre fashion, Najbrt’s exceptional poise
clearly manifests itself rather differently when he is talking to high-powered
executives around meeting room tables about their communication goals.
Studio Najbrt has many clients in the field of culture and the arts, but it

also produces identities for businesses such as PPF, Rainbow Energy, the
Papirius delivery company, UPP, a provider of telecommunications software,
and the Agropol agricultural group. The specially devised board games that
the studio produced for Agropol’s annual reports must have been the last
thing that shareholders expected to receive, yet these novelties seem to have
found an appreciative audience and Agropol has come to expect the playful
extras. ldentities for a flower arranger, a post-production company, various
Prague hotels and restaurants, and the Czech Boy Scouts show the same
professional sureness of touch. These tastefully executed designs would fit
seamlessly alongside similar projects for upscale clients in any prosperous
modern city. The studio knows when to hold its appetite (or its leader’s
appetite) for surrealistic humour in check and provide exactly what the client
requires.

The most compelling projects give that sense of humour full play in designs
that celebrate the ordinary while also finding something heightened or
fantastic or just plain touching about it. In a poster for Véra Chytilova’s

film ‘Expulsion from Paradise’, a naked woman sits astride a bawling,

naked man on a beach: she is about to stab him. Both of them are slightly
overweight and their nudity is presented in the most matter-of-fact way.

The image (taken from the film) isn’t erotic and the violence is more comic
than shocking. The director initially wanted something more formal, but soon
came around to the idea.

If this seems refreshingly unglamorous as a way of promoting a movie,

the studio’s campaign for ‘Pupendo’, a film about Czech life in the dour
Communist 1980s, attempted to entice viewers with a grainy photo of a big-
bellied man in patterned swimming trunks, standing up to his thighs in

a lake and looking uneasy. The designers even produced a cut-out version
of the hapless bather for display in shops and cinemas. One can see the
same mischievous relish for the oddity, if not frailty, of human character
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Studio Najbrt

Kdyz uvazuji o Studiu Najbrt, vybavi se mi v prvni fradé zabava. Vic nez co
jiného, tihle designéfi se uméji bavit. Nejpfitazlivéjsi z jejich projektt -

ty které z pohledu zvenéi pisobi jako nejvic eské - jsou ¢asto zabavné.
Vzhledem k tomu, Ze je humor povazovan za nejuéinnéjsi zplsob, jak upoutat
pozornost publika a podnitit prijeti vizualniho sdéleni, neni v grafickém
designu pouzivan tak ¢asto, jak by ¢lovék ¢ekal. Ale humor si vynutit nelze.
Bud prosté mate talent byt vtipny, nebo ho nemate.

Ales Najbrt, zakladatel Studia, je unikat. Uz jsem potkal grafické designéry
z mnoha zemi, ale zatim nikoho takového, jako je on. Najbrt se pIné vénuje
praci ve Studiu a slavi s ni ispéchy - vybudoval predni nezavislé studio

na ¢eské scéné. Jako ¢lovék ale nevypada jako designér ani v nejmensim.
Plsobi spi$ jako performer, jako nékdo, kdo se narodil, aby vylezl na pédium
a bavil lidi. A presné to déla, kdyz neni ve Studiu. Od poloviny osmdesatych
let ucinkuje jako ¢len dua Thomas & Ruhller v anarchickych komedialnich
performancich, jez lze ¢as od ¢asu navstivit v klubech a divadlech. Bosi,
navleéeni v rolacich podivné ziraji jeden na druhého i na vSechny ostatni,
pfiblizuji se jeden k druhému v nezvyklych thlech, pficemz obéas ,,ztuhnou®
v nevysvétlitelné a fyzicky naro¢né poloze. Vypada to, jako by se rozhodovali,
jestli spolu budou zapasit, nebo tancovat. Celou produkci Najbrt konéi
balancovanim vileze na svém kolegovi, nos na nose, prsty svych nohou

na prstech nohou toho druhého - okamzik povzneseného idiotstvi, které
zvlastnim zplsobem uspokojuje jak oba protagonisty, tak jejich publikum.

| kdyz je nemozné, abychom si predstavili napfiklad jednoho z pfednich
odbornikl na corporate identity Wally Olinse, Ze by se choval tak vystfedné,
u Najbrta se vyjimecna schopnost skloubit velmi rozdilné polohy jasné
prokaze, jakmile v zasedac¢ce za¢ne hovotit s dravymi manazery o zadani
jejich komunikaéni strategie. Studio Najbrt ma mnoho klientl z oblasti kultury
a uméni, ale také vytvari celou fadu systému firemni identity pro spoleénosti
a produkty jako jsou napriklad PPF, Duhova energie, Papirius, UPP nebo
Agropol. Originalni navrhy vyroénich zprav v podobé spoleéenskych her,
které Studio uz nékolik let pro Agropol pripravuje, byly jisté to posledni,

co by akcionafri této spoleénosti ¢ekali. A pfece si tyto novinky nasly vdééné
publikum a Agropol dnes takova hrava reseni pfimo vyzaduje. Identita

pro aranzérskou &i postprodukéni spoleénost, riizné prazské hotely

a restaurace nebo ¢eského Junaka vykazuji shodnou profesionalni jistotu.
Takto vkusné realizovany design by bez problému zapadl mezi obdobné
realizované projekty pro naro¢éné klienty v kterémkoli modernim mésté.
Studio dobfe vi, kdy je tfreba pribrzdit svou zalibu v surrealistickém humoru
a dat klientovi presné to, co vyzaduije.

jez oslavuji vSednost, v které se zaroven naléza néco neobycejného

a vystiedniho, co s sebou nese vyraz krasy v jednoduchosti. Na plakatu
pro film Véry Chytilové Vyhnani z raje sedi svlie¢ena Zzena obkroémo

na nahém muzi a chysta se ho probodnout dykou. Obé postavy jsou lehce
obézni a jejich nahota je prezentovana nanejvys vécné. Obraz - vybrany

z filmu - nepusobi eroticky a nasili je tu spi$ komické, nez aby $okovalo.
Rezisérka filmu chtéla zpoc¢atku néco umérenéjsiho, ale brzy prijala tento
graficky navrh.

Jestlize takovy pfiklad mize pusobit jako svéze neokazaly zptisob,

jak propagovat film, pak kampan pro film Pupendo, ktery je pfipominkou
Zivota v komunistickém Ceskoslovensku osmdesatych let, se snazi upoutat
divaky jinak - zrnitou fotografii, na niz muz s velkym brichem stoji

ve vzorovanych plavkach po kolena v jezefe a vypada dost nesvij. DesignéFi
dokonce vyrizli z fotky i samostatnou postavu koupajiciho se nestastnika

a navrhli ji jako propagaéni figurinu do obchodt a kin. Podobnou uliénickou
zalibu v podivinstvi — ne-li trapnosti - Ize spatfit na divadelnim plakateé,

kde je reprodukovana stara, na internetu nalezena fotka dvou irskych
rybaih z poéatku 20. stoleti. Je téméF nemozné, abychom si neoblibili tyto
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in a theatre poster based on an early 20th-century photo discovered on
the Internet of two Irish fishermen. It is impossible not to warm to these
eccentrically garbed fellows, who appear to be sharing a joke with the
photographer. As for the typographic interpretation of the image, based on
an old circus typeface - it is completely undogmatic. The studio employs
whatever style of type fits a project’s mood, giving its body of work a rich
typographic texture and variety.

It is in Studio Najbrt’s long-running series of promotional campaigns for
the Karlovy Vary International Film Festival that its graphic development
over the last twelve years, as well as its humour, can be seen most clearly.
In the classic campaign for the 37th festival in 2002, Najbrt’s performance
as a member of the purple-clad, song-and-dance combo Tros Sketos
(Three Scatmen) is inseparable from the design: accompanied by an ornate
handbill typeface to evoke the ambience of a cabaret, it is the design. The
printed materials act as both anticipation and reminder of the moving-image
sequence shot for use during the festival, but the outrageous panache of
the performance leaps out of even the static images. Najbrt exudes his
own strange brand of charisma - as do fellow scatmen FrantiSek Skala

and Jaroslav Réna (both artists) - making one pause to wonder again why
someone who can blaze a path across a stage with such hilarious comic
timing should choose to spend his time in a world of typefaces, logos and
urgent printers’ deadlines.

Studio Najbrt’s long list of achievements provides the answer. Of all the
design teams that have emerged in the Czech Republic since the fall of
Communism, the Studio seems most emblematic of the ambitious new drive
and zestful spirit in Czech design. Where Najbrt’s early typefaces and layouts
displayed an angular expressiveness that united local visual traditions with
the stylistic markers of an emerging consumer culture, recent work achieves
a smoother, more integrated surface more appropriate to settled times. The
influence of Najbrt’s partner, Zuzana Lednicka, who joined in 1995, has been
crucial in forging this new direction, and Najbrt’s zany hand is less visible
these days as he focuses on leading the company. The studio’s central
position in Prague’s cultural life can be gauged from the many projects it is
invited to be involved in that celebrate the achievements of the new Czech
architecture and design. Since the early 1990s, Najbrt and his colleagues
have delivered more than a few memorable Czech design icons of their own.

Rick Poynor
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excentricky vystrojené chlapiky, ktefi se, jak se zda, dobrovolné ucastni
recese, jez je zamérem fotografa. Typograficka interpretace obrazu, zalozena
na starém cirkusovém pismu, neni ani trochu dogmaticka. Studio pouziva
vzdy takové pismo, které nejlépe odpovida naladé projektu, ¢imz dosahuje
bohatého rejstiiku typografickych motivt a vzord.

Patrné nejvyraznéji se vyvoj — stejné jako humor - Studia Najbrt projevuje

v kampanich, které za poslednich dvanact let pFipravilo pro Mezinarodni
filmovy festival v Karlovych Varech. V kampani pro 37. roénik v roce 2002

se Najbrtovy komedialni schopnosti, coby jednoho z fialové odénych élent
hudebné-taneéniho tria Tros Sketos, staly neoddélitelnou soucasti designu
festivalu, ktery byl okraslen ruéné tvarovanym pismem, jez evokuje prostredi
kabaretu. Tisténé materialy souc¢asné predjimaji i pfipominaji festivalovou
znélku, ovSem neskutec¢ny Svih performance Tros Sketos jako by byl schopen
rozpohybovat i jeji statické reprodukce v tiskovinach a na billboardech.
Najbrt a jeho kolegové v triu FrantiSek Skala a Jaroslav Réna (oba vytvarni
umeélci) vyzaruji originalni charisma (az se ¢lovék musi pozastavit nad tim,
proc¢ se nékdo, kdo je schopen razit si cestu pédiem v tak izasné komickém
rytmu, rozhodl travit ¢as ve svété pisem, grafickych znac¢ek a naléhavych
terminu tiskaren).

Odpovédi na tuto otazku muize byt dlouhy seznam uspécht Studia.

Ze vSech grafickych studii, které vznikly po padu komunistického rezimu
v Ceské republice, Studio Najbrt asi nejvyraznéji symbolizuje novy,
ambiciozni elan a entuziastického ducha ¢eského designu. Starsi prace,
napriklad Najbrtova rana pisma a typografické kompozice, se vyznacuji
ostrohrannou expresivitou, jez spojuje mistni vizualni tradici se stylistikou
vynorujici se z konzumni kultury, zatimco posledni projekty Studia maji
uhlazenéjsi, ucelenéjsi podobu, bliz§i sou¢asné, stabilizované situaci.

Vliv Zuzany Lednické, ktera do Studia pFisla v roce 1995, je pro tento novy
smér naprosto zasadni — Najbrtiv smysl pro §askarny je dnes vidét méné,
protozZe se vice soustiedi na vedeni spoleénosti. Ustfedni pozici Studia

na prazskeé kulturni scéné doklada i to, ze je vyzyvano ke spolupraci

na fadé projektl oslavujicich aspéchy nové éeské architektury a designu.
Od pocatku devadesatych let k nim Najbrt a jeho kolegové pridali nemalo
vlastnich, pozoruhodnych projektt — novych ikon éeského designu.

Rick Poynor
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Grand Prix, scrapbook, 1971-1974
Grand Prix, nalepovaci sesit, 1971-1974

‘Seat’, oil on canvas, 1980
Sedadlo, olej na platng, 1980

Michal Cihléf, ‘Page’, linocut, 1987
Michal Cihlaf, Strdnka, linoryt, 1987
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You’ll Enjoy This!

An interview with Ale§ Najbrt
Intro

Do you still like Formula One racing?

Of course!

Do you buy ‘Fr Racing’ magazine?

I'm not that heavily into it, but let me show
you something. Over the years I pasted all
these into this scrapbook... (Ale§ Najbrt points
to photographs of Fr drivers he collected in

a scrapbook as a child)

I've got that, too! I cut out all my dad’s
‘Motor World’ magazines!

Jackie Stewart was my favourite. Or Graham
Hill, Jochen Rindt, Jacky Ickx, Frangois Cevert.
That was Stewart’s co-driver at Tyrrell. A good-
looking guy. He was killed in Canada in the
last race of the season. I was totally into it.

I used to read ‘Contemporary Motorist’ and the
‘F1 Pilots’ annual.

And were you interested in the design...
Unbelievably! Take Ronnie Peterson’s car, for
example. That was really something!

The racing chart for the 1972 world
championship... John Player Special!

STP, Elf, Castrol, Yardley... I later even

made a linocut of this car. Such a beautiful
car! The Tyrrell oos. I was making my first
magazines — ‘Hope for the World’, ‘Ocean
Depths’, ‘Modern Aircraft’, ‘Women and
Fashion’. T was just ten then.

I didn't even know what JPS or Marlboro
meant back then.

I though JPS was some sports team. And

now I'm doing the logo for a company that
Pavel Turek founded not long ago with David
Coulthard. Isn't that fabulous?

You kind of have to force yourself
to play the intellectual

Cubism. That’s what I was doing when

I started out painting, when I was around
sixteen. I used to paint these construed
portraits. I was fascinated by Cubism in
architecture and design. The reduction and
definition of forms, accompanied by a refined
sense of order. I returned to that influence
in the late 1980s when I was looking for
inspiration, for shapes, for an aggressive type
I was working on.

Then I encountered Pop Art. I was absolutely
enthralled by Warhol, by all of that culture —
Jasper Johns, Roy Lichtenstein, Claes
Oldenburg...

But that parasol, that’s more like Kamil
Lhoték, isn't it?

Lhotdk? No! The influence behind that is
David Hockney.

How did you manage to come across Pop Art
in Czechoslovakia in the 1970s?

I used to subscribe to the German magazine
‘Art’. There I was able to find out where
different exhibitions were going on. Since my
father was working in printing houses and had
lots of books for export that were printed here
by Artia — ‘Michelangelo’, ‘Czech Surrealism’
and similar works — I used to write letters
and send books to the galleries, and in return
they sometimes sent me a catalogue. Warhol,
Rauschenberg, Oldenburg...

The theme I used in my first works inspired
by Pop Art is tram seats, conceived in a Jasper
Johns style. I even had my own version of the
seat. I used to draw it over and over. I didn't
know how to paint it at all. That was an
important period for me, secondary school, the
late seventies and early eighties.

But in those days no one here knew much
about Pop Art.

Not much. When I went to university, I gave

a lecture on it for my fellow students. What

I really liked about Pop Art was the simplicity
of the message, which you could interpret in
various ways. And the colours!

That's evidently stayed with you.

Oh it has. For me, Pop Art is simply elemental.
Then, years later I designed an invitation for
a special train running from Prague to the
new Andy Warhol museum in Medzilaborce
in Slovakia, and a logo for the Andy Warhol
Society in Slovakia. A kind of Warholesque
kiss.

So you went through this history of art...
...pretty much, like everyone. But at secondary
school I also studied classical calligraphy.
Roman, Gothic, or Renaissance type. It's

a craft like any other — I used to write up all
kinds of official documents, for payment,

I would fill in diplomas, presidential oaths...
Were you interested then in Japan?

I did admire Chinese and Japanese calligraphy,
but I avoided working with their characters.

I always stuck with Roman type. That was
important for me. I understood Roman type.
But once I'd learned to work with Roman
type I no longer enjoyed it and I wanted to
take things farther. I used to create, say,
calligraphic musical scores. I'd put on some
music and to its accompaniment I'd scribble
on music staves. I then gradually moved on

to expressive calligraphic images and then

to individual Roman characters, which

I recreated as characters of my own. And

I ended with these dark images, where finally
I was working with just a cross and a circle.

I saw these wooden pieces at your place.
My friend Honza Cinera used to work in

a paper factory, where they had a laser for
cutting stamp moulds for boxes. We used the
laser to cut some of my letters out of wood.

In fact, throughout my university years

I played around with these ‘callies’, I used
them everywhere, all the time, to the point
where it became a kind of decorative routine

To ti udéla radost!

Rozhovor s AleSem Najbrtem
Intro

Poifad miluje$ Formule jedna?

Jasné!

Kupujes si ¢asopis Fr Racing?

Takhle pobldznénej uz nejsem, ale ukdzu ti
jednu véc. Postupné jsem si to lepil do seitu...
To mam taky! RozstF¥ihal jsem tdtovi
v§echny Svéty motora!

Miloval jsem hlavné Jackie Stewarta.

Nebo takovy Graham Hill! Nebo Jochen Rindt,
Jacky Ickx, Frangois Cevert — coZ byl Stewartiv
spolujezdec u Tyrrella, takovej krasavec, zabil
se v Kanadé pfi poslednim zévodé sezény.

Jel jsem v tom totdlng. Cetl jsem Motoristickou
soutasnost a ro¢enku Piloti Fr1.

A bavil té ten design...

Silené! T¥eba auto Ronnie Petersona, to bylo
néco!

Pfehledna tabulka mistrovstvi svéta 1972...
John Player Special!

STP, Elf, Castrol, Yardley... Tuhle formuli jsem
potom vyryl i do lina. Tak nddherny auto!
Tyrrell oos. Délal jsem svoje prvni ¢asopisy —
Nadéje svéta, Mot'ské hlubiny, Letadla dnes,
Zena a méda. To mi bylo deset. A snaZil jsem
se vymyslet svou vlastn{ spole¢enskou hru
pod vlivem Foglarovy Tajemné Rdsnovky.

J4 tenkrat vibec nevédél, co JPS nebo
Marlboro znamena.

Ja si myslel, Ze JPS je tym. A ted délame logo
pro firmu, kterou Pavel Turek nedédvno zaloZil
s Davidem Coulthardem. Nenf{ to sen?

Clovék se do toho intelektuala
musi tak trosku nutit

Kubismus. To jsou Gplné za¢atky mého
malovéni, kdyZ mi bylo tak Sestndct. Maloval
jsem takové konstruované portréty. Kubismus
v architektufe a designu mé fascinoval.

To zjednoduSeni a ostrost tvari a zaroven
rafinovany ¥ad. Vratil jsem se k nému, kdyz
jsem hledal inspiraci, tvary, pro agresivitu
nékterych pisem na konci osmdesatych let.
Pak jsem narazil na pop-art. Z Warhola

jsem byl vyloZené nad3enej, z celé téhle
kultury — Jasper Johns, Roy Lichtenstein,
Claes Oldenburg...

Ale tenhle sluneénik je spis§ Kamil Lhotik,
ne?

Lhoték? Ne! To je ovlivnéné Davidem
Hockneym.

Kde ses v Ceskoslovensku sedmdesatych let
dostal k pop-artu?

Odebiral jsem némecky ¢asopis Art. Tam jsem
zjistoval, kde jsou jaké vystavy. JelikoZ otec
délal v tiskdrndch a mél spoustu kniZek

na export, které tady tiskla Artia —
Michelangelo, Cesk}'f surrealismus a podobng& —

posilal jsem galeriim dopisy a knihy, a jejich
zaméstnanci mi za to nékdy poslali katalog.
Warhola, Rauschenberga, Oldenburga...

Moje prvni obrazy pod vlivem pop-artu jsou
na téma tramvajové zidle ve stylu Jaspera
Johnse. Mél jsem i vlastni exempla# té sedacky.
Kreslil jsem ji pofdd dokola. Viibec jsem to
neumél namalovat. To bylo pro mé dilezité
obdobi, stfedni §kola, p¥elom sedmdesétych

a osmdesatych let.

Pop-art tu ale v té dobé nikdo moc neznal.
Moc ne. Pfitom to uZ tehdy za¢inala byt

ve svété klasika. KdyZ jsem pfisel na vysokou
§kolu, udélal jsem pro spoluzdky prednasku.
Michala Cihléfe jsem pro pop-art nadchnul,

v té dobé vyrazné ovlivnil jeho tvorbu. Mé

se na pop-artu stradné libila ta jednoduchost
sdéleni, kterou sis mohl interpretovat riznym
zplisobem. A ty barvy!

To ti evidentné zustalo.

Uréité. Pop-art je pro mé naprosto zdsadni.
Pak, ddvno po tom, jsem délal pozvanku

na specidlni vlak z Prahy do nového

muzea Andyho Warhola ve slovenskych
Medzilaborcich a logo spoleénosti Andyho
Warhola na Slovensku. Takovou warholovskou
pusinku. Objedndval si to u mé tenkrét
Michal Cihlaf.

ProSel sis déjiny vytvarného uméni...

...v podstaté jako kazdy. Ale krom toho jsem
se na stfedn{ §kole ugil klasickou kaligrafii.
Otec stra§né chtél byt malif, ale musel

do uleni. Sel na sazede, podafilo se mu dostat
na stiedni a pak i na vysokou do Lipska,
takZe vystudoval polygrafii; ale uméni,
grafika, typografie, to ho potdd zajimalo.

A kaligrafoval. Mé& zajimal jenom sport,
sprintoval jsem a skdkal do délky. Bylo mi
celkem jedno, kdyzZ otec chtél, abych $el

na grafickou. Jakmile jsem ale p¥isel

na polygrafii, pfestal jsem délat sport.
Uchvidtilo mé to. Na za¢dtku mé& kaligrafii
u¢il tdta, pak jsem mél vyborného uditele
Bohuslava BlaZeje na grafické $kole, takze
jsem psal a psal a psal. Romdnska, gotickd
nebo renesan¢ni pisma. To je femeslo jako
kazdé jiné — psal jsem v3elijaké oficidlni
listiny, vypliioval za prachy diplomy,
prezidentské sliby...

Bavilo té uz tenkrat Japonsko?

Cinskd a japonska kaligrafie se mi libila,

ale vyhybal jsem se tomu, abych délal jejich
znaky. VZdycky jsem ztistdval u latinky.

To pro mé bylo dileZité. Latince jsem rozumél.
KdyZ jsem se to ale pak nautil, prestdvalo mé
to bavit a chtél jsem to posouvat d4l. Délal
jsem tieba kaligrafické partitury. Poustél
jsem si hudbu a k tomu jsem ¢madral do notové
osnovy. Udélal jsem si barevnou kaligrafickou
knihu. Dokonce dvakrét, protoZe se mi listy

v kniha¥ském lisu slepily. Ale zabejcil jsem se,
a udélal ji znova. Postupné jsem se tak dostal
k expresivnim kaligrafickym obraziim a potom
k jednotlivym latinkovym znaktm, které jsem

Jackie Stewart in Tyrrell oos, linocut, 1973
Jackie Stewart v Tyrrellu oos, linoryt, 1973

‘4x50m Relay’, AN, second from right, 1973
Stafeta 4 x som, AN druhy zprava, 1973

‘Horse’, oil on canvas, 1982
Kuri, olej na platng, 1982

‘Bulgaria’, oil on canvas, 1982

Bulharsko, olej na platng, 1982

Logo for the Andy Warhol Museum, Medzilaborce, 1991
Logo Muzea Andy Warhola v Medzilaborcich, 1991

Invitation for the train to Medzilaborce, 1991
Pozvénka na vlak do Medzilaborct, 1991



Uncial, ink on paper, 1978
Uncidla, tu§ na papife, 1978

Renaissance calligraphy, ink on paper, 1981
Renesantni kaligrafie, tu§ na papife, 1981

Book of calligraphy, 1986
Kaligrafickd kniha, 1986

Untitled calligraphy, ink on paper, 1988
Kaligrafie bez ndzvu, tu§ na papife, 1988

‘The Cross’, acrylic on canvas, 1988
K#i%, akryl na platng, 1988
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and totally formalist. I became trapped by
the aesthetics of calligraphy, and I had the
feeling of having already exhausted every
available possibility in that regard. After
discussing this with some friends at the time,
mainly the painter and sculptor Jaroslav
Réna, I reached the conclusion that I just had
to make a complete change. Stage a kind of
private revolution. The first piece of work in
which I set out in an entirely new direction
was the design I did for the title of a theatre
programme, for a play by the theatrical
troupe Sklep (The Cellar) called ‘Jedlovym
pismem’ (Fir Font). And then it just took off
from there. I made posters for the art group
Tvrdohlavi (The Stubborn), for the generation
of theatre artists grouped in PraZskd pétka
(The Prague Five)... Naturally, what was going
on in, say, England at the time was also an
influence, but by no means the only one.
You're often accused of having built your
career at ‘Reflex’ magazine on pilfering
from Neville Brody, particularly the X in
the logo of ‘Reflex’ magazine.

I was certainly strongly influenced by Brody,
but also by Peter Saville and Malcolm Garrett.
And quite naturally I suppose I did copy that
X. But I really didn't give it much thought at
the time. My dream then was to create a Czech
version of ‘The Face’, and that dream partly
came true. I had a pretty clear idea of what

I wanted ‘Reflex’ to look like. The problem was
that there were no other graphic artists here
who shared my views, and it was probably
Pavel Lev whose ideas most resembled my own.
Now we work together.

You look back on that time quite
critically...

I was never satisfied. At ‘Reflex’ all the titles
were initially drawn by hand, there were
around seven of us who did the work. At the
speed at which work in a weekly magazine
goes on there was no way I could keep an eye
on the overall stylistic quality of each issue.
I'm basically a bit ashamed of that fact. On the
other hand, I drew a tremendous amount of
type and titles, I was able to try out various
typographic principles, with pretty much no
harm done, and I was able to learn the job of
being an art director: mainly, working with
photographs and arguing with other graphic
artists and editors.

In the end I lost much of my interest in it,
and I began working on ‘Raut’ (Banquet),

a magazine that the photographer Tono Stano
and I created together. For me ‘Raut’ was an
opportunity to go back to creating something
unconditional and uncompromising. At the
start I was working as editor-in-chief as well
as doing the work of a graphic artist, and

I was looking for the right person to take the
editor-in-chief position. It was a fantastic
time. The size of ‘Raut’, at 50 x70 cm, caused
us some problems with distribution, printing,

and binding. We used to carry the issues

in rucksacks and distribute them to the
bookstores ourselves and we'd have to talk
the booksellers into taking them at least on
commission.

I saw your first magazines - ‘Hope for the
World'...

I've been fascinated by magazines my entire
life. When I was studying graphic arts in
secondary school I was already making

a magazine. In my very first year at UMPRUM
(the Academy of Arts, Architecture and
Design) the senior students criticised us for
being cheeky enough to put out a magazine,
which we called ‘Sum’ (Buzz), when we were
still just first-year students. But I just had this
urge to do it! We managed to keep it going
until we finished school. After that there was
‘Reflex’, and right after that there was ‘Raut’.
And after ‘Raut’ folded I still had a strong
mind to work on another magazine.

But I never hooked up with anyone like-
minded. I mean, I can still go to concerts,
right to the front and into the pit, and jump
around to the Pixies or some punk music
alongside people twenty years younger

than me, but if you want to do that kind of
magazine you can only do it with friends.

Do you think that magazines are still

a medium that communicates some kind

of style, that sets some kind of trend?

I see magazines as having completely lost
their significance. When you compare it
with the kind of influence that ‘i-D’, ‘The
Face, or ‘Ray Gun’' had in the eighties and
nineties. At that time design was a topic
in itself, it was the topic on the street.
Today they've been re-born as thoroughly
visual magazines. This is the exact opposite
problem that you were facing when you
launched ‘Raut’ as a groundbreaking visual
magazine.

I don't know if the problem is that no one is
able to offer anything of adequate quality,

or if nothing is emerging because there’s no
demand for it. I personally miss it. It keeps
going through my mind, when you see where
these picture magazines are going... Pointless
images. You flip through the magazine and
nothing of it stays with you. It seems to me
as though all the magazines out now are
restrained, lifeless, with nothing to say to
anyone. I'd like to create a magazine that
would get under people’s skin, where they'll
ask: ‘When’s it going to happen? Tomorrow?’
Something that’s daring, that’s willing to stick
its neck out. Something people can enjoy, but
isn't pathetic or just rubbish. Is it possible

to create something like that without being
ridiculous? I want to excite people.

Three years ago, at the film festival in
Karlovy Vary, you and Zuzana had an
exhibition, called ‘Rest’, in which these
abstract calligraphic shapes of yours

pietvéiel ve svoje vlastni znaky. Skon¢ilo

to temnéj§imi obrazy, kde jsem uz v zavéru
pracoval pouze s kiiZem a kruhem.

Vidél jsem u tebe i dfevéné kusy.

Kamarad Honza Cindera délal v papirnach,
kde méli laser na vyfezdvani razicich forem
na krabice. My pfidali laseru na sile a ze dfeva
vytezavali nékterd moje pismena. Vlastné
jsem celou vysokou §kolu mastil ty ,kalosky*,
pofad jsem to vSude cpal, aZ se z toho stala
dekorativni macha a totdlni formalismus.
Dostal jsem se do pasti kaligrafické estetiky

a mél pocit, Ze jsem vycerpal v§echny
moznosti. Najednou nebylo kam dal.

Po diskusich se svymi tehdej§imi pfateli,
piedeviim s malifem a sochafem Jardou
Rénou, jsem doSel k zavéru, Ze to musim
absolutné zménit. Udé&lat takovou soukromou
revoluci. Totdln{ fez. Prvni préce, kde jsem

to zlomil, byl népis Jedlovym pismem,
divadelni program pro stejnojmennou hru
divadla Sklep. Prvni véc udéland jinak.

A pak uz se to rozjelo. Délal jsem plakét

pro Tvrdohlavé, Prazskou pétku... Samoziejmé,
Ze to bylo taky ovlivnéno tim, co se délalo v té
dobé t¥eba v Anglii. Ale zdaleka nejen tim.
Casto se ti pfedhazuje, Ze sis kariéru

v Reflexu postavil na vykradeni Nevilla
Brodyho. Specidlné to X v logu asopisu
Reflex.

Byl jsem Brodym, ale i Peterem Savillem

a Malcolmem Garrettem, hodné ovlivnén,

a to X jsem moznd s jistou samoziejmosti
vokop¢il. Ale ja o tom v té dobé& zas tak moc
nepfemyslel. Snil jsem o tom, Ze budu délat
svij Cesky The Face, a to se mi tak trochu
splnilo. Mél jsem dost presnou predstavu, jak
ma Reflex vypadat. Problém byl, Ze tady nebyli
grafici, ktefi by to citili podobné, nejvic se asi
mé predstavé pFibliZoval Pavel Lev.

Ty se na to obdobi divas dost kriticky...
Pivodné jsem tam ani nechtél nastoupit,
nechtél jsem se uvazovat v zaméstnaneckém
poméru, potdd jsem se brdnil, kazdy tyden
jsem daval vypovéd. Nikdy jsem s tim nebyl
spokojen. V Reflexu se na za¢dtku viechny
titulky kreslily ru¢né, délalo nds to asi sedm.
Pfi té rychlosti, jakd v tydeniku je, jsem
nedokézal uhlidat celkovou stylovou &istotu
jednotlivych &isel. J4 se za to v podstaté

tak trochu stydim. Na druhou stranu jsem

si nakreslil nepfeberné titulka a pisem,
vyzkouSel jsem si celkem bezbolestné

hodné typografickych principt a naucil

se artdirektorskou préci. Hlavné pracovat

s fotografii a dohadovat se s ostatnimi grafiky
nebo redaktory. Nakonec uz mé to pfilis
nezajimalo a délal jsem Raut, ktery jsem si
vymyslel s fotografem Tonem Stanem a ziskal
pro néj $éfredaktora Reflexu Petra Hajka.
Raut byl pro mé zase navrat k né¢emu, co bylo
totdlni a bez kompromisii. Od zacatku jsem
délal vedle grafika i $éfredaktora a hledal
misto sebe nékoho vhodnéjiiho. Byla to

tZasna doba — s Davidem Vavrou, Michalem
Cihlafem, Jardou Rénou, Blumfeldem S. M.,
Jachymem Topolem... Navrhovali jsme témata,
spole¢né sestavovali ¢isla a nesouhlasili
spolu... Rozmér Rautu - 50 x 70cm — ndm
pusobil problémy s distribuci, s tiskem

i knihafskym zpracovanim. RoznéSeli jsme

ho po jednotlivych &islech do knihkupectvi

v batohu - j4 teda autem, ale Jichym

v batohu - a piemlouvali knihkupce, aby si to
vzali alespoii do komise.

Tvoje prvni ¢asopisy jsem vidél - Nadéje
svéta...

Casopisy mé fascinuji cely Zivot.

Uz na graficky jsem délal ¢asopis. A hned

v prvnim roéniku na UMPRUM nés starsi
spoluzaci kritizovali za to, Ze si dovolujeme

v prvaku délat ¢asopis SUM. Ale j& mél takovou
potiebu ho délat! VydrZelo ndm to s Kry3tofem
Trubdckem aZ do konce $koly. Pak Reflex

a hned po roce Raut. A po zdniku Rautu jsem
mél chut délat dal3i ¢asopis. Ale védél jsem,
Ze chci asopis, kde bude $éfredaktor a ja uz
tam nebudu motor vieho, jen art direktor.
Raut mé v tomhle udolal. Ale uZ jsem se

s nikym podobnym dohromady nedal. Taky
ptisli jini, p¥igel Zivel. Na koncerty mizu
chodit potad dopfedu do kotle a skdkat tam

na Pixies nebo néjaky pankace s lidma

o dvacet let mlad$ima, ale takovej ¢asopis
udélas jenom s kdmoSema.

Myslis, Ze ¢asopis jako médium je pofad
nositelem néjakého stylu, Ze néco urcuje?
Ja vidim, Ze Casopisy celkové ztratily
vyznam. KdyZ to porovna$ s tim, jaky

vliv mély i-D, The Face nebo Ray Gun

v osmdesatych a devadesitych letech...

V té dobé byl design tématem sidm o sobé,
tématem pro ulici. Dneska se pferodily

v asopisy vyloZené vizualni. Je tu pfesné
opaény problém, neZ kdyZ jsi rozjizdél Raut
jako priukopnicky vizudlni Easopis.

Nevim, jestli lidem nikdo nedokaZe nabidnout
nic dostate¢né kvalitniho, nebo jestli to
nevznikd proto, Ze neni poptdvka. Samotnému
mi to chybi. Casopis m& stra§né zajim4 jako
médium, kde se spojuji aktudlni véci s velkymi
¢lanky, rozhovory, obrdzky; kde je Zivot.

Ted mé uspokojuje nas studiovy web. Takovy
minicasopisek, kde se mizu alespoti trochu
realizovat.

TakzZe bys do néceho tieba jesté Sel?

Potad mi to vrtd hlavou, kdy# ¢lovék vidi,
kam se obrazové ¢asopisy ubiraji... Obrazky

k ni¢emu. Pfelistujes, a nezlistane v tob& nic.
Zdé se mi, Ze vSechny Casopisy jsou strnulé,
mrtvé, neoslovujici. J4 bych chtél délat
asopis, co bude lidi iritovat, kde se budou
ptat: ,Kdy to bude? Zitra?"“ Néco, kde se bude
riskovat, kde se pujde s kiz{ na trh. Néco, co
bude lidi bavit, a pfitom to nebude ubohy a zly.
D4 se néco takovyho udélat a nebejt trapne;j?
Ja chci lidi nadchnout. Jako kdyZ Rychlé sipy
udélaly nové &islo Tam-Tamu. Déti se sebéhly

[JEDLOVYM PISMEM]

‘Fir Font’, theatre programme for Sklep, 1988

Jedlovym pismem, program divadla Sklep, 1988

‘The Prague Five’, film poster, screenprint, 1989
Prazskd pétka, filmovy plakat, sitotisk, 1989

Logotype for a catalogue, 1991
Logotyp pro katalog Jaroslava Rény, 1991

‘Reflex’ magazine, 1990
Casopis Reflex, 1990

Foglar/Cermék, ‘Shades Flare Up’, comics, 1968

Foglar/Cermak, Stinadla se bouti, komiks, 1968
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3rd issue of ‘Raut’ magazine, 1993
3. ¢islo ¢asopisu Raut, 1993

Editorial board of ‘Raut’ magazine, 1994
Redakéni rada ¢asopisu Raut, 1994

Ales's first magazines, 1971-1972

Prvni AleSovy Casopisy, 1971-1972
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Miss VSUP, ‘Buzz’ magazine, 1985
Miss VSUP, ¢asopis Sum, 1985

resurfaced and you mixed them with

Pop Art.

I'm still interested in that. I still do it
intermittently. I enjoy escapism and how it
influences design. It's important sometimes to
be your own client. I still do things just freely.
And now I'm planning to start painting again.
Brush on canvas.

Would you agree that in the former Eastern
bloc we have a different relationship to
consumption and Pop because the Western
version of it never existed here? On the

one hand I see a fascination with glitter,
chewing gum packages, Formula One, cans
of cola pulled out of the trash. That's being
transformed - as long as you keep it up

and keep cultivating it — into a fascination
with Pop Art. On the other hand, it seem

as though I sense around me a strong pull
towards a more remote past, to the age of
the Baroque, to the pre-war avant-garde
tradition.

I think that in this country — I don't know
why — people respond in a strange way to
things that are actually completely alien to or
remote from us. An example is the fondness
for country music. And the same is true of
Pop Art. In Pop Art’s heyday, someone here
caught hold of it and introduced it in some
form: Karel Trinkewitz, and to an extent also
Jaroslav Vozniak and some others, and Milan
KniZzak at the Aktual Art level... I don't know
if it was in the air or if they came into contact
with it somehow and just soaked it up. I would
ascribe it a bit to this place. I don't want

to make too much of it, but I do think that
Prague is unusual. There are so many more
diversions here than elsewhere. People here
discover everything for themselves somehow
anyway. A style like Pop Art, despite the fact
that there were never really any grounds for it
to work in this environment, subtly emerged
here in its own distinct form. Even my work is
not Pop Art in the strict sense of the term.
Pop Art was a reflection of Pop, but with

a partial change in context by means

of a slight distance from it. When you

were fascinated with the symbols of
consumption, at what point did things
change, and did you realise that they aren't
just about an absolute beauty? At that time
they symbolised something unattainable,
but now you have it and you know it’s no
fairy-tale princess.

Of course, then you discover that they're just
cans of soup or oil. Total nonsense. And that’s
amazing. You do develop this detachment, but
the nostalgia still lasts. I'm always going to
look at the STP sticker and the JPS logo with

a sense of awe. That kind of thing stays with
a person. You continue to marvel at the beauty
of it. Above all the colours, the glitter. You
admire it on the cars and you admire it in Pop
Art, too. And it all mixes together in you. But

there was never any direct criticism contained
in Pop Art itself.

Of course, it was more of a celebration. But
by taking Pop into the galleries as a theme
they were exposing it to every kind of
perspective, from criticism to adulation.
That's one thing I like about Pop Art. You see
its simplicity and directness. I don't need to
criticise pop culture. Of course I have a critical
view of consumer society, but in art? Leave

it alone! I'm still fascinated. I still enjoy the
glitter. You kind of have to force yourself to
play the intellectual.

Design is for a certain kind...

What is the goal of Studio Najbrt?

I would expect you to say something

like — you aim to achieve a quality form

of communication between people, or
something like that.

That's the basic premise. But it’s quite fragile.
When I became involved in design before

the revolution I never gave any thought to
such things. I just created posters for the
theatre and for films, and I wanted to create
provocative work, something that would grab
people’s attention, or enrage or thrill them. It
wasn't until we were working on the corporate
design for Czech Telecom that I had to make it
clear to myself whether I want to do this kind
of work at all, and I suddenly became aware
of a responsibility I'd never anticipated: I'm
going to be creating something that scores of
people will see over and over every day. It'll
subconsciously shape their visual sensibility,
and I have the opportunity to have a pretty
strong effect on that.

Are you suggesting that you're interested
in social change?

You say to yourself that, in a long-term
perspective, you probably will effectuate

some kind of change, some shift, and that’s
what happens, too. When I see the way
clients approach our work now and how

they approached it a decade ago, there’s a big
difference. But cultivation, or education, is
not on my agenda. It may be my wish, and
essentially it is, and as long as I do something
that I feel is quality work, then I don't even
have to speak much about it or make it my
aim. It only occurs to me when we're working
on these major logos, like Czech Telecom or the
City of Prague. I don't want to dictate taste.

I like it when there is a diversity of styles and
approaches: the low-quality typographic work
that you see in the streets, the hand-drawn
signs, and the unstoppable energy and activity
of people.

There are many graphic artists in this
country who are not actually graphic
artists; they were originally artists,
printers, and so on.

a trhaly jim to z rukou. To je moje celoZivotni
touha, takovy ¢asopis. To je idealismus.
Idealismu je tfeba. Nicméné, pied tfemi
roky na filmovém festivalu v Karlovych
Varech jste méli se Zuzanou vystavu Rest,
kde se ti ty kaligrafické abstraktni tvary
vratily a prolnuly se s pop-artem.

Potdd mé to bavi. Pofdd to s piestavkama
délam. Bavi mé uniky a potom to zpétné
ovliviiovani designu. Je dileZité byt nékdy
sdm sobé& zdkaznikem. Poidd d&ldm volné
véci. A ted se chystdm, Ze budu zase malovat.
Stétcem na platno.

Nemysli§, Ze ve Vychodnim bloku mame
jiny vztah ke konzumu a popu, protoze

tu v té zdpadni podobé neexistovaly?

Na jednu stranu vnimam fascinaci
pozlatkem, obaly od Zvykacek, formuli
jedna, plechovkami od koly vytaZenymi

z koSe. Coz se transformuje — pokud si to
udrzis a kultivuje$ — do fascinace
pop-artem. Na druhou stranu - jako bych
kolem sebe citil silnéj$i navaznost

na hlubsi minulost, na baroko,
pfedvileénou avantgardni tradici.

Myslim, Ze se u nds — nevim pro¢ — zvlastné
reaguje na véci, ktery jsou ndm vlastné tplné
cizi nebo vzdaleny. Je to tf¥eba pfipad obliby
country. A stejné tak pop-artu.

V dobég, kdy byl na vrcholu, ho tady taky nékdo
chytil a v néjaky podobé sem prinesl. Karel
Trinkewitz, &4ste¢nd Jaroslav Vozniak a dali,
Milan Kni?dk v roviné aktual-artu... Nevim,
jestli to bylo ve vzduchu, nebo se k tomu
néjak dostali a nasali to. Trochu to ptikladdm
prostoru — nechci to pfeceriovat —, ale mdm
pocit, Ze Praha je zvla3tni. Je tady daleko véts{
zébava neZ jinde. Lidi si tady stejné viechno
néjak objevi. Styl jako je pop-art, ktery tady
nemél piili§ divod fungovat, se tu jemné
projevil v osobity podobé. Ani v moji tvorbé
to nebyl pop v tom pravym slova smyslu.
Pop-art byl reflexi popu, tak trochu
odstupem od néj, zménou kontextu.

Kdy?z jsi byl fascinovin znaky konzumu,
kdy se to zlomilo, kdy jsi pochopil, Ze

to neni jenom absolutni krasa? V té dobé
to byl symbol néceho nedosazitelného,

ale ted to mas a vi§, Ze to neni princezna
z pohadky.

Jasné, pak zjisti§, Ze jsou to jen néjaké
plechovky polivky nebo oleje. Totdln{ blbost.
A to je GiZasny. Vytvo¥is si néjaky odstup,

ale nostalgie pfetrva. Pofdd budu hledét

na samolepku STP a na logo JPS s obdivem.
To uz v ¢lovéku ziistane. Pofad obdivujes tu
krasu. Nejdfiv ty barvy, pozlatko. Obdivujes
to na autech a obdivujes to i v pop-artu. A celé
se ti to totdlné mixuje. V pop-artu samotném
nikdy nebyla Zaddna p#{m4 kritika.

Jisté, byla to spis oslava. Ale tim, Ze pop
vytédhli do galerie jako téma, otevieli ho
vem moZnym pohlediam, od kritiky

po zbozsténi.

V tom se mi pop-art libi. Vnim4s jeho
jednoduchost a pfimocarost. Je to velka
inspirace i po letech. Nepotfebuju popkulturu
kritizovat. Samoziejmé, Ze jsem ke spotiebni
spole¢nosti kriticky, ale v tvorbé? Dej pokoj!
Zustavam fascinovdn. Pozldtko mé potdd bavi.
Clovék se do toho intelektudla musi tak
tro§ku nutit.

Design je pro takovy trochu...

Co je cilem Studia Najbrt?

Jak to mysli§? Chce§ védét, co z toho chceme
mit?

Vozit se v péknym auté...

A bydlet ve velky vile... Béhem doby, kterou
se tim zabyvam, jsem si parkrat uvédomil,

Ze bych byl mozna schopen délat véci, kde
bych na auto vydélal jednodussim zptisobem
a vénoval bych se prdci tfi dny v tydnu a ne
kazdy den. KdyZ jsem k tomu dosel, musel jsem
si fict, jestli s lidmi, kte#{ se stdvaji mymi
zaméstnanci, chei travit vétsinu dne. A kdyz
chci, tak pro¢, co je smysl naseho snaZeni.
Smysl hleddm v tom, Ze budu délat véci,

ze kterych budu mit radost, Ze budu sdm sebe
piekvapovat, nebo se budeme piekvapovat
vzajemné. Mij cil je délat véci kvalitni, véci,
které mé bavi, zajimaji — a nedélat je jenom
pro prachy.

Cekal jsem, Ze fekne$ néco jako, Ze usilujete
o kvalitni komunikaci mezi lidmi nebo
podobnou frazi.

To je zakladni premisa. Ale je to dost kiehké.
KdyZ% jsem se pied revoluci designem zacal
zabyvat, viibec jsem na tohle nemyslel.
Prosté jsem délal plakdty pro divadlo

a na filmy a chtél délat provokativni véci,
néco, co lidi zaujme, na$tve nebo nadchne.
Az ve chvili, kdy jsme délali corporate design
pro Cesk;’r Telecom, jsem si musel ujasnit,
jestli takovou préci viibec délat chci,

a najednou jsem si uvédomil pro mé do té doby
neéekanou odpovédnost: budu délat néco,

co spousta lidf uvidi nékolikrdt denné.

Bude to podvédomé formovat jejich vizualni
citéni a ja budu mit moZnost ho pomérné
zdsadné ovlivnit.

Nenaznadujes, Ze ti jde o spolecenskou
zménu?

Rik&s si, Ze z dlouhodobého hlediska asi néco
zméni§, néco posunes, a to se taky déje.

Kdyz vidim, jak zdkaznici k na3f praci
piistupuji ted a jak k ni pFistupovali pied
deseti lety, je to veliky rozdil. Nemdm ale
kultivaci jako program, osvétu. Chtit to mazu
a v podstaté i chci, a pokud néco déldm

ze svého pohledu kvalitné, nemusim o tom
ani p#{li§ mluvit a ddvat si to za cil.

Napadd mé to, jen kdyZ pfipravujeme takovd
velka loga, jako byl Telecom nebo Praha.
Nechci byt diktdtorem vkusu. Riznost styla
a pfistupl mé bavi. Ta §patna typografie

‘Rest’, exhibition project, 2004

Rest, vystavni projekt, 2004

Czech Telecom, 1997
Cesky Telecom, 1997

STP sticker, 1975
Samolepka STP, 1975

City of Prague, 2002

Hlavni mésto Praha, 2002
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‘Plush Dolls’, Thomas & Ruhller, 2006
PlySovi Thomas & Ruhller, 2006

POUR FELICITER ALES NAJBRT

i

New Year's greetings, 1988—1990
Novorocenky, 1988—1990

‘Mills’, theatre poster, 1990
Mlyny, divadelni plakat, 1990

A train and the Rainbow Energy logo, 2002
Vlak s logem Duhové energie, 2002
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Each one of them has some background, and
if they are able to utilise that in their work
and allow themselves to be influenced by, say,
their own creative work, then that's great.
That's the magic of it. I'm very interested in
personal experiences, and I like employing
them in my work. I like working with my

self, with me as a person, and with my
activities outside the world of design. Design
is sometimes fun and games, and sometimes

it involves developing a system, serious work.
Our work should be inspired by life. It usually
shows through when it is. Something can only
grab your attention if it's powerful. Like when
a singer or actor puts everything into their
performance. And you can sense that, and you
believe them, because they themselves are
convinced of it and have thrown themselves
into it totally.

In ‘The End of Print’ David Carson wrote
that when designers don't put themselves
into their work, it results in a lot of bored
designers and boring designs.

I agree. It's essential to imbue this kind of
work with emotion and impress it with an
idea. Because the goal is still in some way to
create a work of art. Truly quality design can
be a work of art, as long as you don't keep
applying, over and over, the same, well-worn
principles and systems, because then you just
turn into a craftsman. By this I mean people
who primarily use their hands. But for me

the most important thing is to use your head.
Skilful hands are naturally a must. But you
first have to ask yourself why you're doing
what you're doing, what you want to achieve,
what you are trying to connect, what is the
significance of your efforts. That's the problem
of the absolute majority of local designers,
even the so-called elites. You can tell just by
looking to see if their work is developing in
some way, if it's vibrant. Some people will do
all their posters in brushwork. Graphic artists
who perhaps aren’t devoting as much thought
to the theme that they're working on; instead
it’s mainly about them, they are the poster’s
creators. They are creating a poster for Fr
races, and they do it the same way they would
if it were, say, an exhibition of lacework. That
is something that I don't want. I take the exact
opposite approach.

So you don't consider the style of Studio
Najbrt to be constant and distinguishable?
One example: the poster for ‘Shutka’,

a documentary film about a Gypsy village

in the Balkans, where everyone’s the best at
something, one champion right after another.
One of them has the best suits in town, the
other has the best cassette collection, the third
makes the best music recordings, the fourth is
best able to recognise vampires... The poster

I created is entirely comprised of the covers of
the cassettes that they record, issue, and sell
in a studio there. Incredibly kitschy stuff, and

they make video clips to go with them. It’s all
the same to us whether we're working with

a drawing, with a very distinct typographic
style, or if we're making something like the
‘Shutka’ poster. We're interested in trying to
convey its content, to find what's essential
and evocative in the theme, draw those parts
out, make it appealing, and insofar as possible
communicate honestly about it. Even if that
has to take an unusual form, like sixty-three
crazy cassette covers with the faces of some
Gypsy hawkers, designed with the aesthetics of
an Italian cantilena from the seventies.

Sure, I also see you as someone not
encumbered by formalism. But a style or
approach is something you can look for on
a more general level. Let’s try. It was the
gloomy 1980s. There was Ale$ Najbrt and
his Cubism, the use of black, handwork,
sharp edges, dark expressiveness, hostility,
originality. And in the first half of the
1990s things moved to the opposite extreme.
Somewhere in the background there’s been
a positive dance revolution, of ecstasy,
techno-optimism, and the like. Ale$ founded
a studio, began prospering in a capitalist
system, and rounder forms began to emerge
in his work, light, curved shapes, bright
colours, positive, cheerful, happy to the
point of naiveté, serial work, confident,
playful, simple...

For me the late 1980s were stylistically more
unequivocal. Ironic, aggressive, I tried to
stand apart as much as I could. Today the
challenges we're given are of greater diversity,
the nature of the tasks and the public is
different. There’s less room to be provocative.
I don't hide the fact that I'm more satisfied in
this world today, and I often express pleasure
and happiness — when it’s appropriate.

But I hope that sometimes I'm still possessed
by a sense of irony and dispassion. A good
example is the New Year’s greetings I made
around the time of the revolution.

Before 1989 they were really aggressive,
anti-Communist. In 1990 they express

this revolutionary joy, and in 1991 there’s

a peaceful atmosphere to them. The nineties
were exhilarant. I think that now a kind of
calmness has set in. We've given this book the
title ‘Life, Happiness, Surprise’.

That's it exactly.

I also find a positive and dispassionate
outlook to be defining factors of Studio
Najbrt, both in its work and in the way the
studio projects itself, inside and out. The
smile used for Czech Telecom, the cheerful
colours for CEZ's ‘Rainbow Energy’, the
colourful dotted figure for Asklepion: You
establish a mood that is positive. It's cheery;
it's a welcoming smile. ‘A pure, cheerful
style that evokes confidence and good
feelings.’

Yes, I agree.

na ulicich, rukou psané népisy, nezastavitelna
aktivita a energie lidi.

Telecom byl tim bodem, kde ses pfesunul
od umélce k designérovi...

To ptislo uz s koncem $koly. Ale u Telecomu byl
zlom v tom, Ze jsem mél né&jakou koncepeni préci,
vizudlni styl, ktery md jasna pravidla, najednou
je to inZenyrska préace, kde jsi trochu umélec,
trochu designér, ale musi§ byt pfesny, snazit se
uSetfit. Existujf desitky pravidel a principt, které
se musi$ naudit, které musi¥ dodrZovat a které
pak musi3 néjak rozvijet. To uz je takové ,véda".
A to pro mé bylo naprosto nové.

V naSem prostfedi je hodné grafiku, ktefi
vlastné grafiky nejsou, pivodné jsou to
malifi, tiska#i a kdovico.

Kazdy vySel z néjakého prostiedi, a kdyz to
do své prdce dokdze dostat a nechat se
ovlivilovat ti‘eba vlastni volnou tvorbou, je

to skvélé. To je to kouzlo. Mé hodné zajimaji
osobni prozitky, rad jich vyuzivam.

Rad pracuju se sebou, se svoji osobou a se
svymi mimodesignerskymi aktivitami.
Design je nékdy hra a zdbava, a nékdy je to
vytvareni systému, seriézni préce. Nase préce
ma byt inspirovand Zivotem. Je to na ni pak
vidét. Véc musi byt silnd, aby té zaujala.

Jako kdyZ na koncerté nebo na divadle

do toho zpévék nebo herec dd viechno. A ty to
vnimd§ a uvéri§ mu, protoZe on sdm je o tom
piesvédcen a opira se do toho absolutné.
David Carson v knize The End of Print
fika: ,KdyZ do toho nedas sebe, bude

to umrtvujici a nudné. To, Ze to mnoho
designériu nedéld, je diivod, pro¢ je na svété
tolik nudnych designt a znudénych
designéra.”

Souhlasim. Naplnit takovou praci emoci

a vtisknout ji my$lenku, to je naprosto
zdsadni. ProtoZe cil je stdle vytvéfet néjakym
zpusobem umélecké dilo. Opravdu kvalitni
design miZe byt uméleckym dilem — pokud
poidd dokola neopakuje§ zabéhnuté principy
a systémy, to se z tebe pak stava pouhy
femeslnik. Mluvim o lidech, pro které jsou
na prvnim misté ruce.

Pro mé je dileZité, aby byla prvotni hlava.
Kvalitni ruce jsou samoziejmost. Nejdiiv

si musis Fict, pro¢ to délag, ¢eho chce§
dosahnout, co propojujes, co je smyslem tvého
snazeni. A jd vidim, jak je pro nékoho velmi
snadné znovu aplikovat to, co uz jednou
nékde pouzil. To je problém naprosté vétsiny
mistnich designéra, i té takzvané elity.

Stali se podivat, jestli se jejich tvorba nékam
vyviji, jestli Zije. Nékdo za Zivot namaluje
viechny plakdty §tétcem, lidi typu Jaroslava
Stry nebo Josefa Flejsara. Grafici, ktef{ uz
moznd trochu pfestdvaji pfemyslet o tom,
jaké téma zpracovavaji. Jsou to v prvni fadé
oni, oni délaji ten plakat, jd, pan Stra, délam
plakat na zdvody Fr a udélam ho stejné jako
vystavu krajek. To j4, Ale§ Najbrt, prosté
nechci, maj pfistup je diametrdlné odlisny.

Oni do prostiedi designu, tedy zakazky
vstupuji uz jako umélci. Ja chei jako umélec
odchézet.

TakZe nepovazujes styl Studia Najbrt

za kontinudlni a rozpoznatelny?

P¥iklad: plakét na Sutku, dokumentérni film
o cikdnské vesnici na Balkdné. Je to tam
jeden $ampién vedle druhyho. V3ichni jsou
$ampiéni, viichni chtéji byt Sampidni.

Jeden v tom, Ze mé nejlepsi obleky ve mésté,
druhy ma nejlepsi sbirku kazet, tfeti natdei
nejlepsi hudebni nahrévky, ¢tvrty nejlip
rozpozna upiry... Udélal jsem plakat cely
sloZeny jen z obali kazet, které tam ve studiu
napiekot nataceji, vydavaji a prodavaji.
Neskute¢ny kycafiny, délaji si k tomu

i videoklipy. Ndm je jedno, jestli pracujeme

s kresbou, vyraznou typografii nebo to
udélame jako Sutku. Jde ndm o to vystihnout
obsah, vytdhnout to silné a podstatné, udélat
to pfitazlivé a fict o véci pokud mozno
pravdu. I kdy?# tieba takovou specidlni formou
jako je dementnich Sedesat t#i obalu kazet

s ksichtama néjakejch cikdnskejch veksldkta

v estetice italsky kantilény sedmdesétych let.
Jisté, taky vas povaZuju za formédlné
nezatizené. Ale styl nebo pfistup muzes
hledat i na obecnéjsi roviné.

Zkusme to. Byla temna osmdesata 1éta.

Byl Ale§ Najbrt a jeho kubismus, erna,
ruéni price, ostré hrany, temna expresivita,
samorosty, original. A v prvni poloviné
devadesatych let se to otoéilo k druhému
extrému. Nékde v pozadi probihala
pozitivni taneéni revoluce extéze,
technooptimismus atd. Ale§ zaloZil studio,
zadal prosperovat v kapitalismu a objevily
se obliny, nadychané, kulaté tvary,

jasavé barvy, pozitivni, veselé, Stastné az
naivni, sériové, sebevédomé, hravé, silné,
jednoduché...

Konec osmdesatych let pro mé byl stylové
jednozna¢néjii. Ironicky, agresivni, hodné
jsem se vymezoval. Dnes jsou vyzvy, které
dostavame, riznorodéjsi, ukoly i publikum
odli§né. Prostoru pro provokaci je miii.
Nezastiram, Ze jsem v dne$nim svété
spokojenéjii a ¢asto vyjadfuju radost a §t&sti —
kdy? je to na misté. Ale doufdm, Ze mé ta
ironie a nadhled je$té obcas postihne.

Dobry ptiklad jsou moje PFka z doby revoluce.
Pied revoluci byla hodné agresivni, proti
komoug§tm. V roce 1990 je tam revolu¢ni
radost a na tom z roku 1991 je uz takovy
klidek. Devadesata 1éta byla rozjdsana.
Myslim, Ze ted doslo jen k takovému
zklidnéni. Tuhle knihu jsme nazvali Zivot,
§tésti, prekvapeni. Tam to je.

Pozitivita a nadhled jsou i pro mé uréujicim
faktorem Studia Najbrt jak ve zpracovani,
tak ve vystupovani Studia navenek i uvnitf.
Telecom - tismév, CEZ - veselé barvy,
Asklepion - barevny panacek. Vytvarite
pozitivni néladu. Je to ismév, ktery té vita.

»Radostny ¢&isty styl, ktery vzbuzuje davéru
a vyvolavé pfijemné pocity.”

Ano, to je pravda.

Citi§ néjakou zodpovédnost za to, emu

se propujéujes?

Citim odpovédnost za nagi préci.

Véci, se kterymi nesouhlasime, nedéldme.
Préci pro CEZ jsme si nejd¥{v prodiskutovali

a rozhodli se, Ze to délat budeme, takZe s tim
nemdam problém.

Design na tebe titoci, snaZi se té zaujmout.
KdyZ se mu to podafi, stravi§ s nim Cas,
pak jesté s tim, co propaguje. Za to by mél
byt designér zodpovédny.

Ja se té zodpovédnosti nevyhybam. Budu
$tastny, kdyZ nékdo stravi chvili pfed mym
plakdtem. A myslim, Ze v p¥ipadé, jako byla
Duhovd energie CEZ, udélat pozitivni véc

je na misté. Jsem presvédcen, Ze kdyZ bude

po celé Praze usmévavy pandcek s tétkem
Telecom nebo milé duhové é¢ko, uréitou sluzbu
to udéld. Rad provokuju a déldm vykfic¢niky,
ale co leps§iho muZe§ udélat u podobnych
ukolud, nez se pokusit lidi pozitivné ovlivnit.
Chci délat véci srozumitelné lidem, kterym

je ta véc uréena. Jinak srozumitelné déldme
logo pro Cesky Telecom, jinak plakat na Sutku.
Pokud to jen trochu jde, snaZim se, aby tam
byl humor. A neni celkem podstatné, jestli

je to jen ironie — nékdy to je laskavy humor.
Tyhle véci jsem si sdm pro sebe definoval az
pozdéji, ale vlastné jsem ani nemusel, protoze
vychazeji z mé podstaty, z toho, jak k vécem
pfistupuju. A snazim se myslenku vyjad¥it co
nejjednodussim zptsobem. Ve Studiu si ze mé
délaji srandu — pfemyslim, jak by se néco dalo
zlepsit, a vidycky feknu: ,Hlavné by to mélo
bejt jednoduchy...” To uZ mi za zady chcipaji
smichy. Takovy jsem byl vZdycky. Ale ma to
razny podoby. Je tu taky prostor pro rizny
interpretace. Miluju, kdy?# lidi interpretujou
Thomase & Ruhllera, to je nddherny!

Najdou si tam cokoli, co si tam sami potiebuji
dosadit. Promitaji do toho vlastni zkuSenosti
a zplisob vnimani. A ¢im je véc jednodussi,
tim je prostor pro interpretaci vétsi.

Ta nejednoznacnost mé v nékterych piipadech
lékd. Zajima mé moment prekvapeni, vznik
otdzky, na kterou bude§ chtit odpovéd.
Mysli§, Ze se v zakazkach, ktery ted délas,
muze$ néjak vyjadFit k dobé a nebyt jen
vyjadfenim doby?

Nevim, jestli k téhle dobé — k tomu v ¢em
momentdlné Zijeme... To neumim posoudit,
ale doufdm, Ze ano. KdyZ se divdm na své

véci z pfelomu komunismu, tam to uréité je.
Upfimné feCeno — ja to vnimam tak, Ze ¢lovék
jde od tkolu k tkolu, a ty tkoly té riznym
zpusobem oslovi, riznym zptsobem k nétemu
provokuji. Jsem aktérem doby, chybi mi odstup,
téZko to miZu posoudit. Ani tu ambici nemam.
Tfeba plakat k filmu je velky prostor.

Tim, co z filmu vypichne§, nebo tim, Ze

se ho vibec nedrzi$ a vymysli§ si néjaky
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‘From A’, an exhibition poster, screenprint, 1991
0d A, vystavni plakat, sitotisk, 1991

ABCDEFGHIJ
KLMNOPQRS
TVVWXYZ?!

Prague broken type, 1990
Pismo Prazské lomené, 1990

A performance of Thomas & Ruhller, 1991
Z vystoupeni Thomase & Ruhllera, 1991

‘The Visitor’, a poem by Tomés Kafka, 1989
Név3tévnik, béseit Toméa3e Kafky, 1989
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Do you feel any responsibility for what you
lend your name to?

I feel a responsibility for our work, and

we don’t do things that we don't feel to be
acceptable. We first defined the work that
we'd be doing for CEZ (energy producers and
distributors), and then we made the decision
to do it, so I don't have a problem with that.
Design is something that accosts you, tries
to capture your attention. If it succeeds,
you spend time on it and subsequently on
what it's promoting. A designer should be
accountable for that.

I never shirk that responsibility. I'll be quite
content if someone spends a moment looking at
a poster I've made. And I think that in a case
like CEZ’s ‘Rainbow Energy’, it's appropriate
to create something positive. I'm convinced
that it’s a positive service when what you
then find all over Prague is the smiley face

of the Telecom dot or the appealing rainbow
‘e’. I like being provocative and creating
exclamation marks, but in cases like those
the best thing to do is try to have a positive
effect on people. I want to create things that
are comprehensible to the people who are the
target of the propagated item. We made the
Czech Telecom logo intelligible in one way, the
‘Shutka’ poster in another. In so far as it's at
all possible I try to ensure that there’s always
at least a dose of humour in it. And it doesn’t
really matter if that means irony or sometimes
if it's a subtle form of humour. These are
things that I defined for myself later on, but
I really didn't have to, because they are a part
of who I am, of how I approach things.

And I try to express an idea as simply as
possible. In the studio they're always making
fun of me — I'm always thinking about how

to improve on something and I say the same
thing every time: ‘The main thing is to keep
it simple.’ Then they kill themselves laughing
behind my back. I've always been like that.
But it can manifest itself in various forms.
There’s room for various interpretations.

I love it when people try to interpret

Thomas & Ruhller; it’s fantastic! They're able
to find whatever they want in it. They project
their own experiences and ways of looking

at things into it. And the simpler the thing is,
the more room for interpretation.

Sometimes that ambiguity tempts me.

What interests me is the moment of surprise,
generating a question that you'll want to find
an answer to.

Do you think that in the work you're
commissioned to do now you're in some way
able to make a statement about these times
and not just become a statement of these
times? A film poster, for instance, is a big
blank space. Depending on what you single
out from the film or what you don't retain
at all. When you think up some special
visual symbol, some interpretation, you can

change the entire tone of the film, the way
of looking at it.

Here the film ‘Horem padem’ (Up and Down)
comes to mind. It begins with these two guys
driving along in a truck with refugees in the
back, they dump them at the border, but a baby
in a box gets left behind in the truck. They
sell the kid to a pawnshop, a lady who can't
have children buys the child, and in the end,
by various twists and turns, the child makes
its way back to its Afghan mother. To some
extent the film is social commentary, and

I decided to put the child in the box on the
poster. I could have used anything. It could
have been the actor, Jaroslav Dusek, on the
poster giving a Nazi salute. But I decided to
depict the unidentified child in a Chinese box
on a red covered surface, like some product for
sale in the supermarket. All that was missing
was a sign with the price on it, which of course
I didn't do. But that was a statement. More
than just being a poster designed to get people
to go and see the film. I'm looking to create an
impression. I'm interested in reactions.

You can also misinterpret something,
emphasise an element that isn't
fundamental. You were speaking about that
just now regarding ‘Shutka’: ‘communicate
honestly about it’.

That's where the quality of our work shows.
I'm willing to agree that sometimes it's the
actor in the title role who has to draw people
to the cinema, that’s the main thing. It’s

a relatively simple motif, which someone
might feel to be a concession, but for me it
needn’t necessarily be, if I try to portray the
person in the title role in the most interesting
way I can, in order to convey, as concisely as
possible, as much as I can about the character,
his nature, or about the film's action. And
there are many ways of expressing this. I want
people to want to find out what happens

next. An example is the poster for the film
‘Paralelni svéty’ (‘Parallel Worlds'). I could
easily have put the actor in the title role, Jif{
Machécek, with the child in the poster for
‘Horem pddem’, but the image would have lost
its sense of urgency. In the end the distributor
demanded several versions like that so they
could show a popular actor, but unfortunately
the effect was weakened by doing so. Suddenly
it’s just formal, it says nothing about the film.
I try not to lie.

Music is even more complicated - converting
music to an image, music to a text. It's
much more inexact than conveying the
meaning of a motion picture in a still
photograph, or using words to describe

a picture.

A big role in this is played by fashions and
styles. And it's hard for people to agree on
such things.

Styles and the conventions of style tend

to be used as categories of a kind to fall

vlastni vizudlni symbol, tim muZe§ ménit
vyznéni filmu, perspektivu, ze které se lze
na véc divat.

Napadl mé film Horem pddem. Za&ind tim,

Ze dva frajefi jedou ndkladdkem a vezou
uteence, které vyloz{ nékde u hranic,

nechaji je tam, ale v auté jim zlstane mimino
v krabici. Dité prodaji do zastavarny, tam si ho
koupi Zenskd, kterd nemtze mit dité a nakonec
se dité shodou nédhod vréti afghdnské
mamince. Film je do jisté miry angaZovany

a ja jsem na plakat dal to dité v krabici.
Mohlo tam byt cokoli, mohl tam byt hajlujici
Jarda DuSek. Ale dal jsem tam nezndmy dité

v ¢insky krabici na ¢ervené vykryty plose, jako
néjaky vyrobek, ktery nabizis v supermarketu.
Je3té tam mohlo byt napséno, Ze stoji 99o korun,
coZ jsem pochopitelné neudélal.

To pro mé bylo vyjadfeni. Vic, neZ jen plakat,
kterym lidi pritdhne§ do kina, hleddm néjakou
silu, zajimd mé reakce. Nezajimd mé pouhé
zprostiedkovani.

Taky muZe$ véc dezinterpretovat.
Zduraznit véc, kterd je nepodstatna.

Mluvil jsi o tom uZ pred chvili u Sutky:
»Rict o tom pokud moZno pravdu®.

Na tom se ukazuje kvalita na$i préce.

Jsem ochoten souhlasit s tim, Ze nékdy je
podstatny herec, ktery hraje hlavni roli

a pfitdhne lidi do kina. Pomérné jednoduchy
motiv, ktery miazZe byt pro nékoho tustupkem,
pro mé nemusi, kdyZ se budu snazit ¢lovéka

v hlavni roli zobrazit co nejzajimavéj§im
zplsobem, tak abych ve zkratce co nejpfesnéji
tekl co nejvic o jeho postavé, charakteru,
nebo o dé&ji filmu. A zptsobu jak to vyjad¥it

je mnoho. Chci, aby lidi chtéli védét, co bude
dél. Pf¥ikladem miZe byt plakdt na Paralelni
svéty. Stejné tak jsem mohl dat na Horem
pédem to miminko i s Jirkou Machdckem,

ale to by ztratilo naléhavost. Nakonec si
nékolik takovych variant distributor vynutil,
aby ukdzal populdrniho herce, ale tim to
bohuzel oslabil. Najednou je to naprosto
formalni, o filmu to nevypovidd. — Snazim

se nelhat.

Jesté problemati¢téjsi je to s hudbou -
cokoli pfevadét z hudby do obrazu, z hudby
do textu, to je mnohem nepiesnéjsi,

neZ tfeba statickou fotografii vyjadfovat
pohyblivy film, nebo slovy popisovat obraz.
Velkou roli tady hraji médy a styly. A na nich
se lidé muZou jen tézko shodnout.

Styly a jejich konvence se pouzivaji jako
takové kategorizaéni berle.

Vase designy pro Support Lesbiens nebo

Sto zvifat ale zneji$tuji, porusuji viechna
stylova klisé.

Ja konvence uzndvam jenom &dste¢né.
Vzdycky jde jen o to, jakou mas§ osobni
zkuSenost s tim, co se stalo precedentem.
Vétsinou to vznikne tak, Ze se objevi néjaky
novy hudebni styl, néjaky Angli¢an vymysli
prvni obal, a tim uréi, Ze se bude¥ domnivat —

mozn4 ale jen podvédomé —, Ze je to ten
spravny design k tomuhle druhu hudby

i do budoucna. Kdyby tam dal néco jinyho,
ustavilo by se to nejspi§ taky. Underworld
udélaji album, v§ichni jsou nad3eni, a obal?
To je uréujici design na dal§ich pét let.
Nékdy se to nepovede a kapela nikdy nenajde
grafika, ktery by s ni souznél; nebo grafik se
nikdy nedostane ke spisovateli, ktery by byl
na jeho Grovni. M43 stradnou chut to délat, ‘That’s it!’, screenprint, 1985
ale nemas tyspravny hudebniky, pro ktery bys To je onol, sitotisk, 1985
chtél pracovat.

Co se tedy skryva za obalem pro Support
Lesbiens?

Jejich pocity, ktery byly vlastné velmi
jednoduchy: jsou ve véku, kdy vnimaji,

Ze uZ nejsou zrovna mlady kluci; na jednu
stranu je to §tve, na druhou je to bavi,

a tak se v tom neskute¢né& melou.

Vyjadrili jsme ten bordel v hlavé hvézdicek,
ktery sice potdd fanynky obdivujou, ale
najednou pociti, Ze uz jsou skoro dédkové.
Udélali jsme mixér, ktery mél byt zdroven ‘Ale§ Najbrt 1991-1995’, National Technical Museum, 1996
vyrazny vyk#i¢nik, co na desku upozorni. Ale§ Najbrt 1991-1995, Ndrodni technické museum, 1996
Podivej — Velvet Underground maji bandn.

Ale jejich ostatni obaly — v§echno naprosto
nezajimavy véci, ale odpovidaji hudbé

a atmosféte, kde se ta kapela pohybovala:
andros. Tady je najednou obal od Warhola,
ktery s jejich hudbou nemél nic spole¢nyho.
Bandn a hudba Velvet Underground?

Ano. Je to vic mimo neZ na3i Support Lesbiens.
Je to mix v8eho. I toho, jak si potdd stéZzovali,
Ze je nehrajou v rddiich, a najednou jsou vedle
Karla Gotta a Heleny Vondrackovy.

Viudypfitomnost této dvojice mi vnuka
otazku: Kam deSign nesmi? ‘Ale3 Najbrt 1991-1995', exhibition poster, 1996
Co to je za blbost? MuZe v§ude! Pat#{ pfirozené Ale§ Najbrt 1991-1995, vystavni plakat, 1996
do nageho Zivota. Copak obtéZuje? Neni tiplné
vhodny, aby byl u tdbordku orientaéni systém,
ale kdyZ se na nékteré véci nechci divat,
nedivdm se na né.

Estetizace spole¢nosti, osobni design,
vystiihani psi, krajinafstvi, neekologické
obaly, dasopisy jako Men's Health...

Diktét designu absolutné neuznavam.

Zajima mé pfirozend harmonie. U téla to
zvl4d3t neuzndvam. To, Ze se &lovék nechd
zblbnout ,absolutn{ estetikou je chyba,

nebo nedostate¢nd schopnost vnimat véci
proporciondlné na vy$3i drovni. Déldm design,
ale v Z2ddnym pi#ipadé to pro mé neni modla.
Je to moje prace, cely muj Zivot, ale nehodldm
si nechat néco diktovat. Nezajimd mé to

v néjaké totalité. Bavi mé to jako vyjadfovaci
prostitedek, jako pomocnik, ale ne jako
otravovani a blbnut{ lidi.

Filosof Jean-Frangois Lyotard ve své eseji
Paradox o grafikovi Fikd, Ze grafik je jako
herec. Cim vic mista, &m vic prazdnoty

v sobé najde, tim lepsi je jeho prace.

Je poctivé to maximélné nasdt. Zapomenout
na to, co bylo. Soustfedit se na novy tkol. The child from the film ‘Up and Down’, 2003

Jistym zptisobem jsme si s herci podobni. Dité z filmu Horem péddem, 2003
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Support Lesbiens, ‘Midlife’, 2004

Sto zvifat, ‘Never Anything Between Us’, 2004
Sto zvifat, Nikdy nic nebylo, 2004

Andy Warhol, The Velvet Underground & Nico, 1967

The logo of Prague in place of a head, 2006
Logo Prahy misto hlavy, 2006
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back on, like crutches. But your designs for
Support Lesbiens or Sto zvifat (A Hundred
Animals) are puzzling. They break all the
clichés of style.

I'm only partially willing to acknowledge
these conventions. It's always a matter of
your own experience of what’s become the
precedent for something. Usually how this
works is that some new musical style emerges
and some English guy creates the first cover
for its recording and in doing so contributes to
your eventual belief — however unconscious —
that the design that was used is the one right
design for that kind of music, for ever. If
something else had been used, it probably
would have caught on and become established,
too. Underworld make an album, everyone’s
excited, and the cover? That’s the design that’s
decisive for the rest during the next five years.
Sometimes it doesn't work out and the group
never finds a graphic artist that they really
gel with; or the graphic artist never meets
groups that are on the same level as him.

It's something you really want to do, but you
haven't met the right musicians, whom you'd
like to work for.

Look — the Velvet Underground had a banana.
But their other covers — nothing but
uninteresting stuff. But that corresponded

to the music and the atmosphere that the
group moved around in — underground. Here
suddenly there’s a cover by Warhol, which had
nothing to do with their music. A banana and
the music of the Velvet Underground? OK.
What should be off limits to design?
Nothing is off limits! Design is a natural part
of our lives. Does it bother someone? Direction
signs probably don't fit in well by a campsite,
but if I don’t want to look at certain things
then I don't.

The aestheticisation of society, personal
design, hairdressers for dogs, landscaping,
non-biodegradable packaging, magazines
like ‘Men’s Health'...

I absolutely reject a dictatorship of design.

I'm interested in a natural harmony.

I especially reject it in connection with the
body. It’s a mistake, or a lack of ability to

put things into perspective at a higher level,
if people let themselves be swayed by some
absolute aesthetic form. I work in design, but
I certainly don't worship it. It's my work, my
entire life, but I have no intention of letting
it dictate to me. I have no interest in any kind
of totalitarianism. I enjoy it as a medium of
expression, as an auxiliary tool, but not as

a means of bothering or deluding people.

The philosopher Jean-Frangois Lyotard writes
in his essay ‘Paradox of the Graphic Artist’
that the graphic artist is like an actor. The
more space, the bigger the void he can find
inside himself, the better his work.

It's right to soak up as much as you can. Forget
about what came before. Just concentrate on

the next assignment. In a way we are like
actors.

An actor’s task is to be a receptacle, which
each time you fill with something new.
Every new client buys you.

I know exactly what it means to be an actor.
I've experienced it. But a graphic artist isn’t so
guided by a director, so dependent on whether
someone addresses you or not. There’s not so
much prostitution. And I'm an adaptable kind
of person. Design is for a certain kind... You
have to be a bit of a star, a bit of a prostitute,
you have to be Mr Entertainment, but you also
have to know what you're doing and know a lot
of people. I enjoy it.

Hmm, should this one go
in the book?

A theoretical example: someone comes in
from a butcher’s shop in Nusle, a shabby
Prague neighbourhood, and it basically
needs some kind of horrible design,
something that doesn’t match your taste,
and yet you know that you'll be able to
make the best job of it if you go against
your own impulses, against your own
artistic convictions. You say to yourself:

‘I know how it needs to be done in order for
it to work, but I don't like it.’

That would be interesting. I'd find some
approach, which I'd be convinced would work.
I might not then be able to convince that
butcher of it, but that kind of task appeals to
me. I'd be interested in creating something
for the butcher - I don't know how to put it,
something modern, with the right aesthetics,
probably just good from my perspective — and
in such a way that it meets my aesthetic
standards of quality, and at the same time
attracts people to the shop to buy meat. And
I'm sure that's possible.

How willing are you to respond to visual
trends?

That'’s a luckless route. For those who
constantly follow trends, for those who are
swept away by some trend and can't break
away from it in time and move on. I've always
completely altered my approach after having
had a number of experiences, and looking
back now I realise that they were experiences
that wouldn't have allowed me to remain
long in any trend. And when you think

about what you're doing, why you're doing

it, what it's intended to achieve, it’s easy to
forget about doing everything in pink with
light-green type. You can't fall into the trap
of using just one template on everything. By
that I don’t mean what Ji#{ Georg Dokoupil
once said: ‘What style? I want to paint every
picture differently.’ I don’t want to link things
together like that, to have that kind of plan.
But at the same time it's not that I'd say:

Ukolem herce je, aby byl jako néadoba,
kterou neustile nééim napliiujes. Kazdy
dalsi klient si té kupuje.

Pfesné vim, o co jde u herce. Dokonce jsem to
zaZil. Ale grafik neni tak veden reZisérem, tak
zévisly na tom, jestli ho nékdo oslovi, nebo
ne, préce je docela dost. Nenf to zas takova
prostituce. A ja jsem pFizptsobivy ¢lovék.
Design je pro takovy trochu... Musi§ byt
tro§ku hvézda, trosku prostitutka, musis§ byt
pan Zabava, ale zdroveii to musi¥ umét a jeté
znét spoustu lidi. Mé& to bavi.

No, ma tohle v ty knizce bejt?

Teoreticky pFiklad: pFijde nékdo z masny

v Nuslich, kterd v podstaté vyZaduje néco
jako humus design, néco, co by neodpovidalo
tvému vkusu, a ty bys vidél, Ze tomu nejlip
poslouZi$ tim, Ze to udélas proti sobg,

proti vlastnimu vytvarnému pfesvédéeni.
Rika4s si: ,,J4 vim, jak to udé&lat, aby to
zafungovalo, ale mné se to nelibi...”

To by mé zajimalo. Nagel bych zpiisob,

o kterym bych byl presvédenej, Ze bude
fungovat. MoZné bych o tom pak nedokazal
piesvédeit feznika, ale takovy tikol mé
pfitahuje. Zajimd mé udélat to pro Feznika —

a ted nevim, jak to nazvat: moderné, spravné
esteticky, nejspis asi ze svyho pohledu dobte —,
tak aby to bylo podle mych estetickych mé¥itek
kvalitni, a aby to zaroven pfivedlo lidi

pro maso, coz je urcité mozné.

Vkus tvij a vkus davu se 1ii, nebo alespori
elita si to mysli. A agentury, které provadéji
vyzkumy, vétsinou zveli¢uji vyznam
vysledkt svych Setfeni...

Zajimd mé udélat kvalitni etiketu na mineralku,
jsem pfesvédcen, Ze kdyZ bude dobré a udéla
se dobry marketing, bude se prodavat. Jsem
piesvédcen, Ze prizkum, které udéld agentura
nebo zédkaznik je fale$ny. Lidi, ktery to

pied samoobsluhou hodnoti, to délaji podle své
momentdlni vizudlni zkuSenosti, kterd nebere
v potaz viechny slozky, ktery potom ovlivni
fakt, jestli si tu minerdlku koupi, aZ bude

na trhu. To je problém vyzkumu a vede to

k tomu, Ze nd¥ design — pokud to nenf

pro néjaky exkluzivni vyrobek — vét§inou
nemad 3anci uspét. KdyZ se na§ design podfidil
vyzkumim, vzdycky jsme narazili. Dost sdzim
na vlastni Gsudek a véfim, Ze kdyZ se to 1ibi
mé, tak to prosté uspéje.

Neciti§ nékdy frustraci z toho, Ze jste sice
uspésni, ale v kontextu deseti miliéna lidi
v téhle republice to viibec nic neznamend?
Ze méte vdhu jen pro tizce vymezeny okruh
v podstaté stile stejnych lidi?

Pro mé je dulezitéjsi, jak se citim jd. S tim
jsou samoziejmé spojeny diléi uspéchy — kdyz
ti néco pfivezou vytis§téné, vypada to dobte

a vidi§, Ze se ti to povedlo. To je pro mé
uspéch. Kdyz dostanu cenu, to vi§, Ze mam

radost, i kdyZ vim, Ze je to jen subjektivni
pohled nékolika konkrétnich lidi. Je to
ocenéni mé préce, coz mé piece musi potésit.
Ja chci mit dspéch, chci bejt dobrej, ale
prvotni pro mé je, aby mé to bavilo, abych
délal praci, kterd mé uspokojuje. A to je takova
radost, kdyZ zavold sekretafka, Ze pfijel
messenger s néjakou novou knihou, lidi od nés
leti doli, bé%i se na to podivat — fakt jak déti,
to je neuvéfitelny... Co chces vic?

A podivej se na logo Prahy. To logo se vic a vic
objevuje. A ukazuje se, jak funguje, jakou
sluzbu méstu déla. Ten Cerveny Etverecek

prosté vidycky zazafi a vidycky si ho viimnes.

Hodné 1idi to logo znd a md na né&j néjaky
ndzor. I takovi, co nemaji s designem nic
spole¢nyho. Byl jsem s dcerou nakupovat

ve skateshopu, a takovd mladd prodavacka
#ika: ,Mohla bych s vama chvili mluvit, vy
u? jste tu byli jednou nakupovat, jé jsem si
netroufala vés oslovit, j4 mdm rdda ty vase
véci, a ted jsem se jesté dozvédéla, Ze jste délal
taky to logo Prahy. Chtéla jsem vdm Fict, Ze
se mi moc 1ibi.” To ti udéld takovou radost,
ty vole! KdyZ takovahle holka najde v tom
logu néjakej obsah. ProtoZe logo Prahy neni
libi-nelibi. Tohle logo si pro sebe musi§ néjak
vysvétlit. Teda pokud jsi viibec pFipravenej
na to, Ze logo Prahy nemusi byt Hrad¢any,
ale jednoduchy &tverecek.

Nakolik jsi ochoten reagovat na vizualni
trendy?

To je nedtésti pro nékoho, kdo trendy neustéle
sleduje, pro nékoho, kdo na néjakym trendu
ulit a nedokézal se z n&j v¢as vymanit

a posunout se nékam dal. Vidycky jsem

po raznych zku3enostech Gplné zménil
piistup, a ted si zpétné uvédomuju, Ze to byly
zkuSenosti, ktery mé v néjakych trendech
nemohly nechat dlouho. A kdyZ premysli§

o tom, co délas, pro¢ to délas, néstroj ¢eho to
bude, snadno zapomenes§ na to, Ze jsi v§echno
délal raZovou barvou se svétlezelenym
pismem. NemuZe§ spadnout do pasti, Ze

totiZ pouZijes jeden mustr na vSechno.

Tim nemyslim, co ¥ikd Ji¥{ Georg Dokoupil:
»Jakej styl? Ja chci kaZdej obraz namalovat
jinak.“ Nechci si to takhle nalinkovat, mit
koncept. Ale zdroveii to nenf tak, Ze bych si
tekl: ,Ne, v Zzddném piipadé, tady je néjakd
moédicka, budeme délat, Ze ji nevidime.”
Naopak. Je mi to fuk, nechdm se ovlivilovat
¢imkoli. Vim, Ze design je médni zéleZitost,
respektuji to, kdybych to nerespektoval, asi
bych nemohl mit dspéch. Bavi mé sledovat,
jak se trendiky vyvijeji... Krdsa! Sledovat,
jak to velké firmy stra§né rychle chiiapnou.
to Quiksilver mé v8ude. To je zabava! I kdyz
je to vlastné nechutdrna. Akordt si ¢lovék
musi dat pozor, aby se to nékde nesnaZzil jesté
jako dédek chytit a v ty teploutky vodicce si
zaplavat. To je nejvét$i nebezpeli. Na to je
dobré, kdyZ mas spolupracovniky, kterym

muze§ Fict: ,Udélejte to vy, protoZe vy to
citite. J4 bych byl mimo..."

Dneska viechno spi§ Zije vedle sebe, nez ze

by jedna vlna nahrazovala druhou. Ale kdyZ
nejsi ¢len urcityho proudu a nejsi ve spravnou
chvili na jednom konkrétnim misté, ¢asto

ani nepoznds, Ze to je trend. Nékdy to jenom
projde kolem, protoZe sis nahodou zrovna
neprohlid ¢asopisy, ve kterych to bylo.

KdyZ dneska mluvi$ o trendu, musi§ pfesné
popsat, kde ten trend je. ProtoZe téch vin
je vedle sebe moc a jsou ¢im dil drobnéjsi.
Nejde ani o to, Ze bys cynicky nékde néco
okopiroval. Spis se ti stane, Ze té to taky
bavi, taky té to vtihne a oslni. Médicky
méam rad, ale udrZet si odstup je tfeba.
Presné tak. Nepajcuje ten, kdo to udéld druhej,
ale ten, kdo to udéld haf...

Kdyz se snazite k véci pfistupovat s néjakou
myslenkou, a ne jen podle momentdlniho
trendu, mas pocit, Ze ty véci po létech jesté
prezivaji?

Spousta véci v mych o¢ich padd nékam

do nendvratna. Na to je nejlepsi vybér — jako
pro tuhle knihu. Davas ty véci vedle sebe

a 1ikas si: ,No, méd tohle v ty kniZce bejt?“

V tu chvili to vidi§ jasné. Zfetelné se tak
poznd, jestli byl p¥istup poctivej. Poznds, jestli
to byla préce, kterou sis mohl uzit, mél jsi

na ni ¢as, dotdhnul jsi ji v klidu. To, co se slepi
narychlo, protoZe té tla¢i termin, je vétSinou
z dlouhodobéjsiho pohledu problematicky.

V mych o¢ich taky odpadaji véci, ktery uz
melou z jednoho principu. Vét§inou ztstdvaji
ty prvni véci. Jako kdyZ jsem zacal s témi
agresivnimi pismy a novymi tvary, ktery
vyjadfovaly uréity obsah. Ty z potdtkn
zlstavaji. A nen{ to proto, Ze by byly prvni,
ale pfece jenom Casem zjistis, Ze pouZivas
stejny princip a uZ o tom tolik nepremyslis.

Z toho vyplyva, Ze je lep3i se nikdy moc

do néteho nezavrtat a netodit se v jednom
kole¢ku. Uréitd syrovost je ¢asto dobra.

Ja mam tendenci véci doladovat, aby tam
nebylo ani smitko, a vlastné mi to na sob&
vadi. Casto, i kdy? ta véc neni uplné dotaZend,
je lepsi a ma v sobé vétsi energii, nez ta,
kterd je Gplné tiptop. Sdm si nékdy F#ikdm:
»Pro¢ uz to nenechds bejt!?*“

Co kdyZ ale odevzdate logo, pfiddte manual,
oviem dal3i véci uz nekoéirujete? Myslim,
jak to vyuZiji ostatni, napiiklad v odlisnych
souvislostech, tfeba logo Prahy jako hlavu
panacka béziciho maraton.

Bral jsem to vZdycky naprosto zdsadné. Myslel
jsem, Ze neni mozZny véci takhle hyzdit.

Néco vytvoiis, a nékdo ti to zkurvi. Vidycky
jsem tim trpél. Povazoval jsem to za nejvétsi
nestésti, které mé muze potkat. Prosel jsem
olistou, stra§livymi p¥ipady, a dneska se

na to divam trochu jinak. Pofad mé to trépi,
potdd chci délat véci, do kterych mi nikdo
nezasahuje, ale zdroveii se uz dneska podobny
piipady jako tenhle maraton stavaji zdbavnou
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Pavel Lev, cover for B.K.S.'s 1oth anniversary
publication, typeset by hand, 1984

Pavel Lev, obalka sborniku k ro. vyro&i B.K.S.,
ru¢ni sazba, 1984

Prof. Eckel Eckelhaft, an actual member

of B.K.S., in his summer field uniform, 1982
Prof. Eckel Eckelhaft, skutetny ¢len B.K.S.
v letni polni uniformé, 1982

Zuzana Lednicka, sketch for a CD cover, 1998

Zuzana Lednicka, skica k CD obalu Vltava, 1998

Zuzana Lednickd, graduation work, 1998
Zuzana Lednicka, diplomova préce, 1998
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‘No, never. There's some little trend going on
here and we're going to pretend not to notice
it. On the contrary, I don't care. I'm open to
every influence. I know that design is about
trends, I respect that. If I didn't I probably
couldn’t have had any success. I like following
what kind of trends surface. That's brilliant!
Watching how quickly the big companies snap
it up. The guys have hardly had a chance to
step aside and Quiksilver’s already posted

it up everywhere. It's just so amusing!

Even though it’s actually quite disgusting.

A person just has to be careful not to become
too comfortable. It’s good to have colleagues
around for things like that, to whom you can
say: ‘You do it, you have a feel for those things.
I'd be lost.” Today everything co-exists rather
than one wave coming along to supplant

the previous. When you're not part of some
tide, and you're not in the right place at the
specifically right time, you often don't even
know that a particular trend exists. Sometimes
it just passes you by because you didn't happen
to look at the particular magazines it was in at
the time.

When you try to approach things with

a specific idea in mind, and not just with

a view to a current trend, do you have the
feeling that these things have the capacity
to survive through the years?

In my view many things vanish into

oblivion. The best thing for that is selecting

a collection — like the one for this book. You
line everything up side-by-side and say:
‘Hmm, should this one go in the book?" At
that moment you can make a clear judgement.
You recognise more clearly whether you took
a conscientious approach to a piece of work.
You recognise whether it was a piece of work
you enjoyed doing, if you had time for it,

and if you were able to complete it without
pressure. Things that are thrown together
quickly to meet a deadline usually show
cracks in the long run. In my view things that
exhaust a certain principle also fade. Usually
the early things survive. Like when I began
with that aggressive typeface and the new
shapes that expressed a particular meaning.
Those things from the early days have
longevity. And it’s not because they were the
first things, but over time you just discover
that you're using a consistent principle, and
you don't give it much thought anymore. That
suggests that it's always better not to bore too
deeply into one thing and not get stuck in a
rut. A quality of rawness to a thing is often
good. I have a tendency to continually fine-
tune things, so that there’s not a speck out of
place, and that bothers me about myself. Even
when something isn’t completely finalised

it's often better and exudes more energy than
something that'’s perfectly tiptop. I say to
myself sometimes: “‘Why don't you just finally
let it be!?’

The old crowd

With the transition from fine art to applied
art you began to function as part of a team.
Whoever studies design, typography, fine

art, art education generally, usually learns

to work alone. You learn to do every single
thing from start to finish, being responsible
for it yourself. At the same time you have

the feeling that you are ‘the author’, that it’s
important that your name is on it and that no
one spoils it. The schools here are designed like
this. But that concept is already long outdated;
it doesn’t correspond to the needs of society.
Everyone thinks they're artists; the teachers
forget that in many fields reality is completely
different. I finished school and that's exactly
how I felt. And I had to learn teamwork later.
At the studio today your main partner is
Zuzana Lednicka.

The role Zuzana has today she’s basically

had from the start. She’s always been given
interesting assignments. The first thing we
worked together on was the final issue of
‘Raut’. After a while I discovered that we work
well together, that we complement one another
perfectly. Zuzana is my exact opposite in terms
of how we look at design, and at the same time
we're able to create things together. I come up
with an idea and she gives it creative form,
and vice versa. She introduced an intuitive
approach to our work. She has a completely
natural feel for it. She has the ability to
combine a broad range of colours, and she
works extremely freely. It's fantastic to see
how she soaks up all these things. You never
know what new things she’s scanned into her
mind. Thanks to her the studio’s profile has
changed considerably.

When I saw the collection of your work

I wondered if perhaps your generation
created so much when it was young because
there was simply more time. You didn't
have to deal with problems of supporting
yourself and the like, and you had this kind
of twisted creative freedom. My generation
is faced with market pressures.

Naturally, it was because of socialism. Because
we adopted a position of opposition to the
school and the art establishment, and it was
everyone — even the most docile among us.
The fact that we could at the very least oppose
our teachers, even though it seems comical, it
was actually mesmerising. And when I once
heard this tennis player talking about how
she has no personal life, and love, that’s not
for her, I recalled that there was a period
when I concentrated solely on art. We were

so obsessed that we even forgot about girls.
Now when I open old boxes I remember how
etching was everything then! My friend
Michal Cihlé# declared that he was never
going to marry or have children. Today he

has two. It's important how each one of us

soucdsti nas{ préce. Uz se z toho, Ze ty véci
jdou vlastnim Zivotem, raduju. Beru i to, Ze
néjaky logo skonéi, Ze ho nékdo z néjakejch
mocenskejch, nebo jenom sobeckejch davoda
zlikviduje. NaSe préce je véci ménit, no a ndm
to holt taky obc¢as nékdo zméni.

Alesi, ty jsi jak uéebnice spravnyho
pristupu!

Nech toho, pofad! J4 na sobé pracuju, to je
moje filosofie. Byval jsem negativni ¢lovék,
nasranej. Lidi mi zacali fikat, Ze jsem
neskute¢né protivnej. ,Prestail se poidd
mracit, jsi sém proti sobé, viem je to stejné
jedno, ni¢eho tim nedosdhnes, akordt té
nikdo nebude mit rad.“ A ja, diky tomu, Ze
jsem sportovec — to fikdm specidlné pro tebe,
abych té vytotil —, se dokdZu zapfit a zménit
se. At si o tom kazdy mysli, co chce. Na to,
abys v sobé néco v pétatficeti zménil, néco
zdsadniho, musi§ nabrat velkou silu a odvahu.
Vim, Ze to bude znit straslivé, ale uvédomil
jsem si, Ze jsem hroznej a ekl si, Ze budu
pozitivni. Uplné programové jsem na tom zacal
pracovat. Ted si ty negativni véci zdaleka tolik
nepfipoustim. A nynéj§i atmosféra ve Studiu
je tim ovlivnénd.

Ze mé smysl s lidma vychdzet, motivovat je,
Ze oni pak miZou n&co pfinést mng, to je tak
jednoduchd a primitivni zkuSenost, Ze jenom
blbec by s ni nepracoval. Neddvno jsi mi fekl,
Ze se nedokdzu povznést nad to, kdyz si ze
mné mlad§i délaji srandu, kdyZ se o mé otiraji
a vymezuji se vii¢i mné. Piemyslel jsem o tom
a poznal, Ze to tak je, Ze m43 pravdu. Je to
zbyte¢nd slabost.

Stara parta

S pfechodem od volnyho uméni k uZitymu
jsi taky zacdal fungovat v tymu.

Kazdy, kdo studuje design, typografii, volné
uméni, prosté uméleckou $kolu, se vétsinou
naudi pracovat sam za sebe. Zvykne si délat
v§echno od zagatku do konce, byt si za to
sdm zodpovédny. Zaroveil md pocit, Ze musi
byt ,ten autor”, Ze je duleZity, Ze je pod tim
podepsdn on a nikdo mu to nekazi. Skoly jsou
tu tak koncipovany. Ale ta koncepce je ddvno
pieZita, neodpovidd pot¥ebam spole¢nosti.
V§ichni si tam pfipadaji jako umélci. Ti,

co udi, zapominaji, Ze realita je v mnoha
oborech plné jind. Skon&il jsem $kolu a citil
jsem se pfesné takhle. A tymovy praci jsem se
musel teprve naudit.

Ve Studiu je ted tvoji hlavni partnerkou
Zuzana Lednicka. Ale zakladali jste ho

s Pavlem Lvem.

S Pavlem se uZ trochu zndme ze §koly — podle
jeho slov mé tam vnimal jako blba. KdyZ jsem
v dubnu 1990 dostal nabidku, abych pracoval
v Reflexu, hledal jsem k sobé& dalsi designéry
a nabidl spolupréci i jemu. Byl mi pak

v Reflexu vytvarné i lidsky nejblizsi.

Po tiech letech jsme odesli a zaloZili studio.
Museli jsme se hodné véci uéit za pochodu.
Potitate, G¢etnictvi, smlouvy, ndjmy,
roz§ifovani studia. Nékdy to bylo mezi nama
sloZity, ale presto, Ze ze dvou lidi je dnes
dvandct, ztstal. Ve chvilich krize byl vidycky
pii mné a vidycky umél situaci posoudit
realisticky. Sdm na sebe a na svoji praci se divd
objektivné, coz neni obvykly. Je pro Studio
pofdd hodné dilezity. Podstatné je i jeho
¢lenstvi v tajné organizaci B.K.S. (Bude konec
svéta).

Zuzanin piichod do studia pro mé byl velka
zkuenost, jak to délat s novyma lidma

v budoucnu. Musi je umét najit, zkusit extern{
spolupréci, vzdjemné se s nima poznat a zjistit,
jestli to zvlddnou po tvardi i lidsky strance,
jestli dokdZou bejt skromni, tolerantni a jestli
umi fungovat v tymu. A Zuzana tu roli, kterou
m4 dneska, md vlastné od zadatku. Vidycky
dostdvala zajimavy zakdzky. Jeji prvni
spolupréce se mnou se tykala posledniho ¢isla
Rautu. Po Case jsme zjistili, Ze se ndm spolu
déla dobfe, Ze se vyborné dopliiujeme. Zuzana
je protipél mého pohledu na design a zaroveri
¢loveék, se kterym jsme schopni vytvafet

véci spole¢né. Mam népad, ona ho vytvarné
realizuje, a obracené. Ona do nasi prace vnasi
intuitivni p¥istup, citi to absolutné p¥irozené.
Ma schopnost kombinovat §iroké $kédly barev,
pracuje s velkou volnosti. Je iZasny vidét, jak
ty véci nasavd. Nikdy nevis, co si kde novyho
naskenovala do hlavy. Diky ni se profil Studia
dost proménil.

Mél jsi diiv nékoho, s kym bys design fesil?
0d doby, kdy jsem zménil svij styl, jsem se

tu citil jako solitér. DuleZity byl Jarda Réna,
ktery mi dodal odvahu proménit se. Mezi
grafiky jsem ale nemél partnera, se kterym
bych si o tom mohl promluvit a védél, Ze

to citi tak jako ja. Po ase se to grafické
spolecenstvi zacalo ddvat dohromady, zacal
jsem si s nékterymi grafiky o designu povidat.
Ten, kdo mi vZdycky rozumél, byl maj profesor
Jan Solpera. PfestoZe jeho styl je dost odli¥ny.
Pozdé&ji Toméas Machek (z potdtku m& nemél
moc réd, ale pak jsme se skamaradili).

V urcité dobé pro mé byl velmi inspirativni
Petr Krejzek. KdyZ jsme spolu o designu
mluvili, hodné jsme si rozuméli. V poslednich
letech jsme se sbliZili se Zdetikem Zieglerem

a Rostou Vaiitkem. Ve §kole to byl Michal
Cihlaf. Absolutni solitér, a pfesto prvni ¢lovék,
se kterym jsme néco mohli délat dohromady,

i kdyZ jsme se kazdy vyjadfoval uplné

jinak. Hodné mé ovlivnil v zaujeti pro préaci

a v nekompromisnim pf¥istupu.

To byl mij prvni druh v tvorbé. Dneska je to
nejvic Zuzana a postupné ve Studiu p¥ibyvaji
dalsi.

Jaky vliv ma tvaj spolkovy Zivot — angaZma
ve strukturach jako jsou Sklep, Tros Sketos,
Stara parta a podobné - na tvij uspéch
grafického designéra?

Abych uspokojil svoje konkurenty, musim fict,
Ze obrovskej. Nebyt toho, nikdo o mé nevi!
Spokojen?

Lidi z moji generace, kterym je$té nebylo
tficet, maji problém s tou vasi. My jsme

to viechno projeli. Vam bylo po revoluci
mezi dvaceti a tficeti, konéili jste Skoly

a dostali jste to tu zadarmo. VSichni ti
Ondfi¢kové, Muchowové, Simonové Pankové
a AleSové Najbrtové si to tu rozebrali.

Pak jsme pfili my, stejné jako vy jsme
vyrostli za minulého reZimu, takZe jsme
stejné lini a neschopni a neprarazni

a rozeni zaméstnanci, akorat se v nas
nikdy nenastfadala frustrace, Ze néco
nesmime. A% ted s vimi - Ze statky uZ jsou
rozebrdny. A po nés prichdzi generace, kterd
uz vyrostla s novymi moZnostmi, v jiném
prostfedi a pfevélcuje nas.

Vi, co ja si myslim o va§i generaci? Kdyz

uz takhle zjednodusujeme? Jste neskonale
lini a neskonale neambiciézni. Pamatuju,

jak vypadala UMPRUM pér let po revoluci,
kdyZ jsem tam trochu uéil, a doted se to moc
nezménilo. Ty lidi to prosté tolik nezajima,
nemaji chut si vzajemné ukazovat, co udélali,
soutézit. KdyZ my byli na UMPRUM, potadali
jsme vystavy, neustdle jsme byli spolu, ve §kole
jsme byli pofdd a navzdjem se ovliviiovali.
Vidyt je to trapny. Tady se po Sklepu a dal§ich
divadlech Prazsky pétky neobjevilo nic
skute¢né zajimavyho, inspirativniho. Sklep
mele z omacky, kterou uvatil pred dvaceti
lety. Ze by ale ptisel nékdo s né¢im novym,

Ze by néco naboural? Jmenuj mi jedno
divadlo! Ve vytvarnym uméni je to podobny.
Jednotlivci se prosazuji, ale neni to skuteény
tlak dal3i generace, ktery bych predpokladal.
Vzdyt je to pofad jenom samd krétkodecha
péza; vidis, jak tomu sami nevéii, jak
nedokdZou pracovat kontinudlné. Viichni se
hlavné zabyvajf tim, co na to druzi.

Kdyz jsem vidél tvij depozitaf, fikal jsem
si, jestli jste v mladi tolik netvofili jen
proto, Ze prosté bylo vic ¢asu. Neméli

jste existenéni problémy a méli takovou
pokroucenou tviréi svobodu. My méme
tlak trhu.

Samoziejmé, Ze to bylo tim socikem. Tim,

Ze jsme se vymezovali vici $kolnimu

a uméleckému establishmentu, a to v§ichni —
i ti nejkrot3i ze viech. To, Ze jsme mohli jit
aspoii proti svym profesortim, i kdyZ je to
legraéni, to bylo vlastné kouzlo. A kdyZ jsem
jednou slySel néjakou tenistku, jak ¥ika,

Ze nemd osobni Zivot a laska, to Ze pro ni nent,
vzpomnél jsem si, Ze v jistém obdob{ jsem se
soustfedil jen na to uméni. Byli jsme tim tak
zaujati, Ze jsme zapominali i na holky.

Kdy?# ted oteviu stary krabice, vzpomenu si,
Ze tenkrat §lo v8echno do lept! Michal Cihlaf
hlésal, Ze se nikdy neoZeni, nikdy nebude mit
déti. Dneska mé dvé. Je stra§né dalezity, jak
se s tim kaZdy z nds dokdZe vyrovnat, do jaké
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has been able to come to terms with things.
To what extent someone’s been overcome by
their wife, children, work, laziness, comfort.
Those who don't give in are the winners. Those
who do are cop-outs. If they aren't capable

of maintaining enough space and energy for
themselves to continue working. I have no
intention of accepting that. — Can I interrupt
for minute? My daughter’s calling to tell me
how she did in math.

So, was it all right?

Great, she did well.

What kind of influence does your
‘extracurricular’ life — your involvement in
groups like Sklep, Tros Sketos, Stara parta
(The 0ld Crowd) and so on - have on your
success as a graphic designer?

This seeming list of memberships was actually
just a handful of activities I was engaged in,
when we were all living together and enjoyed
always inventing something new. Most of it
emerged as part of Prazskd pétka. Thomas &
Ruhller started out as a bit of invidious fun we
made of the performer Tom4s Ruler. But Honza
Slovak and I kept it up, and during these
twenty years we've taken a real shine to it.
And to me it has brought many of designs as
well. Tros Sketos and the band MTO Universal
satisfy my exhibitionist nature, and at the
same time they provide some very surprising
challenges for me as a designer. I value
tradition, so I keep up some groups that would
have long ceased to exist, or maybe don't
actually exist anymore. For instance, Stard
parta, which is a group that defends Jestéd
Mountain against Turkish invaders. That's the
one closest to my heart. I miss the crazy scenes
of people shouting over one another at our
regular meetings. Do you want me to sing our
anthem to you?

There’s no question we've given each other

a hand up, that's how it is. But let’s be
truthful, that alone is not enough.

How has the theatre helped you from

a creative perspective?

Very much. Mainly in the period when I was
living in an artistic environment, I took
everything very seriously. There isn't a lot of
humour among artists. Artwork is a serious
matter. At least that’s my experience. And
just by chance actually I got into Baletni
jednotka Kfe& (The Cramp Ballet Troupe) and
then mainly into Sklep — suddenly I was like
Alice in Wonderland. I observed how they
behave, how they think, how they poke fun
at everything. I wasn't like that. It just so
absolutely suited me and I quickly caught on.
And suddenly I understood that how they

live is reflected in how they create. It was an
important education for me there.

In that perspective the influence of the
architect and Sklep member David Vévra was
huge. Even in terms of his positive, humane
approach. David is a person with religious

beliefs, and I also come from a religious
family. My parents belong to the Brethren
Evangelical Free Church. Everything was
always extremely conservative in that
environment. I wanted to escape it — and that
caused problems. For someone with religious
convictions my father is actually very open-
minded and receptive to things, but on certain
matters he still opposed me, and he tried
gently but relatively emphatically to influence
what I do. Say, to make me keep attending
mass. And I did go, but I used to take off from
church to go to the record exchange. Both
were held on Sunday mornings. The church
was on Soukenick4 Street and the record
exchange at that time was nearby at Letna
Hill, below the former Stalin monument. I'd
then tell my dad that I had left the service at
the end. But I ultimately stopped attending
anyway.

And now decide: toss it, keep it?

In the Fototorst series, for which you

do the graphic-design work, you have

a say in which photographs are selected
for publication. Selecting photographs
published in a monograph strikes me

as a big and unusual task for a graphics
studio.

There are several basic factors behind this.
One is my work at ‘Reflex’, where as art
director I had a hand in determining which
photographs would be published, which
photographers included, what the titles were
to look like, and which photographs were
selected for the individual articles. I got a lot
out of it because I had a considerable amount
of latitude for making decisions, and it was

a job that I'd never had any experience with
previously. The position of art director had
never existed here before. Even at school we
never commented on photographs.

Also, I've been a friend of the photographer
Tono Stano since 1989, and I've had the
opportunity to become very familiar with his
work and select photographs for his books and
exhibitions. We worked together on ‘Raut’,
where a substantial amount of space was
devoted to photography.

Then Fototorst came along. The book series
that we came up with, realising that it was
something that had to be viable even a decade
from now, had to be as uncomplicated as
possible, and had to promote photography.
And when someone brings you photographs
that some critic has selected you find that
he has absolutely no feeling for them and
has juxtaposed images that simply cannot be
placed side by side, that he lacks feeling and
experience, but he ‘knows best'...

Local graphic designers tend to rank
photography almost last and often they

miry ho semelou manzelky, déti, prace, staf{,
lenost, pohodlitko. Ti, co tomu nepodlehnou,
jsou vitézové. Ti, co podlehnou, jsou sraci.
KdyZ% si nedokdZou udrZet prostor pro sebe

a energii, aby mohli dal délat. J4 na to prosté
nehodldm pfistoupit. — MiZu to na chvili
pierusit? Vold mi dcera, chce mi Fict, jak ji
dopadla matematika.

Tak dobry?

Skvély, dopadlo to dobfe. No, vypadas
unaveng, kolik uz jsi udélal &isel Zivlu coby
$éfredaktor?

Vlastné pét. A unavenej jsem.

Unavé rozumim. Unavenej tim, Ze na to nemés
penize, unaven tim, Ze ti v§ichni v8echno
odevzdavaji pozdé, tim, Ze na to nakonec
zustane$ sdm a nikdo té moc neoceni.

Taky jsem délal ¢asopis, vim, co to je. Stra§né
jsem litoval, Ze Raut po ¢tyfech letech skonéil.
Ale s odstupem Casu si ¥ikdm, Ze jsem to mél
udélat s radosti. Skondi s radosti a za¢ni néco
jiného. A jestli mas silu délat to dal, tak to ddl
délej. To je iZasny!

Dobie. Mélo tedy to tvoje élenstvi v téch
vSech partich néjakej vyznam?

Urdité. Ale ten mij bezpocet spolki, to je
vlastné par aktivit, ktery vychazeji z obdobi,
kdy jsme Zili spolu a bavilo nds pofdd néco
vymyslet. Vétsina toho vznikla v rdmci
Prazsky pétky. Thomas & Ruhller zadal jako
takova potouchld legrace z performera Tomase
Rulera. Nés to ale s Honzou Slovakem nepustilo
a nasli jsme v tom béhem téch dvaceti let
velky zalibeni. Ja i hodné designovych
realizaci. Tros Sketos a MTO Universal
uspokojuji muj exhibicionismus, a zédroveri

to pfind3i i néktery velmi piekvapivy vyzvy
pro mé jako designéra. Mam rad tradici, takze
udrZzuju néktery spolky, ktery by uz davno
neexistovaly, nebo mozZnd uz ani neexistuji.
Tieba Starou partu, kterd chréni Jestéd pred
néjezdy Turki. Ta je mymu srdci nejblizii.
Chybi mi to divoky prekiikovani staropartaki
na nafich pravidelnych schtizich. Chce§
zazpivat nadi hymnu?

Nepochybné jsme se vzdjemné nékam vyvezli,
tak to je. Ale co si budeme povidat, samo o sobé
to nestaci.

Jak ti pomohlo divadlo z tviréiho hlediska?
Hodné. Hlavné v obdobi, kdy jsem Zil

ve vytvarném uméleckém prostiedi, jsem
viechno bral vdZné. Mezi vytvarniky moc
humoru neni. Tvorba je zdvazna véc. Mam
aspoil takovou zkusenost. A vlastné ndhodou
jsem se dostal do Baletni jednotky Ki'e¢ a pak
piedeviim do divadla Sklep — najednou jsem
byl jako Alenka v Fi§i divii. Koukal jsem,

jak se chovaj, jak premejslej, jak si ze vieho
délaj prdel. J4 takovej nebyl. Désné mi to
vyhovovalo a rychle jsem se chytil. A najednou
jsem pochopil, Ze se to, jak Ziji, promita

do toho, co tvofi. To byla velkd $kola.

Z tohohle hlediska je t¥eba vliv Davida Vavry
obrovsky. Taky v tom pozitivné humannim

piistupu. David je vérici ¢lovék, jd jsem taky
z véfici rodiny. Cirkev bratrskd. A v tomhle
prostitedi bylo viechno vzdycky stragné
konzervativni, ja se z toho chtél vymanit —
a byly z toho problémy. Otec je na to, Ze je
vérici, velmi svobodomyslny a otevieny, ale
stejné mi v urditych vécech branil a snaZil
se jemné, ale pomérné dlirazné ovliviiovat,
co déldm. Tieba abych chodil na bohosluzby.
A jé chodil, ale utikal jsem odtamtud na burzu
s deskama. Oboje bylo v nedéli dopoledne.
Modlitebna je v Soukenické ulici a burza

v ty dobé byla na Letné pod Stalinem. Ja pak
tétovi tvrdil, Ze jsem odchézel z kdzdn{ az
na konci... Stejné mé neudrzeli, pfestal jsem
tam chodit.

A ted to rozhodnuti, vyhodit,
nevyhodit

V edici Fototorst, kterou graficky
upravujete, mas vliv i na vybér fotek.
Volba fotografii pro monografie mi pfijde
jako velky a nezvykly tkol pro grafické
studio.

Tam se projevuje nékolik zakladnich vliva.
Jeden je moje prace v Reflexu, kde jsem jako
art direktor ovliviloval, jaky fotografové

tam budou, jak budou vypadat tituly i jaky
fotky k jednotlivym ¢ldnkim vybereme.
Dalo mi to hodné, protoze jsem mél velky
prostor pro rozhodovani a zdrovesi to byla
préce s jakou jsem do té doby nemél Zaddny
zkugenosti.

Role art direktora tu nikdy neexistovala. Ani
ve §kole jsme se k fotografiim nevyjadfovali.
Vedle toho se od roku 1989 kamarddim

s fotografem Tonem Stanem, mam moZnost
byt blizko jeho préci a vybirat fotky pro jeho
knizky a vystavy. Délali jsme spolu Raut,

a tam méla fotografie velky prostor.

Potom priSel Fototorst. KniZni edice, kterou
jsme vymysleli s védomim, Ze za deset let
musi pofdd fungovat, a tudiZ musi byt co
nejjednodussi a slouzit fotkdm. A kdyZ ti
pfinesou fotky, ktery vybral n&jakej teoretik,
a ty zjisti§, Ze ten ¢lovék to absolutné neciti,
Ze dal vedle sebe fotky, ktery spolu bejt
nemtZou, e mu chybi cit a zkuSenost, ale Ze
to vi ,nejlip“...

Zdejsi grafic¢ti designéfi mivaji fotku
vidycky aZ na poslednim misté&, asto jsou
to spis typografové. U umélecky fotografie
opravdu nejde o to, aby lidi na ni nekoukali
ven ze stranky. Dramaturgie fotografickyho
souboru je hlubsi a predpoklada pravé
teoretické znalosti.

Nefikdm, Ze to v§ichni délaji §patné. Vybaveni
na to ale moc nejsou. Krom nékterych,
naptiklad Anny Farové. Casto jsou to jenom
takovy kecalisti a pisdlisti, a kdyZ pak fotku
maji vzit do ruky a pracovat s ni, neumi to,
protoZe to ve skute¢nosti nikdy nedélali.

Michal Cihlé¥, ‘Graphic Artist’, dry point, 1984

Michal Cihld¥, Grafik, sucha jehla, 1984

Pavel Bene§, New Year's Greeting 1989
Pavel Benes, PF 1989

The Cramp Ballet Troupe, ‘Right Here’,
theatre poster, 1984

Baletni jednotka Kfe¢, Pravé tady,
divadelni plakaét, 1984

Poster for the Prague Five Generation
in Vienna, screenprint, 1994

Plakét Generace Prazské pétky ve Vidni,
sitotisk, 1994



David Vavra and Ale¥ Najbrt in a performance
of ‘Camels Go through the Night', 1993

David Vavra a Ale§ Najbrt pii pfedstaveni
Velbloudi jdou noci, 1993

Jaroslav Foglar and the Brotherhood

of the Cat’s Paw at Dobegka, 1987
Jaroslav Foglar a Bratrstvo ko¢i¢i pracky
na Dobesce, 1987

Ale¥ Najbrt and Frantigek Skédla

at a concert of MTO Universal in the Rudolfinum, 2004
Ale§ Najbrt a Frantigek Skdla

pfi koncertu MTO Universal v Rudolfinu, 2004
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are really more typographers. In art
photography, though, it's not a matter

of just making sure that people on the
photograph aren't staring out of the page.
Editing a collection of photographs is
more complex and requires theoretical
knowledge.

Working with Josef Koudelka has been

a great education for me in that regard. We
first met when his photographs were being
prepared for publication in ‘Raut’. In time
we developed stronger ties and today, when
he comes to Prague, he calls and we go over
his new photographs or we shift around
photos in the book layouts for publication.
He always has them spread out across his long
desk. It's brought me a wealth of experience.
He'll propose, say, three variants, and you
have to have an opinion on them. It's not
easy. He'll come three months later and say:
‘Listen, I took another look at it and shifted
it around again, come and have a look.” An
incredible guy! I really enjoy it, and it is

at times more interesting to work on these
intangible aspects of a thing than coming
up with some poster. It’s really pleasant! As
a graphic designer you simply cannot just
disregard this aspect. Knowing how to select
photographs is the same as knowing how to
select the right typeface, its size or colour.
It's a skill, but it’s also a question of
experience and sensibility.

But isn’t that really the job of a curator?
Aren't there different criteria at play here,
isn't it the significance of the photograph
that’s important? Especially when

you're doing a retrospective, the graphic
perspective can be superficial.

Obviously. Those are the rudiments. I find
selecting paintings and sculptures just as
enjoyable as photographs. You have to decide
on a system and have the ability to add in
new perspectives over the course of your
work, perspectives of time and style, and
even proportionality. You line all that up and
reappraise everything. It can't be done quickly
because your subjective view evolves, and
you get the feeling that there are, say, three
possible ways of doing something. Suddenly
you find something seems wrong or has been
left hanging. And now decide: toss it, keep

it, put it on its own...? That in my view is
the job of an art director. Knowing how to
combine things, connect them. And when you
have the chance to do the graphic design for
it yourself, when you're not just the curator,
that'’s fantastic.

Graphic design belongs on writing
paper

The designer Marek Pistora says that logos
essentially don't exist anymore. There are
now only inscriptions.

In recent years in this country very simple
logotypes have begun moving to the fore.

It's begun to take on absurd forms. The logo

is slowly losing its content, and it’s now

just engineering. The designer Petr Babak is
making a critical statement on that when in
the competition to design a logo for the City of
Brno he simply draws a line through Prague
Castle or writes this funny line from a popular
song: ‘Brno is the golden ship'. I like how that
opens up possibilities to think about — though
many people don’t even want to consider

that really becoming the logo for Brno. I do
want to consider it. It may be an extreme
approach, but it’s so important that someone
does things like this. We want the logo to have
some meaning, for it to convey some kind of
emotion. That's where I see the future of new
labels.

But the winning design probably won't

be the one with the line through Prague
Castle. These designs push back the
boundaries, but they remain on the edge,
and someone else walks off with the
commission. I wonder if such things don't
rather belong in exhibitions.

I find it more enjoyable as part of

a competition. And Petr too, I think. The
significance of this action is to persuade the
client. I'm not a fan of rejected proposals. For
me they're dead. Our task is to make ideas
come alive. I think that the Prague logo is

an example of that. We try to come up with
provocative but successful designs. Crossing
out Prague probably can’t be accepted as

a winning design. But ‘Brno is the golden ship’,
could be. And that’s interesting.

If it's not accepted, no one will see it, or
just a small group will, which will only
find their frustrations increased as a result,
thus leading to even wilder things. One of
the definitions of intelligence is the ability
to adapt. But many people do not take

a positive view when you adapt too much
to the client’s wishes and revise your own
vision. Preserving some aspects of fine art,
some licence, is customary.

But this is applied art, it’s graphic design,

not fine art. It has a function to perform. It
involves complex negotiations and listening
to the other side, which is not just a bunch

of dummies. That proclaimed intransigence
appeals to the public that appeals to them. For
students, for people who move within a limited
space and aren't interested in accommodating
clients in any way. They're interested in
absolute freedom. Which is understandable,

I understand that. Fine, but then let’s get out

Mé& déva velkou $kolu Josef Koudelka.

Poprvé jsme se sesli, kdyZ jsme jeho fotky
pripravovali do Rautu. Casem nase vztahy
zesilily a dneska, kdyZ pfijede do Prahy,
zavold a probirdme jeho novy fotografie nebo
pfehazujeme fotky v layoutech piipravovanych
knih. M4 to vZdycky uZ rozloZené na svém
dlouhém stole. To je obrovska zkuSenost.
Nabidne ti tfeba t#i varianty, a ty musis
zaujmout stanovisko. To nenf jednoduché.
Pfijede za t¥i mésice a fika: ,Hele, tak sem
se na to e3té dival, sem to e¥t& piehdzel, pod
se na to podivat.” Neuvéfitelnej chlap! Mé to
stra$nd bavi, a d&lat takovouhle neviditelnou
préci je Casto zajimavéjsi, neZ vymyslet
néjakej plakat. To je takova radost! To prece
nemuze§ jako graficky designér vibec
pominout. Umét vybrat fotky je stejné, jako
umét zvolit sprdvné pismo, velikost nebo
barvu. Je to taky femeslo, ale taky otdzka
zkugenosti a citu.

Ale neni to spi§ prace pro kuratora?
Nemaji tady byt kritéria jind, nejde

spis o smysl fotek? Zvlast, kdyz délas
retrospektivu, maze byt graficky hledisko
povrchni.

Evidentné. To je zdklad. M& stejné jako fotky
bavi vybirat i obrazy a sochy. Musi§ zvolit
systém a mit schopnost do toho v pribéhu
préce zapojit dal3{f hlediska. Casové, stylové
a tfeba i hledisko proporénosti. To v§echno
klades do fady a prehodnocujes. Ned4 se

to udélat rychle, protoZe tviij subjektivni
pohled se vyviji, a ty citi§, Ze to maZe§ udélat
tfema zptisobama. Najednou ti tam néco
nestymuje, néco ti tam zlstdva viset — a ted
to rozhodnuti: vyhodit, nevyhodit, dét to
samostatné... To je pro mé prace art direktora.
Umét véci dat dohromady, skloubit je. A kdyz
ma§ moznost, sdm si to i graficky upravit —
kdy?Z nejsi jen kurdtor, je to GZasny.

Graficky design patfi na dopisni
papiry

Designér Marek Pistora #ik4, Ze logo jako
takové uz vlastné neexistuje, Ze uz existuji
jen napisy.

U nés se v posledni dobé zacaly prosazovat
hodné jednoduchy logotypy. Dostalo se to

do absurdni podoby. Loga pfestdvaji mit obsah,
je to jenom takovd inZenyritina.

Petr Babak se vii¢i tomu vymezuje, kdy? tieba
v soutéZi na logo mésta Brna prosté preskrtne
Prahu, nebo napife ,Brno je zlata lod.” Libi se
mi, Ze tim otevird mozZnost uvazZovat — spousta
1idi o tom ani uvaZovat nechce -, Ze by tohle
mohlo byt skute¢né logo Brna. Ja o tom
uvazovat chci. Je to mozna hraniéni pf¥istup,
ale je stra§né dileZity, Ze nékdo néco takovyho
udéld. Chceme, aby loga méla obsah, aby

nesla néjakou emoci. V tom vidim budoucnost
novych znacek.

Pfe§krtnuty Hrad¢any ale tu soutéZ
pravdépodobné nevyhraji. Posunou hranice,
ale zlistanou na okraji, zakdzku si odnese
nékdo jiny. Jestli takova véc potom spis
nepatfi na vystavu.

Bavi mé to vic v soutéZi. A Petra snad taky.
Smyslem tohohle kondni je pFesvédéit
zdkaznika. Nejsem fanou$ek nepfijatych
névrhi. Ty jsou pro mé mrtvé. Nadim tkolem
je prosadit ty myS$lenky do Zivota. Myslim,

Ze nage logo Prahy takovym pfikladem je.
Snazime se vymyslet hrani¢ni, ale uspésnd
feSeni. P¥eskrtnuty Hrad¢any asi projit
nemuzou. Ale ,Brno je zlatd lod" uz mozné
ano. A to je zajimavé.

Pokud to neprojde, nikdo to neuvidi, nebo
jen mala skupina, ktera tim jen utvrdi svou
frustraci, co vyisti v jesté uletovéjsi véci.
Jedna z definic inteligence je schopnost
pFizpusobit se. PFili§ se ale pFizpusobovat
klientovi, korigovat svoji vizi, to mnoho
lidi nevnima dobfe. Je tu zvykem néjaky
ty aspekty volnyho uméni, néjakou svévoli,
zachovavat.

Ale vidyt délaji uzité uméni, graficky design,
ne volné uméni. Né¢emu slouzi. Ale to je
druhy strang, na ktery nejsou jen hlupéci.

Ta proklamovand nedstupnost je atraktivni
pro publikum, které je atraktivni pro né,

pro studenty, pro lidi, ktery se pohybujou

v uzavienym prostfed{ a nezajimaé je néjaky
piizpusobovani se klientovi. Zajima je
naprostd svoboda. CoZ je pochopitelné,

tomu rozumim. Dobie, ale pak vyklidme
tyhle pozice a nechme ten prostor jenom
poloamatérim a reklamnim agenturdm,
ktery tu prdci — v pfipadé, Ze se néjakym
zpusobem neprosadime nebo nepfizpusobime —
budou délat. Otdzka je, jestli to chceme udélat.
Jestli to, Ze budeme svym extremismem

a tvrdohlavosti z téch pozic vytla¢eni, nakonec
povede k né¢emu dobrymu. Nebo ndm pak
bude muset nékdo dévat stipendia a granty,
abychom mohli pfezit? Tyhle tendence

v designu mé zardzeji. Mdm pocit, Ze designéri
si ¢im ddl vic hrajou na volny umélce, coZ je
zfejmé kvili tomu, Ze v nékterych zemich

se nemuseji zas az tak natvrdo Zivit, ale
dostavaji rizny granty — t¥eba v Holandsku —
jako umélci. Nejsou nuceni k tomu, aby jejich
préce plnila zaddni a nemuseji se zodpovidat
zdkaznikovi.

To je podstatna myslenka. M&S pocit, Ze co
se neuzivi samo, nemd pravo na existenci?
Volna ruka trhu?

To jsem nefek’. M4 to ndrok na existenci.
Jsem pro volné uméni. Sdm ho chci délat

a délam. Ale jaky ma smysl délat graficky
design pro nikoho?

Je to trojuhelnik: designér, klient

a publikum. Casto se sim pro sebe ptdm:
»Je grafikovym publikem zadavatel, nebo
imaginarni konzument?“ A taky: ,D&l4

BOMBA
Sok

Headlines from ‘Reflex’ magazine, 1990
Titulky z ¢asopisu Reflex, 1990

Spread in the first issue of ‘Raut’ magazine,
Jaroslav Pizl, 1992

Dvoustrana z 1. ¢isla ¢asopisu Raut,
Jaroslav Pizl, 1992

Invitation cards for parties
of ‘Raut’ magazine, 1992, 1993

Pozvanky na vedirky asopisu Raut,
1992, 1993

Petr Babdk & Petr Stépe’m,

Logo design for the City of Brno, 2004
Petr Babdk, Petr Stépén,

névrh na logo mésta Brna, 2004

PRA|HA
PRA|GUE

PRA|GA
PRA|G

Logo for the City of Prague, 2002
Logo Hlavniho mésta Prahy, 2002
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of the way and just leave the floor to semi-
professionals and advertising agencies, which,
if we don't assert ourselves or adapt in some
way, are the ones who are going to do this
work. The question is: Do we want to do it? If
owing to our extreme and stubborn approaches
we are squeezed out of this field will that

lead to something positive? Or will we then
have to find stipends and grants in order to
survive? Certain tendencies in design puzzle
me. I have the feeling that designers are more
and more playing at being fine artists, and
this is evidently because in some countries
(like Holland) they don't have to work as hard
to make a living and they can take advantage
of various grants as artists do. They don't have
to adapt their work to the requirements of

a commission, and they don't have to answer
to any clients.

That’s an important point. Do you feel that
what isn’t capable of supporting itself has
no right to exist? Do you believe in the
invisible hand of the market?

I didn't say that. It does have a right to exist.
I support fine art. I intend to pursue it myself
and I do. But what is the point of graphic
design that is created for no one?

It's a three-way relationship: designer,
client, and public. I often ask myself: Is the
graphic artist’s audience the client or an
imaginary consumer? Graphic artists often
don’t agree with their clients on what good
design is.

Then let them look for different clients. We're
dealing with goods that have an aesthetic

and intellectual quality, and that complicates
things. But otherwise these are goods like any
other: either there’s a buyer or there isn't.

I would love to work in ideal conditions where
I enjoy the client’s full trust that I'm doing it
the way that’s best for him: The designer as an
unquestionable authority. But at the same time
it's often happened that a client has persuaded
me that I'm not doing something the right way
and it turned out to be true. Of course you

try to find every means possible to persuade

a client, if possible on the basis of the quality
of your work, but even by other means, such as
adequate arguments. Being able to explain and
defend one’s work is a part of it.

We aren't right all the time. For example, the
poster for the film ‘Samotd#i’ (Loners). The
scene with ‘Jifi MachéZek as an alien’ grabbed
me from the start. I told the director David
Ondfitek: ‘That’s the logo scene’. He didn't feel
too sure about it, and we looked for something
else. We had trouble finding something. We
selected the photograph of Labina Mitevska,

a powerful photograph, good quality, but it
didn't say much about the film. Then David
came and said: ‘T need Machd&ek in there; we
need him to sell the film." The night before
we were supposed to deliver the completed
poster Adam Holy took Jifi’s photograph. In
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my view it wasn't a really good photo. Adam
didn't have the right conditions, or the time.
I spent two hours with David at our studio
with two posters; I wanted the photo with
Labina, I tried to convince him that the poster
with Machédcéek was silly, trivial. He went

for Machdéek, and we used Labina for the
English version, where the commercial factor
wasn't that important. And it's happened to
me twice that I've been showing it somewhere
and explaining how we gave in, and how

we prefer the Labina poster. And people are
always surprised and say: ‘You know, the one
with Machéd&ek seems better to us." And what
then? Maybe the Machédcek poster was more
veracious, it said more about the film, even
though the photo wasn't that good. So when is
it right to compromise and when do you need
to assert your own view more?

What percentage, then, of your work is
business, and what percentage your own
graphic work? How much time do you spend
at meetings pitching designs?

I'd say it's easily fifty-fifty. And sometimes it
seems hopeless. But I don't have the feeling
that I've made too many compromises. We tend
to avoid advertising campaigns and we mainly
do corporate design, where professionalism is
important and the clients don't meddle nearly
as much in the work.

One important motive behind why I opted to
study applied arts is that it irritated me the
way the artistic community - leaving aside
the fact that it’s so small - is unnaturally
influenced by a handful of critics, or at that
time it was. And they decided what was

and what wasn't any good. It wasn't a free
and open contest, where the people who are
going to buy it or admire it are also the ones
who determine who is good and who isn't. It
seemed to me that things were more honest
and authentic in design.

And in the end it's exactly the same...

Far from it. Curators don't pay for artwork.
Clients do. OK, not exactly out of their own
pockets, but you do something for them and
they have to pay for it, and in a way that is,

I wouldn't say harder, but, in my view more
honest. When you do this work there’s often
no getting around the situation where it's
your role to assist in some activity aimed at
making something intelligible to others. You
are simply providing quality work in your
profession. Any artistic value, which we were
speaking of earlier, is something extra. And in
my view that’s what determines who the real
top designers are.

How do you perceive graphic design? If you
hang a poster in a gallery will it be graphic
design or fine art?

It'l] be both, except in most cases the design
in the gallery won't serve its function. This
year at the Brno Biennale there was an
exhibition organised by Peter Bilak. The aim

was to respond to the problem of exhibiting
graphic design in galleries. Peter correctly
said there that graphic design belongs in life,
in bookstores, on the streets, on building
walls, on billboards, on writing paper, and
when it’s removed from the setting in which
it serves a function it suddenly expires. When
it’s deprived of these contexts you can't assess
whether it’s functional and thus work of good
quality.

The exhibition was called ‘Graphic Design in
a White Cube’. Bilak addressed several foreign
designers and set them the task of creating

a poster on that theme, which would then

be shown at the exhibition, and they were.
The theme is difficult, though I have an idea
of what I would do with it. I'd write: ‘To see
graphic design, leave the galleries behind and
live it in the streets!’

What was it like the first time you went
abroad as a designer?

A major experience. Michael Horsham

of Tomato did a big article with me for ‘Eye’
magazine. Understandably I was completely
floored by the whole thing then. And on

the basis of that issue Beckmans School in
Stockholm selected lecturers for a one-day
seminar. Participating were Seymour Chwast,
Peter Saville, Lucille Tenazas and Siobhan
Keaney. (Tenazas and Saville appeared in
that issue of ‘Eye’ along with me, so I guess

I was partly thrown in with them.) It took
place sometime in 1995, I was really stupefied,
and I spoke English worse than now. I was
about prepared enough for a school exam.

We went to dinner. Everyone was already
seated, and suddenly the doors opened and in
walked Saville. That was really something,
because he carried himself like a rock star.

It was absolutely unbelievable. Suddenly his
presence filled the pub. I said to myself, it’s
like Mick Jagger just walked into the room.
Even Chwast, such an authority from Pushpin,
the father of all designers, was second to him.
I was nervous about giving my talk, because
I'd never done this before at all, let alone in
English. Saville went before me, and I was
really hoping that he would be there for my
talk. The hall seated about three hundred
people, with a huge screen, spotlight on the
lecturer. I was so nervous that I had to take
two pills to calm down. And then the one
person I wanted to be there more than anyone
else wasn't there in the end. After the talk he
came up to me and asked: ‘Well, how'd it go?
Did it turn out all right? I went to lie down,

I was a bit tired...” But it had gone pretty
well, the students cheered and whistled. And
Saville: ‘Hey, they say it was interesting. I'd
like to see some of your stuff.” So there I was
the next morning, like a stooge, waiting

at breakfast with my slides. Forget about

a notebook. It was a really friendly encounter;
he wanted a poster or a copy of ‘Raut’. And

design z pfijemce blbce, nebo piijemce
blbec je?* Grafik se Casto s klientem
neshodne na tom, co je dobry design.

Pak at hledd jinyho klienta. Zachdzime

se zboZim, ktery nese néjakou estetickou

a intelektudlni kvalitu, a to véc
problematizuje. Ale jinak je to jako s kazdym
jinym zboZ{m: bud to m4 kupce, nebo nema.
Takovy idedlni podminky, kde bych mél
divéru klienta, Ze to udélam pro néj nejlip,
bych si ur¢ité taky pral. Designér jako
nezpochybnitelnd autorita! Ale zdroveil jsem
byl mockrat klientem presvédlen, Ze to déldm
blbé a byla to pravda. Samoziejmé, Ze hledas
v§emoZné zpusoby, abys klienta presvédéil.
Pokud moZno kvalitou préce, ale i jinymi
metodami, tfeba dostatkem argumentd.
Dokézat svou praci vysvétlit a obhéjit to,

je jeji soudast. Neni to tak, Ze my jedini mdme
pravdu. Napfiklad plakat na film Samotafi.
Scéna ,Jit{ Machédcek jako ufon” mé chytla
hned na zadatku. Rikdm reZisérovi Davidovi
Ond#i¢kovi: ,To je scéna-logo.” On si nebyl
jisty, hledali jsme variantu, bylo to tézky,
nedafilo se. Vybrali jsme fotografii Labiny
Mitevské, silné fotka, kvalitni, ale o filmu
toho moc nefikala. Pak pfiSel David a Fika:
»Ja tam toho Machacka potfebuju, potfebujeme
to prodat pfes néj.“ Noc predtim, neZ se mé&l
plakat odevzdat, Adam Holy Jirku vyfotil.
Podle mé se to nijak zvlast nepovedlo, Adam
nemél podminky, ¢as. Byli jsme dvé hodiny

s Davidem u nds ve Studiu, dva plakaty, ja
chtél Labinu, pfesvédcoval jsem ho, Ze plakét
s Machdckem je blbej, plytkej. Rozhodnul se
pro Machécka, Labinu jsme dali na anglickou
verzi, kde z komeréniho hlediska o nic

neglo. A uz dvakrat se mi stalo, %e to nékde
prezentuju a vypravim, jak jsme ustoupili,
jak mdme rad§i Labinu. A lidi se vidycky
divi a fikaji: ,Vite, ndm se zd4 lepsi ten s tim
Machéc¢kem...” A co ted? Moznd byl poctivéjsi
Machdagek, o filmu mluvil vic. I kdyZ fotka
nebyla tak dobrd. TakZe, kde je kompromis
na misté, kde mas prosadit vic sam sebe?
Kolik procent tvé price teda spoéiva

v obchodu a kolik ve vlastni grafické
praci? Kolik ¢asu stravi§ na schuizkich
presvédcovanim?

Klidné bych fekl, Ze to bude padesét

na padesdt. A je to nékdy zoufalstvi.

Nemdm ale pocit, Ze bych délal p#ili§ mnoho
kompromist. V podstatnych vécech je
nedéldm. Casto jde§ do kompromisu, kdy% uz
jsi na tom stravil spoustu asu a penéz, jsi
zodpovédny studiu a lidem, ktery zastupujes.
To je obtizny, ale ¢lovék kompromisy udél4.
Vyhybdme se reklamnim kampanim a déldme
hlavné corporate design, kde je profesionalita
dulezita a klienti ti do toho zdaleka tolik
nemluvi. BliZi se to architektufe, néfemu,

do ¢eho se jim hif kecd, neZ kdyZ je to plakat
nebo logo, kde je to pro né libi-nelibi. Jeden

z duleZitych momentt, pro¢ jsem se rozhodl

pro uZity uméni, byl, Ze mé stvalo, jak je
uméleckd obec — nejde ani o to, Ze je mald —
uméle ovlivilovana nékolika teoretiky; v ty
dobé aspoii byla. A ti urcovali, co je a co neni
dobry. Nebyla to svobodnd volna soutéz, kde
lidi, ktery si to maji kupovat, nebo ktery to
maji obdivovat, maji taky urcovat, kdo je a kdo
nen{ dobry. Zdélo se mi, Ze v designu je to
poctivéjsi a pravdivéjsi.

A nakonec je to tam uplné stejné...

Zdaleka ne! Kurdtofi za uméleckd dila neplati.
Klienti ano. Jisté, nékdy ne plné z vlastni
kapsy, ale néco pro né udélas a oni za to mus{
zaplatit, a to je svym zplisobem — nefikdm, Ze
téz§1, ale z myho pohledu — poctivéjsi vztah.
Oborovi diskuse je v Cesku mald a plné
fevnivosti. Lidi tu nejsou zvykli nebrat

si vSechno osobné a nedokaZou se obhijit,
protoZe tu kriticka diskuse chybi.

Ten nedostatek nadhledu mé pFekvapuje.
Pfemyslim posledni dobou o tom, jestli mi stoji
za to, vydavat energii do néjakych zbyte¢nych
hadek, nebo ji radsi vénovat praci. A nemyslim
si, Ze bych ztratil chut diskutovat. Je to asi
hloupy, ale mé tak strasné bavi o tom mluvit.
Tak strasné! Uzivdm si to s lidmi ve Studiu,
uzivdm si to na UMPRUM se studenty.

Nejvic mi vadi, Ze designéii, ktery pro mé jsou
svym zplsobem elita, nejsou schopni vyjadtit
kritiku pFesné, jasné, neschovéavat se za néco,
byt otevieny. A to se netyka jen kritiky.
Vytvarny uméni samoziejmé muze fungovat
samo o sobé a nemusi§ nic vysvétlovat

a nemusi§ se obhajovat, ale na druhou stranu
si myslim, Ze kdyZ se té nékdo zepta, mél

bys to umét vysvétlit. A to se pak grafickyho
designu tykd predevsim.

Kdyz délas tuhle praci, ¢asto to nejde jinak,
nez Ze jsi sluZebnikem a pomdhds néjaky
véci, aby byla srozumitelnd. Néjakd uméleckd
hodnota, o ktery jsme se bavili, ta je navic.

A ta podle mé urcuje ty skuteéné $pickovy
designéry.

S kvalitou se v grafickym designu pofad
hodné operuje. Ale chybi mi tu jasnéjsi
definice. O¢ekaval bych jasnéji popsana
kritéria.

Ta kritéria nikdy nikde napsand byt nemtZou.
Lidi, kte¥{ véci vnimajf, to védi. Pokud ziskds
cit pro pismo, pro kompozici, pro barvy, mas
uréitou inteligenci, poznds, co je a co neni
dobré.

To je stra¥né vagni vymezeni, ktery svadi

k totalité téch nékolika, ktefi maji pravo
fict, co je a co neni dobfe, a pFitom to ani
nedokédZou néjak zduvodnit.

Ned4 se to piesnéji urcit. Klasicky pravidla se
dneska porusujou, coz miZe byt v pofadku.
Ridim se svym citem. KdyZ vidim, Ze designér
pouZzije na barokni téma secesni pismo, je

to jasnd chyba. Ale t¥eba to udélal zimérné.

A ja to musim vnimat v kontextu a poznat, ze
je to néjaka schvalnost. Bud ji pfijmu, nebo
nepfijmu. Zaroveii vidim, jestli ten ¢lovék

‘Loners’, film posters, 2000
Samotéfi, filmové plakéty, 2000

Posters in the Studio, 2005
Studiové nésténka, 2005
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Ghana-Czech Republic 2:0, World Cup Football, 2006
Ghana-CR 2:0, Mistrovstvi svéta ve fotbale, 2006

Table football in the Studio
Fotbalek ve Studiu

Katapult, 1975
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Sparta-Slavia derby, 1998
Derby Sparta-Slavia, 1998

naturally I eagerly sent him one right away.
We saw each other again once later in London,
at party for ‘Big’ magazine. Of course he no
longer remembered who I was.

In the nineties designers really were rock
stars. And into the midst of that comes Ales
from Hicksville.

Exactly. But now there is communication in
the Czech Republic, we're active and thanks
to the Brno Biennale designers come here,
and there are exhibitions. There’s always
something going on.

Outro

Do you have any dependable method for
getting over a block when you don't know
how to proceed?

When we don't know, we go and play football.
Football?

Table football. But I play real football, too.
Sport is an absolutely fundamental matter. I'm
a sportsman and a fan.

Who do you support?

Sparta Prague.

No!

I know, I have a lot of problems because of

it. All my intellectual friends are Slavia

fans, and some are Bohemians supporters.
But I think there’s a part of me that’s a bit

of a brute. When I'm at a football or hockey
match, I curse up a storm. Once I was walking
by Sparta Stadium and a match was on. When
I heard the cheers I just went and bought

a ticket and joined the crowd. I had a good
shouting session there and an hour later

I continued on my way.

(The interviewer sticks a label on the
cassette with the title ‘Najby 11'. The
interview is finished.)

That's not exactly straight.

It's punk.

I'm punk. I know what that means.

Oh yeah, you're really punk — with a big
paunch and a big studio.

When I was going to punk concerts you were
still playing in the sandbox.

Punk is about social anchoring. And

that has nothing to do with you. You're

a capitalist.

I always loved the physical charge at the
concerts. I always had to go into the pit and
get bashed about with everyone. The weakest
part about it always seemed to me the most
important. It seemed to me that part and
parcel of that kind of music was bashing

into people, taking a beating, and getting
hurt. I wasn't prepared for it socially. I was
coddled, as were a lot of us. It's ridiculous,
but at fifteen I just had to go to see the band
Katapult, where one time we were pressed
right up against some glass doors because
they refused to open them. It was just insane,

because if they’d opened them everything
would have been fine. But they left them
closed for so long that eventually they broke
open. The police came and were hassling and
hitting everyone. Then we moved into the
hall, where we had to remain seated in our
chairs, and if someone stood up they’d make
them sit down again. And if a hundred of

us stood up they’d stop the concert, and the
poor guys on the stage were urging us to stay
seated. Those were my beginnings. The punk
that came after was a total consummation for
me. And it stayed with me. I need aggression.
When I was at the World Championship 2006
I almost got into a fight at the match with
Ghana. People take me for this nice guy, but
it’s not true. I'm a Taurus. A competitive,
aggressive person.

And vain. What's it like to walk through
your own exhibition? Do you say to
yourself: ‘Look at all I've done...!"?

When I create something I know how to enjoy

it. I'm happy about it, and I'm proud of myself.

A silly question to close with: ‘Kou# (The
Smoke) or ‘Septej’ (Whisper)?

I'm fortunate enough to love them both. At
the first screening of ‘Koui” I said to Vorel,
the director: ‘Toma4s, the film disappointed
me.’ Then I saw it again two years later and
I was absolutely thrilled. It's all so terribly
complicated. And at the same time it doesn't
matter. I'm not interested in what was.
That would explain why you're so adaptable
and open to new things, but you said you
love tradition?!

That's a strange thing. I love tradition, but

I hate class reunions. I'm not interested in
the memories of my former schoolmates. I'm
interested in what'’s happening tomorrow.

pracuje koncepéng, jestli jeho véci maji hlavu
a patu. Nechci fikat: ,Tenhle je prvni, tenhle
druhy a tenhle t¥eti.” Chci #ict: ,Tenhle grafik
nebo tohle studio jsou kvalitni, jejich usili

a ndzor je ¢itelny a doufejme, Ze i po ¢ase bude
stdle silny.” A pouzivdm k tomu jen svou vlastni
vizudlni zkugenost a kritéria. Nic jinyho.

Jak tedy potom uchopi$ graficky design?
Kdyz povésis plakat do galerie, bude to
graficky design, nebo vytvarny uméni?
Bude to oboji, jenom to v ty galerii nebude

ve vét§iné pfipadi slouzit svému tGlelu. V Brné
byla letos p#i Biendle vystava, kterou délal
Peter Bilak. Cilem bylo reagovat na problém
vystavovani grafického designu v galerii.
Peter tam spravné fikal, Ze graficky design
pat#i do Zivota, do knihkupectvi, na ulici,

na stény domi, na plakdtovaci plochy,

na dopisni papiry, a kdyZ se z prostiedi,

kde plni funkei, vytrhne, najednou zmrtvi.

A pokud nem4 tyhle kontexty, nemtZes
posoudit, jestli je funkéni, tedy kvalitni.

Tam uZ ti zbyva jen ta formdln{ stranka.
Vystava se jmenovala Graficky design v bilé
krychli. Bilak oslovil nékolik zahrani¢nich
designéri a zadal jim, aby na tohle téma
udélali plakat, ktery bude na tu vystavu zvat,
a ty plakdty vystavil. To téma je tézky. I kdyz
mam piedstavu, jak bych to udélal - napsal
bych: ,Nechodte na graficky design do galerie,
ale Zijte ho na ulici!”

Jaky to bylo, kdyZ jsi poprvé vyjel

do zahraniéi jako designér?

Zasadni zaZitek. Michael Horsham z Tomata
se mnou udélal velky ¢ldnek do magazinu
Eye. Byl jsem z toho tenkrat pochopitelné
naprosto hotovej. A na zédkladé toho ¢&isla si
na Beckmans School ve Stockholmu vybrali
piednasejici pro celodenni semindf. Byli tam
Seymour Chwast, Peter Saville, Lucille Tenazas
a Siobhan Keaney. (V tom &isle Eye se objevili
kromé mé i Tenazas a Saville, takZe jsem se
asi Cdstetné svez s nima.) Prob&hlo to nékdy
v roce 1995, byl jsem hodné vykulenej, anglicky
jsem mluvil hiif neZ ted. Byl jsem pfipravenej
jak na maturitu. Sli jsme na velefi. Uz tam
viichni sedéli, a najednou se oteviely dvefe

a vstoupil Saville. To byl zdzitek, protoze

ten ¢lovék se choval jak rockova hvézda.
Uplné neuvétitelny! Najednou ho byla plna
hospoda, j4 si jenom fikal, Ze to je jako kdyby
piisel Mick Jagger. I Chwast, takové autorita
z Pushpin, tdta designéra, byl aZ druhej. Mél
jsem z pfednagky trému, protoZe jsem to nikdy
nedélal, natoZ v angli¢tiné. Saville el prede
mnou a ja samoziejmé stra§né touZil po tom,
aby moji pfedndgku slysel a vidél. Sél asi

pro tii sta lidi, obrovsky pldtno, boddk

na pfednagejiciho. Byl jsem tak nervézni, Ze
jsem si tenkrat vzal dva prasky na uklidnéni.
No, a ten, na kom mi nejvic zdleZelo, tam
nakonec nebyl. Po pfedndsce za mnou pfisel
a ptal se: ,Tak co, jaky to bylo, povedlo se

ti to? J4 sem si byl lehnout, byl sem trosku

utahanej...“ Ale mélo to docela tispéch,
studenti piskali a ¥vali. A Saville: , Hele, prej
to bylo zajimavy, tak bych ty véci rdd vidél.”
TakZe ja rdno — jak blbecek — ¢ekal u snidané
s didkama. Zapomeri na notebook. Bylo to
hodné pratelsky, chtél néjaky plakét nebo
Raut. Taky jsem mu ho hned horlivé poslal.
Pak jsme se vid&li aZ jednou v Londyné

na ve¢irku magazinu Big. UZ si mé samoziejmé
nepamatoval.

V devadesatych letech designési fakt
rockovy hvézdy byli. A do toho pfijede
Ale$ z Buranova.

Naprosto presné. Ale ted v Cesku komunikace

designéfi, jsou tu vystavy. Furt se tu néco déje.

Outro

Mite néjakej osvédéenej zpusob, jak se
dostat ze zdseku, kdyZ nevite jak dal?
Nevime a jdeme hrét fotbal.

Fotbal?

Stolni fotbal. Ale fotbal taky hraju. Sport je
pro mé naprosto zdsadni téma. Jsem sportovec
a fanousek.

Cemu fandis?

Sparté.

Ne!

No, médm s tim velky problémy. V3ichni moji
intelektudlni kamarddi jsou slavisti, pfipadné
bohemadci. Ale jd myslim, Ze to ke mné trochu
patii, Ze jsem takovy hovado. KdyZ jsem

na fotbale nebo na hokeji, zaénu neskuteéné
sprosté nadavat. Jednou jsem Sel po Letny
kolem stadionu Sparty a zrovna se hralo.

Jak jsem slygel ten fev, koupil jsem si listek

a 8el do kotle. Tam jsem si zai'val a za hodinu
pokracoval dal.

(Lepim popisku na kazetu Najby 11. Je konec.)
To neni zrovna rovné.

To je punk.

Jé sem punk, takZe vim, co to znamena!

No, ty si velkej pankaé¢ - s velkym bfichem
a velkym studiem.

V dobé, kdy ja chodil na punk, ty sis jesté hral
na pisku.

Nedavno mi psal Petr Krejzek: , Punk je

o socidlnim zakotveni.“ A to se tebe viibec
netyka. Ty si kapitalista.

Mé na tom vzdycky bavil ten fyzickej atak

na koncertech. Musel jsem vidycky do kotle

a mlétit se s lidma. To nejslabsi, co na tom je,
mi vidycky piipadalo jako to nejdilezitéjsi.
Zdaélo se mi, Ze k ty hudbé patii naraZet

do sebe, mlatit se a zratfiovat. Socidlné jsem
na to nemél, vyristal jsem v bavince. To nés
ale spousta. Je to smésny, ale ja v téch patndcti
musel chodit na Katapult, kde jsme se tlacili
na sklenény dveie, protoZe je nechtéli otevit.
Uplnej nesmysl, kdyby je otevieli, byl by klid.
Ale oni je nechali tak dlouho zavieny, aZ jsme
je vylomili. P#i8li policajti a prudili a mlatili.

Pak jsme vlezli do sdlu, kde jsme museli sedét
na #idlich a kdyZ nékdo vstal, zase ho posadili.
A kdy?Z nds vstalo sto, prerusili koncert, a ti
chudéci na pédiu nds nabadali, abychom si
zase sedli. To je muj zadtek. Punk, ktery
pfisel aZ potom, pro mé byl totdlni naplnéni.
A ztstalo mi to, jé agresi potiebuju. Ted jsem
se na mistrovstvi svéta pfi utkdni s Ghanou
malem popral. Lidi mé maji za takovyho
milyho ¢lovéka, ale nenf to pravda. Jsem bejk.
Sout&zivej, agresivni ¢lovek.

A jesitnej. Jaky to je, prochizet se

po vlastni vystavé? Rikas si: ,Kolik jsem
toho dokézal...!*

KdyZ néco vytvoiim, umim si to uzit.

Mam z toho radost a jsem na sebe py$nej.
Blb4 otézka na zavér: Kouf, nebo Septej?
Mam to 3tésti, Ze miluju oboje. Na prvni
projekci Koute jsem fek’ Vorlovi: ,Tomasi,

ten film mé zklamal.” Pak jsem to vidél znovu
za dva roky a byl jsem tplné nadSenej. To je
vSechno strainé sloZity. A zarovesi je to Gplné
jedno. Nezajimd mé, co bylo.

To by sice vysvétlovalo, pro¢ jsi tak
adaptabilni a otevieny novymu, ale vzdyt
miluje$ tradici?!

To je zvlastni. Miluju tradici, a zdrovei
nesna$im srazy maturantll. Nezajimaj mé
vzpominky mejch spoluzdki. Zajimd mé, co
bude zejtra.
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Life

At Studio Najbrt one can sense

a creative and communicative
atmosphere at every turn. The
people, whose professional and
private lives revolve around the
Studio, show the utmost respect
for one another. They create an
environment that shapes their
cooperation as a team, where the
emotions of joy or disappointment
over a success or failure are shared,
and where humour alternates with
a healthy sense of scepticism, and
modesty with moments of unbridled
self-centredness. It is life that the
Studio’s members are interested

in first and foremost. Life — with its
imperfections and incredible gifts -
is the foundation of the Studio’s
unique visual hyperbole and its
earnest creative style.

From its early days Studio Najbrt
has styled itself as an independent,
creative group of people with

a penchant for pursuing new ideas
and a preference for approaching
assignments without admitting
compromises that could affect
quality. The Studio’s work portfolio
covers various fields: from socio-
cultural and individual projects to
major commercial assignments. In
its thirteen years of existence the
diversity of the Studio’s work has
brought it an enormous amount of
valuable experience and has enabled
it to forge a special position for
itself in the Czech Republic. Not
everything always works out as the
Studio members hope, but after all
these years they still enjoy what they
are doing. But how did it all begin?
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It all started with a friendship

Ale§ Najbrt and Pavel Lev, the founders of

the Studio, have known each other since they
were both students at the Academy of Arts,
Architecture and Design in Prague. Each of
them had the opportunity to experience an
educational environment that allowed them
to absorb a standard of skills and artistic
knowledge unrivalled in Czechoslovakia at
the time. However much the word ‘craft’ may
for various reasons have lost its lustre in this
country, students at the Academy were at that
time already reaping the advantages of the
school’s century of existence, and that was, is,
and continues to be an excellent foundation
for combining professional expertise with
inventive creativity.”

Both Najbrt and Lev were also affiliated with
various artistic associations that emerged

in the late 1980s, which were among the

most distinctive manifestations of the Czech
independent scene and its ironic approach to
the dull reality of the technocratic system of
socialist Czechoslovakia. It was during this
period that they forged life-long friendships
with peers based around the artistic group
Tvrdohlavi (The Stubborn)? and established
lasting artistic cooperation — leading in
Najbrt's case to a number of acting roles —
with the theatre troupe Sklep (The Cellar).?
Driven by the urge to reflect on the general
social torpor generated by years of hard-line
Communism and by the desire to expand their
radical, typographic style the young artists
endeavoured consistently to ensure that their
work, regardless of what it was intended to
convey, would always exude something capable
of provoking people’s interest and providing
them with enjoyment. They designed posters
for Sklep (for example, Lev’s poster for the
play ‘Mazany Filip’ (The Artful Filip) in 1986,
or Najbrt's poster for the play ‘Mlyny’ (Mills)
designed in 1990). Najbrt soon became the
main artistic promoter of Sklep and its many
related activities (some well-known pieces of
work include the programme for Sklep’s play
‘Jedlovym pismem’ (Fir Font) 1988; a poster
for a film by Tom4s Vorel, ‘Prazskd P&tka’ (The
Prague Five), 1989; and ‘Kva3iidk’ (Ferment),

a magazine for readers with the most urbane
psyches, 1989). Lev was meanwhile involved in
an enigmatic group called B.K.S. — Bude konec
Svéta (The End of the World Is Coming), which
forged a unique spot for itself in the history of
the Czech art scene.? From the start of their
careers both men have clearly endeavoured to
combine a world of ironic excess with a serious
interest in art, design, architecture, music,
and the socio-cultural scene.

In the autumn of 1989, when events in the
societies of the socialist bloc were coming to

a head, Najbrt designed the catalogue and
poster for the second exhibition of Tvrdohlavi.

For this exhibition, which resonated strongly
with the events in society at the time, he drew
on the motif of a face borrowed from a classic
Czech Modernist poster created by Véaclav
Spdla: in the eyes of a face red with rage,

tiny hammers drum the alarm into stubborn,
‘hard heads’, and quavering, broken, hand-
drawn letters that spell out the name of the
group Tvrdohlavi form a dying grimace. The
poster heralded the approach of the end of the
Communist regime.” When the totalitarian
system fell, both artists welcomed the

Velvet Revolution with enthusiasm and with
a justified sense of optimism, after forty long
years of Communism. The two artists met over
work for the first time during the turbulent
period just after the revolution on the
premises of a newly founded weekly magazine,
‘Reflex’, where Najbrt was offered and
accepted the position of art director. From its
very first issue ‘Reflex’ was the very opposite
of everything deemed acceptable by censors
under the previous regime. The magazine was
one of the first concrete things to emerge in
the hectic period of change that followed the
revolution and was a tangible emblem of the
end of censorship.

Najbrt created the magazine’s graphic
trademark and the logotypes for its regular
weekly sections, and some of these designs
survived as typographic relics up until

quite recently.” The magazine’s unique look
was created out of the original typographic
composition of the editor-in-chief’s leaders
and the dozens of titles drawn for the main
articles and news. This work showed the
artists’ evident fondness for typographic
experimentation, which in the 1980s they had
admired in the work of the icons of graphic
design around the world.” As they went

along they tried out every job connected with
running a large editorial office — from the
magazine’s artistic design, to photo editing, to
the hectic work of making last-minute changes
to issues just prior to publication. Everything
‘beat’ in the rhythm of rapid change, and
three years at ‘Reflex’ brought both of them
numerous valuable experiences, friendships,
and personal contacts.

The speed with which a weekly periodical is
put together made it humanly impossible to
ensure that each issue of ‘Reflex’ maintained
the level of graphic quality and typographic
unity that Najbrt emphasised as art director.
In the middle of 1992, dissatisfaction with
this situation led Najbrt, together with the
prominent Slovak photographer Tono Stano,
to come up with the idea for a new magazine
that would ‘go beyond the two-dimensional
limitations of the magazine format’ and offer
readers what ‘Reflex’ could never do - ‘to
freshly mediate authentic creativity and
satisfy the need to create something more
perfect and more intoxicating than even

the best-dressed everyday ordinary'.s) That
magazine was ‘Raut — Spolefensky vecer
vybrané spoletnosti’ (Banquet — A Soirée for
Select Society).

Many of their friends were thrilled with

the concept of a large-format periodical

(50 x70 cm) that focused purely on intellectual
content and featured Najbrt’s unique
typographic style and Stano’s black-and-white
artistic photography — applied without
compromise. The editorial board came to
include David Vévra, architect and founder of
Sklep, Jaroslav Réna, an artist and sculptor
from the group Tvrdohlavi, the graphic artist
Michal Cihla¥, the writer Jichym Topol,

and the editor-in-chief of the cult samizdat
magazine ‘Vokno' (Window) Blumfeld S.M.
While ‘Raut’s’ publication was received like

a revelation, its demanding production and
distribution needs consigned it from the start
to being a kind of unorthodox modern book-
collector’s item. But in terms of its written
and visual content and its graphic design it
was one of the best pieces of work to emerge in
this country in the early 1990s.”

Towards the end of 1993 Najbrt and Lev
decided to leave the editorial team at ‘Reflex’
and move everything connected with their
work into a small office on Voditkova Street
in the centre of Prague. Backed by their
accumulated professional experience they set
out on their own path. For them it was the
beginning of a new era — the foundation of
Studio Najbrt & Lev.

Lucky star

The Studio’s beginnings were modest.

The co-founders invited in a third graphic
artist to operate the one computer they
started out with. His name was Petr Knobloch,
now a well-known graphic artist and web
designer.” They had to deal with new things
as they came up: the practical organisation
of work, new commissions, creating designs.
During the first year of existence they
worked primarily on projects in the cultural
sphere, some of which were connected

with the activities of Sklep, but they also
took on new and more commercially
oriented work.

Najbrt's vision of the Studio was founded

on a principle of open communication

with clients, an approach that benefited
substantially from his personal charisma
and popularity. By contrast, Lev was calmer,
unruffled by the frenzy of the Studio’s
activities, but his many years of experience
and moderate conservatism were a perfect
complement to Najbrt’s spontaneity. Both

of them strove to build a studio that would
offer high-quality graphic design and
comprehensive service to both long-term

clients and even to those who might only
need their services once.

The Studio was soon receiving a growing
number of commissions for work and was
required to take on the first of a series of
new members, hiring Ivana Stanislavova as
their production manager. In 1995 the Studio
moved to a new location in Prague’s Smichov
(where they still are today), and there they
were joined by another new member, Zuzana
Lednicka, who, though still a student at the
Academy of Arts, Architecture and Design

at the time, introduced a new perspective

of graphic design into the Studio.” Najbrt
and Lev may not have realised it initially,
but Lednicka’s arrival triggered a process of
gradual change, whose effects only became
apparent a number of years later. The addition
of a new, slightly irrational female element
to what was previously an exclusively male
environment started off a peaceful transition
within the Studio to a new form of visual
expression. She became the Studio’s lucky star,
shining in the imaginary graphics universe
of Studio Najbrt & Lev and illuminating

the way forward. In 1996 Najbrt showed his
work in a large exhibition organised in the
National Technical Museum. This graphic
design exhibition was an important event
because it showed graphic art on a scale

that in this country had not been seen for

a long time.”? Later the same year Najbrt
brought back a bronze medal from the Tokyo
Typedirectors Club and won the Grand Prix
at the 17th International Biennale of Graphic
Design in Brno. For the Studio, 1996 signified
a turning point, as members’ activities set off
in new directions, and independent projects
showcasing graphic design on the domestic
and international stage were developed. New
ties and friendships were formed and led to
important new assignments and new results.™
Good fortune, a clear idea of the Studio’s
direction, and the projects and prize-winning
work it was creating brought the Studio to

a crossroads in its development. The question
was, what next?

New people and new challenges

Since 1997 many students and aspiring young
graphic designers have passed through

the Studio’s doors as interns. A separate
department for DTP and production was
established. The Studio began to attract new
clients like a magnet, and it took on new
challenges. It searched for new members

capable of contributing innovative criteria and
a distinctive approach to work. This endeavour

was conceived as part of its unwritten agenda
‘to purge itself visually and intellectually’,
with the sole aim of ensuring its ability to
remain one of the top innovative ‘bases’ in

Czech graphic design, and to do so while
tackling a dramatic increase in work. Success
arrived. A new generation of graphic designers
joined the Studio, an auspicious sign that
things were moving in the right direction. In
2001 the Studio’s ranks expanded to welcome
Jifi Veselka, followed a year later by the
graphic designers Mikula§ Machagek and
Bohumil Vag§dk, and two years later by Petr
Stépan. They were all given opportunities to
work on new assignments independently and
to project their own artistic vision into their
work.

Since then the Studio has constantly been
sought out by clients from both the cultural
and the purely commercial sectors. It

has earned itself a respected professional
reputation, primarily thanks to some of

the major corporate-design projects it has
worked on (CEZ's Rainbow Energy, Agropol,
PPF, the City of Prague). Machadek and
Stépdn enjoy creating alternative forms

of graphic layout. Lednickd cultivates her
strong sense of a modern visual style, which
forms the backbone to the successful work
she has created for exhibitions and corporate
projects (Czechmania, Czech 100, UPP,
Colours of Ostrava, Bulb). Lev has applied his
sophisticated creativity to numerous projects
with vastly diverse themes (Fototorst,
Charles IV, Scouts). Najbrt works as a graphic
designer and the Studio’s art director, and
he is moreover the driving force behind all
its activities. Clearly the Studio has come

a long way in changing its scope, format, and
potential since those early days on Vodi¢kova
Street. It entered the new millennium with
a fresh vision and a programme for broad,
inclusive teamwork, and its intention has
been to make an open statement of this

with its new name, Studio Najbrt, and with
its new corporate design and striking Web
presentation.™ The Studio’s priorities have
remained the same: an open approach to
new experiences and the aim of taking Czech
graphic design to a new, higher level.
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Zivot

Ve Studiu Najbrt je citit kreativni

a komunikativni atmosféru

na kazdém kroku. Lidé, ktefi v ném
Ziji svlj pracovni i soukromy Zivot,
k sobé chovaji vzajemny respekt.
Buduji prostredi, které formuje
jejich tymovou spolupraci a jimz
prostupuje radost z Gspéchu

i smutek z proher, humor i skepse,
pokora i chvile nevazané
sebestfednosti a vymezovani se
viéi zbytku svéta. Je to tedy v prvé
radé zivot, ktery je ustfednim
motivem vSeho, co zajima

¢leny Studia. Na zivoté, na jeho
nedokonalostech i neuvéfitelnych
schopnostech, stavi jak svoji
specifickou vizualni nadsazku,

tak seriozni vytvarny vyraz.

0Od svych poéatku se Studio Najbrt
snazi profilovat jako nezavislé,
kreativni seskupeni, v némz se
preferuje snaha pfrijimat nové
mysSlenky a upfednostiovat reseni
ukolG bez nadmérnych kompromist,
které by snizovaly kvalitu.

Zakazky Studia spadaji do nékolika
oblasti: od kulturné-spoleé¢enskych
pres individualni projekty az

po velké zakazky z oblasti firemni
identity. Rozmanitost prace pfinesla
designériim Studia za vice jak tfinact
let jeho existence mnoho cennych
zkus$enosti, a umoznila jim, aby

si v Ceské republice vybudovali
vyjimecéné postaveni. Nelze ¥ici, ze
by vSechno vzdycky klapalo tak, jak
by si sami predstavovali, ale i po tak
dlouhé dobé to vSechny stale bavi.
Jak to tedy vS§echno zac¢alo?
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Na poc¢atku bylo pratelstvi

Ale§ Najbrt a Pavel Lev, zakladatelé Studia,
se znajf jiZ z doby studii na Vysoké 3kole
uméleckoprimyslové v Praze. Oba prosli
prostitedim, které jim umoznilo vstiebat
femeslné a umélecké znalosti na tirovni,
kterd neméla v tehdejsim Ceskoslovensku
adekvatni konkurenci. Jakkoliv slovo femeslo
u nds z mnoha raznych davoda ztratilo lesk,
skute&nost, Ze tehdejii studenti VSUP mali
moznost erpat z vice neZ stoleté historie $koly
byl, je a bude vynikajicim pfedpokladem

pro spojeni odbornych znalost{ a tvaréi
invence.”

Obéma byla vlastni soundleZitost s riiznymi
pfidruzenymi umeéleckymi spolky, které se
na konci osmdesatych let minulého stoleti
staly jednim z nejvyraznéjsich projevi ceské
nezdvislé scény. Ta se snaZila ironizovat
$edou realitu technokratického ztizeni
socialistického Ceskoslovenska. Z této doby

se datuji potatky jak jejich celoZivotniho
préatelstvi s Fadou vrstevniki z okruhu
vytvarné skupiny Tvrdohlavi,? tak vytvarnd
spolupréce — a v pfipadé Alefe Najbrta i fada
hereckych roli — s divadlem Sklep.?’ Diky
potiebé reflektovat stav inavy z normaliza¢ni
nudy a zdroveii roz§iFit svij radikdlni,
typograficky vyraz, rozhodli se ve své praci
pro programové vytvafeni atmosféry, kterd
méla v kontextu se sdélovanym obsahem

v lidech probudit zajem a soucasné je pobavit.
Navrhovali pro Sklep autorské plakaty.

Za zminku stoji napiiklad plakat pro hru
Mazany Filip z roku 1986 od Pavla Lva,

nebo plakét pro hru Mlyny, ktery roku 1990
navrhl Ale§ Najbrt. Ten se zahy stal hlavnim
vytvarnym promotérem programu divadla

a fady s nim spojenych aktivit (zndmy byl
napfiklad jeho program hry Jedlovym pismem,
1988; plakdt pro film Tomd§e Vorla Prazskd
pétka, 1989; nebo Kvadiidk, ¢asopis pro ¢tendfe
s nejjemné&j3{ psychikou, 1989). Pavel Lev se
zase angazoval v tajemném sdruZeni B.K.S. —
Bude konec svéta, které se nept¥ehlédnutelné
vklinilo do d&jin ¢eské vytvarné scény.”

Je tedy evidentni, Ze se oba od podatki své
kariéry snaZzili spojit svét ironické nadsdzky
se seriéznim zdjmem o uméni, design,
architekturu, hudbu a spole¢ensko-kulturni
scénu.

Na podzim roku 1989, kdy se spoletenské déni
v jednotlivych zemich socialistického tdbora
zatalo zfetelné polarizovat, navrhl Ale§ Najbrt
katalog a plakét pro 2. vystavu Tvrdohlavych.
Pro tuto zcela aktudlni vystavu na plakdtu
parafrdzoval motiv tvafe z plakétu klasika
teské moderny Vdclava Spély: v o¢ich do ruda
rozzufeného obli¢eje mald kladivka biji

na poplach do ,tvrdych hlav" a kostrbaté
lamané, ru¢né kreslené litery, tvofici jméno
skupiny Tvrdohlavi, se §klebi ve smrtelné
kieti. Plakdt mimo jakoukoli pochybnost

oznamoval bliZici se konec komunistického
reimu.? Kdyz se pad totality dostavil, oba
vytvarnici pfivitali s nad§enim a opravnénymi
nadéjemi pfichod , sametové revoluce, kterd
uzaviela dlouhych 4o let nesvobody. Oba se
poprvé pracovné setkali aZ v rozjitfené dobg,
tésné po revoluci, v redakei nové vzniklého
spoleenského tydeniku Reflex, ve kterém
Ale§ Najbrt pfijal misto vedouciho vytvarnika.
Reflex se od prvniho &isla stal protipélem
standardni produkce, kterd v dobé komunismu
prochdzela oficidlni ideovou a obsahovou
kontrolou. Byl to jeden z prvnich konkrétnich
vysledki hektického obdobi revoluénich zmén
a viditelny p¥islib konce cenzury.

Ale§ Najbrt vytvofil grafickou znatku asopisu
a logotypy pro jeho Zdnrové rubriky, z nichz
nékteré pretrvaly jako typografickd relikvie
a¥ do neddvné doby.® Grafickou tvaf Casopisu
utvately jak origindlni typografické kompozice
uvodnikl §éfredaktora ¢asopisu, tak desitky
kreslenych titulkd ke stéZejnim ¢lanktm

a reportdzim. Byla na nich velmi patrnd zéliba
obou autort v typografickém experimentu,
ktery tak obdivovali u ikon svéta grafického
designu osmdesatych let.” Za pochodu si
vyzkouseli vie, co souviselo s praci ve velké
redakei — od tvorby konceptu vytvarné podoby
tasopisu pres editorskou préci s fotografickym
obrazem aZ po urychlené ipravy podoby

jiz hotového &isla, které si ¢asto vyzadala
zména obsahu dle aktudlnf{ situace. V3e tepalo
v rytmu pfekotnych zmén a tfi roky v Reflexu
ob&ma pFinesly Fadu cennych zku3enosti,
pfételstvi i obchodnich kontaktd.

P¥i rychlosti préce v tydeniku nebylo

v lidskych sildch udrzet jednotliva ¢isla
Reflexu v takové kvalité a typografické
jednoté, jakou si Ale§ Najbrt jako zodpovédny
art direktor vytkl. Nespokojenost s timto
stavem vedla k tomu, Ze se v poloviné roku
1992 dohodl s vyznamnym slovenskym
fotografem Tono Stanem na koncepci jiného
Casopisu, ktery by ,piekrocil dvojrozmérnou
omezenost Casopisecké formy" a p¥inesl
&tendfim to, co Reflex nikdy nabidnout
nemohl: ,neot¥elé zprostiedkovani
autentického tviréiho ¢inu a naplnéni potieby
vytvorit néco dokonalej$iho a mamivéjiiho,
ne¥ je sebelépe organizovana viednost".?

Tim Casopisem byl Raut &ili Spoleensky vecer
vybrané spole¢nosti.

Myslenka periodika velkého formdtu 50 x 70 cm,
které by prindselo vyhradné intelektudlni
obsah a v némz by se uplatnil Najbrtav
typograficky styl i Stanova vytvarnd fotografie
bez jakychkoli kompromist, nadchla #adu
jejich ptétel. Cleny redakéni rady se stali
napiiklad architekt a zakladatel divadla Sklep
David Vavra, vytvarnik a socha# Tvrdohlavych
Jaroslav Réna, grafik Michal Cihlaf,

spisovatel Jachym Topol nebo $éfredaktor
kultovniho samizdatového ¢asopisu Vokno
Blumfeld S. M. Raut sice puisobil jako zjeveni,

ale pro svoji produkéni a distribuéni ndro¢nost
byl vlastné od prvniho ¢isla odsouzen do role
jakési neobvyklé moderni bibliofilie. Obsahem,
obrazem i grafickou upravou pat#il k tomu
nejlepdimu, co na potétku devadesdtych let

v geskych zemich vzniklo.”

Na sklonku roku 1993 se Ale§ Najbrt a Pavel
Lev dohodli, Ze sviij pracovni pomér v redakci
Reflexu ukonéi a premistili vie, co souviselo

s jejich praci, do malé kancelate ve Vodickové
ulici v Praze 1. Rozhodli se pro vlastni cestu,
na které by ziro¢ili dosavadni profesiondln{
zkuSenosti. Zatala tak pro né novd éra —
vzniklo Studio Najbrt & Lev.

Stastna hvézda

Potatky byly skromné. Oba zakladatelé

si pfizvali ke spolupraci jesté tfetiho grafika
a operdtora prozatim jediného poditace,

ktery v té dob& méli k dispozici. Tim dalsim
do party byl dnes jiZ zndmy grafik a web
designer Petr Knobloch.™ V3e probihalo

za pochodu: prakticky provoz, nové zakazky

i jejich realizace. V prvnim roce se zabyvali
kulturné zaméfenymi projekty, které byly
spojeny s ¢innosti divadla Sklep, ale zdrove
Fegili i nové, vice komeréné zamétené tkoly.
Najbrtova vize Studia byla zaloZena

na principech oteviené komunikace

se zakazniky, jiZ vydatné podporovalo i jeho
charisma a popularita. Pavel Lev byl oproti
tomu daleko mirnéj§i osobou, kterd déni

ve Studiu nijak necefila, nicméné

jeho dlouholetd zkuSenost a uméfend
konzervativnost se s Najbrtovou Zivelnosti
vidy vyborné dopltiovala. Oba chtéli
vybudovat studio, které by nabidlo kvalitn{
graficky design a plnohodnotny servis jak
dlouhodobym zdkaznikim, tak tém, ktefi by
chtéli vyuzit jejich sluZeb pouze jednou.
Narustajici pocet zakdzek si brzo vyzadal
prvni roz§i¥eni tymu Studia o produkéni
Ivanu Stanislavovou. Ale nejen to — v roce 1995
se Studio prest&hovalo na nové misto

na prazském Smichové (kde sidli dosud)

a zafala s nim spolupracovat Zuzana Lednickd,
tehdy jesté studentka praZské VSUP, kterd

do Studia vnesla pohled na graficky design

z trochu jiného zorného thlu.™ I kdy# si

to moznd Ale§ Najbrt a Pavel Lev zpodatku
neuvédomovali, Lednickd svym p¥ichodem
vyvolala proces postupnych zmén, jejichz vliv
se projevil aZ o pér let pozdéji. Plisobenim

v doposud ryze muzském pracovnim tymu
jako novy a do jisté miry iraciondlni Zensky
element odstartovala nendasilny prechod

k jinému vizudlnimu vyrazu. Stala se §tastnou
hvézdou, kterd zazédfila na obloze pomyslného
grafického vesmiru Studia Najbrt & Lev

a ,ozéafila“ novou trajektorii jeho vyvoje.

V roce 1996 Ale§ Najbrt predstavil svoji
dosavadni tvorbu na rozsédhlé vystavé

v Nérodnim technickém muzeu. Vystava se

v oblasti grafického designu stala vyraznym
po¢inem, protoZe prezentovala Najbrtovu
praci v méritku, které u nds v daném
kontextu nebylo dlouho k vidéni.™ Zaroven
si ve stejném roce piivezl bronzovou medaili
tokijského Typedirectors Clubu a ziskal Grand
Prix na XVII. biendle grafického designu

v Brné. Rok 1996 se tak pro Studio stal rokem
pielomovym. Aktivity jeho ¢lent se zalaly
ubirat novym smérem. Vznikly samostatné
projekty, prezentujici graficky design

na Ceské i mezindrodni urovni. Nové vazby

a pratelstvi pfinesly nékolik vyznamnych
zakézek a realizaci.”® Stastnd shoda okolnosti,
jasné pfedstava o sméfovani Studia a fada
dokonéenych projekti i ocenéni vysledki
jejich préce dovedly ¢leny Studia na kiiZovatku
dalsiho vyvoje. Otdzkou bylo, co dal?

Novi lidé a nové vyzvy

0d roku 1997 se ve Studiu vystiidala Fada
studentt a za¢inajicich grafickych designéri,
ktef{ zde pusobili na pracovnich stdzich.
Vznikla samostatnd oddéleni pro DTP

a produkei. Studio jako magnet p¥itahovalo
nové klienty a pfijimalo nové vyzvy. Poptdvka
po lidech, kte#{ by do spole¢ného pracovniho
tymu pfinesli odli$ny pohled, se stala
dilezitym bodem pomyslného programu
»mySlenkové a vizudlni oisty"”. Ve sméfovalo
k jedinému cili: udrZet si postaveni jedné

z pfednich ,inovétorskych dilen” Zeského
grafického designu, a to i p¥i dramatickém
nériistu prace. Uspéch se dostavil. Do Studia
pfisla nastupujici generace grafickych
designéri, ktefi predstavovali nadéji, Ze cesta
ze zminéné kiiZovatky povede spravnym
smérem. V roce 2001 to byl Jifi Veselka, o rok
pozdéji pfisli Mikuld§ Machédgek a Bohumil
Vagék a za dalsi dva roky Petr Stépéan. Vsichni
dostali postupné moZnost feit nové zakdzky
samostatné a promitnout do prace pro Studio
vlastni vytvarny nazor.

0d pocatku 21. stolet{ se Studio t&3{ stdlému
zdjmu klientt jak z oblasti kultury, tak z ryze
komer¢ni sféry. Dosdhlo pozice respektovaného
profesionalniho pracovi§té, a to hlavné diky
rozsdahlym projektim vizudlniho stylu (napf.
Duhov4 energie CEZ, Agropol, PPF nebo mésto
Praha). Mikulds Mach4cek a Petr Stépén

se rddi angaZzuji v tvorbé alternativnich forem
grafické upravy. Zuzana Lednickd rozviji sviij
smysl pro moderné ladény vizudlni styl, ktery
je zakladem pro tspésné feSeni vystavnich

a korporatnich projektl (Czechmania, Czech
100, UPP, Colors of Ostrava, Bulb). Pavel Lev
uplatfiuje svoji vytvarnou noblesu u fady
projektt diametrdlné odli§nych tématickych
vazeb (Fototorst, Karel IV., Junak).

Ale§ Najbrt pracuje jako graficky designér

i art direktor celého Studia a je navic

de facto motorem v3ech jeho aktivit. Je
zfejmé, Ze z4bér, formadt i potencidl Studia se
od éry zapotaté ve Voditkoveé ulici vyrazné
zménil. Vstoupilo do nového tisicileti s vizi

a programem §ir§i tymové spoluprdce, kterou
chtélo deklarovat i navenek novym ndzvem
Studio Najbrt, svym novym vizualnim stylem
a kvalitni webovou prezentaci.*¥ Priority viak
zlistaly stejné: vychdzet vstiic nové zkusenosti
a posouvat déni v Seském grafickém designu
stale d4l.
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Happiness

A willingness to take risks and

the ability to bring unusual ideas
to life are the source of the clear
ambition of the people at Studio
Najbrt to distinguish themselves
from others. They are not usually
interested in taking the well-
trodden path, which, though often
the easiest way to proceed, offers
nothing new in terms of ideas and
contributes to a public image of
graphic design as a profession that
depends more on the technical
capabilities of computers and the
quality of its programs than it does
on progressive thinking in the field
of creative design. A philosophy of
independence and a desire to see
new things, even in places where
others would not expect them, have
been the dominant features of the
Studio throughout its existence,
manifested in both its graphic work
and in its many other activities.
The final decade of the previous
century was a time of re-working
things, stripping them down,
deconstruction, and the search

for a style that might promise

a new visual vocabulary for the
next century, which was then

just around the corner. A sign of
professional reliability, which has
the air of a reliable vagueness, is
the additional qualities that each
designer has and uses to enhance
the outcome of their work. The
personal approach to tackling
assignments, with an admixture of
humour, can be described with just
slight exaggeration as the Studio’s
graphic signature, even though in
this era of global communication
such concepts are of relatively minor
importance. But it is not my intention
to reduce the significance of that;
on the contrary, the Studio’s unique
style of visual expression may be
one of the reasons no one remains
indifferent to its work.
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Say it with a smile

Smiles, the overture to a friendly and positive
mode of communication, cut through the life
and projects of the Studio like a laser beam. In
some places they are encoded, hidden in the
visual puzzle of the typeface, elsewhere they
are openly provocative, insistently focusing
attention on the essential message that the
designer wants to communicate. A good joke
can slip through the lips as they take on

a smile, but so can tragicomic news. A smile
can be desperate, forced, and even diabolical —
just like laughter. ‘Smile and the whole world
smiles with you; weep and you weep alone.’
The smile is a symbol of the emotion that
graphic designers hope to inject in their work
to boost its resonance and its direct effect.

In their performances the members of Sklep
attempted to reflect ironically on the bizarre
reality of the 1980s in socialist Czechoslovakia,
and this effort was best manifested in their
series of ‘Besidky’ (Chats). With the theme
‘Always the same, different every time’, the
actors offered viewers a colourful mixture of
sketches, one-act plays, and allegories that
were essentially a kind of public party for

the theatre’s members and their friends.”
The success of ‘Besidky’ prompted the
company to put out two LP recordings of
their performances. Ale§ Najbrt designed the
cover for the first recording, inspired by the
romantic aesthetics of the animated series
‘Rychlé 3ipy’ (Quick Arrows) by Jaroslav
Foglar, and for the second recording the
graphic designer Michal Cihla¥ came up with
the game ‘Sklepseso’.” After eleven years of
inexhaustible inventiveness Sklep’s members,
with their deliberately ironic take on the
world, offered listeners a double CD in a new
form. The publisher stipulated that the new
cover in some way incorporate the original
covers of those LPs. As a feature common to
the many faces of Sklep, the solution to this
assignment was found in a smile: a photograph
from the 1970s, in which a group of smiling
guests are enjoying themselves at a private
disco, and one of them is holding the two
previous recordings, which are portrayed in
full colour, forming an excellent contrast to
the black-and-white photo.

The film director David Ond¥i¢ek, who met
Najbrt at the end of the 1980s, invited the
Studio in 1996 to work on his first feature
film ‘geptej' (Whisper). The film's heroine

is a sixteen-year-old girl from a small town,
who flees the dull reality of her parents’ home
and gradually becomes part of a new world

of entertainment and parties in the big city.
The excitement of new experiences and the
colourful city nightlife are symbolised in

a smiling cartoon Sun, which became the main
motif in the film's promotion. The elative,
colourful, and diffused atmosphere of the

poster perfectly matches the film's sub-title —
‘on the wings of adrenaline, love and fantasy’.
The effort to capture the simple visual essence
of the informal humour and social hyperbole
that were at the centre of everything vibrant
in the new socio-cultural scene that emerged
after the Velvet Revolution in 1989 often
inspired others, and they eventually rang

at the door of the Studio to initiate new
cooperative projects. Among them was Robert
Nebfesky, frontman of the Czech band Vltava.
Smiles of every form became the central
motif of the cooperation between Vltava and
the Studio. The smile appears openly and
‘encrypted’ on all the group’s record covers
designed by the Studio. The expressively
rendered smile on the cover of the first album
evokes an impression of unbridled joy and the
feeling of happiness about its source. Other
designs somewhat conceal this expression, and
in them the smile becomes the end of a search
and a look in a new direction. On the second
album cover, the smile exactly reflects the
naive tone of its title - ‘Stastnej jako trdm’
(Happy as a Lark); the third cover for an
album titled ‘Marx Engels Beatles’ presents

a visual intellectual puzzle — the six ‘frozen’
smiles are in reality a group of unlikely
bedfellows: the authors of ‘Das Kapital’ and
the members of the most famous British music
group. The last two covers by Ale§ Najbrt and
Zuzana Lednickd abandoned this typographic
design completely, and in one cover offered

a smile concealed in the abstract allegorical
landscape of knots on a wooden board (for

the fourth album), and in the other, the ‘Best
Of!" CD, created an outright assault on the
emotions with a composition of confident and
somewhat commercially dopey photographs of
a posing body-builder. The hyperbolic humour
that was one of the most important principles
in Vltava's music is visually most aptly
signified in the motif of the smile.

The use of smiles can also be motivated by an
attempt to convey the content of the work in
a manner that makes the intended meaning
clear beyond question — to produce the
intended effect and desired emotions. Jaromir
Nohavica's mysterious smile on the cover of
his ‘Babylon’ CD is only the intimation of

a smile, a subtle and perhaps slightly resigned
expression, and yet it reveals so much of what
this well-known folk singer-songwriter is
about — a burst of human energy, concealed
beneath the face mask of an Ostrava miner,
the combination of a raw black-and-white
portrait and Nohavica’s somewhat tired look
gives special meaning to the atmosphere on
the cover. It fosters expectations that there

is much more behind what we see. In this
simple composition the cover says everything,
without having to explain its purpose.
Finally, there is also the ‘straightforward
smile’, symbolising the quality of a company

and what it stands for and the desire to make
that visible to both customers and employees
alike. Not familiar? It was the ‘smile’ intended
to represent the biggest telecommunications
company in the country, Czech Telecom,
though the design was ultimately never used.
It was probably the most elaborate visual
system created in the field of corporate
design in this country during the 199os and
was a unique project in the Czech business
environment. ‘When we recognise it,

a trademark is something that tells us more
about something.”” In 1996-1998, under the
direction of the corporate agency CID, which
invited the Dutch designer Gert Dumbar to
supervise the project, a three-part manual

of coordinated visual style affecting every
aspect of the company’s visual communication
and the entire breadth of its services was
developed. It was based on the simple

symbol of a smile, used in many variations,
and enhanced by the striking combined

use of yellow and blue. The entire system

was intended to introduce a new playful
atmosphere into Czech society. Even though
the completed project was ultimately never
implemented, it brought the Studio invaluable
experience and signified the start of a new

period in its history.™

Stésti

Ochotou riskovat a realizaci
neobvyklych napadd naplnuji lidé

ze Studia svoji zietelnou ambici
odlisit se od druhych. Obvykle
nechtéji jit po vysSlapanych stezkach.
Coz by zcela urcité byla jednodussi
metoda prace, ktera ale mimo jiné
prispiva k tomu, ze obraz grafického
designu je pak verejnosti vniman
jako profese, jez je spiSe zavisla

na technickych moznostech pogéitaéa
a kvalité jejich programi, nez

na progresivnich myslenkach tvarct
designu. Nezavislost a potieba vidét
nové véci i tam, kde by je ostatni
necekali, se za dobu existence
Studia staly jednim z jeho
dominantnich rysu jak v grafické
praci, tak v mnoha dalsich aktivitach.
Posledni desetileti minulého

stoleti bylo obdobim prepisovani,
rozebirani, dekonstrukce a hledani
slohu, ktery by posilil nadéji

na vznik nového vizualniho tvaroslovi
pro stoleti dalSi. Vyraz profesionalni
jistoty, ktera ma raz solidni nejistoty,
je nadstavbou, kterou designéri
Studia, kazdy po svém, obohacuji
vysledky své prace. Osobity pfistup
k Feseni tkoll s pfimési humoru

Ize s uréitou nadsazkou oznadcit

za formu grafického rukopisu Studia,
i kdyz tento pojem ma v dnesni ére
globalizované komunikace spise
marginalni vyznam. Tim vSak nechci
jeho vyznam snizovat, naopak.
Specificky styl, ktery tvofi vizualni
projev Studia je mozna pravé jednim
z téch davodd, proé jeho prace
nezustane nikomu lhostejna.

Rekni to s usmévem

Usmév, ktery predstavuje pratelsky a pozitivni
zpusob komunikace, prolind Zivotem

a projekty Studia jako laserovy paprsek.
Nékdy netitelny, skryty ve vizudlnim rébusu
typogramu, jindy provokujici, neodbytné vraci
pozornost k poselstvi, které je pro designéra
dilezité predat dal. Usmév na rtech lze
vykouzlit dobrym vtipem, ale i tragikomickou
zpravou. Usmév miuZe byt zoufaly, kiecovity,
ba i dédbelsky — stejné jako smich. ,Sméj se,

a cely svét se sméje s tebou; plag, a places
sam.” Je to symbolicky pfiznak emoce,

s niZ chce graficky designér zesilit vyznéni
své préce a jeji okamzity ucinek.

Reflexe, kterou se sna?ili ironizovat &¢lenové
divadla Sklep bizarnf realitu osmdesatych let
v socialistickém Ceskoslovensku, se asi nejvice
projevila v sérii tzv. Besidek divadla Sklep.
Pod leitmotivem: ,Stéle stejni, a vidycky jini*
nabizeli herci divakiim pestrou smésici ske¢f,
aktovek a jinotaji, jeZ byla v podstaté jakousi
formou vefejného ve&irku viech ¢lent divadla
a jejich kamarddd.’ Uspéch Besidek byl
impulsem pro vyddni dvou LP desek. Pro prvni
z nich Ale§ Najbrt vytvofil obal inspirovany
romantickou estetikou kreslenych seridla

o Rychlych $ipech Jaroslava Foglara,

pro druhou vymyslel grafik Michal Cihlaf
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hru zvanou Sklepseso.” Po jedendcti letech

se nevyCerpatelnd invence ¢lent Sklepa
misend se zdmérné ironickym nazirdnim
svéta nabidla poslucha¢tim v nové podobé

na 2CD. PoZzadavkem vydavatele bylo, aby se
na novém titulu uréitym zplisobem objevily

i pivodni obaly zmin&nych desek. Usmév jako
spole¢ny jmenovatel mnoha tva#{ divadla

se stal spolehlivym fe§enim tohoto zadani:
na dobovém obrézku ze sedmdesatych let se
usmévavi hosté soukromé diskotéky dobte
bavi. Jeden z nich drzi v ruce obé pFedchozi
desky, které svou barevnosti skvéle kontrastuji
s Gernobilou fotografii.

Filmovy rezisér David Ond¥icek, ktery

se s AleSem Najbrtem sezndmil koncem
osmdesdtych let, p¥izval v roce 1996 Studio

ke spoluprdci pfi natdteni svého prvniho
celoveterntho filmu Septej. Hrdinkou filmu
je Sestndctiletd divka z malého mésta, ktera
utika z nudné reality domova svych rodi¢t,
aby se posléze stala soucdsti nového svéta
zébavy a veéirku velkomésta. Extdzi novych
prozitki a barevnou rozmanitost no¢niho
Zivota mésta symbolizuje komiksové sméjici
se slunce, které se stalo hlavnim motivem
propagace tohoto filmu. Exaltovand, barevna
a rozostfend atmosféra plakdtu vhodné
koresponduje s podtitulem filmu: ,na kiidlech
adrenalinu, ldsky a fantazie®.

Snaha o prostou vizudlni esenci neformalniho
humoru a spolefenské nadsazky, jez byla
pfedmétem vieho, co jiskFilo v atmosféfe
nové se formujici kulturné-spole¢enské
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platformy po roce 1989, byla ¢asto inspirac{

i pro dal3{f lidi, ktef{ posléze zazvonili

na zvonek Studia, aby iniciovali novou
spolupréci. Jednim z nich byl i Robert
Nebfensky, frontman ¢eské hudebni skupiny
Vltava. Usmév ve viech podobach se stal
leitmotivem vzdjemné spoluprdce. Objevuje se
jak v prosté, tak i v ,zasifrované” podobé

na vSech obalech gramofonovych desek, které
ve Studiu vznikly. Expresivni forma dsmévu
na obalu prvni desky navozuje dojem nevézané
radosti a pocitu $tésti nad jejim vznikem.
Dal§i ndvrhy uZ tento vyraz ponékud skryvaji
a Gsmév se na nich stdva spife vysledkem
hledan{ a vyhliZeni novym smérem.

Na druhé desce ismév pfesné odrdZ{ naivitu
jejiho ndzvu St’astnej jako trdm; na tfetim
nabiz{ intelektudlni vizudlni hddanku -
typogram, Sestici ,zmrzlych” dsméva

v seskupeni, které by se asi tézko dalo

ve skute¢nosti dohromady: autory Kapitdlu

a Cleny nejslavnéjsi britské hudebni skupiny,
tedy Marxe, Engelse a Beatles. Posledni dva
obaly od Ale3e Najbrta a Zuzany Lednické uz
typograficky vyraz opoustéji uplné a nabizeji
nejprve usmév skryty v jinotaji abstraktni
krajiny sukt dfevéné desky (u étvrtého alba)
a posléze uz jen primocary ttok na city:
kompozici fotografif sebevédomé pézujiciho
kulturisty (na poslednim CD Best Of!).
Humornd nadsdzka, kterd byla jednim

z nejdileZitéjsich principt tvorby hudebni
skupiny Vltava mé dozajista v motivu dsmévu
nezastupitelnou formu vizudlni prezentace.
Dilezitym divodem pro uplatnéni ,ismévu”
muZe byt i snaha nabidnout obsah uréité
préce tak, aby bylo zcela z¥ejmé, jak se maji
uréité ,véci” tvafit, aby probudily pot¥ebnou
emoci. Tajemny ismév Jarka Nohavici

na obalu jeho CD Babylon je pouze lehce
naznaeny, moznd i trochu odevzdany, a piece
vyjadiuje mnoho z toho, co charakterizuje
znamého folkového zpévaka: erupci lidské
energie (tfebaZe je skryta pod maskou tvéfe
ostravského hornika). Prdvé kombinace
syrovosti ¢ernobilého portrétu s jeho trochu
vycerpanym pohledem déva celé atmosfére
titulu zvla§tni vyznam, a navic probouzi
olekdvéni, Ze za tim v8§im v&zi néco vic. Obal
v této jednoduché kompozici tak ¥iké vse, aniz
by musel cokoli dodate&n& vysvétlovat.

A na zavér naprosto ,jednoznalny dsmév“:
znacka, kterd symbolizuje vyznam a kvalitu
své firmy a chce ji zviditelnit jak pro své
zékazniky, tak pro ty, ktef{ pro ni pracuji.

Ze ji nikdo neznd? Ano, ,ismév", ktery mél
reprezentovat nejvéts{ telekomunikaéni
spole¢nost u nds, Cesk}'f Telecom,
pravdépodobné nejpropracovanéjsi vizualni
systém, ktery zde byl v oblasti corporate
designu béhem devadesatych let vytvofen,
nakonec svého adresdta nikdy nenagel.
»Znatka je néco, co kdyZ pozndme, vime

o néco vic."” Zakézka nového firemniho
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stylu Ceského Telecomu byla v ¢eskych

podminkach unikatnim projektem.

Pod vedenim specializované korporatni
agentury CID, kterd pfizvala k supervizi
holandského designéra Gerta Dumbara,
vznikl v letech 1996-1998 trojdilny manual
koordinovaného vizudlniho stylu, ktery
postihl v8echny aspekty vizudlni komunikace
spole¢nosti v celé §ifi jejich aktivit.

Byl zaloZen na prostém symbolu tsmévu

v mnoha variacich a podpofen vyraznou
kombinaci Zluté a modré barvy. Cely

systém mél piinést do ¢eského prostiedi
novou atmosféru hravosti. I kdyz se hotovy
projekt bohuZel nerealizoval, Studiu p¥inesl
neocenitelné zkuSenosti a znamenal pocatek

nového obdobi v jeho historii.™
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Septej
Whisper

filmové plakéty|film posters
design Ale$ Najbrt

foto | photography Martin Spelda ’ ' ‘ )
1996 . .

Prvni bylo logo usmivajiciho se slunce se ’ .
stifkajicimi slzami, které se stalo motivem NA KRIDLECH ADRENALINU. LASKY A e e L e e ST
pro obraz na zdi pokoje hlavniho hrdiny

a pozdgji také symbolem celé propagace filmu.
Kvuli obavam z nekomerénosti vznikly plakaty
dva. Jeden se sluncem a druhy s fotografii
obou hlavnich hercti, Tdni Vilhelmové a Jana
P. Muchowa. Prvni spoluprace s reZisérem
Davidem Ond#itkem.

The logo of a smiling Sun spraying tears was
the first thing created in this project and
became the motif for a picture on the wall of
the protagonist’s room and later also for the
film’s general promotion. Owing to concerns
about commercial viability two posters were
created. One with the Sun, the other with

a photograph of the two main actors, Taila
Vilhelmova and Jan P. Muchow. This was the
first time we worked with the director David
Ondficek.

g N

m Tati ma Vilhelmowva, Jam P. Muchow, Jan f:ecl'ttick}’{,
Martim MySicka, KateFina Winterova., Petra Spalkova, Amos,
Vaclav Mares, BofFivoj Navratil, Pepino Drexler a dal=i
sScEnar David OndfFficek, Janmn Novak, Toma= Ma=Zin
SJamrmn P. Muchow m Jan Cendak m Petr Turymna
=TS Alexander Surkala Petr Oukropec, Pavel Strmnad
reZie Dawvid OndfFficek

skiadbywy Colorfactory mna CD firmmy Monitor/EMI

ve spolupraci = KKratkym filmem Praha a.s. Studio 7
= PP Production s.r.o. D199 6 Negativ s.r.o.
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Besidka divadla Sklep
Sklep ‘Chats’

2CD|double CD
design Ales Najbrt
2001

Ukol téméf nefesitelny: obal na CD,

na kterém budou obaly dvou star§ich desek
divadla Sklep. Inspiraci se stal inzerat

z Casopisu Schéner Wohnen ze sedmdesatych
let. Fotografie z domdci poslechové diskotéky,
kterd pii trofe fantazie vypadd jako uvod
néjaké pornografické epizody. Nad$eni viech
tif pfitomnych dobfe konvenuje s nadsenim

a ironii, které provazely sklepdcké Besidky.

A formidable task: create a new CD cover that
would also contain the covers of two older
recordings by Sklep. We drew inspiration from
an ad taken from an old issue of ‘Schoner
Wohnen' from the 1970s, with photographs of
a home record collection, which, with a dose
of imagination, looks like the opening of some
pornographic film. The general energy of all
three together really matches the exuberance
and irony of Sklep's ‘Chats’.
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Besidka divadla Sklep
Sklep ‘Chats’

LP
design Ales Najbrt
1990

Kone¢né jsem nékde mohl vyuzit své
celozivotni zalibeni v rychlosipackych
komiksovych bublindch, na kterych jsem se
jako dislektik, jak #ikd moje maminka,
nautil v prvni t¥id& aspoii trochu &fst.
Jeden z poslednich névrhi, které jsem
nakreslil cely temperama (pfedni i zadn{
stranu). an

I finally had an opportunity to make use of
my life-long interest in comic-strip balloons,
which, as a dyslectic, as my mom says, were
what I learned to read from at least a bit

in first grade. One of the most recent designs
in which I was doing tempera drawings

(the front and back sides). an




Divadlo Sklep
Sklep Theatre

kniha|book

design Ales Najbrt

koldz | collage David Vavra
1999

Kniha mapujici divadlo Sklep od jeho zacatkd,
kdy bylo jeho zakladatelim Davidu Vavrovi

a Milanu Steindlerovi 14 let, aZ do tplné
dospélosti viech jeho ¢lent. S Davidem

Vavrou jsme si dali za tikol sesbirat viechno,
co s historif divadla souvisi. Kniha je kolazi
textd, fotografii a dokumentl z divadelnich
her, akci, mejdant a sportovnich aktivit
divadla. an

This is a book that traces the history of Sklep
from its early years, when its founders, David
Véavra and Milan Steindler, were 14 years

old, up to their adulthood. Vavra and I set
ourselves the task of collecting everything that
had something to do with the history of Sklep.
The book is a collage of the theatre company’s
texts, photographs, and documents from plays,
events, parties, and sporting activities. an
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Sklepovsti srsani
The Sklep Hornets

logo
design Ale$ Najbrt
1995

Sportovni vyziti bylo v divadle Sklep vzdy
samoziejmou souldsti spole¢ného Zivota,

a kupodivu pravé fotbal a hokej nés stale bavi.
Sr$dni se utkavaji s riznymi tymy po celé
republice a kazdou stiedu se schézeji fotbalovi
fanatici na ,fotbalovém placku“ na Dobesce

a pfipravuji se na dal3i utkdni. an

Sport has always been an essential part of
Sklep’s life as a group, and surprisingly it

is football and ice hockey that continue to
entertain us. The ‘Hornets’ compete with
various other teams throughout the country,
and every Wednesday football aficionados
gather at a playing field and prepare
themselves for the next match. an
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Vitava

Touzili jsme vytvofit ,corporate design®

pro hudebni skupinu v &eském prostiedi.

Ale hudebnici jsou bohuZel nejhorsi ,klienti®.
Premysleji détinsky a rddi vzpominaji

na doby, kdy kreslili a ryli propidou do lavic
loga skupin a karikatury svych vzori.

P¥i3el ale Robert Neb¥ensky ze skupiny Vltava.
Spole&né jsme vymysleli motiv, ktery vydrzel
po celou dobu nasi spolupréce. Usmév.

Ve v§ech moznych podobach.

We really wanted to do the ‘corporate design’
for a band on the Czech music scene. But
unfortunately musicians make the worst
‘clients’. They think childishly, and they just
like to think back on the times when they
used to draw and carve the group’s logo and
caricatures of their idols into their desks.
But then Robert Nebfensky of Vltava came
along. Together we came up with a motif that
has survived throughout the period of our
collaboration: A smile. A smile in all possible
forms.

Mladi i tak velkou lasku

bere s humorem

The Young Look at Great Love
with Light Hearts

CD
design Ales Najbrt
1994

Na prvni desce je to takovy novy ,keep
smiling”. Vic vysméch neZ tsmév.

EMI chtéla na obalu foto skupiny. My trvali
na usmévu. Reditel Ko¢andrle tvrdil, Ze lidé
pry chtéji hudebniky vidét. Neméli jsme
hezkou fotku Vltavy, a tak jsme do bookletu
navrhli pohlednici jedné islandské barové
kapelky a on prekvapivé souhlasil.

On the cover of this first album by Vltava

a kind of new version of the ‘keep smiling’
expression was used. It's more of a mocking
expression than a smile. EMI wanted a photo
of the band on the cover. We insisted on
the smile. The director, Ko¢andrle, argued
that people want to see the musicians. We
didn’t have any good photos of Vltava, and
so we proposed using a postcard picture of

a bar band from Iceland in the booklet, and
surprisingly he agreed.
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Stastnej jako tram
Happy as a Lark
CD

design Ale$ Najbrt

ilustrace|illustration Kamila Najbrtova
1996

Stastnd tva¥ na druhé desce Vltavy patii
¢lovéku, ktery toho vi nastésti tak mélo, aby
mobhl §tastny byt.

The happy face on this album, Vltava’s second,
is that of someone who knows too little to be

anything but happy.

Marx, Engels, Beatles

cD
design Ale$ Najbrt
1998

S tfeti deskou byl problém. Robert piisel

s tim, Ze to tentokrat bude tvrdsi. A bylo.
Vznikl tedy portrét rockové kapely, jejimz
¢lentum ztvrdnul dsmév na rtech. A tak to

m4 byt. Sest ,,olympijskych” hlav 3esti ¢lent
kapely i Sesti jmen z ndzvu titulu. Ringo,
George, John, Paul, Bedfich a Karel. K albu
vy$el také zremixovany singl Zajic a koza se
zremixovanym zajicem a kozou na obalu.

The third album by Vltava was a problem.
Robert told us that this time the music would
be harder. And that's what it was.

This produced a portrait of a rock band whose
members’ faces are frozen in a smile. And
that’s the way it’s supposed to be. It shows
the six ‘Olympian’ heads of the members of
the group and the six names contained within
the title: Karl, Friedrich, John, Paul, George,
and Ringo. The remixed single, ‘The Rabbit
and the Goat’, was issued with the album and
features a ‘remixed’ rabbit and goat on the
cover.



Kdyz bozi zestarnou
When the Gods Grow Old

CD

design Ales Najbrt, Zuzana Lednicka
foto | photography Jana Stachova
2000

Skryté oblicejitky bohi, které si kazdy musi
tak trochu najit v sucich dievénych dvifek
staré skiifiky. Hodné zvla¥tni dsmévy.

On this cover, Vltava's fourth album, the little
faces of the gods, which everyone has to try
and find themselves, are concealed in the

knots on the wooden doors of an old wardrobe.

These smiles are very strange.

Kaitdn pejsek 200

"
My 1 t pisnicku nautime (Baby boogie)

nicky!
jako rim

Benyl a Reform (Na pide)

Mt zial so.

Hrazea & hradha

viTVvYUVuVy 0F

VLITVVUVUY

Kresba|Drawing
by Robert Nebfensky

0 F

Best Of!

CD

design Ales Najbrt

foto | photography Adam Holy
2001

Best Of!... tak tady uZ je v§echno dohromady:
sebejisty, nejisty, tvrdy, natvrdly, mily

i smutny usmév. Dopliite si dal3i. Pan Hordcek,
kulturista v nejlep§im véku, vas zve na to
nejlepsi ze zlatého fondu skupiny.

Vltava uZ bohuZel neexistuje.

In this ‘Best Of!" album everything’s mixed
together: it's a confident, wary, hard, dopey,
kind, and sad smile. And you can add to
that list. Mr Horacek, a body-builder in the
prime of life, invites you to come along and
enjoy the group's collection of golden greats.
Unfortunately, Vltava no longer exists today.
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Czech Telecom

logo a vizualni styl

logo and corporate design

design Ale$ Najbrt, Zuzana Lednicka,
Pavel Lev, Vladimir Andél
spolupréce|in cooperation with CID,
Studio Dumbar

foto| photography Zdenék Sokol

1997

Jedind nerealizovand prdce v této knize. Prvni
préce pro velkou cilovou skupinu. Vlastné

pro viechny. Kazdy den to ve méstech uvidite
i nékolikrat denné. To byla najednou zatim
nepoznand odpovédnost. Neni to hloupost?
Jakd odpovédnost? Uvédomili jsme si, Ze dost
znalnd. A chtéli jsme piispét k prijemnéjsi

a pozitivnéj’i atmosféfe, kterd je u nds

v obdobi divokého kapitalismu a tvrdé hry
»Urvi co se da“ dost dilezitd. Udélat logo

pro lidi, a ne jen pro §éfy Telecomu.

Zadani Telecomu: Velmi dobré a jasné:
Pozitivni logo, které vymaze vnimani firmy
jako socialistického nep#atelského molochu.
Spoluprice s Telecomem: B&hem celé préce
vynikajici. Spole¢ny team Studio Dumbar
(supervize), CID (produkce), Studio Najbrt
(design).

Rozhodnuti Telecomu: Po skoro dvouleté
préci nepochopitelné ukvapené. Jiz jednou
schvélené logo bylo po vytvoteni manuala
jednotného vizualniho stylu odmitnuto a celd
préce nebyla schvélena k implementaci.
Diavod Telecomu: Neni to ismév, ale vysméch
na§im nespokojenym zakaznikim.

Dusledky: P&kné kocovina (my). Hodné&
vyhozenych pen&z (Telecom). Velké zkuSenosti
do budoucna (my). Nova pfatelstvi (my

s Gertem Dumbarem a Michalem Richtrem).
The only project in this book that was never
ultimately used. It was the first piece of work
aiming at a large target group. At everyone in
fact. You'd have seen it in the cities every day
repeatedly. That was suddenly a responsibility
that we'd never encountered before. Isn't
that silly? A responsibility? We realised it
was quite a big responsibility in fact. And

we wanted to try and create a pleasant and
positive environment, which was something
really important in this country during the
age of crazy capitalism and the game of ‘Take
what you can’. We wanted to create a logo for
people, not just for Telecom executives.

The assignment for Telecom: Very good

and clear: a positive logo that effaces the
company'’s image as a forbidding socialistic
monster.

Work with Telecom: Excellent throughout
the project. The team was made up of Studio
Dumbar (supervision), CID (production), and
Studio Najbrt (design).

Telecom’s decision: After two years of work
it seemed incomprehensibly rash. The logo we
designed, which had already been approved,
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Prvni skica loga|First sketch of the logo by Zuzana Lednickd

@ CzechTelecom

Kresby|Drawings by Gert Dumbar

Kresby | Drawings by Pavel Lev
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was rejected once the corporate design manual
was completed, and implementation of the
project was never given approval.
Telecom's reasons for rejecting the logo:
It's not a smile but a face jeering at our
dissatisfied customers.

Outcome: A massive hangover (us). Lots

of wasted money (Telecom). Substantial
experience for the future (us). New friends
(between us and Gert Dumbar and Michal
Richtr).

a Jeji uzit)

L
*
~
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(:Jechomor, Co sa stalo nové
Cechomor, ‘What Happened Next’

CD

design Ales Najbrt

foto | photography Adam Holy
2005

Fotografie k této desce jsme se rozhodli

s Adamem Holym nafotit ,uvnit#“ kapely
béhem hrani, tak abychom zaznamenali
energii a radost, pro né tak typickou. Zazil
jsem to jednou osobné, kdyZ jsme si s Karlem
Holasem a Frantou Cernym zpivali v hloutku
asi péti prétel v zdvéru jedné oslavy. an
Together with the photographer Adam Holy
we decided to shoot the album cover for the
band Cechomor in his studio and to take the
pictures ‘inside’ the group while they were
playing, so that we could record all the energy
and sheer joy that are such a typical part of
who they are. I experienced it once personally,
when Karel Holas, FrantiSek Cern}'r (members
of the band) and I sang together in a crowd of
about five friends at the end of a party. an

Jaromir Nohavica, Babylon

(@)
design Ales Najbrt
foto | photography Tono Stano

2003

Folkovy zpévak Jarek Nohavica souhlasil

s fotografovanim v ateliéru Tona Stana

i pFesto, Ze s nim zkusime trochu
experimentovat. Z celodenni prace jsme

na obal neomylné& vybrali jeho ¢erny hornicky
portrét. Fotografii Jarek schvalil, aniZ by ji
pfedem vidél. Jeho divéra je odzbrojujici

a tlovék ma o to vét¥i zodpovédnost. Napsal
ndm pouze, Ze pokud jsme s ndvrhem
spokojeni my, tak on bude jisté taky. ,Pfece
byste mi neudélali nic $§patného.” an

The folk singer-songwriter Jaromir Nohavica
agreed to have his photograph taken for

the cover of his album ‘Babylon’ in Tono
Stano’s studio and consented with the idea

of letting us experiment a bit. After a day

of photographing we chose for the cover

a portrait of the singer where his faced is
blackened like a miner. Jaromir approved

the photo without even seeing it first. His
complete trust was disarming; it makes you
feel an even greater sense of responsibility. All
he wrote was, if we're happy with the design,
then he’s certain to be, too. ‘It’s not like you'd
actually make me a bad cover’, he said. an
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A message for all generations

The Czechs’ special sense of irony is
sometimes regarded as a charismatic feature
of the national character and in this respect
internationally it is closest to the British
sense of sarcasm and self-irony. The humorous
ridicule of situations that in other, more
conservative nations become delicate red-faced
affairs in this country produce the opposite
effect — chortling enthusiasm and teary-eyed
laughter.

I am pleasantly intrigued by the ability of the
designers at Studio Najbrt to project humour
into their work. As I mentioned above,

I regard this as something that contributes to
their current graphic style. A personal artistic
style was once often a guarantee of verified
quality and always meant you were ‘betting on
a sure thing’. The individual style of artists in
this field today derives from numerous other
factors, such as a humorous dispassion and, in
conformity with this, a visual concept based
on a well-thought-out composition. A visual
abbreviation with an intriguing sub-text:

this method of work is always effective, and
it is surprising that it does not have more
advocates among top artists in this country.
Perhaps that is because few of them ‘invest’
enough time in the intellectual phase of the
work process.

‘Jedna ruka netleskd’ (One Hand Can't Clap)
(2003) was the third film by David Ondfigek,
for which the designers at the Studio created
the poster and the logotype on which all its
promotions are based. The idea of deforming
the ‘A’ (so that one end of the letter is missing)
at the end of each of the three words in the
film title is an easily intelligible visual code
that communicates the essence of this crazy
comedy full of black humour.

The Studio has also worked with other Czech
directors. The posters for Jan Hiebejk’s films
‘Pelizky’ (Cosy Dens) (1999) and ‘Pupendo’
(2003) provide an interesting parallel in

the approach used, one that at first glance
says nothing to the viewer about the film's
content. On the contrary, both cases draw on
an episodic visual symbolism, the humorous
point of which only becomes clear once you
have seen the film. For ‘Peli¥ky’ the motif is
the plastic teaspoon ‘invented by East German
comrades’, which immediately warps and

sags when dipped in a hot cup of coffee. For
‘Pupendo’, we see the actor Jaroslav Dusek up
past his knees in the cold autumnal water

of Lake Balaton, wearing an expression of
‘totalitarian resignation’ and gazing straight
ahead into a consistently ‘grey’ future. These
are sarcastic symbols sending a message to
future generations. It is a kind of humour that
actually makes you want to cry, but it plays

a fundamental role in the film's promotion.
An altogether distinct form of humour is
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the kind concealed in the allegories inspired
by comics, which are used primarily to
communicate some humorous point. The visual
motifs in the graphic designs created for the
musical group Sto zvifat, are clearly linked

to the titles of their CDs - ‘Nikdy nic nebylo’
(Never Anything Between Us) (2004) and

‘Jste Normalni?’ (Are You Normal?) (2006).
Humour occupies a vital place in the Studio’s
work, and it continually ushers in new stimuli
for innovative ways of communicating.

Poselstvi vSem generacim

Specificky smysl Cechil pro ironii je ¢as

od ¢asu hodnocen jako charismaticky

prvek nédrodniho charakteru a je v tomto
ohledu mezindrodné blizky napiiklad
britskému smyslu pro sarkasmus a sebeironii.
Humorné znevaZeni situace, které u jinych,
konzervativnéj§ich narodi zapfitifiuje vznik
delikatnich situaci a vyvoldvé uzardéni,

u nds vyvold pravy opak — salvy nadSen{ a o¢i
uslzené smichem.

U designért Studia mé schopnost promitnout
do svych praci humor ¢asto piijemné drazdi.
Je to néco, co posiluje jejich dnedni graficky
rukopis. Osobity vytvarny styl byva velmi
Casto zdrukou jednou provéfené kvality,

a tudiZ téméf vzdy ,sdzkou na jistotu®.
Charakteristicky vyraz osobnosti oboru

v dnesnf{ situaci uZ ale formuje i mnoho jinych
hledisek — napfiklad humorné ladény nadhled
a v souladu s nfm promyslend zdkladni
kompozice vizudlniho fefeni. Vizudln{ zkratka
s drédzdivym podtextem je stoprocentné
Uspésnd metoda préce, a tak je jen s podivem,
Ze u nds nemd v soucasnosti vice zastdnct
mezi §pi¢kovymi vytvarniky. MoZnd je to ddno
tim, Ze neni mnoho téch, kte¥{ ,investuji*

do myslenkové faze pracovniho procesu
dostateéné mnozstvi Casu.

Tfetim filmem Davida Ond¥itka, pro ktery
navrhli designé#i Studia plakat a hlavné
logotyp, na némz stav{ jeho celd propagace,

je film Jedna ruka netleskd (2003).

Népad pouzit t¥ikrdt nedplné ,,A“ na konci
viech tf1 slov v ndzvu filmu je dobfe ¢itelnd
vizudln{ §ifra o podstat& bldznivé komedie
plné ,&erného” humoru.

Vedle Davida Ond#i¢ka Studio spolupracuje

is dalsimi ¢eskymi reZiséry. Plakaty

pro filmy Jana Hiebejka Pelisky (1999)

a Pupendo (2003) pFinaseji zajimavou paralelu
v p¥istupu, ktery divdkovi nezprost¥edkovava
zdsadni sdélen{ o filmovém p¥ib&hu hned

na prvni pohled. Naopak, v obou p¥ipadech jde
o vizudlni symboliku epizod, jejichZ pointu si
divak de¥ifruje sdm aZ pii filmové projekei.
+Vynélez soudruhti z NDR" — umélohmotné
1Zicka, kterd se ve filmu zdeformuje ve chvili,
kdy je ponofena do horké kavy v Peliscich,
»socialisticky odevzdany* vyraz herce

Jaroslava Dugka stojiciho v chladné vodé
podzimniho Balatonu a hlediciho vstfic stdle
stejné ,§edé” budoucnosti v Pupendu.

To jsou sarkastické symboly poselstvi budoucim
generacim. Je to humor, ktery je vlastné

k plagi, ale v propagaci filmt hraje zdsadni roli.
Zcela jinou kapitolu humoru v sob& skryvaji
jinotaje inspirované technikou komiksu,

které jsou vyuzity u grafickych ndvrhia

pro hudebni skupinu Sto zvifat. Vizudlni
motivy na obalech CD — Nikdy nic nebylo
(2004) a Jste normélni? (2006) — se &itelnd
poji s jejich ndzvy. Humor mé v praci Studia
nezastupitelnou tlohu a neustéle pfindsi
podnéty pro nové zptusoby komunikace.




Pelisky
Cosy Dens

filmovy plakét|film poster

design Ales Najbrt, Zuzana Lednicka
foto | photography Adam Holy

1999

Nostalgickéd komedie z konce Sedesatych

let. Dlouho to vypadalo, Ze pouZijeme z&bér
z UZasné scény ,Mar§al Malinowski®, kde
Miroslavu Donutilovi $lehd oheii z pusy poté,
co se napil vodky, zapdlil ji a vydechl. Fotka
byla zaramovana starou televizi. Nebylo to
§patné. Byli jsme spokojeni. Uz to bylo skoro
schvélené, ale reZisér Hitebejk pfisel s tim,

Ze ve filmu hodné& hraji rizné véci¢ky-
vynalezy ze zem{ tehdej$tho socialistického
bloku, a pro¢ to néjak nepostavit na nich a ne
na hercich. Tak jsme zkusili vynélez soudruht
z NDR — umélohmotnou 1Zi¢ku, ktera se

ve filmu zdeformuje, jakmile je ponofena

do horké kévitky. Pékné narovnanou jsme

ji pouzili jako vyk#i¢nik. Distributor se
kroutil, ale Ondfej Trojan, v té dobé za¢inajici
producent, fekl, Ze chce hezky plakat, a tim Kresby | Drawings by Jan Hebejk
bylo rozhodnuto. A piilo milion divaka

i bez hercti na plakété. U nés to prosté

funguje jinak.

This nostalgic comedy takes place in the late

sixties. For a while it seemed that we were

going to use the shot from the great Marshal

Malinowski scene for the poster, where there

are flames coming out of Miroslav Donutil’s

mouth, after he drank some vodka, set it on

fire, and then exhaled, and that photo was

framed by the rim of an old television. It

wasn't bad. We were happy with it. It was

almost at the approval point. But then the

director, Hfebejk, said that since there are all

these different little objects and inventions

from the former Communist bloc that appear

throughout the film, why not base the design

on them somehow, rather than on the actors.

So we tried using an invention of ‘our East

German comrades’ — the plastic teaspoon that,

in the film, immediately loses its shape and

droops when dipped into hot coffee. We used

it as an exclamation mark, long and straight.

The distributor protested a bit, but Ondfej

Trojan, who at the time was just starting out

as a producer, said that he wanted a poster

that looked good, and it was decided. And

a million viewers came to see the film even

though there were no actors on the poster.

Things just work differently in this country.
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Samotari
Loners

filmové plakaty|film posters

design Zuzana Lednicka, Ales Najbrt
foto | photography Adam Holy

2000

Druhy film Davida Ond¥itka. Dva rtizné
plakaty. Jeden pro &eskou distribuci,

s pfedpokladem, Ze se Jirka Machdcek stane
novou &eskou hvézdou (a on se ji skute¢né
stal). Druhy s plsobivéjii fotografii Labiny
Mitevské pro filmové festivaly. Ktery byste

si vybrali?

The second film by David Ond¥i¢ek. Two
different posters. One for Czech distribution,
where it was assumed that Jiti Maché4éek (who
played one of the main characters) was about
to become a major Czech star (and he did).
The second and more striking photograph

of Labina Mitevska (who played another of
the main characters) was used for the film
festivals. Which one would you choose?
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Jedna ruka netleska
One Hand Can’t Clap

filmovy plakét, titulky a booklet CD
film poster, titles and CD booklet
design Zuzana Lednicka, Ales Najbrt
foto | photography Richard Reficha
2003

Jedna ruka netleskd a litera A i bez jedné
nozi¢ky stoji...
One hand can't clap, but the letter A

can stand on one leg...
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Pupendo

filmovy plakat|film poster
design Ales Najbrt

foto | photography Martin Spelda
2003

Film z osmdesdtych let naseho ¢eského
socialismu. Z obdobi velké odevzdanosti,
pesimismu a nedivéry v jakoukoli osobni
aktivitu. KdyZ jsem prohliZel v§echny
fotografie, které vznikly pfi natd¢eni Pupenda,
objevil jsem zabér, na kterém stoji v mélké
vodé Balatonu herci Vilma Cibulkova a Jaroslav
Dusek. Jsou daleko od sebe, takZe dost malinci.
Je to moment, kdy Cekaji a nehraji. Kouknul
jsem na Jardav vyraz ve tvafi a byl si skoro
jisty, Ze to mam!

Ruce nejisté spojené na bi{sku. Zkoumavy,
trochu prdzdny a odevzdany vyraz. Poselstvi
budoucim generacim! Vyiiznul jsem jeho
postavu v ¢ervenych plavkach, obklopenou
Sedou vodou balatonského , mote”.

P#i zvétSeni ziskal detail z kinofilmu zna¢nou
neostrost a ,zrno". P¥iernd nekvalita

tisku jako z dob socialismu, uréend nyni
reklamnimu ataku, ktery md v Cesku v dobg
nekompromisniho barvotiskového kapitalismu
piivést do kin co nejvic divdka. Navrh

jsem nad$ené& ukdzal Ondrovi Trojanovi
(producentovi). Podival se na mé pétravé, a ja
ztracel nadéji. Pak jsme to spole¢né ukazali
Honzovi Hiebejkovi (reZisérovi) a ostatnim
tvircim. A bylo vyhrdno. Jejich nad3eni
pfesvédtilo i Ondfeje. an
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This is a film in which the action harks

back to the 1980s and the socialist period

in Czechoslovakia, a time of enormous
resignation, pessimism, and disbelief in any
kind of personal initiative.

When I was looking through the photographs
that were taken during the filming of
‘Pupendo’, I discovered one shot in which the
actors Vilma Cibulkovd and Jaroslav Dusek are
standing in shallow water in Lake Balaton.
There is a fair distance between the two of
them, so they appear quite small in the shot.
It's a moment when they're just waiting
around and not acting. When I looked at
Jaroslav's expression I was almost sure that
I'd found what I was looking for!

He has his hands clasped uncertainly and
they're resting on his stomach. And he has

a searching but somewhat empty and resigned
expression on his face. That's the message to
future generations!

I cut out his figure, standing there in red
swimming trunks amidst a grey ‘sea’ of lake
water. Enlarged, that detail acquired a fuzzy
and ‘grainy’ quality. The print’s terrible
quality makes it like prints from the age of
socialism, but it's now intended for use in

an advertising campaign and designed to
attract as large an audience as possible to the
cinema, in this uncompromising age of colour-
print capitalism. I enthusiastically showed
the image to Ondfej Trojan (the producer).

He looked at me quizzically and I lost all
hope. Then we showed it to Jan H¥ebejk (the
director) and the artists involved in the film,
and that was it. Their enthusiasm was enough
to persuade even Ondfej. an

pupendo

nova ¢eska komedie Jana Hrebejka

hraji Balek Polivka, Jaroslav Dusek
Eva Holubovd, Vilma Clbulkovd, Jifi Pecha
Pavel LiZka, Boris Hybner, Luka$ Baborsky a dafsi

scénaf Petr Jarchovsky volng na motivy knih Petra Sabacha

architekt Milan Bjtek, kostymy Katarina Holld

2vuk Michal Holubec, stfi Viadimir Bardk

vikonny praducent Milan Kuchynka, kamera Jan Malif
koproducenti Pavel Borovan a Jaroslav Kutera
producent Ondfej Trojan, redie Jan Hrebejk

vyrobila Filmova a televiznl spolegnost Total HelpArt THA.
ve spaluprdol s Ceskou televizl a Studiem Barrandoy

@ Total HelpArl T.H.A. a Ceska televize

tistribuce Falcon

hudha 2 filmu na soundtracku Sony Music / Bonton

www, pupende.com

8 S b et s

poselstvi budoucim generacim!



Kniha rekord@ Sutky
The Shutka Book of Records

filmovy plakét|film poster
design Ale$ Najbrt
2006

Dokumentdrni film o cikdnské vesnici

na Balkang, kde se viichni pfedhdnéji, v ¢em
jsou vétsimi Sampidny. Jeden md nejlepsi
obleky, druhy sbirku kazet turecké hudby, tfeti
natd¢f nejlepsi hudebni nahravky, dalsi nejlip
rozpoznd upiry... Plakat je sbirkou kazet
péveckych $ampiént, které nam nechal reZisér
Saga Mani¢ dovézt p¥imo ze Sutky.

A documentary film about a Gypsy village

in the Balkans, where everyone outdoes one
another as a champion in something. One
person has the best suits, another the best
collection of Turkish music recordings, the
third makes the best music recordings of his
own, another one is the best at recognising
vampires. The poster is a collection of cassettes
of champion singers, which the director Sasa
Mani¢ had brought over directly from Shutka.
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Vyhnani z raje

Expulsion from Paradise
filmovy plakét|film poster
design Ales Najbrt

2001

Vzpominka na druhou inspirativni spolupraci
s Vérou Chytilovou (prvni byla Kopytem sem,
kopytem tam). Pani rezisérka k tomuhle filmu
chtéla krésny vytvarny plakat. Méla zcela
jasnou piedstavu o plakétu, ktery by pusobil
jako obraz od holandského mistra ze 16. stoleti.
No¢n{ scéna s ohni, ale pro film nebyla
typicka. Byli jsme ve stiiZné. Chtél jsem

film vid&t.

Véra: Pro¢ to chce$ vid&t?

Ale§: Abych védél, k jakému filmu plakat
déldm.

Véra: Ale ja ho tady nemdm.

Kameraman: Ale jo, mame ho tady.

Véra: Drz hubu, blbe&ku!

Ales: Tak mi ho ukaZte.

Véra: Ne!

Ales: Tak ten plakdt nemuzu délat!

Véra: Tak mu to pustte.

Ukézalo se, Ze film je velmi syrovy.

Natodeny na video. M&l jsem jinou pfedstavu.
Chvili jsme se dohadovali a kazdy prosazoval
svoji verzi. Nakonec jsem slibil, Ze zkusim
obg. Chtél jsem pouZit digitdlni zdbéry

piimo z filmu. VSechno spéchalo. Druhy den
dopoledne uz volala panf rezisérka.

Véra: Tak co? Uz to mas hotovy?

Ale§: DEldm na ty tvoji ,renesanéni” verzi

a nevypadd to zas tak $patné.

Véra: A pro¢ nedélas tu svoji verzi?

Ales: Taky ji udélam. Jesté jsem to nestih’.
Véra: Tak ji délej. J4 ji chci!

an
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The second inspiring memory of working
with Véra Chytilovd (the first was on ‘A Hoof
Here, a Hoof There’). The director wanted

a beautiful artistic poster for this video film.
From the start she had a very clear idea about
a poster that would look like one of those 16th-
century Dutch masterpieces. A night scene
with a fire, which did not, however, really
characterise the film. We were in the editing
room. I wanted to see the film.

Véra: Why do you want to see it?

Ales: So I can see what kind of film I'm
making a poster for.

Véra: But I don't have it with me.
Cameraman: But we do, we've got it here.
Véra: Shut up, you silly man!

Ales: So, show it to me.

Véra: No!

Ales: Then I can't do the poster!

Véra: Well, show it to him then.

The film was very raw. It was shot on video.

I had a different idea. We argued about it for
a while, each of us trying to persuade the
other that our version was the right one. In
the end I promised that I'd try both. I wanted
to use the digital shots directly from the film.
And the very next morning the director called:
Véra: Well then? Have you finished it?

Ales: I'm working on your ‘Renaissance’
version, and it doesn't look bad after all.
Véra: And why aren’t you doing your version?
Ales: Well I will. I just haven’t had a chance to
get to it yet.

Véra: Well do it. It's what I want!

an
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Sto zvirat, Jste normalni?
Sto zvirat, Are You Normal?

DVD a plakdt|DVD and poster

design Mikulas Machagek

foto | photography Jan Burianek, Adam Kudrna,
Lars Koue Mogensen

2006

Nazev se stal inspiraci pro mozaiku z obli¢eji
hudebnikt skupiny. KdyZ jeden z ¢lent Sto
zvifat pfinesl ndvrhy ukdzat domd, jeho
manzelka se zhrozila: ,Jak to vypadate, jste
normdlni?!“. A bylo to schvéleny.

The title inspired us to create mosaics out of
the faces of the band’s musicians. When one
of the band members took the designs home
and showed his wife, she said with a shudder:
‘Look at you, are you normal?!” And with that
the design was approved.

Sto zvirat, Nikdy nic nebylo
Sto zvirat, Never Anything Between Us

CD a plakat|CD and poster
design Mikulas Machagéek
2004

ONA, stojici k ndm zddy, viem oznamuje, Ze nikdy
nic nebylo, ale ON o tom jesté nevi.

SHE is standing with her back to us, and makes

a statement to the world that ‘there was never
anything’ between them, but HE doesn’t know

it yet.
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Theatrsucht

divadeln{ plakat|theatre poster
design Petr Stépan
2005

Zadéni pro vytvofeni plakdtu na festival
Ceského divadla ve Vidni, které jsme dostali
od tamniho Ceského centra, bylo neobvyklé:
nagtvat Rakudaky, protoZe nas Cechy ve Vidni
bojkotuji.

Petr se na zdkladé sloganu ,Na jeviiti se
svisti dold ze zasnéZenych svahi“rozhodl
nastvat nejlepsi lyZzate svéta s nejvétsimi
horami a sjezdovymi tratémi v Evropé nasim
lyZatrskym aredlem na Cerné hote. Nikdo se asi
nenastval, ale my jsme se dobfe pobavili.

We received the commission to create a poster
for the Czech theatre festival in Vienna from
the Czech Centre there, and the nature of

the task was unusual: make the Austrians
cross, because they're boycotting us Czechs

in Vienna. Using the slogan ‘Whiz down

from snowy heights on stage’, Petr decided to
annoy the best skiers in the world with the
biggest hills and the best slopes in Europe by
presenting an image of the Czech ski resort at
Cernd hora. He probably didn't make anyone
cross, but we had a good laugh.
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The game and its rules

For a graphic designer, the willingness

and ability to play as a method of work, if

not actually a necessity, is certainly at the
very least an important attribute, which
gives rise to new ideas and often surprising
results. Playfulness is the sister of creativity.
It enhances the abstract world of artistic
imagination with emotional experience and
new inspiration, extended gradually into

a certain system that determines its rules.
Even the most open concept often has fixed
limits, but that does not detract from its
primary freedom and its real capacity to
communicate a message that might otherwise
have seemed conservative, boring, and devoid
of creative potential.

One field that tends to be dominated by
assignments with an overriding rational tone
is corporate and communications design.
Together with interactive, information, and
Web design, this sphere today constitutes

a substantial portion of the assignments
graphic designers work on, and it has

a fundamental impact on the social awareness
of a designer’s work, since it is more visible

to the public eye. There is a wide range of
expressive means for conceiving the visual
style of a business, cultural institution, or
even a city, but unfortunately the task is often
perceived simplistically as merely the need to
design a symbol (trademark, logo). However,
it is possible to make more productive use

of this kind of conceptual and graphic work
on developing a uniform visual style and

of the skills of a designer in the field of
communications design by also applying it

to other areas. Graphic artists enjoy taking

on the challenge of playing with colours and
shapes. There are many examples of work
showing how playfulness was just the start

of the entire creative process, the completion
of which usually took longer, involving very
detailed and, from the creative perspective,
rather monotonous work requiring input from
various different fields, long-term professional
experience, and the collaborative effort of

a well-organised team.

From the perspective of quality, any form of
departure from reliable visual stereotypes is
as welcome as ‘a cool breeze on a hot summer
day’. The courage to try something new is
valued. The ability to play and experiment
creatively can add a needed lightness even to
traditional approaches, but it must still respect
its fixed internal system. No matter what the
circumstances, ‘every game has its rules’.

New contacts and cooperation with the agency
CID,” which in 1996 became part of the
Studio’s circle of friends, opened up a broad
range of new assignments, to which the
Studio’s designers have been able to apply their
experience and their imaginative adaptability.
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New visual environments — vast imaginary
landscapes in which to apply one’s fantasy —
are created out of a systematically elaborated
game, in which topographic features form

a unified system, and distinctive combinations
of colours and configurations of lines, curves,
and symbols are used. The childlike drawing
used in CEZ’s Rainbow Energy tones down the
‘electric tension’ of the topic and brings it to

a friendly level, where it is harmless; and for
the company Color, the motif of a black-and-
white imaginary camera is an absurd and yet
logical motif for a company that represents
photographers and bears the name ‘color’. All
these are invitations to different business
environments, invitations extended with
innovative visual license.

The Color project contains another recurring
feature — an opening as the lens through
which we can observe the world around us. It
forms a visual surface and a screen onto which
the stories from the artist’s imagination are
projected, composed of layers of new graphic
shapes, which pass into an abstract vocabulary
of colours, or, for ‘Colours of Ostrava’, into

a typeface that mingles and dances to the
rhythm of the festival music.

Another opportunity for a playful approach
was the project to create a corporate design
for Jundk, the Czech Scouts, and to re-design
its trademark. This theme evokes the spark
and energy of youth, but is in many ways
connected with its long tradition. However,
the corporate design that was developed for

it is not conservative: the world of young
boys is evoked through a meticulously
designed system of symbols, which offers

a repertoire of motifs that the organisation
can use elsewhere. It is essentially a graphics
manual inside out. Applying the techniques of
a corporate design to a Scouts club and camps
is an unusual and marvellous idea.

In the interview that opens this book, Ale§
Najbrt points out that an important quality of
a new logo is the content it communicates, so
that it conveys some emotion, or in some cases
even provocation or humour. I agree with him
that these emotional forms of expression open
up new horizons of visual communication.

An example of this is the logo and design
created for the City of Prague by Studio

Najbrt in 2002, after it won the contract in

an international competition. The entire
system, centred on a logo that ‘plays’ with

the name of the city in four world languages,
provoked critical professional debate in this
country when it was introduced.* That was

a precedent simply owing to the fact that it
was officially accepted and is really used in
places.

The illustration of stories representing

areas of activity in the annual report for

the French company SCOR is an example of
playful interactions taken to an absolutely

visual form. The minimalist illustrations,
replete with motifs symbolising man, are
evocative of the active visualisation of the
Isotype system, which was used in the first
half of the 20th century by Otto Neurath,

a pioneer in visual communications, to present
important statistical data and social topics

to the public. This annual report became the
impulse for more experimentation, in which
by the same means the designer attempted

to comment on his/her own situation — the
life of a designer. This provided them with an
ironic look at themselves and at the absurdity
of their everyday life — where what they offer
others is something they often are unable

to fulfil in their own lives. This assignment
resulted in an informal project that the Studio
presented at a number of Czech and foreign
exhibitions.?”

Hra a jeji pravidla

Pro grafického designéra je schopnost pfijimat
hru jako jednu z metod prace, ne-li pfimo
povinnosti, pak ur¢ité dileZitou kvalitou,
kterd iniciuje ndpady a Casto prekvapivé
vysledky. Hravost je sestra kreativity, kterd
pfind3i do abstraktniho svéta vytvarnych
piedstav emociondlni proZitek a inspiraci, jez
je posléze spojena s uréitym systémem, ktery
ji davé pravidla. I velmi otevieny koncept tak
ma4 své pevné hranice, aniz by ztratil pivodni
volnost a aktudlni zpusobilost komunikovat
zaddni, které by se mohlo zdat konzervativni,
suchopdrné a prosté jakéhokoliv kreativniho
potencidlu.

Jednou z oblasti, kde pFevaZzuje tato raciondlni
forma, je firemni styl a komunikaéni

design. Spolu s interaktivnim, informaénim

a webovym designem dnes pfedstavuje
podstatnou oblast zakadzek grafického
designéra a ma zasadni vliv na spolecenské
uzndn{ jeho préce, nebot je lidem nejvice

na o&ich. Koncept vizudlniho stylu firmy,
kulturni instituce nebo mé&sta miZe mit velmi
bohaty vyrazovy rejstiik, bohuzel je viak
véts§inou vnimdn zdkazniky zjednodugené
jako pouhy ndvrh symbolu (znacky, logotypu).
Koncepéni a grafickd prace na jednotném
vizudlnim stylu a schopnosti designéra

v oblasti komunikaéniho designu lze viak
vyuzit daleko bohat3im zptisobem. Grafik

rad pfijme vyzvu ke hfe s tvary a barvami.
Na mnoha realizovanych p¥ikladech se 1ze
piesvéddit, Ze zminénd hra je jen pocdtkem
celého procesu a jeho dotaZeni do zdvéretné
féze je zpravidla pfedmétem dlouhodobého
vyvoje a velmi detailn{ a z kreativniho
hlediska dosti fadni prace.

Ta vyZaduje poznatky z ¥ady obort, dlouholeté
profesiondlni zkuSenosti a sou¢innost dobte
organizovaného tymu. Z hlediska kvality

tak pfipomind jakakoliv forma vyboteni

z provéfenych vizudlnich Sablon pFijemné
oblerstveni za parného letniho dne. Odvaha
zkusit néco nového se ceni. Hravost a vytvarny
experiment muZe pfinést i tradi¢nimu feSeni
nezbytné odlehdeni. Musi viak zdrovei
disledné ctit pevné dany vnitini systém.

Za kaZdych okolnosti vSak plati: kazd4 hra
ma svd pravidla.

Nové kontakty a spoluprdce s agenturou CID,™
ktera roz§itila v roce 1996 fady pratel Studia,
oteviely Sirokou §kdlu novych zakazek.

V nich designéfi té%{ ze svych zkuSenosti

a schopnosti imaginativni reakce.

Disledné promyslend hra s typografickymi
prvky, které sklddaji systém v jeden celek,
vyraznd kombinace barev, struktura linek,
kiivek a symbolt vytvateji nové vizudlni
prostiedi — imagindrn{ krajinu s rozsdhlym
prostorem pro uplatnéni ndpadi. Détska
kresba zdmérné snizuje ,elektrické napéti“
Duhové energie CEZ na piatelskou troveri,

kterd neuskodi nikomu; nebo ¢ernobild forma
imagindrniho fotoaparatu, tak absurdni,

a pfesto tak logickd pro vizudlni styl
spole¢nosti zastupujici fotografy s ndzvem
Color — to jsou pozvanky do odli¥nych
prostfedi podnikdni s neotfelou vizudlni
licenci.

Color zavéadi dal§i prvek, ktery se nékolikrat
objevuje i v jinych projektech — prisek jako
objektiv, pfes ktery sledujeme okoln{ svét. Jiny
svét, sklddany z vrstev grafickych novotvari
piechdzejicich do abstraktniho tvaroslovi
barev nebo prolinajicich typogrami, tanci

v rytmu festivalu Colours of Ostrava, jindy se
poji na svét oby&ejnych lidi riznych profesi
u projektu vystavy Czechmanie.

Evidentni moZnosti pro uplatnéni hravosti
pindsi samoziejmé i téma redesignu znaku
a vytvofeni vizudlniho stylu spole¢enstvi
Jundk. V. mnoha ohledech je sice spojeno

s tradici této organizace, aviak fefeni neni
konzervativni: md v sob& petlivé graficky
dotaZenou symboliku chlapeckého svéta,
kterd nabizi rozmanity rejstfik motivi,

s kterymi muZe toto seskupeni déle pracovat.
Je to vlastné graficky manudl naruby.
Uplatnéni metodiky firemniho vizudlniho
stylu je v podminkach skautskych klubi

a tdbort urditou raritou.

V rozhovoru, ktery je ivodem k této knize,
Ale§ Najbrt poukazuje na skuteénost, Ze
dileZitym poslanim nového loga je, aby
komunikovalo obsah, aby neslo néjakou emoci,
nékdy i provokaci nebo humor. Souhlasim

s jeho nédzorem, Ze tyto prvky emociondlniho
projevu nam otevi‘ou nové obzory vizudlni
komunikace. Tento potencidl mé i znacka

a vizualn{ styl Hlavniho mésta Prahy, které
vznikly ve Studiu v roce 2002 na zékladé
vitézstvi v mezindrodni soutézi. Cely systém,
opirajici se o znacku, jez si ,hraje” s ndzvem
mésta ve Ctyfech svétovych jazycich, u nés
vyprovokoval kritickou odbornou debatu.>
Byl to precedens. UZ tim, Ze byl oficidlné piijat
a je skuteéné z¢é4sti aplikovan.

Hravost je dovedena do absolutni vizudlni{
podoby ve formé ilustraci, které reprezentuji
oblasti aktivit pro vyro¢ni zpravu francouzské
zajistovaci spole¢nosti SCOR. Minimalistické
ilustrace se symboly ¢lovéka evokuji aktivni
vizualitu systému Isotype, s kterym v prvn{
poloviné 20. stoleti Otto Neurath, vizionaf
vizudlni komunikace, prezentoval vefejnosti
dulezité statistické tidaje a socidlni témata.
Vyroéni zpréva se stala inspiraci

pro experiment, v némz §lo o pokus stejnym
zplisobem komentovat svoji vlastni situaci —
Zivot designéra. Hra p¥indsi ironizujici
pohled na sebe sama a redlnou absurditu
kazdodenniho Zivota — to, co designéfi nabizeji
jinym, ¢asto sami nejsou schopni naplnit

ve svém Zivoté. Zakazka inspirovala volny
projekt, ktery Studio prezentovalo v fadé

domaécich i zahraniénich V}'Istav.”)
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Hlavni mésto Praha
City of Prague

logo a vizualni styl

logo and corporate design

design Pavel Lev, Zuzana Lednicka,
Mikulas Machacek, Ales Najbrt
2002

Ukazka velké kolektivni prace. Pavel, Zuzana,
Mikulas, Ale3. Kazdy md na vysledném
logotypu sviij podil. Nejprve jsme absolvovali
umorné diskuse o tom, co to m4 byt.
Hrad¢any? Karltv most? PraZské véze? Néco
soucasného? Logo s obsahem? Pro mésto

s takovou historii! Co s tim?

Vysledkem jsou &tyfi jazykové varianty slova
Praha v ¢erveném Ctverci. Viechny svétové
jazyky a mnoho dal§ich pouZivajici latinku.
Proc?

Praha jako misto s multikulturni tradici.
Praha jako oteviené mé&sto. Praha svobodna.
Praha nexenofobni. Praha soutasnd. Praha
komunikujici a srozumitelnd. A také Praha
viditelnd, tedy s vyraznym logem.

Ten Cerveny Ctverec je pro mnohé jako Cerveny
hadr pro byka. Chtéli by Hrad¢any.

This is an example of a major collective

piece of work. Pavel, Zuzana, Mikulds,

Ales: everyone had a hand in creating this
logo. First we had to go through a gruelling
discussion process where we focused only on
what it was going to be. The Castle? Charles
Bridge? The towers of Prague? Something
current? A logo with content? For a city with
such a history! What do you do with that?
The result is a logo that contains the city’s
name in four languages within a red square.
All the international languages using Roman
script and many others. Why?

Prague as a place with a multicultural history.
Prague as an open city. A free Prague. A non-
xenophobic Prague. Prague today. A Prague
that’s communicative and straightforward.

A Prague that’s prominent and visible, and one
that has a distinctive logo.

Many react to that red square like a bull to the
toreador’s red cape. They'd prefer the Castle.

Priivodce
Prahou
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Duhova energie
Rainbow Energy

logo a vizudln{ styl

logo and corporate design

design Zuzana Lednicka, Ales Najbrt

ilustrace |illustration Julie & Natélie Najbrtovy
2001

Produktové logo spoletnosti CEZ, které se stalo
zékladem jejich sponzorskych prezentaci.
Nejprve jsme pfipravili zékladni logomanudl
a aZ pozdéji se vznikem zdkaznickych center
manudl jednotného vizudlniho stylu a manual
architektonického ¥egeni.

The corporate logo of the CEZ energy company
became the basis for their sponsorship image.
First the logo manual was created, and

only then, when the customer centres were
established, the corporate design manual and
architectural design manual were developed.

r
/

duhova energie
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Junak
Scouts

logo a vizudln{ styl

logo and corporate design
design Pavel Lev

2001

Méli jsme vytvofit logo a novou vizudln{
identitu pro soudasné aktivity Jundka. Zadani
pro logo nebylo jednoduché, protoze mélo
obsahovat stejnou symboliku jako stévajici
znak. Pavel vytvofil rozsahly manual

a vizualni styl, ktery dlouhodobé rozviji

v novych tiskovinach, reklamnich kampanich
a dalgich aktivitdch organizace, ke které méme
diky spisovateli Jaroslavu Foglarovi velmi
blizky vztah.

We were given the task of creating a logo

and a new identity for Jundk (the Czech
Scouts organisation) and its activities today.
The logo assignment wasn’t easy because it
was supposed to be able to convey the same
symbolism as their previous logo. Pavel created
the manual and corporate design, which

was to be launched over the long term in

new print materials, advertising campaigns,
and the other activities of this organisation,
which, thanks to the writer Jaroslav Foglar, is
one we feel very close to.
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Color

logo a vizudlni styl

logo and corporate design
design Zuzana Lednicka
2003

Color je agentura zastupujici fotografy.

Logo je zaloZeno na kontrastu ndzvu a pouze
Cernobilého Fefeni (s vyseknutym otvorem
namisto hled4¢ku).

Color is a production company that represents
photographers. Its logo is based on a contrast
between its name and the purely black-
and-white design of the logo, with a cut-out
representing the aperture.

COle@r
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Ceska fotografie 1840-1950
Czech Photography 1840-1950

vystavni plakat a pozvanka .;' ‘
exhibition poster and invitation _}1
design Ales Najbrt 1
foto | photography V. M. Lobethal

2004

' i

,eska fotografie 1840
Fibéh moderniho médi

Na této préci jsou podstatné dvé véci.
Zaprvé: pouziti daguerrotypie — divokého
a pfitazlivého autoportrétu V. M. Lobethala

X

ech Photography 1'84@‘—1950
Story of a Modern Medium

A 4

z roku 1846, ktery ukazuje na sviij aparat, jenz
je v8eho strijcem. Zadruhé: pokus pienést
efekt daguerrotypie na pozvanku. Je vytidténa
oboustranné na prihlednou félii. Z jedné

strany Cernou a z druhé stf¥ibrnou barvou. ‘3
There are two important things about this 5
work. First, the use of daguerreotypes — A |

the wild and charming self-portrait by

V. M. Lobethal from 1846, who is pointing
to his camera, which is the engine behind
everything. Second, the attempt to transfer
the effect of the daguerreotype onto an
invitation. It is printed on both sides of

a transparent film. Black on one side, silver

on the other.
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Tvrdohlavi
The Stubborn

vystavni plakaty a kniha
exhibition posters and book
design Ales$ Najbrt, Pavel Lev
1989, 1999

Plakét pro velkou vystavu znovuobnovené
umélecké skupiny Tvrdohlavi. Jejich

logo, kladivo busici do neposluiné hlavy,
redesignoval Pavel Lev.

Tomuto plakdtu piedchazel agresivni plakét
od AleSe Najbrta pro 2. vystavu Tvrdohlavych
v roce 1989, ktery byl parafrdzi na plakat
Véclava Spaly z roku 1918 pro skupinu
Tvrdosijni.

The poster for a large exhibition of work

by the re-founded art group Tvrdohlavi

(The Stubborn). Their logo of a hammer
pounding on stubborn heads was re-designed
by Pavel Lev.

Prior to this poster Ale§ Najbrt designed an
earlier version for the second exhibition of
Tvrdohlavi in 1989, based on a 1918 poster by
Véclav Spéla for an exhibition of Tvrdoiijni.

106




108

Signum design

vystavni plakét|exhibition poster
design Ale$ Najbrt
1999

Plakat pro expozici sou¢asného designu

v Uméleckoprimyslovém muzeu v Praze byl
konstruovan jako typografické stavebnice
nézvu vystavy.

This poster for the contemporary design
exhibition at the Museum of Decorative Arts
in Prague was designed as a typographic
structure built out of the name of the
exhibition.

Pfibéh dvou mést
A Tale of Two Cities

vystavni plakat a brozura
exhibition poster and brochure
design Zuzana Lednicka

1999

Plakat a broZura pro vystavu ¢ernobilych
fotografii mrakodrapt Chicaga a New

Yorku nepracuji s n&kterou z fotografii, ale

s rafinovanym grafickym ztvarnénim dvojice
mrakodrapti. Méla byt symbolem dvou mést,
a ne newyorskych ,dvoj¢at”, jak si mnozi

po 11. zafi 2001 mysleli. zI

Instead of working with one of the photos,
the poster and brochure for the exhibition of
black-and-white photographs of skyscrapers
in Chicago and New York revolve around

a sophisticated graphic rendering of a pair
of skyscrapers. The image is intended to be

a symbol of two cities, not the twin towers,

which is what many thought it was after g/11.

zl
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Japan Taste
Work from Tokyo

vystavni plakét a pozvénka

exhibition poster and invitation

design Ales Najbrt

architektonické fefeni|exhibition design
Olgoj Chorchoj

1997, 1998

Grafické motivy pro dvé vystavy soucasného
japonského plakdtu v Narodnim technickém
muzeu v Praze a na Biendle grafického designu
v Brné. Pfipravili jsme je spole¢né s Takako
Terunumou z Tokyo Typedirectors Club.

The graphic motifs for two exhibitions of
contemporary Japanese posters, held in the
National Technical Museum in Prague and

at the Brno Biennale of Graphic Design. We
prepared them in cooperation with Takako
Terunuma from the Tokyo Typedirectors Club.




Mimolimit
logo a vizualni styl
logo and corporate design

design Bohumil Vasak, Zuzana Lednicka
2005

Jednoduché logo s neobvyklym mimolimitnim
fefenim se stalo zakladem pro nep#ilis
rozsdhly, ale do detailu uZivany vizualni styl
tohoto designérského studia. Béra Skorpilovd
a Mimolimit je n43 dlouholety partner

pro design hoteld, restauraci a riznych
vystavnich projektd.

A simple logo, with the unique ‘out of limit’
design, became the basis for the somewhat
smaller-scale but nonetheless very detailed

corporate design created for this design studio.

We have been long-term partners with Béra
Skorpilové and Mimolimit for design work on
hotels, restaurants, and various exhibition
projects.
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mimaoalimit

Dox

logo a vizudlni styl

logo and corporate design

design Ales Najbrt, Zuzana Lednicka,
Mikulas Machacek

2005

Logotyp pro ambiciézni projekt soukromého
muzea soufasného uméni v prazskych
Hole$ovicich. T¥i jednoduché tvary, které
umoziiuji nekonetné mnozstvi interpretaci
a styla.

Logo for an ambitious project for the Centre
for Contemporary Art in the Prague district
of HoleSovice. Three simple shapes that
create room for an infinite number of
interpretations and styles.
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Zivot | Life

Partnerstvi|Partnership Risk Prévo|Law

Energie|Energy Transport Komunikace | Communication

Zivot | Life Rist|Growth Katastrofy| Disasters

nﬁ.

Konstrukce | Construction Duvéra|Trust Vesmir|Outer space

Pojisténi|Insurance Nehoda|Accident Finance|Finance

SCOR

vyroéni zprava|annual report
design Zuzana Lednicka, Ales Najbrt
1998

Rozsdhld prace na sérii ilustraci

pro vyro¢ni zpravu francouzské zajistovaci
spolenosti SCOR. Clovék se stal zakladem
minimalistickych ilustraci na pfedem zadana
témata. Timto zpisobem vznikd vyro&n{
zpréva SCOR kazdy rok se stejnym obsahem,
ale vytvofend jinym umélcem a nabizejici
jinou interpretaci.

This project involves a series of illustrations
for the annual report of the French
reinsurance company SCOR. Man is the basis
for the minimalistic illustrations created on
pre-set themes. The annual report for SCOR
is created in this manner each year but using
a different artist; the same content, but

a different interpretation.
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Den grafitky|A day in the life of a designer

Den grafika|A day in the life of a designer
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Mote|The Sea
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Beaujolais

Generace | Generation

SCOR
Praha | Prague

vystava|exhibition
1998

Cely projekt, roziifeny o dalsi ilustrace

a kratké komiksy beze slov, byl predstaven
ve Francouzském institutu v Praze.

Zactal pro nas byt jakymsi volnym prostorem
inspirovanym pavodnim zaddnim.

This whole project, which included extra
illustrations and short comics without
dialogue, was exhibited at the Institut
Francais in Prague. For the Studio it came
to represent a new, open area to work in,
inspired by the original project.

Studio Najbrt, 1998
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Prague Design without subtitles
New York

vystava | exhibition
1999

Hlava se proménila v dsta, kterd kiicela...

New York!

Diky moZnosti vystavovat spole¢né

s designérskym studiem Olgoj Chorchoj

a Evou Eisler jsme pokracovali v trojrozmérné,
barevné minimalizované variaci na dané téma.
A head changes into a mouth that’s shouting
‘New York!

Thanks to the opportunity to do an exhibition
with the 0lgoj Chorchoj design studio and with
the designer Eva Eisler we were able to use
this three-dimensional, colourfully minimised
variation on a set theme.
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Ale¥ Najbrt, Rick Poynor, Peter Bilak
Brno 2000

Clovék | The Human Being
Viden | Vienna

vystava | exhibition
2003

Naposledy se tato vystava piedstavila

ve Vidni, ale pro nés se stala vice hrou

a pouli¢ni performanci nez seriézni expozici.
Prispéla k tomu Zuzanina pozvanka sloZend
z malych samolepek, které pii nasi navstévé
hraly hlavn{ roli.

The last showing of this exhibition was

in Vienna, and for the Studio it acquired
more the atmosphere of a game or a street
performance than a serious exhibition. This
sense was heightened by the invitations
Zuzana designed, made out of a series of small
stickers, which during our attendance at the
exhibition came to play a central role.
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Colours of Ostrava
Colours of Prague

hudebni plakéty a TV spot
music posters and TV spot
design Zuzana Lednicka

foto | photography Adam Holy
2004

Industridlni mésto plné komint a dold

a v ném nejvétd{ tuzemsky festival zaméreny
na world music. Symbolem se stala roztan¢end
divoka holka. Obvyklé klisé trochu jinak,

v kontrastu s ¢ernym hornickym logem.

V rdmci této spolupréce jsem vytvoitila

také nékolik plakatl pro samostatné
koncerty v Praze. Méla jsem naprostou
volnost. Podminkou zistala jenom &itelnost
a vyraznost. Vylet do bezstarostného tvofeni.
zl

Ostrava, an industrial town full of
smokestacks and mines, and also home

to the biggest world-music festival in the
country. The festival symbol became a wildly
dancing girl. A different take on a cliché and
contrasting with the black mining logo. As
part of the work on this project I also created
several posters for separate concerts in
Prague. I had complete creative freedom. The
only condition was to keep things clear and
striking. For me this was an excursion into
unrestrained creativity. zl
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Czechmania

vystavni projekt|exhibition project

design Zuzana Lednicka

foto | photography Stépanka Stein & Salim Issa
2004

Vystavni projekt Czechmania, prezentujici
Cesky design v jeho riznych podobach,
pipravilo Ceské centrum v Londyné
pro vystavy v Berliné a Birminghamu.
Vizudlni styl, ktery vychdzel z ornamentalné
zdestruovaného logotypu Czechmania se
rozvinul v riznych aplikacich. Na sténdch,
sklenénych plochach i v lightboxech zdobicich
nékteré vefejné prostory. Na plakatech je logo
spojeno s fotografiemi predstavujicimi nékteré
artefakty.
The exhibition project ‘Czechmania’,
highlighting Czech design in its various forms,
was prepared by the Czech Centre in London
for exhibitions in Berlin and Birmingham.
Various applications of the visual style we
an or1 ent of
he Czec a logotype, applied alls,
glass surfacgs,i@nd in light-boxe orating
some public spaces. On the po the logo i
combined with photograph: ing some o
the exhibited item.
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Czech 100 Design Icons

vystavni projekt|exhibition project

design Zuzana Lednicka, Ale$ Najbrt
architektonické fe§eni|interior design Hippos
2005

Stovka designovych ikon, prezentovand mnoha
vystavami a publikaci, je postavena na motivu
Ceské vlajky. Specifickou kompozici vlajky,
kterd nemd ve sv&té obdoby (pouze Filipiny

a DZibudsko maji stejnou kompozici, ale

s dal§im p¥idanym symbolem) jsme vyuZili
pro ornament mnoha riiznobarevnych
»Ceskych” vlajek, které naznacuji riznorodost
stovky designii. Variabilni architektonické
fefeni z perspexovych kostek p¥ipravilo studio
Hippos. VyuZili i vyraznd ¢isla oznacujici
jednotlivé ikony v knize. Vedle ikon je kazdé
ze sedmi obdobi prezentovano jednou tehdejsi
hvézdou, dobovym stylem a nékterymi
designérskymi osobnostmi.

The Czech flag is the model for the hundred
design icons presented at numerous
exhibitions and in publications. We used the
flag’s unique composition, which is unlike
any other in the world (only the Philippines
and Djibouti use the same basic composition,
but with a symbol added), to create a series
of multi-coloured ‘Czech’ flags, which
represent the diversity of a hundred designs.
The variable display design made of perspex
cubes was prepared by Hippos design studio,
which marked the cubes with bold numbers
referring to the individual icons in the book.
In addition, each of the seven highlighted
periods is accompanied by one contemporary
star, contemporary style, and some figures
from the world of design.
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Ahoy

programy | programmes
design Petr $t&pan
od|since 2005

Jarni, letni, podzimni, zimni programy

pro Ceské centrum v New Yorku. Podle toho,
jak se mén{ témata a ro¢ni obdobi, méni se

i barevnost a typ pisma pro Ahoy. S kazdym
novym vyddnim se roz§ifuje pestrd fada
nezaménitelnych programa.

Spring, summer, autumn, and winter
programmes for the Czech Centre in New
York. As the seasons change and the themes
change, so too change the colour and typeface
of ‘Ahoy’. The series of unique programmes is
enriched with the introduction of each new
programme.
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Fortune favours the prepared

Smiles, humour, and playfulness: these are
manifestations of happiness. Two cultural
projects the Studio has worked on provide

an example of this statement. One is its
cooperation, for more than a decade, with the
organisers of the International Film Festival
in Karlovy Vary; the other is the artistic
designs and posters created for plays put on by
Kagpar Theatre, which is located in the centre
of Prague.

In 1995 Tono Stano approached Ale§ Najbrt to
cooperate on the corporate design for the 30th
annual International Film Festival in Karlovy
Vary. That signalled the start of long-term
collaboration with the film festival, which

is headed by the Czech actor Jif{ Bartoska
and the festival’s programme director Eva
Zaoralova. This ongoing project is one of the
most prestigious opportunities in the Studio’s
history, and at the same time has brought

it substantial international recognition.

The unique festival atmosphere and the
attendance of film stars have always been
opportunities for inspirational encounters
and for forming new friendships, which for
members of the Studio are always a source of
new opportunities.

Each year, cooperation has centred on the
concept for the festival’s musical theme and
trailer, and that becomes the basic inspiration
for the festival’s corporate design. A film
director is usually selected to create the
trailer, but in some cases Stano and Najbrt
have initiated it and thus the entire corporate
design by themselves from the start. Since
2001 other photographers, namely Adam

Holy and Véclav Jirdsek, have been drawn
into the preparation of the festival’s visual
campaign. Equally, Mikulds Machdc¢ek and
Zuzana Lednické have also begun applying
their new and modern typographic expression
to the festival’s overall visual concept.

For the Studio the festival is always a big
opportunity and a chance to test how best to
appeal to a wide audience and each year come
up with something innovative. The festival’s
significance has grown beyond the borders of
the Central European region.

The work for Ka§par Theatre is based primarily
on the Studio’s friendship with Jakub Spalek,
the theatre’s artistic director and one of its
actors. I think that in this collaboration, the
Studio’s years of experience designing film
posters and working for the arts as such has
certainly paid off. The Studio’s minimalist
visual style and its individual creative
perspectives go well with the character

of the individual ‘pieces’ of theatrical
production and at the same time testify to the
substantial degree of latitude granted to the
Studio’s designers by the theatre. From the
promotional work created for the individual
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theatrical productions you can tell that both
sides are on the same wavelength and the

jednotlivych divadelnich her (Garderobiér,
Kodaii, Richard III., Mrzdk Inishmaansky)
designers are consequently able artistically

to improvise quite freely in the designs. The
theatre has always been a space for free forms
of communication and home to an abundant

je zndt, Ze oba tdbory jsou na jedné lodi, coz
designériim umoziiuje uplatnit velkou miru
improvizace ve vytvarném nédvrhu. Divadlo
bylo vidy mistem pro svobodnou komunikaci

range of expressive means. s bohatou nabidkou vyjadiovacich forem.

Stésti preje pfipravenym

Usmév, humor a hravost jsou projevem §tésti.
Dva kulturn{ projekty Studia mohou slouzit
jako doklad tohoto tvrzeni. Jednim z nich

je vice jak desetiletd spolupréce s organizétory
Mezindrodniho filmového festivalu

v Karlovych Varech, druhym vytvarné koncepce
vizudlniho stylu a tvorba plakatt pro hry
divadla Ka3par, jez sidli v centru Prahy.

V roce 1995 Tono Stano nabidl Ale§i Najbrtovi
spolupréci na vizudlni koncepci 30. ro¢niku
Mezindrodniho festivalu v Karlovych

Varech. Tim byla zapo¢ata dlouhodoba
spolupréce s filmovym festivalem, ktery

vede Cesky herec Jifi Bartoska spoletné

s programovou feditelkou Evou Zaoralovou.
Tato kontinudlni zakdzka pfinesla Studiu
dosavadni historii a zdroveil i mezindrodni
véhlas. Unikdtni festivalovd atmosféra

a névitéva rady hvézd filmového nebe byla
vidy prileZitosti pro inspirativni setkdni

a navazani novych pfatelstvi, ktera ¢lenim
Studia otev¥ela nové moznosti.

Zakladem pro vizudlni styl kazdého ro¢niku
byla vidy koncepce festivalové znélky, kterd
piinesla hlavni podnét pro komplexni fefeni
celé prezentace. Obvykle se stal autorem
znélky vybrany filmovy reZisér, ale

v nékolika pripadech jeji vznik, a tim i cely
koncept vizudlniho stylu, iniciovali Tono Stano
a Ale§ Najbrt od samého pocatku. Od roku
2001 se do pfipravy vizudlni kampané
festivalu zapojili i dal3{ fotografové — Adam
Holy a Véclav Jirasek. Zaroveii se v celé
prezentaci zacal uplatiiovat i novy, moderni
typograficky vyraz Mikuldse Machédcka

a Zuzany Lednické. Festival je pro Studio vidy
testem a velkou p¥ileZitosti, jak oslovit §iroké
publikum a kaZdym rokem p#ijit s né¢im
novym. Vyznam festivalu pferostl hranice
stfedoevropského regionu.

Préce pro divadlo Ka3par se opird predev§im
o pratelstvi s Jakubem Spalkem, kreativnim
§éfem a hercem divadla. Myslim, Ze v pripadé
této spoluprace se zirodily dlouholeté
zku§enosti jak z ndvrha filmovych plakétu,
tak i zakdzek pro kulturni oblast

jako takovou. Minimalisticky vizudlni

styl Studia a individuédlni vytvarny nézor
koresponduji s charakterem jednotlivych
divadelnich kust a zaroveri svédéi o vyrazné
mife svobody, kterou maji grafici Studia

od divadla k dispozici. Z prezentace




Karlovy Vary
International Film Festival

Pro karlovarsky filmovy festival pracujeme

uZ t¥indct let. Kazdy rok si #ikdme, jestli to

uz neni moc dlouho a jestli to nemd délat zase
nékdo dalsi. Ale zdroveil nds to neprestdva
bavit, protoZe médme dost vyjime¢nou moznost, 30
vytvorit kaZzdy rok zcela odli§ny koncept.
Kazdy rok jiny reZisér realizuje novou

znélku a stdva se tak ¢lenem tymu, ktery
piipravuje vizudlni styl festivalu. Spole¢né
diskutujeme o definitivni podobé znélky,
plakédtu i architektonického reseni. Schiizky

v kanceldfi Jifiho Bartogky jsou natolik
zdbavné a pfijemné, Ze uZ jenom kvili tomu
stoji za to pokralovat.

We've been working for the Karlovy Vary

Film Festival for thirteen years. Every year
we wonder whether we haven't been doing

it for too long, and whether someone else
should perhaps do it instead. But we've never
stopped enjoying it, because it offers us the
unique opportunity to create an entirely

new concept each year. A different director 33
creates the festival trailer each year and thus
becomes part of the team that puts together
the festival’s entire corporate design. Together
we work out the definitive image for the
trailer, the poster, and the general design. The
meetings that annually take place around our
design proposals in the office of the festival
director, Jif{ Bartoska, are so entertaining and
so pleasant that it's worth doing the festival
for those occasions alone.
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32nd Karlovy Vary
International Film Festival

vizualni styl|visual style
design Ales Najbrt

foto | photography Tono Stano
1997

Fotografie zkresleného ,boddku” se siluetou
kotky pfesné navazovala na ¢ernobilou znélku
Jana Svérédka. V §iroké §kdle jsme s Tonem
Stanem pouZili dal3i fotografie detailt kocek
pro pozvanky a ostatni tiskoviny filmového
festivalu. Jedna kocka patiila programové
feditelce festivalu EvE& Zaoralové.

A photograph in which the silhouette of

a cat is captured within the distorted ring of
a spotlight blends perfectly with the black-
and-white festival trailer by Jan Svérdk. With
Tono we selected other photographs showing
feline details, which were used for the
invitations and other printed materials of the
film festival. One of the cats belonged to the
festival programme director Eva Zaoralova.
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36th Karlovy Vary
International Film Festival

vizudlni styl|visual style
design Ales Najbrt

foto| photography Adam Holy
2001

Tento ro¢nik pFinesl zatdtek spoluprace

s fotogafem Adamem Holym a také trochu
odlidny piistup k propagaci festivalu. Esteticky
styl nahradil humor a kazdoro¢né odlisny
piistup k vytvarné podobg festivalu. Tentokrat
se kromé hlavniho hrdiny, promitace Eddieho,
stala hlavnim motivem festivalu série
fotografickych logotypt vychdzejicich z osmi
znélek re¥iséra Ivana Zacharidse. Eddie,
drbajici se rozpatité na hlavé s pohledem
ukrajinského délnika, se stal trochu ,jinou”
ikonou filmového festivalu v novém stoleti.
This year of the festival was the start of our
work with the photographer Adam Holy and
also the beginning of a slightly new approach
to promoting the festival. Aesthetic style

was replaced with humour and an annually
reinvented approach to the festival’s visual
style. In addition to Eddie the projectionist,
the festival ‘hero’ that year, the main motif
of the festival was a series of photographic
logotypes based on eight film trailers by the
director Ivan Zacharid$. The image of Eddie,
scratching his head sheepishly, and with

a slightly lost expression on his face, became
a kind of alternative film festival icon for the
new millennium.
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37th Karlovy Vary
International Film Festival

vizualni styl|visual style
design Ales Najbrt .
foto | photography Adam Holy o ) i f
2002 ! p
. ’
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Skupina Tros Sketos — jako hlavni tahdk tohoto
ro¢niku festivalu — spolu s varietnim stylem
celé propagace ovlivnila na dlouhou dobu
vytvarnou podobu vétsiny filmovych festival,
novych filmi i samotnych varietnich show.
Rozpustild znélka Davida Ondficka a t¥{

sket ve fialovych oblecich s jejich naucenym
pézovanim pfed objektivy fotoapardti a kamer
se stala donekone¢na pF¥ipominanym vrcholem
novodobé historie festivalu.

The main attraction of the festival this year
was the group Tros Sketos, and the variety-
performance style that characterised the
festival’s entire promotional concept for

a long time also influenced the visual image

of the majority of film festivals, new films,
and even variety shows in the country. The
playful trailer by David Ondfi¢ek featuring
Tros Sketos dressed in purple suits, with their
studied posing in front of the cameras, became
a frequently cited high point in the festival’s
recent history.
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39th Karlovy Vary
International Film Festival

vizudln{ styl|visual style

design Mikulas Machaéek, Ale$ Najbrt
foto| photography Adam Holy

2004

Kone&né nékoho napadlo vyuzit pro znélku
prostiedi hotelu Thermal, ktery je skanzenem
designu sedmdesatych let a zaroveii centrem
déni filmového festivalu. ReZisér Martin
Krej¢i postavil znélku na t¥ech typickych
néav§tévnicich: batazkar, frajirek a VIP jsou
hrdiny honi¢ky za vytouZenou vstupenkou.
Mikulas udélal vyrazny design s pouzitim
pisma inspirovaného sedmdesatymi lety.
Vznikly t# plakaty. Kazdy pro jednoho hrdinu.
Finally someone came up with the idea of
creating the festival trailer in the spaces of the
Spa Hotel Thermal, the hub of all the festival’s
events, and essentially a museum of design
from the seventies. The director Martin Krej&{
modelled the trailer on three characteristic
types of festival visitor: backpackers, pleasure-
seekers, and VIPs. They become the heroes

in a hunt for a much coveted film admission
ticket. Mikuld§ created a distinctive design
using type inspired by the style of the
seventies. Three posters were created. One for
each of the festival’s typical visitors.
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41st Karlovy Vary
International Film Festival

vizualni styl|visual style

design Zuzana Lednicka, Ales Najbrt,
Bohumil Vasak

foto| photography Vaclav Jirasek
2006

Znélka 41. ro¢niku je dilem vytvarnika
Franti§ka Skély. PlySe, chemlony, molitany,
kiaze, provazy. Tato vytvarnd poetika byla
zékladem pro vznik fotografii Véclava
Jirdska, architektonického fefeni Martina
Chocholouska i grafického stylu festivalu.
The trailer for the 41st year of the festival
was created by FrantiSek Skala. Plush, foam,
leather, ropes, and synthetic material make
up the festival’s visual style and are the
inspiration for a series of photographs by
Véclav Jirdsek, the festival’s architectural
design by Martin Chocholou$ek, and the
festival’s graphic design.
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Divadelni spolek Kaspar
Kaspar Theatre Company

Nezndme nikoho jiného, jako je herec, reZisér
a principal Jakub Spalek. Tolik energie,
nad3eni a nepFipousténi si moznosti, Ze néco
tfeba nedopadne, je odzbrojujici. Nezndme
nikoho jiného, kdo by ndm umél tak piesné

a jednoduge popsat divadelni hru, tak abychom
mohli za&it pracovat, aniZ bychom &etli scénaf
nebo vidéli zkousku. Vi, co potFebujeme slySet.
Vi, co jsou podstatné vizudlni symboly a co nds
piivede k feSeni.

We've never known anyone like the actor,
director, and theatre manager Jakub §pa1ek.
It's thrilling to encounter so much energy,
enthusiasm, and faith that things will

work out. We don’t know anyone else who

can describe a play with such accuracy and
simplicity that we can start working on it
without even having read the script or seen

a rehearsal. He knows what we need to hear.
He knows which visual symbols are important
and what can help us find a solution.

Kaspariv druhy tyden
Kaspar’s Second Week

plakat divadelniho festivalu
theatre festival poster
design Zuzana Lednicka
1998

Symbol ka§para v riznych interpretacich

je motivem na plakétech, které propaguji
piehlidky her Divadelniho spolku Ka3par
po celé republice.

The theatre's emblem appears in various
interpretations in the posters promoting the
company'’s plays throughout the country.

KASPAR DIVADLO V CELETNE
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Kodan
Copenhagen

divadelni plakét a program
theatre poster and programme
design Ale$ Najbrt

foto | photography Adam Holy
2001

Danské @ v oznaceni nddraZi je to jediné, co
mélo ozvlastnit tento jinak obycejny plakat

s rafinovanou fotografii Adama Holého.

The Danish @ in the station sign is all that was
necessary to make something extraordinary of
this otherwise ordinary poster created from

a sophisticated photo by Adam Holy.

Rekni vétsi lez
Tell a Bigger Lie

divadeln{ plakat|theatre poster
design Zuzana Lednicka

foto | photography Adam Holy
2002

Kaligrafické torza liter jsou pavu&inou daldich
a dalgich 171, do kterych se zaplétd hlavni
postava ztvarnénd Petrou Spalkovou.

The calligraphic torsos of the letters create

a web symbolising the web of lies in which
the main character, played by Petra gpalkova’,
becomes entangled.
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RIIIL

divadelni plakat a program
theatre poster and programme
design Ale$ Najbrt

foto | photography Adam Holy
2000

Série temnych fotografii s Janem Potmésilem
v roli Richarda III. vystihuje atmosféru
Shakespearovy hry.

Dark photos of Jan Potmé3il in the role of
Richard III set the stage for Shakespeare’s

play.
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Hamlet

divadeln{ plakét|theatre poster
design Ale$ Najbrt

foto | photography Adam Holy
2005

Cervend rozpitd kaligrafie na Servené drapérii
a otrdveny Hamlet vld¢eny okolnostmi

a proudem udalosti.

Running, red calligraphy, set against the folds
of red drapery, and a weary Hamlet, pulled
along by the force of circumstance and the
chain of events.

Rozenkranz a Guildenstern jsou mrtvi
Rosencrantz and Guildenstern
Are Dead

divadeln{ plakét|theatre poster
design Ale$ Najbrt

foto | photography Adam Holy
2006

Hra Toma Stopparda navazuje na Shakespearova
Hamleta. Fotografie pofizend mobilnim
telefonem je portrétem obou protagonist

s na§im plakdtem na Hamleta v pozadi.

Tom Stoppard’s play is derived from characters
in Shakespeare’s ‘Hamlet'. The photograph on
the poster is taken with a cell-phone camera
and is a portrait of the two main characters,
with our poster for ‘Hamlet’ in the background.

Cyrano

divadelni plakaty |theatre posters
design Ale$ Najbrt

foto | photography Adam Holy
2006

Klasicka typografie na pozadi Cyranova
zasnéného pohledu se za¢mdranym nosem.
Udélal to nékdo na ulici, nebo sém Cyrano?
Classic typography against a background
image of Cyrano gazing out dreamily. His nose
appears to have been defaced with graffiti.
Has someone on the street done this or Cyrano
himself?

167



Garderobiér
The Dresser

KASPAR DIVADLO V CELETNE

divadelni plakét|theatre poster
design Mikulas Machaéek
2003

Predstaveni, které se odehrdvi za 2. svétové
vélky, jehoZ deprese i humor jsou ilustrovény
Cernobilou typografii ,usitou” z rozparanych
zipl.

The humour and sadness of this play, set
during the Second World War, are conveyed
using black-and-white type, ‘tailored’ out of

broken zippers.

ncrway.tcday

Harwood

Norway Today

divadeln{ plakat a program
theatre poster and programme
design Zuzana Lednicka

2005

Plakét i program v jasnych barvach na bilé
ploge jsou kiehkou neviditelnou e-mailovou
komunikaci mezi dvéma milenci, ktef{ si maji
co Tict i napsat.

The poster and the programme, done in bright
colours on a white background, are based on
the notion of a tender but invisible e-mail
exchange between two lovers who really have

something to say to each other.

wemt - Milo$ Kopetny

Ladislav Frej

Milena Steinmasslova

chnovena partner spzl Spar

Jelena Juklova

mediélni partnefi: Hosp

5 noviny, Respekt, Sterec Videc, Rédic espres. Radic 1

Karel HLl tka
Markéta Coufalova

FrantiSek Kreuzmann

Jakub Spalek

Premiéra 21. listopadu 2003 v Divadle v Celetné

RENAULT RESPEKT RADIO 1 EVROPA 2
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Mrzak Inishmaansky
The Cripple of Inishmaan

divadelni plakét a program
theatre poster and programme
design Ales Najbrt

2002

Zéakladem plakétu i programu se staly malinké
fotografie z internetu, které dokumentuji
Zivot irskych rybaf na polétku 20. stoleti.
Autentilti 1idé, o kterych drsnd McDonaghova
hra je.

This poster and the programme were created
by using a number of tiny photographs taken
from the Internet, which depict the life

of Irish fishermen at the start of the 20th
century. Real people is what McDonagh's play
is about.
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Surprise

When the proposal for

a communications campaign
manages to surprise the client,
when a reader opens a book and
finds it spellbinding, when a guest in
a restaurant or hotel feels pleasantly
overwhelmed by the colourful
atmosphere of the interiors, then
from the perspective of graphic
design, which is the source of those
emotions, something extraordinary
has happened. The moment of
surprise is one of the key elements
in communications strategy. In an
age when ‘everything’s already been
done’, executing some superficial
experiment is not enough to elicit

a surprise response from people.
Nowadays, in order to achieve the
desired effect, it is necessary to
employ an entire series of well-
thought-out steps intended to lead
to a single end - first, an unexpected
surprise, and then holding the
recipient’s attention for a time.

An ‘arsenal’ of surprises

Most of the film posters that have been
designed by Studio Najbrt in the past decade
counted on the element of surprise as the
factor best able to ‘sell’ the film, but also

as a means of saying something extra about
the film, something unexpected, something
additional to the film title, ideally capable of
attracting an audience. The Studio’s posters
usually do not use the film's main stars,
unlike in the West, but instead choose an
object or symbolic element that is at the centre
of the film’'s action as the main theme.

In doing so the Studio harks back to the great
era of film posters in Czechoslovakia in the
1960s and 1970s, when a similar approach
was common.

One of Ale§ Najbrt’s first posters was for

the film ‘Marian’ in 1996, in which he used
text, against a black-and-white background
photograph of the film’s hero, Marian, as
imaginary bars across the window of an
orphanage. He used the text of the orphanage
counsellor’s assessment of the child as the
text that forms the bars. The child is at the
threshold of a new stage in his life, when he
is going to be introduced into ‘normal’ society
outside. About eight years later the poster for
Jan Hfebejk’s film ‘Horem padem’ (Up and
Down) was designed, in which the central
motif is an object of key importance for
everything that goes on in the film — a paper
box containing a little dark-skinned boy:
outlined and cut off, the box rests amidst the
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dark-red background with the film’s title. This
visual association is intended to be evocative
of a supermarket leaflet offering goods on
sale, which is what the infant hero in this
tragicomic film ultimately becomes. Najbrt
worked with his colleague Mikula§ Machacek
on a poster for another film that same year, in
which the element of surprise ‘arrived’ outside
their initial intentions. The film was ‘Pfibéhy
obytejného silenstvi’ (Wrong Side Up) by the
director Petr Zelenka. After creating several
rather predictable photographic designs for
the film poster, the Studio created a purely
graphic design, and the film campaign using
this graphic poster ultimately proved to be
very effective.

The Studio has far from exhausted its ‘arsenal’
of surprises. An example of this is the
unorthodox design created by Zuzana Lednické
and Adam Machécek for Agropol’s annual
report. The Studio created a new corporate
design for the CID agency that takes into
account the company’s new position in the
market and offers an innovative approach to
their communication strategy. Drawing on
this approach the designers departed from

the traditionally modest designs applied in
annual reports to create an artistically unique
set of games for adults and children. The
entire concept was a great success and has
opened up space for the use of new approaches,
which are particularly welcome in traditional
commercial work.

The Studio applied its sense of playfulness

in real space in a project for an exhibition
organised by the company Prostor —
Architektura, Interiér, in cooperation with the
Museum of Applied Arts in Prague. Mikulas
Machécek used stylised photographs that
represented the theme and the story of the
‘Our Daily Companion’ exhibition®, covering
the entire breadth of materials the exhibition
was promoting. This motif is proof that the
Studio’s younger designers are capable of
adapting playful elements in their own way.

Prekvapeni

Kdyz navrh komunikaéni kampané
dokaze své zakazniky prekvapit,
kdyz étenar otevre knihu a je ji
okouzlen, kdyz se host restaurace
nebo hotelu citi pfijemné ohromen
barevnou atmosférou interiérl, pak
se z hlediska grafického designu,
ktery takové pocity vyvolal, déje néco
mimoradného. Moment prekvapeni
je jeden z kli¢ovych prvki taktiky
komunikace. V dobé, kdy bylo

»Jiz véechno vymysleno¥, nestaci

k pfekvapeni pouze néjaky povrchni
experiment. K dosazeni patficného
ucinku je tedy nutno pouzit celou
fadu predem dobre promyslenych
krokd, které by mély vést k jedinému
cili - nejd¥iv nahle prekvapit a pak
nadlouho zaujmout svého divaka.
Jen takovy moment prekvapeni je
uspésny.

Arzenal prekvapeni a jejich podnéty

Vétsina filmovych plakatd, které vznikly

ve Studiu Najbrt za posledni dekadu, kalkuluje
s momentem piekvapeni jako prost¥edkem,
jenz muzZe piislusny film nejen lépe prodat,
ale také fici n&co navic, néco necekaného,
néco, co ndzev filmu doplni a co bude divaka
ke sledovani filmu pfitahovat. Nejsou to
postavy hlavnich hvézd filmu, jak je tomu
obvykle u filmovych plakdti na Zapadé,

nybrz je to predmét ¢i symbolicky prvek,
kolem néhoz se déj filmu odehrava. Studio

tak svymi plakdty navazuje na slavnou

etapu Ceskoslovenského filmového plakdtu
Sedesdtych a sedmdesétych let, které se
inspirovaly podobnymi kompozi¢nimi
schématy.

Jeden z prvnich filmovych plakédt Alese
Najbrta pro film Marian z roku 1996 vyuZivé
text na pozadi ¢ernobilé fotografie hrdiny
filmu jako pomyslnou m#{z v okné détského
dstavu. Pro tuto ,m#{z" Najbrt vyuZil skute¢ny
text posudku vychovatelky dstavu. Marian
stoji na prahu nové Zivotni etapy, kdy by se
mél zafadit do ,normdlni“ spole¢nosti tam
venku. O osm let pozdé&ji vznikl plakét pro film
Jana Hfebejka Horem padem, jehoZ tstfednim
motivem je pfedmét, podstatny pro cely déj
filmu - papirova krabice s chlapcem tmavé
pleti, kterd je na plakété ,obkryta a vloZend“
do syt& terveného pozadi s ndzvem filmu.
Toto vizudlni spojeni mé evokovat letdk

ze supermarketu, ktery nabizi zboZi, jimz se
maly hrdina v tragikomickém filmu skute¢né
stal. Plakat k druhému filmu z tého? roku,

na kterém Ale§ Najbrt spolupracoval

s MikuldSem Machackem, poskytl sviij moment
piekvapeni vlastné proti jejich pivodnimu

zaméru. Jednalo se o film reZiséra Petra
Zelenky P¥ibéhy obyctejného $ilenstvi.

Po n&kolika otekavatelnéjsich fotografickych
variantdch vznikl ¢isté graficky plakat.

Pfesto se kampaii k filmu dspésné prosadila.
Ve Studiu svij arzendl piekvapeni jesté zdaleka
nevycerpali. Svéd¢i o tom i pomérné netypickd
fefeni Zuzany Lednické a Adama Machaécka
pro vyroéni zprdvy spole¢nosti Agropol.

Pro agenturu CID vytvofilo Studio novy
vizudln{ styl spole¢nosti, ktery zohledsiuje
nové postaveni firmy na trhu a inovaci jeji
komunikaéni strategie. V ndvaznosti na tento
styl se obvykle velmi st¥{dmé FeSeni vyro¢nich
zprdv v poddni obou autortt zménilo

na vytvarné ndpadité pribéhy a hry pro déti

i dospélé. Cely koncept ma velky tspéch

a otevira prostor pro nové p¥istupy, které

jsou v oblasti typické komeréni produkce
zv1a3t vitané.

Realizovanym projektem, kde Studio nabidlo
sviaj smyl pro hru uplatnénou v realném
prostoru, je grafickd spolupréce na vystavé
organizované spole¢nost{ Prostor —
architektura, interiér, design v sou¢innosti

s Uméleckoprimyslovym muzeem v Praze.
Mikuld§ Machégek vyuzil aranzované
fotografie, které reprezentovaly téma a pfibéh
vystavy Design pro kazdy den.”” Co% dokazuje,
Ze mlad3i designéfi ve Studiu tak dokdzi
adaptovat prvky hravosti i svym vlastnim
zpusobem.
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Agropol

logo a vizualni styl

logo and corporate design

design Ales Najbrt

spolupréce|in cooperation with CID
1998

Pro Agropol vzniklo logo a manual jednotného
vizudlniho stylu a v nésledujicich letech
nékolik vyro¢nich zprav, které nejprve

svymi koncepty pomdhaly novému logu, aby
se dostalo do povédomi vefejnosti. Pozd&ji,
pfes bouilivé diskuse a také diky proziravym
manzelkdm, vznikly vyroéni zprévy, které
nesou rukopis svych autort a byly uréitym
pfekvapenim v oblasti vyro¢nich zprav.

For Agropol, the logo was designed first

and then its corporate design manual was
developed. Over the next few years several
annual reports were created that through
their own designs helped the logo to become
more widely recognised by the public. Later,
despite some stormy discussion, and thanks to
some perspicacious wives, we created annual
reports that bore the fingerprints of their
authors and became a kind of surprise treat in
the field of annual reports.
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(D) AGROPOL

Agropol 1999

vyro¢ni zprédva|annual report
design Zuzana Lednicka
2000

Tustrace k této vyroéni zpravé jsou piibéhem
seminka—-loga, které, kdyZ je vypéstovano,

se nakonec dostane aZ na vas stul.

The illustrations for this annual report are the
story of a seed—logo, which when cultivated
will ultimately reach your table.
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Agropol Group 2001

vyroéni zprava|annual report
design Adam Machaéek
2002

Adamovy ilustrace naplnily predstavu
Agropolu o rozristajici se firmé na pozadi
jesté trochu socialistické krajiny ¢eskych luht
a héji. Hra ,Clovéte nezlob se” uz jen zabalila
vyro¢ni zprédvu a naplnila slogan ,S ndmi
neprohrajete”.

Adam’s illustrations captured Agropol’s idea
of itself as an expanding company, set against
a background of a still somewhat socialist
landscape of Czech fields and meadows. The
board game ‘Sorry!” just served as the annual
report’s wrapping and enhanced the slogan
‘With us you can't lose’.
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Agropol Group 2002

vyroéni zprava|annual report
design Zuzana Lednicka
2003

V této vyroéni zpravé je pouzita béseii
Franti$ka Hrubina Kufatko a obili. Zuzana
pohédku ve svych ilustracich trochu upravila.
Kufatko se neztrati mamince-slepicce, ale
velkochovu dribezdren, které Agropol koupil.
This annual report was based on the poem by
Franti$ek Hrubin ‘The Chick and the Corn’. In
her illustrated version Zuzana slightly altered
the story. In it, the chick doesn’t become
separated from its mother hen, but from the
poultry-farm factory owned by Agropol.
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Agropol Group 2005

vyroéni zprava|annual report
design Bohumil Vasak

foto | photography Milan Jaro$
2006

Hra ,Clovéée nezlob se” méla uspéch, a tak
jsme p¥isli s ,Agropoly“. Spojeni velkého
byznysu se zeméd&lskymi komoditami.

To je ted zdbava managert Agropolu i jejich
partnert.

‘Sorry!" was so successful that we came up
with the game ‘Agropoly’: a combination

of big business and agricultural products.
Now Agropol’'s managers and their partners
entertain themselves with it.
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Support Lesbiens, Midlife

CD a plakaty|CD and posters
design Zuzana Lednicka, Ale$ Najbrt
2004

Pop-artovy obal ve t¥ech barevnych verzich,
aby si fanousci skupiny mohli vybrat nebo
piipadné koupit viechny t#i. Semleli jsme
vSechny pocity, které ze Support Lesbiens
maéame.

A Pop-Art cover in three colour versions for
the band’s fans to choose from, or they can
collect all three. We mixed into these designs
all the feelings that Support Lesbiens evoke

in us.
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Pro kazdy den
Our Daily Companion

vystavni plakédt a noviny
exhibition poster and newspaper
design Mikulas Machagek

foto | photography Adam Holy
2003

Vystava obycejnych véci, designu

pro kazdodenni pouZiti. Pozval jsem par
kamaradi na foceni. S sebou jen vrtacku
a starou vanu ze sousedovy

bylo soucdsti Adamov
konvice na ¢aj, ko,
Vznikla stylizo

d a few friends
st a drill and the

bour’s garden. The
rest w. Adam Holy's studi
wheel, shaving thi

e result was a styl
page of a newspa
is a catalogue wit
or everyone. mm
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P¥ibéhy obycejného Silenstvi
Wrong Side Up

filmovy plakét|film poster

design Mikulas Machaéek, Ale$ Najbrt
foto | photography Marek Novotny
2005

Motiv na plakét jsme hledali dlouho. Nejprve
jsme fotili Ivana Trojana v leti§tnim cargu,
pfed turbinou boeingu, na vysokozdvizném
voziku na ddlnici... Narychlo vznikla prvni
verze plakdtu, ale citili jsme, Ze to je§té neni
ono. Pak jsme vidéli prvni sestfih filmu, kde
sjestérkou” jezdi velky vycpany kralik.

A méli jsme to! Ale§ si vlezl do plySového
obleku ugdka a kdyZ bylo dofoceno, reZisér
Petr Zelenka z filmu krélika vystiihl.

Po riiznych variantdch s Ivanovym portrétem,
které ndm distributor neschvalil, jsme pouzili
motiv éerveného ki#{Ze z tri¢ka hlavniho
hrdiny. Chtéli jsme dat ki{%i novy vyznam.
Distributor to opét neschvalil. Nakonec jsme
po nekoneénych diskusich do3li k findlnimu
kompromisu ti{ piktogramu z piepravnich
beden. Asi na§ nejméné komeréni filmovy
plakét. Casem jsme si na n&j zvykli, oblibili si
ho a nakonec i objevili jeho obdivovatele. mm
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Horem padem
Up and Down

filmovy plakét|film poster
design Ales Najbrt

foto | photography Filip Slapal
2004

Zakladem propagace filmu se stala krabice

s ,tmavym"“ miminkem na ervené plose.
Tento motiv evokuje letédk ze supermarketu
nabizejici zboZi, kterym se kluk

v tragikomickém filmu stane.

The film's promotional image was based on

a box with a tiny baby inside, set against

a red backdrop. This motif is intended to be
reminiscent of a supermarket leaflet offering
goods for sale, which in this tragicomic film is
essentially what the child becomes.
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Paralelni svéty
Parallel Worlds

filmovy plakét|film poster

design Zuzana Lednicka, Ale$ Najbrt
foto | photography Adam Holy

2001

Fotografii realizoval Adam Holy tésné

pied nevratitelnym ostfthdnim vlast herecky
Lenky Vlasédkové. Ve se muselo odehrat velmi
rychle, protoZe o st¥thdni jsme se s Adamem
dozvédéli pouhé ¢ty#i dny predem ve stiizZné.
Fotilo se za dva dny u reZiséra doma. Druhy
film Petra Véclava.

The photo was taken by Adam Holy just before
the actress Lenka Vlasdkovd had to have all
her hair chopped off. Everything had to be
done quickly because we heard about this just
four days in advance in the editing room.

The photos were taken over two days at the
director’s home. This is the second film by
Petr Véclav.
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Marian

filmovy plakét|film poster
design Ales Najbrt

foto | photography Ji¥i Hanzl
1996

ReZisér Petr Vaclav natodil skute¢ny piibéh
cikdnského chlapce, ktery od utlého détstvi
prochdzi détskymi domovy a vychovnymi
ustavy. M&li jsme krdsny portrét, ale na plakat
to bylo malo. Vznikla jakdsi pomyslnd m#iZ

z fadkd textu. Pozadal jsem proto Petra, jestli
nema néjaky zajimavy text, t¥eba ze scénafe,
ktery bych mohl pouzit. Text, ktery mi dal,
byl skutetnym posudkem na Mariana od jeho
vychovatelky. Stoji za to si ho pfedist, protoze
pfesné vystihuje problém, ktery film popisuje.
Schopnost a moznosti kluka z décaku, aby se
zafadil se do ,normélni” spole&nosti. an

The director Petr Véclav filmed the true

story of a Roma boy who spent his life in
children’s homes. We had a beautiful portrait
of the boy, but alone it wasn’t enough for the
promotional poster. We decided to use text

to create imaginary bars across the portrait.
So I asked Petr if there was some interesting
text we could use for this purpose, from the
script, for example. What he gave me was the
real assessment that one of the institutional
counsellors had written up about Marian.

It's well worth reading because it precisely
illustrates what the film is addressing —
namely how and whether of a boy from

a child’'s home can become a part of ‘normal’
society. an

His Czech is poor. When he arrived, he was silent,
inhibited, insular. Later, he gradually adapted and made
some contact. He is unfamiliar with basic concepts and
does not even know how to listen to fairytales or recognise
colours. He knows nothing about basic hygiene. Sometimes
very affectionate, at other times truculent, he lacks self-
control and is impulsive. He is usually alone and behaves
aggressively towards the other children. These bouts are
often followed by great shows of sometimes excessive
affection. He does not understand the rules of games, but
nonetheless interferes and spoils them for the others. He
demands attention and when he does not get it he imposes
himself and behaves in a noisy and undisciplined manner.
He uses the impersonal form of address! He has an apathetic
and sly look. On June 1rth he insisted on telling his story
and he kept trying to finish it even though he did not have
permission to speak. Having been admonished, he continued
to speak, to finish his story. He grabbed the adults and
tried to force them to listen, he raised his voice. When he is
more severely reprimanded he responds with foul language.
He l'equQS to a(‘(‘i?pt Puﬂishme“t, hi? is H“Cﬂ()PeratiVe and

arrogant. An outsider. A gypsy.

DAL, SNAZI SE DOPOVS

CUJE "SE SLYSENI, ZV‘E

g
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The Most Beautiful Czech Books

vystavni plakat, katalog a pozvdnka
exhibition poster, catalogue, and invitation
design Ales Najbrt

2001

wu

,08klivé" a n8kolikrat rozdélené slovo
»nejkrasnéj$i“ v ndzvu soutéze ma byt

jemnou provokaci a kontrastem k tradi¢nimu
estétskému piistupu pfi hodnoceni ,krdsnych”
knih.

The word ‘nejkrdsné&jsi’ (‘the most beautiful’

in Czech) in the title of the prize is ‘brutally’
divided in two places, the intention being for it
to be gently provocative and provide a contrast

to the traditionally aesthetic approach to the
appreciation of ‘beautiful” books.
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REK SIPEK

PHOTO ANTON CORBIJN

Boiek Sipek

vystavni plakéty|exhibition posters

design Zuzana Lednicka, Ales Najbrt

foto | photography Anton Corbijn, Tono Stano,
Jan Saudek

2006

Botek Sipek je rad portrétovan.

Pro retrospektivni vystavu v holandském Drents
museu v Assenu vznikly ¢ernobilé portréty

od Antona Corbijna, Tona Stana a Jana Saudka,
které jsme pietali typografii a vytvofili tak
sérii plakétil, které zaznamenévaji Sipka v jeho
riznych podobach.

Borek Sipek likes to have his portrait taken.
For this retrospective exhibition held at the
Drents Museum in the Dutch city of Assen,
black-and-white photographic portraits were
made by Anton Corbijn, Tono Stano, and Jan
Saudek, to which we added the typeface and
created a series of posters that present the
many faces of Sipek.

o -

BOREK SIPEK

o -

BOREK SIPEK
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Bez kysliku
The Anaerobes

divadelni plakéty|theatre posters
design Zuzana Lednicka

foto | photography Sunday Photo
2006

Cty¥i jednoaktovky, které se odehravaji

v jednom malém $védském méstecku, jsou
pfedstirdnim idylického Zivota v realité
zoufalych osuda hlavnich postav. ,Reklamni
kampaii“ a plakdty jsou zaloZeny na kontrastu
$védsky barvotiskovych motivi s tématem hry.
One-act plays set in a small Swedish town

in which the pretense of an idyllic life is
shattered by the reality of the desperate lives
of the main characters. The ‘adverstising
campaign’ and the posters are based on

a contrast of Swedish Ikea-like images and the
themes of the plays.
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Ingmar Villgist

Ingmar Villgist

Bez kysliku*

No a co jsem tehdy méla délat?
Co jsem si méla se sebou poit v tom zasranym Elimitu.
Sama starnouci. Bez tebe...
Kazpar Divadlo v Celetné
Hraii: Michal Kern, Jan Bidlas, Eliska Bouskova, Milena Steinmasslova, Vaclav Jakoubek,

Monika Zoubkové, Martina Présilové, Marta Vanéurovd, Ivan Rezéé, Milos Kopeény, Jitka Nerudova
2 Nuckolls a Jakub Spalek, premiéra 1. 2.Fina 2006

Bez kysliku*

Pribéhy lidi, kterym neni co zavideét

Kaspar Divadlo v Celetné
Hraiji: Michal Kern, Jan Bidlas, Eliska Bouskova,
Milena Steinmasslova, Vaclav Jakoubek, Monika Zoubkova,
lova, Marta Vanéurovd, Ivan Rezég,
Milo$ Kopeény, Jitka Nerudova
Retie: Filip Nuckolls a Jakub Spalek
premiéra 1. a 2.Fijna 2006

Martina Pr

Respekt, Stereo&Video, 24 hodin, Osobni lékaF, Radio 1
Cinnost divadelniho spolku Kaspar podporuji Magistrat hl. mésta Prahy a Ministerstvo kultury CR
www.divadlovceletne.cz

* V polském originéle Beztlenowce (,Bezkyslikati“) - slovo ufivané v polsting nej
fsou lidské bytosti, néjakym zpisobem preduriené pohybovat se ve ztizeném pr

ijici bez pritomnosti kysliku. Hrdinové jednotlivych epizod

Ingmar Villqgist

Bez kysliku*

Pribéhy lidi, kterym neni co zavidét

Kaspar Divadlo v Celetné
Hraiji: Michal Kern, Jan Bidlas, Eliska Bouskova,
Milena Steinmasslovd, Vaclav Jakoubek, Monika Zoubkova,
Martina Prasilova, Marta Vanéurovd, Ivan Rezégé,
Milo$ Kopeény, Jitka Nerudova
Reie: Filip Nuckolls a Jakub Spalek
premiéra 1. a 2.Fijna 2006

Respekt, Stereo&Video, 24 hodin, Osobni lékaF, Radio 1
Cinnost divadelniho spolku Ka3par podporuji Magistrat hl. mésta Prahy a Ministerstvo kultury €R
www.divadlovceletne.cz

* V polském origindle Beztlenowce (,Bezkyslikati”) - slovo ufivané v politiné nejéastji v mnozném isle oznatuje anaerobni organismy &ili organismy Fijici bez pritomnosti kysliku. Hrdinové jednoflivych epizod
jsou lidské bytosti, néjakym zpGsobem preduréené pohybovat se ve ztizeném prostiedi. Zili ve svété, ktery se jevi jiny, ne je ten né, %ili s nami, ale jakoby vedle nés.

Ingmar Villgist

Bez kysliku*

Tohle je moc dulezité a krasné obdobi.
Jenom to musime vydriet...
Kazpar Divadlo v Celetné
liska Bouskova, Milena Steinmasslove, Vaclav Jakoubek,
lo3 Kopetny, Ji

, Marta Vanzurova, Ivan R poény, ltka Nerudové
s a Jakub Spalek, premiéra 06

Hrai: Michal Kern, Jan
Monika Zoubkova, Marti
Refie:

Ingmar Villgist

Bez kysliku*

Af je to jak chce, ale nakonec tu vysokou
Zidli¢ku k nasemu stolu pFinesli.
Protoze, co jim zbyvalo...
Kazpar Divadlo v Celetné
Hrsii: Michal Kern, Jan Bidlas, Eiska Bouskova, Milena Steinmasslové, Vaclav Jakoubek,

Monika Zoubkova, Marfina Préilova, Marta Vanéurovd, Ivan Rezde, Milos Kopeény, Jitka Nerudové
Reie: Filip Nuckolls a Jakub Spalek, premiéra 1. 2.ijna 2006

Ingmar Villgist

Bez kysliku*

Pamatujes, cos mi vidycky Fikala
»Ze &lovék musi akorét umfit...”

Kaipar Divadio v Celetné
Heaifs Michal K la, Elika Bouzkovs, Milena Sto

Menika Zoubkov, lové, Marta Vanéurovd, Iva
& kols o Jakub Spalek, prer

lav Je
lo3 Kopeény, Jitka Nerudové




System - Randomness -
Non-system > System

Some of the Studio’s work has drawn on
typical elements of style and composition
that could be described as allusions to the
contemporary international style prevalent
in most developed countries, where graphic
design enjoys an esteemed position. This is
perfectly understandable, as it is not always
possible to use an original concept that would
signify a departure from traditional work.
However, in the past two or three years
several projects have emerged in this area

in which traditional work techniques have
been combined with an unorthodox use of
colours, shapes, and techniques. These projects
innovated the established system of work
and introduced into current forms of visual
expression a source of inspiration for others,
which was new in this environment.

Zuzana Lednické’s current work for the Bulb
design company, which designs lighting for
modern interiors, is a prime example of this.
The company’s corporate design revolves
around the simple effect of the fluctuating
shapes of a cone of light, which projects the
name ‘Bulb’ in multiple colour combinations
onto a solid white surface. This motif can then
be freely adapted in positive and negative
variations, as a static impression of a spotlight
on the company’s printed materials, or

as a dynamic form, projected against the
showroom wall or used in simple animations
on the company Web site. This design thus
offers an almost infinite number of changing
forms of visual identity — a randomness — but
as a whole creates a clearly legible system.
Another example in which the use of colours
was intended to create a pleasant atmosphere,
in this case to inspire trust in the client’s
patients, is the project that was created for
the Asklepion clinic, in which a succinct
combination of coloured dots together form

a pictogram of the figure of a human, which
is the chief interest of the clinic’s specialists.
The same principle can also be applied in
various colour combinations in the clinic’s
interior, thereby altering the typically

inert environment of a health-care facility,
transforming it into a socio-cultural space.
The second group of projects that warrant
mention here are ones that are much more
firmly tied to a certain principle of an
orthogonal arrangement of compositional
elements, that is, an elaborate composition
of interwoven grids of minute squares and
interconnected lines. The whole space is
organised, but the visual tectonics of colours
and shapes in some places obscure the clear
links between elements in the system and
conversely in other places emphasise them.
The system changes into a non-system and
back again. The Studio first applied this
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principle in 2000 in a project to create the
visual style for the UPP post-production
company, for whom a system of squares was
designed, visually evocative of a filmstrip.
Another project was one of the Studio’s long
term assignments. In 2002 Mikuld§ Machagek
developed a corporate design manual for the
PPF financial group, built out of an attempt to
create an open system using orthogonal square
grids, allowing for the extension of logical
links to the company’s new subsidiaries. In
this way a variable space is created out of the
company’s corporate design, reflecting the
company’s ambitions for expansion within
domestic and foreign markets, which is an
important part of their business philosophy.
Conversely, in a project for an exhibition,
squares are used to form the imaginary
contours of a cross, within which the letter
‘K’ is drawn, symbolising the name of the
most famous member of the Luxembourg
dynasty, the Bohemian King Charles IV.
Using this, Pavel Lev designed the visual
style for an important exhibition, presenting
works of art from the period towards the

end of the Luxembourg dynasty, 1347-1437, at
Prague Castle and the Metropolitan Museum,
New York.?

Systém - Nahodilost -
Nesystém > Systém

Dalo by se fici, Ze nékteré zakdzky Studia

v sobé nesou typické kompozi¢ni a stylové
prvky, které bychom mohli oznagit

za produktivni citace sou¢asného
mezindrodniho stylu, jenZ pievazuje

ve vét§iné vyspélych zemi, kde md graficky
design vyznamné postaveni. Je to logické,

ne vidy lze uplatnit za kazdou cenu origindlni
koncept, ktery by se vymezil vici tradi¢ni
produkei. Musim v8ak ihned podotknout,

Ze pravé v této oblasti se za posledni dobu
dvou t#{ let ve Studiu zrodilo hned nékolik
projektl, které kombinuji tradi¢ni metody
prace s netradi¢nim uplatnénim barev,
tvarovych rastri a zpsobu realizace, které
tak inovovaly zavedeny systém a vnesly

do soucasného vizudlniho projevu, alespori

v nafem prostiedi, novou inspiraci pro ostatni.
V prvni fadé je to aktudlni prace Zuzany
Lednické pro designérskou firmu Bulb,

kterd nabizi osvétleni pro modernf{ interiéry.
Firemni styl je postaven na jednoduchém
efektu proménlivosti tvari kuZzele svétla,
kterym se na povrch bilé plochy promitd ndzev
Bulb v riiznych barevnych kombinacich.

Tento motiv je pak volné adaptovdn

v pozitivnim i negativnim provedeni jako
staticky zdznam otisku spotu svétla

na tiskovindch, nebo v dynamické formé

pii skute¢ném promitdni na sténu showroomu
a v jednoduchych animacich na webovych

strdnkdch spole¢nosti. Zminény styl

nabiz{ v této formé témér nekonelny pocet
proménlivych forem vizudlni identity —

jejich nahodilost ale v celku tvofi velmi
konzistentn{ systém.

Jinym p#ikladem, kdy maji barvy vytvorit
piijemnou atmosféru vzbuzujici davéru
pacientt kliniky Asklepion, je uplatnéni
lapiddrni kombinace barevnych tecek
sklddajicich piktogram postavy ¢lovéka, ktery
je stfedem pozornosti specialisti kliniky.
Zéaroveti umoZiiuje pouZit stejny princip v fadé
barevnych kombinaci v interiéru, které méni
inertni prostiedi zdravotnického zafizeni

v kulturné spolecensky prostor.

Druhou skupinu zajimavych projekti, tvofi
ty, které jsou daleko vice svazdny s uréitym
principem orthogondlniho *azeni skladebnych
prvki. Jednd se o propracované kompozice

do sebe prolinajicich rastrti z drobnych étverct
a na né navazujicich linek. Cely prostor je
organizovan, ale obrazové tektonika barev

a tvaru zietelné vazby mezi prvky systému
nékde zneéitelni, jinde naopak zviditelni.
Systém se méni v ,nesystém" a naopak.

Prvni zakdzka, ve které byl pouZit tento
princip, vznikla ve Studiu v roce 2000. Jednalo
se o vizudln{ styl postprodukéni spole¢nosti
UPP, kde systém &tverct evokuje filmovy pés.
Dal3i projekt se stal jednou z dlouhodobych
zakazek Studia. V roce 2002 Mikuléds
Machagek zpracoval manudl jednotného
vizudlniho stylu finanéni skupiny PPF, ktery
postavil na otevieném systému pravouhlych
rastri s ¢tverci, jenZ umoziiuje logické vazby
na nové, dcefinné spole¢nosti firmy.

Vizualn{ styl tim vytva#{ variabilni prostor
pro ambice spole¢nosti expandovat

na domdcim a zahrani¢nim trhu, které jsou
dileZitou soudasti jeji firemnf{ strategie.

V feSeni jiné zakazky &tverce tvoii pomyslny
pudorys kiiZe, do jehoZ stfedu je vkreslena
inicidla K, jeZ symbolizuje jméno nejslavnéjsiho
panovnika z rodu Lucemburkl na Seském
trunu — Karla IV.

Pavel Lev na zdkladé tohoto principu navrhl
vizudlni styl pro vyznamnou vystavu, kterd
na PraZském hradé a v Metropolitnim muzeu
v New Yorku piedstavila umélecka dila z let
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PPF

logo a vizualni styl

logo and corporate design

design Mikulas Machacek, Ale$ Najbrt,
Bohumil Vasak, Petr Stépan
spolupréce|in cooperation with CID
2002

Manudl jednotného vizudlniho stylu

pro spole¢nost PPF a jeji dcefinné spole¢nosti
je dlouhodobou praci, ktera dobfe ukazuje nasi
snahu vytvéfet oteviené systémy umoziiujici
vznik vizualnich styld novych spole¢nosti

(RP Capital, PPF Investements) pfi zachovani
zékladni koncepce a vyvoje stavajicich
pravidel. Logotyp PPF vznikl na pozadi
pavodniho loga a odrazi vyvoj spole¢nosti
ijeji nové potieby v komunikaci.

The corporate design manual for PPF and its
subsidiaries is part of long-term collaboration
and a good illustration of our effort to create
open systems that facilitate the development
of the corporate designs of new companies

(RP Capital, PPF Investments), while retaining
the original basic philosophy and the
development of existing rules. The PPF logo

is based on the company’s original logo and
reflects the company’s development and its

new communication needs.
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PPF

Manusljednatného vizuinino stylu

Ing. MILENA WEINOLOVA
manazer HR projektd

PPFas
Na Zatlance 1650/121, PO.Box 25

130 01 Praha 1, Ceska republika

Tel. (+420) 123 319 123, 011 Fax (+420) 123 319 M
E-mail: weinolova@ppf.cz

www.ppf.cz




Investments Manual of unified visualstyle
—

[ MM Investments

Investments
—

JAN HLOUCHA

Director

PPF Investments (UK) Ltd
33 Lester Street, London, SWiX 7BH, United Kingdom
Tel. (+420) 334 553 110, Fax (+420) 334 553 110
Mobile (+420) 735 123 123
jan.hloucha@ppfinvestments.com
wwwppfinvestments.com
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Asklepion

logo a vizudlni styl

logo and corporate design

design Mikulas Machagek, Ale$ Najbrt
interiér|interior design Hippos

2005

Zékladem vizudlniho stylu kliniky Asklepion
jsou barvy a postava sloZend z barevnych
te¢ek — jednotlivych oddéleni nemocnice.
Chtéli jsme vytvorit radostny &isty styl
vzbuzujici dvéru a pfijemné pocity pacientt.
Proto se Asklepionek, jak se brzy logu u nds
ve Studiu zadalo pFezdivat, objevuje jako
souddst informac¢niho systému, jako vysivka
lazkovin nebo jako maly Sperk na odévech
zaméstnanci kliniky.

The corporate design of the Asklepion clinic
revolves around colours and a human figure
constructed out of large coloured dots that
represent the clinic’s individual departments.
We were interested in creating a pure,
cheerful design capable of inspiring patients
with a sense of trust and making them feel
comfortable. In the Studio we soon began
referring to the design as ‘Asklepion man’. The
figure appears in various applications, as part
of the information system, embroidered on the
bedding, or as a small kind of broach that the
clinic’s employees wear on their clothes.
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UPP

logo a vizudalni styl

logo and corporate design

design Zuzana Lednicka

foto | photography Radka Ziglerova
2000

Vizudlni styl pro postprodukéni spole¢nost
UPP je postaven na systému ¢tverct
evokujicich filmovy pés. Tento styl je otevieny
pro prubézné zmény, pii kterych viak zdkladni
princip zustdvé zachovdn. Postupné se stavd
stavebnici pro tvorbu ilustraci nebo je rastrem
pro fotografie a jind graficka uZiti.

The corporate design for this post-production
company is based on a system of squares

that create an impression of a strip of film.
This design can be modified over time, while
allowing the basic principle to remain intact.
The elements become the building blocks for
illustrations or frames for photos and other
functions.
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Bulb

logo a vizudlni styl

logo and corporate design
design Zuzana Lednicka
2006

Bulb je nova znatka firmy, kterd se zabyva
prodejem designovych svitidel a interiérovym
feSenim osvétleni. Logo a vizudlni styl
vychazeji z podstaty svételného spotu, ktery
je pohyblivy a miZe ménit tvar i barvu.

M4 tedy nékolik tvarovych a barevnych
variant, coZ b8%n& na¥im zdkaznikiim
nedoporutujeme. Tady je viak rtiznorodost

a proménlivost na mist&.

Bulb is a new trade name that offers lighting
fixtures and interior-lighting design. The
logo and corporate design employ the concept
of a spotlight in a flexible design capable

of changing colour and shape. It therefore
appears in several versions that vary in
colour and shape, something we usually do
not recommend to our clients. Here, however,

diversity and mutability is appropriate.




Karel IV. - cisaF z Bozi milosti
Charles IV - Emperor by the Grace
of God

vystavni projekt|exhibition project

design Pavel Lev

architektonické feeni|interior design

Jifi Javirek

2006

Zésadni vystavni projekt, ktery piedstavil
uméleckd dila vznikld za vlddy poslednich
Lucemburki v obdobi 1347-1437. Vizudlni styl
je zaloZen na vyrazném pismenu ,K*, které
je umisténo na pozadi kiiZe a typického dila
své doby. Hluboké naboZenské citéni cisafe
Karla IV. se v navrZeném Fefeni vyrazné
odrézi. Vystava se uskute¢nila ve spolupréci
s Metropolitnim muzeem v New Yorku, kde
probéhla na podzim roku 200s.

An exhibition of art created under the reign
of the last of the Luxembourgs, 1347-1437.
The design is based on a distinctive ‘K’, which
is set against a cross and a selection of art
from that period. The deep religious sensibility
of Emperor Charles IV is strongly reflected
in this design. Organised in cooperation with
the Metropolitan Museum, New York, the
exhibition was held in the autumn of 2005.
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A futuristic bar and a flowery hotel

It is the dream of many designers to be

able to have a hand in the creation of an
environment in which people can spend

their free time — to have an influence on
what kind of atmosphere emerges in such

an environment. They eventually want to be
part of that environment and make the most
of that rare moment when for a short time
they are their own clients. They can test the
impact and quality of their work directly in

a location with which they were previously
only familiar from plans and the architects’
visualisations. Architecture and design are
like Siamese twins — you cannot separate
them. Such a statement may today seem
somewhat of a cliché, as in the past the truth
of this has been demonstrated in numerous
successful examples of this combined effort.
In the late 1990s, shops, restaurants, and bars
began opening in Prague that served primarily
as design showcases — Botek Sipek’s Terminal
Bar and the galleries and furniture showrooms
of Konsepti, Vitra, and other firms. ‘Come in
and recharge!” That was the slogan promoting
a small restaurant and bar called Dynamo, in
the centre of Prague, which opened in 1998.
The interiors are by two designers from the
0lgoj Chorchoj studio, Michal Fronék and Jan
Némecek, friends of Studio Najbrt going back
to their school years at the Academy. Here the
cooperation between architects and graphic
designers led to the unorthodox creation of

a stylish interior with futuristic elements. Ale§
Najbrt created an original logo and display
typeface for Dynamo. The restaurant area
began to be used as a space in which poster
exhibitions regularly rotated, something
initiated by the designers themselves, and was
a good location in which to meet important
visitors to Prague.’” The restaurant thus
became a kind of cult location, not least
because it was here that an atomic digital
clock counted down the last seconds of the old
millennium.

The success of Dynamo led to other offers

of collaboration that featured a similar
assignment — create a corporate design capable
of supporting features that transcend the
limits of the everyday and capable of adding
motifs to the interior that blend with the
overall architectural design and aesthetic
concept. In 2001 a group of designers around
Najbrt began long-term collaboration with
Mimolimit, a studio founded by the brilliant
Czech designers Barbora Skorpilové and Jan
Nedvéd. The concept behind the aesthetics

of their work is beauty in diversity, and they
apply this to their spatial, material, and colour
design concepts and to the way in which they
work with light. For Mimolimit, Najbrt
drew inspiration from the plant decorations
in the interior of the Garden in the Opera, an
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exclusive Prague restaurant, and he created

a graphic flower logo, which can even be

seen in the shape of the massive inflatable
installation that illuminates the space over
the restaurant entrance.

A year later a real challenge emerged in

a project to cooperate with the world-

famous architect of Czech origin, now

living in London, Eva Jifi¢nd. The task the
graphic designers were given was to prepare
a comprehensive design concept and, using it,
also draw up a proposal for the information
system and visual presentation scheme for
the first ‘design hotel’ in central Europe
(Hotel Josef), which was to be built in the 0ld
Town, in the centre of Prague. In Jifi¢nd's
plan the new buildings show a respect

for their historical surroundings, and the
project features a sensitive blend of both

the old and the new, the traditional and the
modern. Zuzana Lednicka tied in with this
architectural design using a richly effective
visual style based on the simplest typographic
expression and a combination of two vibrant
colours — pink and orange — to which

a silver shade is also added to harmonise
with the modern glass and metal interior.
The richness of the entire system of visual
communication in this project derives from
the elaborately detailed functional approach
applied to a range of various information and
promotional materials — from the business
cards at the hotel reception right through

to the uniquely conceived ‘design guide’ of
Prague. The hotel directions use Perspex,

a transparent material, reflecting the colours
of the two buildings — Orange House and Pink
House. In addition the material blends well
with the partial use of glass surfaces, which
add a new spatial dimension to the fixed area
of the hotel interior. The whole project is an
excellent example of systematic and long-term
collaboration between the hotel management,
the architect, and the graphic designers.

The number of similar projects completed
recently suggests that collaboration with
designers will be one of the main areas of
Studio Najbrt’s work in the future. It is also
evidence that the work of graphic designers
can be more than just an aesthetic accessory
and can instead be a fundamental support
element and source of inspiration behind the
overall interior design. Such was the case

of other cooperative work between Studio

Najbrt and the architectural and design studio

Mimolimit. The interior design of the lobby
and reception and the lounge and restaurant
in the Hotel Yasmin is conceived as one great
‘residential garden’, which displays a rich
range of shades of green and floral motifs,
based on the hotel’s corporate design and logo.

The entire corporate identity works with freely

adapted screens that are integrated with the

interior to complement the materials used and

to create an atmosphere of untamed plant life
in an otherwise minimalist interior.

In connection with this work the Studio’s
designers were asked to create the new image
for Mario Wild Flowers, which specialises

in flower arrangements and works on
Mimolimit’s projects. In this project the
abstraction of artistic design probably reached
its maximum, as a collection of original plant
motifs was elevated to the level of a company
logo, created by Petr §tépén. This strong
corporate design replaces the traditional
form of a single trademark, and as such it

is a contribution to the discussion on where
visual design is headed in the future. Lednicka
and Najbrt exhibited the Studio’s work

that extends into the sphere of fine art in

a collection of large digital abstractions at the
‘Rest’ exhibition, which was held during the
39th year of the Karlovy Vary International
Film Festival in 2004.

Futuristicky bar a kvétinovy hotel

Snem mnoha designéri je podilet se na tvorbé
prostfedi, v kterém lidé travi sviij volny ¢as —
mit vliv na to, jakd v ném vznikne atmosféra.
Chté&ji byt posléze i jeji soucdsti a uzivat si
neopakovatelné momenty, kdy jsou na chvili
sami sobé klienty. Testuji vyznam a kvalitu své
préce pfimo na misté, které pfedem znali jen
z plant a vizualizace architektdi. Architektura
a design jsou jako dvé siamskd dvoj¢ata — jedno
nemuZe %it bez druhého. Toto tvrzeni dnes
muze znit jako kligé, nebot jeho pravdivost

je v minulosti dostate¢né prokazana fadou
kvalitnich realizaci po celém svété. Na konci
devadesatych let se i v Praze zacaly otevirat
obchody, restaurace a bary, které v prvé

fadé slouzily jako vykladni skiiné designu
samého — Terminal bar Botka Sipka, galerie

a showroomy ndbytku firem Konsepti, Vitra

a mnoha dal3ich.

»Prijdte se dobit!“ To byl slogan propagujici
malou restauraci a bar Dynamo v centru
Prahy, kterd byla oteviena v roce 1998. Autory
interiéru jsou designéfi studia Olgoj Chorchoj —
Michal Fronék a Jan Némedcek, pratelé ¢lent
Studia Najbrt jesté z dob studii na Vysoké
§kole uméleckopriimyslové v Praze. Spoluprace
architektl a grafickych designért zde vedla

k netradi¢nimu FeSeni stylového interiéru

s futuristickymi prvky. Ale§ Najbrt

pro Dynamo vytvoiil origindln{ logotyp

a titulkové pismo. Restaurace se stala prostorem
pro pravidelng se stfidajici vystavy plakatd,
které iniciuji sami designé#i, a vhodnym
mistem setkdni s vyznamnymi osobnostmi, jez
v posledni dobé navstivily Prahu.” Restaurace
je tak trochu i kultovnim mistem, protoze zde
atomové digitalni hodiny odméfily posledni
vtefiny minulého tisicileti.

Na tspéch Dynama navéazaly nabidky dalsi
préce s podobnym zaddnim — vytvofit vizudlni
styl, ktery by podpofil v§e, co prekratuje
hranice vednosti a doplnil interiér o motivy,
na néZ lze navazovat i v architektonickém
feSeni. V roce 2001 zatala dlouholetd
spolupréce skupiny kolem Najbrta se studiem
Mimolimit, které bylo zaloZeno ¢eskymi
designéry Barborou Skorpilovou a Janem
Nedvédem. Estetika tvorby Mimolimitu je
koncipovéna jako jednota krasy v mnohosti,

a to jak v prostorovych, materidlovych

a barevnych Fefenich, tak i ve zplsobu prace
se svétlem.” Ale§ Najbrt se nechal inspirovat
rostlinnymi dekoracemi v interiéru exklusivni
prazské restaurace Zahrada v opefe a navrhl
pro Mimolimit graficky koncept kvétinového
loga, které je moZno spatfit i v podobé
rozmérné nafukovaci instalace, jeZ osvétluje
prostor nad restauratnim vchodem.

Skuteénou vyzvou se stala o rok pozdéji
spolupréce se svétozndmou architektkou
teského puvodu Zijici v Londyné Evou JiFi¢nou.
Ukolem bylo p¥ipravit koncept jednotného

vizudlniho stylu a na jeho zdkladé navrhnout
informaéni systém a program vizudln{
prezentace pro prvni ,design hotel” ve stfedni
Evropé, ktery mél byt postaven v centru Prahy
na Starém Mésté. Samotny projekt Evy Jifi¢né
se vyznacoval respektem k historickému

okoli nové budovy a citlivym sladénim
starého a nového, tradi¢niho a moderniho.
Na toto architektonické feSeni navézala
Zuzana Lednickd pestfe pisobicim vizudlnim
stylem, ktery stavi na co nejjednodussim
typografickém projevu a kombinaci dvou
vyraznych barev — riizové a oranzové, jez

pro pozadovany soulad s modernim interiérem
ze skla a kovu dopliiuje jesté odstin sti{brné.
Rozmanitost celého systému je ddna do detailu
promyslenym funkénim Fe§enim v bohaté
§kale raznych informacnich a propaga¢nich
tiskovin, po¢inaje navitivenkou v recepci

a konce origindlné koncipovanym ,design
guidem” Prahy. Orienta¢n{ systém je

zaloZen na prithlednosti materidlu Perspex,
jenz zrcadli jednotlivé barvy dvou budov
hotelu — Orange House a Pink House.

Navic koresponduje s ¢astym uplatnénim
prosklenych ploch, které dodédvaji omezenému
prostoru v interiéru hotelu dal3i dimenzi.
Celd préce je vynikajici ukazkou cilevédomé

a dlouhodobé spoluprdce managementu hotelu
s architektem a grafickymi designéry.
Priklady nékolika realizaci z posledni doby
naznaluji, Ze tato spoluprace bude jednou

z hlavnich oblast{ zakazek Studia Najbrt

i do budoucna. Zarovei jsou diikazem, Ze
préce grafik miZe byt nejen estetickym
doplitkem, ale miZe se také stdt nosnym,
inspirativnim prvkem pro vlastni névrh
celého interiéru. Tak tomu bylo i u dalsi
spolupréce Studia s Mimolimitem. Design
interiéru lobby s recepci, lounge a restaurace
hotelu Yasmin je fefen jako velkd ,obytnd
zahrada®“, jeZ nabizi rozsahlou §kélu odstin
zelené barvy s uplatnénim flordlnich motivia,
které vychdazeji z vizudlniho konceptu a loga
hotelu. Cely vizualni styl pracuje s volné
upravovanymi rastry, které jsou zapojeny

do interiéru tak, aby vhodné doplnily
pouzivané materidly a navodily atmosféru
rostlinné Zivelnosti v jinak minimalisticky
pojednaném prostoru. V souvislosti s touto
praci byli designéfi Studia pozdddni, aby
vytvofili novou vizudln{ identitu firmy Mario
Wild Flowers, jeZ se zabyvé aranzovdnim
kvétin a tizce spolupracuje na zakazkach
Mimolimitu. V této préci, jejimZ autorem je
Petr §tépén, dosahla abstrakce vytvarného
fefen{ asi svého maxima, nebot povysila
kolekci origindlnich organickych motivi

na vlastni logo firmy. Vyrazny graficky styl
nahrazuje tradi¢ni formu jedné znacky, takze
muze slouZit jako prispévek do diskuse, kam
se tvorba vizualniho stylu ubird. Pfesah
grafického designu do volného uméni, ktery
témto zakdzkdm Studia pFedchdzel, predstavili

Zuzana Lednickd a Ale§ Najbrt v kolekci

rozmérnych digitdlnich abstrakei na vystavé

Rest u prileZitosti kondni 39. roéniku MFF
v Karlovych Varech v roce 2004.
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Hotel Josef

logo a vizualni styl

logo and corporate design

design Zuzana Lednicka

architektonické fe§eni|architectural design
Eva Jifi¢na

2001

Vizudlni styl pro prvni ,design hotel”

ve stfedn{ Evropé je zaloZen na jednoduché
typografii a tfech vyraznych barvéch.
Stifbrnd a riZové s oranZovou. Rozum a cit.
Réd a emoce. Moje prvni zkusenost s velkou
davérou klienta, projektem bez kompromist
a dlouhodobou koncepéni spolupraci. zl

The visual style of this, the first design hotel
in central Europe, is based on simple quality
typeface and three sharp colours: silver, pink,
and orange. Sense and sensibility. Order and
emotion. My first experience of enjoying

the client’s full trust, of a project without
compromises, and of long-term conceptual
cooperation. zI
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Zahrada v opefe
The Garden in the Opera

logo a vizudlni styl

logo and corporate design

design Ales Najbrt, Zuzana Lednicka
interiér|interior design Mimolimit
2000

Restaurace s interiérem, ktery ptisobi

jako botanickd zahrada, je na velmi
neatraktivnim misté v budové byvalého
Federdlniho shromézdéni v Praze. Logem
se stala jednoducha kyti¢ka, kterd rozkvétd
riznymi barvami a je zdkladem ornamentd
pouZivanych pro tiskoviny restaurace.

This restaurant is in a very unattractive
location, in the building of the former
Federal Assembly in Prague, but its interior
nonetheless succeeds in evoking the
atmosphere of a botanical garden.

Its logo was designed as a simple flower,

to bloom in an array of colours, and it is
the basic ornamental motif used in all the
restaurant’s printed materials.




Dynamo

logo a vizualni styl

logo and corporate design

design Ale$ Najbrt

interiér|interior design Olgoj Chorchoj
1998

Dynamo se v roce 1998 stalo jednou z prvnich
designovych restauraci v Praze. Vytvofili jsme
logotyp, sérii tiskovin a slogan ,PFijdte se
dobit!“.

In 1998 Dynamo opened as one of the first
design restaurants in Prague. We created

the logotype, print materials, and the slogan
‘Come in and recharge!’
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Mecca

plakat, logo a vizudlni styl

poster, logo and corporate design
design Ales Najbrt, Zuzana Lednicka
1998

Tento plakdt propagoval jednu z prvnich

akci nové otevieného taneéniho klubu Mecca
v prazskych HoleSovicich. Pro klub vznikl
proménlivy logotyp a maly vizudln{ styl.

This poster was designed to promote one of the
very first events at Mecca, a new dance club
in the Prague district of HoleSovice. A flexible
logo was created for the club along with

a smaller-scale corporate design.



Hotel Yasmin

logo a vizudalni styl

logo and corporate design

design Zuzana Lednicka, Ale$ Najbrt
interiér|interior design Mimolimit
2006

Graficky koncept pro hotel Yasmin vychazi

z moderni transformace kaligrafického pojeti
zdkladniho symbolu loga hotelu. Cely vizudlni
styl pracuje s volné upravovanymi rastry, které
jsou vyrazné zapojeny do interiéru s ohledem
na pouzivané materidly. Graficky koncept
ovliviioval od zadatku stavbu hotelu a jeho
celkové feSeni, které jsme pfipravovali v uzké
spolupréci se studiem Mimolimit.

The graphic design created for Hotel Yasmin
is based on a modernised calligraphic version
of the main symbol in the hotel logo. Overall
the design draws on a loose arrangement of
lines and columns, which are integrated into
the hotel interior by distinctly and sensitively
accommodating the material worked with.
The graphic design had an influence on the
hotel’s overall design from the start, and

was developed in close cooperation with
Mimolimit.

hotel asmin
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Noodles

logo a vizudlni styl

logo and corporate design

design Zuzana Lednicka
interiér|interior design Mimolimit
2005

»Nudlové” logo a vizudlni styl pro restauraci
v prostorach hotelu Yasmin, kterd se
specializuje na t&stoviny z celého svéta.

The logo and corporate design for Noodles
restaurant, which is located inside Hotel
Yasmin and specialises in noodle dishes from
around the world.




120 days

logo a vizudlni styl

logo and corporate design

design Bohumil Vasak
interiér|interior design Mimolimit
2006

Nézev 120 dnf jsme vymysleli na zdkladé
pfedstavy majitele, Ze interiér restaurace
vznikne levné a velmi rychle a po ¢tyfech
mésicich ho vyméni za novy. Grafické fefeni
tiskovin i vyloh restaurace vychézeji z voln&
komponovanych tenkych linek a hry s &isly.
Chtéli jsme vytvofit vyrazny design tak, aby
obstal i v konkurenci mnoha jinych aktivit

v ulici Na P¥ikopé, a to jak ve dne, tak v noci.
We came up with the name 120 Days based on
the owner's idea to complete the restaurant'’s
interior inexpensively and very quickly and
then create it anew four months later. The
graphic design for the printed materials and
the window design of the restaurant uses
slender, loosely arranged lines and a play

on numbers. The design is unique and is an
eye-catcher on the busy street of Na P¥ikopg,
where it has to try to stand out amidst a flury
of other activity, day and night.
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Mario Wild Flowers

logo a vizualni styl

logo and corporate design
design Petr $tépan

2005

Mario nas pozadal o logo a vizudlni styl

pro svou firmu a obchod, které se zabyvaji
aranzovanim kvétin. Téma jsme zpracovali
jako kolekci origindlnich 3D modeld
rostlinnych tvari. Logo md riizné podoby,
které se proméfiuji stejné jako rostliny, jez
Mario pro sviij kvétinovy design pouZziva.
Mario asked us to create a new logo and
corporate design for his company and shop,
specialising in flower arrangements.

We approached this theme as a collection of
original 3D models of plant shapes. The logo
comes in different forms that vary like the
plants Mario uses in his flower designs.
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Architecture, photographs, and
books

The majority of publications for which
designers from the Studio have created the
graphic design are illustrated publications

in the field of fine art, photography, and
architecture. Since 1998 the Studio has been
working with the publisher Dagmar Vernerova
and her company Prostor — architektura,
interiér, design, for which Ale¥ Najbrt created
a square-shaped typographic symbol based on
the principle of a raster font. The company
annually publishes an illustrated volume of
contemporary Czech architecture, simply titled
‘Ceskd architektura’ (Czech Architecture),
which contains a representative overview

of the best Czech architectural work of the
past twelve months, selected each year by a
different architect. An interesting feature is
the consistent typographic articulation of the
spine, indicating the period covered in the
book, which breaks off at the edge of the spine
so that when the books are placed next to one
another the years line up in succession.

In addition to the architectural yearbooks,
the Studio has recently been working with
Prostor on individual titles. A book titled
‘Ceskd architektura a jeji p¥isnost’ (Czech
Architecture and Its Austerity) contains

an overview of architects — in this case,
connected with the fifty best works of Czech
modern architecture (according to the well-
known Czech theorist Rostislav Svacha).
However, this publication is radically
different in character from the architectural
yearbooks. Mikulds Machdcek, with whom
Dagmar Vernerova worked on the ‘Everyday
Design’ exhibition, created a graphic design
for this book that takes the element of
surprise as its basic principle. The book is
actually experimental in terms of its content,
attempting for the first time to determine
the characteristic features of the complex
phenomenon of Czech architecture and trying
to anchor architecture firmly within Czech
cultural life. The book deliberately breaks
some of the rules of traditional graphic design
in an illustrated publication — its pages use
the element of colour to alter the way the
photographs appear, the typographic design
creates a rhythm in the book’s content

using different sizes of type, and the purely
typographic cover, which contains no other
illustrative information, is also very unusual.
The Studio has also created remarkable designs
for publications for Mimolimit. It published
its first book in cooperation with Prostor in
2002. Najbrt created a clever, typographically
playful design for it, with the white book
cover glowing through a transparent red book
jacket. The effect of this simple, minimalist
design was enhanced by the use of full-page
photographs, which are the work of Filip
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Slapal, who in recent years has become a much
sought-after architectural photographer.
Mimolimit put out its second publication in
2005 independently, and it entrusted Zuzana
Lednicka with the graphic design. The book
again uses full-page format photographs. The
typography is turned on edge, figuratively and
literally.*® This typographic approach drew

on Mimolimit’s new visual style, which uses
the same principles in all its promotional and
public relations materials.

Studio Najbrt has also worked closely with
Torst publishers, which expanded its already
rich stock of titles to include a series of
photography books. The Fototorst series, which
specialises in monographs devoted to well-
known and less-known Czech photographers,”’
was inspired by the French series FotoPoche,
which was published with similar intentions
in the 1960s. The graphic design of each
volume in the series has been the task of
various Studio members — the conceptual
design for the series was created by Zuzana
Lednickd, Ale§ Najbrt has worked on the
selection of photographs, and the graphic
design is Pavel Lev’s.

A major artistic endeavour is the large
retrospective monograph of the internationally
renowned, Czech-born photographer

Josef Koudelka. The book was prepared in
cooperation with Robert Delpire, the publisher
for the French photo agency Magnum, and was
published in seven languages. For the Czech
edition, again through Torst, Najbrt used

one of Koudelka’s photographs — the rugged
tectonic surface of a lime quarry - to cover the
entire jacket of the large volume, accompanied
by a simple informative title: ‘Koudelka'. In
doing so he is offering a clue to the style of the
book’s content, which is based on large black-
and-white photographs occupying as much of
the page as possible, combined with a clean,
simple, almost Classical, typographic design.

Architektura, fotografie a knihy

Pievézna ¢ast publikaci, které graficky
upravili designé#i Studia Najbrt patii

do kategorie obrazovych monografii z oblasti
vytvarného uméni, fotografie a architektury.
0d roku 1998 Studio spolupracuje s vydavatelkou
Dagmar Vernerovou, pro jejiZ spole¢nost
Prostor — architektura, interiér, design

Ale§ Najbrt vytvofil &tvercovou typografickou
znatku, jeZ uplatiiuje princip pismového
rastru. V nakladatelstvi vychdzi kazdym
rokem reprezentativni piehled teské

modern{ architektury v podobé velkoryse
pojaté obrazové publikace. Vybérem staveb

s jednoduchym ndzvem Cesk4 architektura je
povéfen vidy jiny architekt. Knihy pfedstavuji
vybér toho nejlepsiho, co uplynuly rok
architektonické tvorby pfinesl. Zajimavym
prvkem je diimyslné typografické ¢lenéni
hibetni fddky s datem p#islu§ného obdobi,
které je pieruseno okrajem hibetu knihy.

P1i vét8im poltu kniZek vedle sebe v fadé tak
navazuje vZdy jeden hibet (jeden rok) na druhy.
Mimo architektonické ro¢enky se v posledni
dobé spoluprace s Prostorem rozsitila

i na samostatné tituly. Publikace Ceska
architektura a jeji pfisnost je také autorskym
vybérem — v tomto ptipadé padesati nejlepsich
staveb Ceské moderni architektury (podle
nédzoru zndmého Ceského teoretika Rostislava
Svachy). Publikace m4 viak od roéenek
architektury diametrélné odlisny raz.
Mikuld§ Machédcek, s nim# Dagmar Vernerova
spolupracovala jiZ na zminéné vystavé Design
pro kazdy den, upravil knihu zpusobem,
kterd s momentem piekvapeni pracuje jako

se zdkladnim principem. Ta je vlastné i svym
obsahem experimentdlni, nebot se snaZi
poprvé o urleni charakteristickych ryst
slozitého fenoménu ceské architektonické
tvorby a o jeji pevné zaclenéni do naseho
kulturniho Zivota. Z grafického hlediska jsou
v ni zdmérné nabourdna nékterd ustdlend
pravidla tradi¢ni dpravy obrazové publikace —
strdnky knihy vyuzivaji barvu jako element,
ktery méni tvafnost fotografii, typografickd
uprava rytmizuje obsah knihy uplatnénim
raznych velikosti pisma, netypickd je rovnéz
Cisté typograficka obélka, bez jakékoliv dalsi
obrazové informace. Kniha vyvolala nejen
piekvapeni, ale zdroveii i rezervovanou reakei
konzervativniho publika.

Dal§im klientem, pro kterého Studio vytvaii
vyjimeéné a velkoryse pojaté publikace, je jiz
zminéné architektonické a designérské studio
Mimolimit. Prvni kniha Mimolimitu vy$la
jesté ve spoluprdci s nakladatelstvim Prostor
v roce 2002. Cerveny prithledny prebal,

pod kterym prosvita bild obdlka, nabiz{
chytrou typografickou hru AleSe Najbrta.
Jednoduchd a minimalistickd tprava knihy

je umocnéna celostrannymi reprodukcemi
fotografii Filipa Slapala, ktery se stal

vyhleddvanym fotografem architektury
posledni doby.Druhou publikaci z roku 2005 si
studio Mimolimit vydalo jiZ samo a grafickou
upravu svéfilo Zuzané Lednické. Kniha stavi
opét na celostrannych formétech fotografii.
Typografie je v ni postavena ,na hranu®, a to
do slova a do pismene.** Toto typografické
fe§eni navézalo na novy vizudlni styl
Mimolimitu, ktery vyuZiva stejného principu
na vSech tiskovych materidlech prezentujici
Mimolimit na vefejnosti.

Studio Najbrt spolupracuje i s nakladatelstvim
Torst, které do své bohaté produkee zatadilo
program fotografickych publikaci.

Vznik edice Fototorst, kterd je zaméfena

na monografie zndmych i méné znamych
geskych fotografii,” inspirovala francouzska
edice FotoPoche, jez vychédzela v podobném
duchu v Sedesatych letetch 20. stoleti.
Grafické dpravy jednotlivych svazki se ujalo
postupné celé Studio — koncept navrhla
Zuzana Lednickd, na vybéru fotografii se
podili Ale¥ Najbrt a graficky je upravuje
Pavel Lev. Skute¢nym vytvarnym pocinem

je velkd, retrospektivni monografie
svétozndmého fotografa ¢eského pivodu
Josefa Koudelky. Knihu s autorem pfipravil
»dvorni“ nakladatel francouzské fotoagentury
Magnum Robert Delpire a vychazi v sedmi
jazykovych mutacich. Pro ¢eské vydédni, opét
v nakladatelstvi Torst, vyuZzil Ale§ Najbrt
jednu z fotografif autora — tektonické

¢lenéni povrchového vdpencového lomu —

pro celou plochu piebalu obséhlé publikace

s jednoduchym sdélenim na titulu: Koudelka.
Nazna¢il tak charakter vnitini dpravy knihy,
kterd je postavena na velkorysych ¢ernobilych
reprodukcich, jeZ maximdalné vyuzivaji plochu
stran knihy v ¢isté a klasické typografické
upravé.
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Fototorst

kniZni edice|book series
design Zuzana Lednicka, Pavel Lev, Ales§ Najbrt
od|since 2000

Snem kazdého grafika je podilet se

na takovémto projektu — knizni edici, kterd
nepfestdvd existovat, a v niz kazdy rok
vychézeji &tyii nové publikace. Byl to sen

i vydavatele Viktora Stoilova.

Jednoduché grafické ¥efeni edice malych
fotografickych kniZek pfedznamenalo préci,
kterd nds zajima stdle vic. Podilet se na vybéru
fotografii a sklddat je za sebou na strénky

v jakémsi piibéhu, jenZ je pro prezentaci
kaZdého fotografa dilezity. Je to velmi
nendpadnd préce, kterou sice oceni jen malé
procento ¢tendid, ale o ty ndm pravé jde.

It is the dream of every graphic designer to
be able to take part in a project, in this case

a publication series, that continues over time.
Each year four new books are published, just
as the series publisher Viktor Stoilov had
imagined at the start. This assignment to
create a simple graphic design for a series of
small photography books signified the start of
a project that has come to interest us more and
more. Making a selection of photographs and
arranging them in an order to tell a kind of
story is important when profiling a particular
photographer. It’s a very subtle kind of work
that only a small number of readers will
appreciate, but it's them we're aiming at.
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Ceska architektura
Czech Architecture

rotenky |yearbooks

design Zuzana Lednicka, Ales Najbrt,
Pavel Lev, Vladimir Andél, Bohumil Vasak
od|since 1999

Spole¢nost Prostor — architektura, interiér,
design vydava kazdy rok piehled ceské
architektury. Vybérem staveb je povéfen vidy
jiny architekt. Ro¢enky jsou koncipovény

s ohledem na odbornou vefejnost, tedy
architekty a teoretiky architektury. Metalické
obalky kaZdy rok méni svou barvu a vroceni
na hibetech knih na sebe typograficky
navazuje.

Each year, the company Prostor — architektura,
interiér, design publishes a review of Czech
architecture. Selecting which buildings to
include in the yearbook is a task assigned to

a different architect each year. The yearbooks
are designed for architects, architectural
theorists, and critics. The colour of the book’s
metallic cover changes each year, and the
overlapping years printed on the edges of the
book’s spine connect when the books are lined
up in a row.

RRR
)SSS

000
!RRR

2004
2005




Mimolimit |

kniha|book

design Ales Najbrt

foto | photography Filip Slapal
2002

Logotyp pro prvni knihu Mimolimitu je
stavebnici, jejimZ zdkladem jsou vertikdlni
linky vytvatejici typografickou strukturu
uzitou pro vstup do knihy. Publikace
obsahuje interiéry restauraci, kavaren, bytt

i produktovy design a 3perky.

The logo for the first portfolio that Mimolimit
issued employs sets of vertical lines that form
a basic typographic structure through which
the reader enters the book. The publication
showcases the interiors of restaurants,

cafés, residential flats, product design, and
jewellery.
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Mimolimit 1l

kniha|book

design Zuzana Lednicka

foto | photography Filip Slapal
2005

Minimalistickd typografie s maximalnim
prostorem pro fotografie Filipa Slapala
prezentuje intenzivni préci studia Mimolimit
za dva roky. Kniha existuje ve dvou variantdch
»dfevéného obalu. Vysla u piileZitosti vystavy
»Eclectic Match” a stala se soutdsti origindln{
knihovny v jejich snovém byté.

Minimalistic typography combined with the
maximum use of space for the photographs of
Filip Slapal, highlighting the studio’s intense
stream of work over the previous two years.
Two versions of the ‘wooden’ book cover were
created. The book was published to accompany
the ‘Eclectic Match’ exhibition, and became
part of a unique ‘library’ in an imaginary flat.
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Ceska architektura a jeji prisnost
Czech Architecture and Its Austerity

kniha|book
design Mikulas Machaéek
2004

Vybér padesati staveb a komentéfe jednoho

z nejvyraznéj§ich teoretiki ¢eské architektury
Rostislava Svéchy. Grafickd tprava je v tomto
piipadé nepokornd a konvenuje s origindlnim
pohledem autora knihy.

A selection of fifty buildings, with annotations
by one of the most prominent theorists of

h architecture, Rostislav Svacha. The




Josef Koudelka fotograf
Josef Koudelka, Photographer

vystavni plakat a pozvanka
exhibition poster and invitation
design Ales Najbrt

2004

Design pro vystavu, kterd predstavila priifez
tvorbou Ceského fotografa ve Veletrznim
paldci. Moje spoluprdce s Josefem Koudelkou
zatala pii pfipravé ¢lanku pro jedno z &isel
¢asopisu Raut v roce 1993. Od té doby jsem

s nim spolupracoval na nékolika knihach

a vystavach. an

Design for an exhibition of the photographs
of Josef Koudelka at the Veletr#ni Palac

in Prague. My collaboration with this Czech
photographer began during work on an article
for an issue of ‘Raut’ in 1993. Since then

I have worked with him on several books and
exhibitions. an
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Koudelka

kniha|book
design Ales Najbrt
2006

Zatim posledni spolupraci s Josefem
Koudelkou je jeho retrospektivni kniha
pfipravend francouzskym vydavatelem
Delpirem. M4 i ¢eskou mutaci, pro kterou
jsme vytvofili jednoduché typografické reseni
s panoramatickou fotografii na piebalu.

Our most recent collaboration with Koudelka
is a retrospective publication prepared for the
French publisher Delpire. There is a Czech
version, among others, for which we created
a simple typographic design with panoramic
photos on the cover.
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A show ‘on the edge’

‘The show must go on!” An integral part of the
Studio’s profile is the activities it engages in
outside the scope of its everyday work. Ale§
Najbrt discovered years ago, while working on
‘Raut’, that it is essential that the designers
also work on their own projects. Both he and
Lednicka and other members of the Studio
have prepared several exhibitions on which
they collaborated with other designers.
Najbrt’s work for Sklep and other theatre
companies that were part of ‘The Prague Five’
is a separate chapter altogether, which in
recent years has been replaced by ‘advertising
campaigns’ for theatrical projects, something
that he has now been doing with friends for
years.

Thomas & Ruhller is the name of a show

Jan Slovék and Ale§ Najbrt created in 1985.
Ales§ Najbrt designed and then later created

a digital version of the show's seriffed T& R
title typeface, in which the bent stems

and sharp breaks of the letters reflect the
spontaneous character of the performance.
This fictitious Dutch duo performs such

a convincing form of ‘banal stupidity’ that
ultimately the audience loses its sense of
reality and becomes immersed in the world of
T& R’s special humour. T& R have now taken
their show to a number of countries, and
Najbrt later used the type in several modified
variations for other posters and materials.
The Studio has created numerous posters and
other ‘advertising’ materials for the activities
of T& R, and this work has become an
indelible part of the duo’s image.

Back in 1986, at a private party one evening,
Ale§ Najbrt, Franti§ek Skdla, and Jaroslav
Réna spontaneously formed themselves

into a trio with the intention of putting

on a ‘scat’ performance — just to entertain
themselves and the others. The magic of

this improvisational session, the euphoric
atmosphere (heightened by alcohol), and an
obliging audience made this an unforgettable
experience for the trio. So, like the popular
high of other ‘bashes’, they continued to go
back and revive the skit from time to time.
In their view it was just some fun. But years
later their performance became a regular part
of Sklep’s popular ‘Besidky’, and what had
initially been a private form of entertainment
became public. Its popularity was further
advanced when the performance was used

for the trailer and visual style of the 37th
Karlovy Vary International Film Festival.
Najbrt must have felt himself a part of some
absurd play when creating the visual style

of the festival and working as a graphic
designer with a theme in which he himself
appeared. The trio’s success transcended

the geographic boundaries of this country,

as the many foreign stars and guests that
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attended the festival were impressed by the
show’s exuberant humour. It is a wonder

that the three amateur performers chose

not to give up their day jobs in favour of
setting up some kind of travelling circus to
blaze a trail around the world successfully
entertaining people with the infantile humour
of contemporary forty-five-year-olds. Instead
they did the reverse: the trio presented their
serious artwork to the public under the name
Tros Sketos Serios™ (though, like the equally
legendary MTO Universal dance parties, they
still put on the occasional performance of
their show).»)

The Studio’s latest project is a limited series of
snowboards commissioned by LTB Snowboards.
Who could resist coasting down the slopes

‘on the edge’ of a snowboard with a name

like ‘Racing Stripe’, its design inspired by

the body of a classic Ford Mustang, or ‘Lilly’,
with a delightfully surprising flower pattern
created by Zuzana Lednickd, or even a board
with Thomas and Ruhller on the surface. The
collection was designed under the Studio’s
new design label, ‘mojemoje’. This project was
something new for the Studio’s designers in

a thus far uncharted area of product design.
It is evident that today’s team at Studio
Najbrt is truly unstoppable. I would not be
surprised if some day they try to create the
graphic design for the body of an Fr racing car.
Or perhaps they will embark on some other
audacious feat. For them, life is about taking
on challenges, which are then the source of
their happiness and countless new surprises.

Show ,na hrané“

U

»The show must go on!“ Aktivity presahujici
bézny provoz jsou nedilnou soucdsti profilu
Studia. Potfeba vénovat se vlastnim projektim
se u AleSe Najbrta projevila jiz pred lety

pii vydadvéani ¢asopisu Raut. Spoleéné se
Zuzanou Lednickou a dal§imi ¢leny Studia
piipravili nékolik vystav, na kterych
spolupracovali také s jinymi designéry.

Préce AleSe Najbrta pro divadlo Sklep

a dal3f divadla Prazské pétky je samostatnou
kapitolou, kterou v poslednich letech
nahradily ,reklamni kampané“ na divadelni
projekty. Realizuje je se svymi ptételi jiz
dlouhd léta.

Thomas & Ruhller, show Jana Slovéka a Alese
Najbrta, vznikla uz v roce 198s5. Ale¥ Najbrt
pro toto piedstaveni nakreslil a pozdéji
zdigitalizoval titulkové patkové pismo T&r R,
jehoZ ostfe lomena kresba spolu s prohnutymi
dfiky liter dobfe koresponduje s Zivelnym
charakterem celého predstaveni. Produkce
fiktivni holandské ekvilibristické dvojice,
plna vtipné ,bandlni stupidity” je hrana

s takovou piesvédcivosti, Ze fascinovany divak
piestavad vnimat hranice reality a automaticky
se nof{ do svéta specifického humoru Té& R.

Se svoji show uZ procestovali péknou #adku
zemi a Najbrt pozdéji pismo pouzil v nékolika
dal3ich modifikacich i pro jiné kulturni
plakéty a tiskoviny. Studio pro aktivity T& R
vytvari prubézné plakaty a dal3i ,reklamni”
materidly, které se staly souldsti image této
dvojice.

Psal se rok 1986, kdyZ se na jednom

ze soukromych velirkt dala spontdnné
dohromady trojice Ale§ Najbrt, FrantiSek Skala
a Jaroslav Réna. Chtéli si zasketovat —

pro pobaveni sebe samych i ostatnich.

Kouzlo improvizace, euforickd a alkoholem
povzbuzend atmosféra i vdééné obecenstvo
piipravily pro sketujici trio nezapomenutelny
zézitek, takZe se k nému, jako k oblibenému
dopingu podobnych ,mejdant”, vraceli ¢as

od ¢asu i pozdéji. Z jejich pohledu §lo o pouhou
recesi, ale po letech se tyto kousky staly
pravidelnou souédsti i zndmych sklepovskych
Besidek, takZe se ptivodné nevefejnd
kratochvile stala populdrni. K jeji oblibé

jesté prispéla skuteénost, Ze byla podstatou
znélky a vizudlniho stylu 37. ro¢niku MFF

v Karlovych Varech. Pro AleSe Najbrta musela
byt tato prace absurdnim divadlem — tvofil
vizualni styl festivalu a jako grafik pracoval

s tématem, které sdm reprezentoval.
KaZdopddné uspéch tria pfesdhl daleko

nafe hranice — festival nav§tivila fada
zahrani¢nich hvézd, kterym show imponovala
svym nevdzanym humorem. Je s podivem,

Ze amatérsti herci, povzbuzeni vinou obdivu

a nefal§ovaného nadseni svych profesiondlnich
kolegti, nepovésili své skute¢né profese

na htebik a nezaloZili jakysi pojizdny cirkus,

ktery by — jisté s ispéchem — brazdil svét

a bavil lidi infantilnim humorem soutasnych
pétaltyiicatniki. Misto toho udélali pravy
opak: pod heslem Tros Sketos Serios™ trio
vefejnosti nabidlo své seriézni malifské uméni
(ovSem i vlastni show lze ob&as shlédnout,
stejné jako legenddrni tane¢ni ve¢irky MTO
Universal).»

Nejnovéj$im projektem Studia je limitovand
série snowboardu pro firmu LTB Snowboards.
Kdo by se nechtél prohdnét po zasnéZenych
planich ,na hrané” prkna s ndzvem Racing
Stripe — jehoZ design inspirovala karosérie
slavného Fordu Mustang — nebo Thomas

& Ruhller ¢&i Lilly, jez prekypuje kvétinovymi
vzory Zuzany Lednické.

Kolekce vznikla pod nové vytvofenou znatkou
Studia, ,mojemoje”. Pro designéry to byla
préce, kterou doposud nezkusili, a navic

v novém, zatim neprozkoumaném teritoriu
produktového designu.

Je vidét, Ze skupinu lidi, ktefi dnes tvo#{ tym
Studia opravdu nic nezastavi. Nepiekvapilo by
mé, kdyby se jednou pokusili i o novy design
karosérie vozu Formule 1. Anebo moznd zkusi
né&jakou jinou, ,neuvéritelnou” troufalost.
Zivot je pro né vyzvou, kterd jim p¥inds{ §tdsti
a ndm ostatnim nova a nové piekvapeni.
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Thomas & Ruhller

design Ales Najbrt

foto| photography Tono Stano,
Zuzana Lednicka, Adam Holy
od|since 1990

Prace pro dvojici holandskych ekvilibrista
zatala jiZ v roce 1990 a pokracuje s prestédvka
i nadale. Jsme jejich exkluzivni ,agenturou”.
T& R kolem sebe soustfeduji mnoho
zajimavych umélct, mali¥a a fotografi, ktef{
pro né Casto a rddi pracuji. Jsou portrétovani
malifem Petrem Niklem, vznikaji jejich
kalendéte, plakaty, pohlednice a existuji
dokonce i jako plySové hracky.

T & R vystupovali jiZz v mnoha zemich a jejich

povéstné Show v roldcich uvaddéji v uzas

a nadeni milovniky performance
po celém svété. Jejich vystoupeni jsou spise
filosofickymi esejemi neZ divadlem.
Pohybuji se po pédiu zcela samoziejmé,
suverénné a beze slov. Také bychom cht&li
takhle pracovat.
Our work for this Dutch acrobatic duo began
back in 1990 and has continued on and off to
date. We're actually their exclusive ‘agency’.
Many interesting artists, painters, and
photographers are grouped around T& R and
often work for them. They've been painted by
the artist Petr Nikl, they've been turned into
calendars, posters, and postcards, and there
are even plush-toy versions of them.
T & R has performed in many countries and
their famous show has thrilled performance
enthusiasts around the world. Their

ormances are more like philosophical

s than threatre. The duo move about the
stage naturally, with sovereig and silently.

That’s just how we want to work, too.




THOMAS+RUHLLER

PERFORMANCE1998




Tros Sketos Serios

vystavni plakét a pozvdnka
exhibition poster and invitation
design Ale$ Najbrt

foto | photography Adam Holy
2005

A opét jsou na scéné tito t¥i nesméli mladici!
Tentokrét se predstavuji v necekané, ale
seriézni roli malif a socha#i v Galerii
uméni Karlovy Vary. Jak fekl Jaroslav Réna:
»Uvidite, co déldme, kdyZ nezpivame.” Konitek
téchto tf{ komedianta perostl ve velmi
zajimavou tvorbu, kterd zaujala jiZ mnoho
navitévniki, ktefi by se normdlné do galerie
ani nevypravili.

Once again, the three timid youths take

the stage! This time they appear in the
uncharacteristically serious roles of painters
and sculptors at the Karlovy Vary Art Gallery.
As Jaroslav Réna said: ‘See what we do when
we're not singing?’ The hobbies of the three
performers just somehow evolved into this
very interesting work, which managed to
capture the attention of many visitors who
would otherwise never even have visited

a gallery.

Tros Sketos Serios

Ales Najbre

The exhibition s}

Open daily exce
.

Tros Sketos Serios

Ales Najh

Dvojnici Tros Sketos z muzea
Madame Tussaud v Londyné jsou
prvnimi kinetickymi voskovymi
figurinami na svété.

First-ever kinetic wax figures

in the world, Madame Tussauds,

London.




City | Mésto

vystavni projekt|exhibition project
design Zuzana Lednicka, Ales Najbrt,
Why Not Associates

foto | photography Adam Holy

2001

Vystavni projekt piipraveny spole¢né

s londynskym studiem Why Not Associates.
Pro vystavy v Londyné a Praze jsme ur¢ili
devét spole¢nych témat, kterd obé studia
zpracovala jako urcitou konfrontaci dvou mést
a dvou odli¥nych piistupi. K vystavé vznikl
»prihledny” katalog, jakdsi zmengenina celé
vystavy. Prazskd vystava bohuZel skonéila,
kdyZ jeden név§tévnik znitil expondty v den
vernisazZe.

An exhibition project developed in cooperation
with the London studio Why Not Associates.
Nine common themes were established for
exhibitions held in London and Prague and
both studios approached them as a kind of
confrontation of the two cities and their
distinct perspectives. A ‘transparent’ catalogue
was prepared to accompany the exhibition
presenting a somewhat smaller version of the
exhibition. The Prague opening unfortunately
ended with the destruction of exhibits by one
of the visitors.
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mojemoje
2006

Designovy obchod byl dlouho na§im snem.
Napadl mé& ndzev, ktery vyjadfuje obecné
lidskou touhu vlastnit. Tento princip

je obsazen napiiklad v ,recyklovanych
trickdch” — nakoupenych v secondhandech

a vyprodejich, preti§ténych sitotiskem.

Z oby&ejnych tri¢ek se v tu chvili stévaji
origindly. Prvni, co jsme pod touto znatkou
vytvoiili, byl design prken pro LTB Snowboards
Lukése Schrodera. Nésledovaly dal3i véci -
tasky, kalhotky, porcelan, hracky — vie v tzce
limitovanych sériich. Uvidime, co bude dal. zI
Having our own design store has long been
one of our dreams. I thought of a name that
expresses the general human desire to possess
things. This principle is reflected, for example,
in the ‘recycled T-shirts’, bought in second-
hand stores or at sales, onto which we print
our ‘mojemoje’ (minemine) over the old image
and suddenly the T-shirts are unique originals.
The first thing we created under this label was
the snowboard designs for Lukas Schroder’s
LTB Snowboards. And other items soon
followed: bags, panties, ceramics, toys. We'll
see what comes next. zl
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Notes

1) Pavel Lev studied in the Department of Publicity and
Posters under Eugene Weidlich and graduated in 1986; Ale§
Najbrt graduated three years later from the Department of
Book Culture and Type Design, headed by Milan Hegar and
Jan Solpera. A special edition of the magazine ‘Typografia’,
issue no. 999, published in 1985, is devoted to the centenary
of the Academy of Arts, Architecture and Design. On

the 120th anniversary of the founding of the Academy

a monograph, edited by Martina Pachmannové and
Markéta Prazanové, was published, titled — ‘Vysoka $kola
uméleckopriimyslovéd v Praze 1885—2005' (The Academy of
Arts, Architecture, and Design in Prague 1885—2005) (Prague:
VSUP, 2005). Its graphic design is the work of Mikul4§
Machaédek of Studio Najbrt.

2) The Tvrdohlavi art group was founded on 3 July 1987 by
Jif{ David, Stanislav Divi§, Michal Gabriel, Zden&k Lhotsky,
Stefan Milkov, Vaclav Marhoul, Petr Nikl, Jaroslav Réna,
FrantiSek Skala, and Cestmir Suka. The primary impetus
behind the group’s foundation was the desire to ‘awaken’
the emerging generation of artists and ‘stubbornly’ to
confront the sustained censorship applied to free artistic
expression and the degradation artists were subjected to
by the Union of Artists, an extended arm of contemporary
Communist authority. The fact that the group’s name,
Tvrdohlavi (The Stubborn, literally ‘the hard heads’) was

a reference to Tvrdosijni (The Stubborn, literally ‘the
stiff-necks’), an art group that emerged in the period of
Czech Modernism, was partly a coincidence but partly also
a deliberate throwback to the democratic traditions of pre-
war Czechoslovakia and its atmosphere of artistic freedom,
which was conducive to the emergence of independent
artistic groups. On the occasion of the 4th exhibition of
Tvrdohlavi in Prague in April 1999 the group published

a monograph and its graphic design was the work of Studio
Najbrt & Lev.

Jifi Olig, ‘Tvrdohlavi 1987-1999’.

Prague: Silver Screen and Kant, 1999.

3) Pavel Lev has been a member of Sklep since 1986 and Ale¥
Najbrt since 1987. A complete anthology of the company’s
plays, a list of its members, and the history of the group
have been published in a book edited by Jan Dvofék, ‘Sklep
1971-1999 (Prague: Nakladatelstvi PraZské scéna, 1999). The
book’s graphic design is by Ale§ Najbrt and Vladimir Andél
of Studio Najbrt & Lev.

4) The organisation B.K.S. — Bude konec svéta — can be
described as an association that operates in the tradition

of a secret society, an esoteric sect, or a masonic lodge, and
it was founded in 1974. The group’s members remain in
touch using secret codes and special rituals. Pavel Lev (Prof.
E. Eckelhaft) is, by title, ‘A Genuine Member of B.K.S.’,
‘Commander of the Order of the Green Beret’ (since 1987),
‘Section Leader of PUPEC B.K.S.', and ‘Treasurer of the Slush
Fund of B.K.S." (since 1988). Owing to his title as ‘B.K.S.
Pallbearer’ (since 1991) and ‘Elder Pallbearer’ (since 1997)
Ale¥ Najbrt is also very close to the organisation. On its 20th
anniversary a comprehensive profile of B.K.S. was published
as a thematic issue of the ‘VU’ quarterly (No. 3, 1994), edited
by Milena Slavickd. Another mention of the organisation
was in ‘Ateliér’ (No. 14-15, 2004: p. 11), in a section titled
‘Introducing B.K.S.", prepared by Hana Jedli¢kova.

5) The second exhibition of the Tvrdohlavi group was held
in the exhibition hall at the Institute of Folk Culture in
Prague from 2 September to 19 October 1989. The poster by
Véclav Spéla referred to in the text originated in 1918 and
was created for an exhibition of the work of Tvrdoijni
called ‘A pfece!” (And Yet!). Tvrdosijni brought together
distinctive artistic figures with a European humanist
outlook; their work was characteristically ambiguous,
conceptually somewhere between waning Cubism

(Josef Capek, Véclav Spala) and Neo-Classical influences
(Jan Zrzavy, Rudolf Kremlitka).

6) ‘Reflex’ is a Czech weekly that has been published since
1990. It is mainly devoted to social and cultural topics

and public affairs. The logo and some of the titles of its
regular columns (such as ‘Causa’ (Issues) and ‘Reflextra’),
which Ale§ Najbrt created for the magazine's first issue,
survived all the other gradual changes the magazine's
graphic image underwent in the second half of the 1ggos.
In 2001 the magazine's editorial team decided to change

to a completely innovative graphic design. The new art
director Marek Pistora retained only Najbrt's logo out of
the magazine’s original design, and he based the magazine’s
new appearance on the use of his own typeface and a simple
minimalist graphic design, which to a certain extent
reflected the ‘no design’ wave that was fashionable around
the turn of the millennium.

7) See Michal Nanoru's interview with Ale§ Najbrt in this
book (Part IT - ‘You kind of have to force yourself to play
the intellectual’, p. 27).

8) Stépén Kafka, ‘A jde se na Raut!’, (Everyone’s off to the
Banquet!) A quotation taken from the introduction to the
first issue, written by the magazine’s first editor.

‘Raut’ 1-24, June 1992.

9) Distribution of ‘Raut’ magazine was mainly complicated
by its size (the outstanding Czech packaging designer Jan
Cintera created a special triangular tube and the magazine
was rolled up and inserted inside) and its irregular
publication dates. Ultimately five issues were published, the
final one (‘Raut’ 97-120) in November 1995.

10) Petr Knobloch graduated from the two-year graduate
programme at the famous Cranbrook Academy in Detroit
(1999—2000). In 2003 he and Tom4s Celizna founded an
interdisciplinary graphics studio called dgu (Graphic Design
Workshop), which specialises in Web design.

11) Zuzana Lednickd graduated in 1998 from the Department
of Graphic Design and Visual Communication at the
Academy of Arts, Architecture and Design, headed by
Zden&k Ziegler. In 1997 she spent a year at Studio Dumbar
in the Netherlands on a work and study scholarship.

12) A catalogue, ‘Ale§ Najbrt 1985-1995’, was published
to accompany the exhibition at the National Technical
Museum in Prague.

13) In 1996 the Studio established long-term collaboration
with the CID agency, and it has created a number of
successful corporate design projects for clients like Czech
Telecom, Agropol, PPF, and others.

14) Studio Najbrt & Lev changed its name to Studio Najbrt
in 1997. Its new visual style and Web site were developed in
2002-2005 (see: www.najbrt.cz).

15) Sklep’s first ‘Vdno&ni besidka’ (Christmas Chat) took
place in the Prague club Dobe3ka on 20 December 1980.

A regular Christmas performance gradually became the
impetus for other performances during the year, which
continue to be held today.

16) The first LP came out in 1990, the second in 1992.

17) See ‘Masters of Corporate Identity’.
London: Phaidon, 2000, p. 6.

18) The introduction of this new corporate design was
blocked by the majority owner of Czech Telecom, the
National Property Fund, owing to a change in priorities
during the privatisation of national property in the second
half of the 1990s.

19) See the note 13.

20) See ‘Typo 2'/2004. While it is not the first time this
approach has been used, and an example from abroad is
the well-known logo for London, LondOn, in this region it
represented a certain precedent, as graphic design emerged
from the confines of its narrow professional environment
and became the subject of society-wide debate.

21) ‘SCOR in Prague’, Institut Francais, 1998; ‘Prague Design
without Subtitles’, Radio House Gallery, New York, 1999;
‘SCOR in Brno’, Design Centre CR, 2000; Der Mensch/Clovék,
Czech Centre, Vienna, 2003.

22) ‘Contemporary Czech Design.’
Municipal House, Prague, 16 October to 16 November 2003.

23) Charles IV — Emperor by the Grace of God
Prague Castle, 16 February to 25 May 2006.

24) After the opening, a permanent exhibition of
contemporary Japanese posters was made part of the
interior. Recently was Dynamo visited by Rick Poynor,
Stefan Sagmeister, or the architect Jan Kaplicky.

25) See the book ‘Mimolimit’ II, 2006, p. 5.

26) Zuzana Lednickd won the 2005 prize from the Czech
TypoDesignClub for the book’s graphic design.

27) For example, Alphonse Mucha, Alexandr
Hackenschmied, Josef Sudek, Zdenék Tmej, Bohdan
Holomicek, Jaroslav Rossler, Viktor Kola¥, Karel Cudlin,
Antonin Kratochvil, and many others.

28) Tros Sketos Serios. 3 July to 4 September 2005,
Art Gallery in Karlovy Vary.

29) MTO Universal (Maly tane¢ni orchestr — The Small
Dance Orchestra) is comprised of members of Sklep and
likeminded artists from the Tvrdohlavi art group. It offers
a varied mix of the best of the worst in post-war Czech
music, with a special focus on the period of ‘real socialism’
in the 1970s and 1980s.

Poznamky

1) Pavel Lev absolvoval v Ateliéru propaga¢ni tvorby

a plakatu, vedeném Eugenem Weidlichem, v roce 1986;

Ale§ Najbrt o tfi roky pozdé&ji v Ateliéru knizn{ kultury

a tvorby pisma, vedeném Milanem Hegarem a Janem
Solperou. Stoletému vyro&i VSUP je vénovano specidlni

999. &islo Easopisu Typografia z roku 1985. Ke 120. vyro&i
zalozeni UMPRUM byla vyddna obsdhld monografie editorek
Martiny Pachmannové a Markéty Prazanové — Vysokd $kola
uméleckopriimyslové v Praze 1885—2005 (VSUP Praha, 2005).
Jeji grafickd tprava je dilem Mikulédse Machacka

ze Studia Najbrt.

2) Uméleckou skupinu Tvrdohlavi zaloZili 3. ervna 1987
Jifi David, Stanislav Divi§, Michal Gabriel, Zdenék Lhotsky,
Stefan Milkov, Vdclav Marhoul, Petr Nikl, Jaroslav Réna,
Frantiek Skéla a Cestmir Sugka. Hlavnim popudem

pro jeji zaloZeni byla snaha ,probudit” nastupujici
uméleckou generaci a snaZit se ,tvrdohlavé” celit
neutuchajici cenzufe svobodného vytvarného projevu

a poniZovéni ze strany oficidlniho Svazu vytvarnych
umélcd, ktery byl derivatem tehdej3i komunistické moci.
Skutetnost, Ze nazev skupiny odkazoval na Tvrdosijné,
vytvarnou skupinu &eské moderny, bylo dilem nédhody,
ale zaroveii i podvédomou vazbou na demokratické
tradice piedvéleného Ceskoslovenska — svobodnou
tvardi atmosféru, kterd ptdla vzniku nezévislych skupin.
U piilezitosti zahéjeni 4. prazské vystavy Tvrdohlavych
v dubnu 1999 byla vyddna monografie skupiny, jejiz
grafickou upravu obstaralo Studio Najbrt & Lev.

Jifi Oli¢: Tvrdohlavi 1987-1999.

Silver Screen a Kant, Praha 1999.

3) Pavel Lev je ¢lenem divadla Sklep od roku 1986,

Ales Najbrt od roku 1987. Kompletni antologie her divadla,
soupis jmen jeho ¢lent a historicky vyvoj dokumentuje
kniha editora Jana Dvofdka — Sklep 1971-1999, kterou
vydalo nakladatelstvi Prazskd scéna v roce 1999.

Knihu graficky upravili Ale§ Najbrt a Vladimir Andél

ze Studia Najbrt & Lev.

4) Tajnd organizace B.K.S. — Bude konec svéta se fadi

k typu sdruZeni pracujiciho ,podle tradice uzavieného
klubu, esoterické sekty ¢i zednafské 16Ze,” vznikla v roce
1974. Clenové skupiny jsou vzdjemné spojeni prostfednictvim
skupinovych kédd, tajnych ifer a specidlnich ritudli.

P. L. (prof. E. Eckelhaft) je v osobni titulatufe ,skutetny
¢len B.K.S.“, ,Komtur Radu Zelené Berusky” (od r. 1987),
,sekéni §éf PUPEC B.K.S. a pokladnik Reprefondu B.K.S.“
(od 1. 1988). Ale§ Najbrt stoji organizaci velmi blizko,

diky ¢estnym titulim ,Nosi¢ rakvi B.K.S.“ (od roku 1991)
a ,Stardi nosi¢ rakvi B. K.S.“ (od 1. 1997). K 20. vyro&i
organizace vySel rozsdhly profil B.K.S. jako samostatné
&islo &tvrtletniku VU 3/94, redigovany Milenou Slavickou.
Daldi zminka o organizaci: ¢asopis Ateliér &. 14-15, 2004,
s. 11 — rubrika Pfedstavujeme: B.K.S., zpracovala Hana
Jedlickova.

5) Druhd vystava skupiny Tvrdohlavi, vystavni siii ULuv
v Praze, 2.9.-19.10.1989. Zmin&ny plakat Viclava Spéaly
vznikl v roce 1918 pro vystavu A pfece! vytvarné skupiny
Tvrdoijnych, kterd sdruzovala vyrazné individuality
evropské humanistické orientace, jejichz tvorba se
vyznalovala dvojzna¢nym programem, pohybujicim se
mezi doznivajicim kubismem (Josef Capek, Véclav Spala)
a neoklasicismem (Jan Zrzavy, Rudolf Kremlicka).

6) Casopis Reflex je gesky tydenik vychdzejici od roku
1990. Vénuje se pfevazné spoletenskym, kulturnim

a publicistickym tématim. Logo a nékteré titulky jeho
pravidelnych rubrik (nap#. Causa nebo Reflextra), které
vytvoiil Ale§ Najbrt pro prvni &isla ¢asopisu, pietrvaly
viechny postupné zmény grafické podoby, jimiz tydenik
prosel v druhé poloviné devadesatych let. V roce 2001

se redakce Casopisu rozhodla kompletn& inovovat jeho
grafickou tpravu. Novy art direktor Marek Pistora

z puvodni podoby magazinu zachoval pouze Najbrtovo logo

a vystavél novou tvaf ¢asopisu na uplatnéni svych vlastnich
pisem a jednoduché minimalistické Gpravé, kterd do jisté
miry reflektovala médni vinu ,no designu* ve vizudlnim
vyrazu na pielomu 20. a 21. stoleti.

7) Viz rozhovor Michala Nanoru s AleSem Najbrtem v této
knize (&4st II. — Clovék se do toho intelektudla musi tak

trogku nutit, str. 27).

8) Stépén Kafka: A jde se na Raut! Citace z Gvodniku
prvniho &isla ¢asopisu z pera jeho prvniho editora.
Raut 1-24, &erven 1992.

9) Distribuce ¢asopisu Raut byla komplikovand hlavné kvili
jeho rozmérim (vynikajl’ci tesky obalovy designér Jan
Cingera vymyslel specidlni trojhranny tubus, do kterého

se srolovany Casopis uklddal) a nepravidelné periodicité.
Nakonec vyslo pét &isel, posledni Raut g7-120 v listopadu
roku 1995.

10) Petr Knobloch je absolventem dvouletého
postgradudlniho studia na slavné Cranbrook Academy

v americkém Detroitu (1999—2000). V roce 2003 zaloZil spolu
s TomaSem Celiznou interdisciplindrni grafické studio dga
(Dilna pro grafickou tpravu), které se specializuje na tvorbu
web designu.

11) Zuzana Lednicka absolvovala v Ateliéru grafického
designu a vizuédlni komunikace na prazské VSUP, vedeném
Zdetikem Zieglerem, v roce 1998. V roce 1997 byla na studijni
a pracovni std%i v holandském Studiu Dumbar.

12) K vystavé v NTM byl vydén katalog Ale§ Najbrt 1985-1995.

13) V roce 1996 Studio navazalo dlouhodobou spolupréci

s agenturou CID, pro jejiZ zdkazniky pak vytvofilo fadu
usp&nych projektd firemniho vizudlniho stylu (nap#iklad
ﬁesk}'f Telecom, Agropol, PPF a dalsi).

14) Zména nézvu ze Studia Najbrt & Lev na Studio Najbrt
se datuje od roku 1997. Novy vizudlni styl a webové stranky
Studia vznikly v letech 2002-2005 (viz www.najbrt.cz).

15) Prvni Vanotni besidka divadla Sklep se konala

20. prosince 1980 v prazském klubu Dobeska. Pravidelnd
vénotni vystoupeni se posléze stala zakladem pro dal3i
pfedstaveni béhem roku, kterd jsou pofddana dodnes.

16) Prvni LP deska vy§la v roce 1990, druhd v roce 1992.

17) Viz Masters of Corporate Identity.
Phaidon, London 2000, str. 6.

18) Realizace vizudlniho stylu byla zastavena vét§inovym
vlastnikem Ceského Telecomu, Fondem narodniho majetku,
s ohledem na zménu priorit pii privatizaci ndrodniho
majetku na za¢atku druhé poloviny devadesétych let.

19) Viz pozndmka 13.

20) Viz Casopis Typo, &. 2, rol. 2004. Nen to sice poprvé,
kdy se takovy piistup uplatnil, v zahrani¢i miZe za p¥iklad
slouzit znamé logo mésta Londyna: LondOn, ale v nadich
podminkach pfeci jen znamenal vyznamny precedens:
graficky design ptekrotil hranici své uzké, odborné oblasti
a stal se pfedmétem celospolecenské debaty.

21) SCOR v Praze, Francouzsky institut, 1998; Prague Design
without subtitles, Radio House Gallery, New York, 1999;
SCOR v Brné, Design centrum (R, 2000; Der Mensch/Clovék,
Ceské centrum ve Vidni, 2003.

22) Soutasny Cesky design.
Obecni dim v Praze, 16.10.-16.11. 2003.

23) Karel IV. - Cisat z BoZ{ milosti.
Prazsky hrad, 16.2.-21. 5.2006.

24) Souéésti interiéru Dynama se po jeho otevien{ stala
dlouhodobé vystava soutasného japonského plakatu.

V posledni dobé jej navstivili Rick Poynor,

Stefan Sagmeister nebo architekt Jan Kaplicky.

25) Viz kniha Mimolimit II, 2006, str. 5.

26) Za grafickou ipravu knihy Zuzana Lednicka obdrzela
cenu Ceského TDC za rok 2005.

27) Napiiklad Alfonse Muchy, Alexandra Hackenschmieda,
Josefa Sudka, Zdetika Tmeje, Bohdana Holomitka,
Jaroslava Rosslera, Viktora Kold¥e, Karla Cudlina,
Antonina Kratochvila a fady dal3ich.

28) Tros Sketos Serios
3.7.—4.9.2005, Galerie uméni, Karlovy Vary.

29) Maly tane¢ni orchestr (MTO Universal) je sloZen z herclt
divadla Sklep a s nim spfiznénych vytvarniki z umélecké
skupiny Tvrdohlavi. Nabizi pestrou ,smésku” toho
nejlepsiho z nejstraglivéjsich skladeb na¥i povéle¢né historie
s diirazem kladenym na obdobi tzv. redlného socialismu

v sedmdesdtych a osmdesatych letech minulého stoleti.
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Ales Najbrt, od roku |since 1994
Pavel Lev, od roku|since 1994

Zuzana Lednickd, od roku|since 1995
Dita Pesrovd, od roku|since 2001
Ji¥{ Veselka, od roku|since 2001 —
Mikuld§ Machécek, od roku|since 2002

\

Pavlina Nebédznivd, od roku|since 2005
Kldra Stibalovd, od roku|since 2005 —
Katefina Cmuntovéd, od roku|since 2006
Véra MareSovd, od roku|since 2006

Bohumil Vagdk, od roku|since 2002
Petr Stépén, od roku|since 2004
Katefina Vrdtn4d, od roku|since 2004

Studio Najbrt 1995-2006

Ivana Stanislavovd, 1995—2000
Petr Knobloch, 1994-1995
Vladimir Andél, 1996-2002
Jan Nejedly, 1995—-2001
Radka Petovska, 1997

Sarka Halastovd, 1997-1998
Peter Bilak, 1998

Jana Karasovd, 1998—2005
Jakub Solin, 2000-2001
Radim Pegko, 2000

Daniela Bene$ovd, 2001
Adam Machécek, 2001
Tomas Bossuyt, 2000—2002
Alena Duchkovd, 2000—-2001
Lucie Timovéd, 2001-2002
Jan Modracek, 2002-2003
Alice Tromans, 2002—2004
Hana Hrugkovd, 2003-2005
Jan Zelinka, 2003—2004
Martin Maly, 2004-2005
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Thomas & Ruhller 255
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Rick Poynor

Rick Poynor is a columnist for ‘Eye’ magazine,
which he founded in 1990, and for ‘Print’
magazine in New York. He has written

about design, media and visual culture for
‘Blueprint’, ‘Frieze’, ‘Icon’, ‘Metropolis’,
‘Adbusters’, ‘The Guardian’, ‘Financial

Times’, and many other publications. His
books include ‘Obey the Giant: Life in the
Image World’ (2001), ‘Typographica’ (200r)

and ‘No More Rules: Graphic Design and
Postmodernism’ (2003). ‘Designing Pornotopia:
Travels in Visual Culture’, his latest essay
collection, was published in 2006 by Laurence
King. He is a research fellow at the Royal
College of Art in London, and he lectures
widely in Europe, the US, Australia and China.
Rick Poynor pravidelné publikuje

v mezindrodni revue grafického designu Eye,
kterou v roce 1990 zaloZil, a v newyorském
magazinu Print. Pravidelné piSe o designu,
médiich a vizudlni kultufe také pro dalsi
periodika — Blueprint, Frieze, Icon, Metropolis,
Adbusters, The Guardian, Financial Times

a fadu dal3ich. Je autorem knih Obey the
Giant: Life in the Image World (2001),
Typographica (2001) a No More Rules: Graphic
Design and Postmodernism (2003). Jeho zatim
posledni publikaci je kniha eseji Designing
Pornotopia: Travels in Visual Culture,

vydand londynskym nakladatelstvim Laurence
King v roce 2006. Poynor piisobi rovnéz

jako odborny specialista a badatel na Royal
College of Art v Londyné a ¢asto piedndsi

na univerzitdch v Evropé, Spojenych Stdtech,
Australii a Cing.

zl

Michal Nanoru

Michal Nanoru is a journalist and critic.

He writes regularly about visual culture

and popular music for Czech magazines and
newspapers such as ‘Reflex’ and ‘Mladé fronta
Dnes’. After years of collaborating with ‘Zivel’
magazine, he became its editor-in-chief in
2003. He is now also the editor-in-chief of
‘Hype’ magazine. Nanoru holds an M.A. and
he completes his Ph.D. in Media Studies at the
Faculty of Social Studies, Charles University,
Prague, where he also teaches. He also used

to teach at the Academy of Art, Design and
Architecture in Prague.

Michal Nanoru je publicista a kritik.
Pravidelné piSe o vizudlni kultufe a populdrni
hudbé pro Reflex nebo Mladou frontu Dnes.
Po letech spolupréce s ¢asopisem Zivel se v roce
2003 stal jeho $éfredaktorem. V soucasné dobé
také vede ¢asopis Hype. Absolvoval medialn{
studia na Fakulté socidlnich véd Univerzity
Karlovy, kde nyni studuje v doktorském
programu Medidlni a komunika&ni studia

a zdroveil predndsi. V minulosti rovnéz
prednégel na VSUP v Praze.

an

Alan Zaruba

Alan Zaruba is a graphic designer, design
researcher, and teacher. Before getting his
M.A. at the LCP, London, he studied building
design and architecture in Prague. One of

the founders of ‘Deleatur’ magazine, where

he worked also as an editor, he now works in
his own studio — Alba Design Press. He writes
about design and visual culture for Czech,
Slovak, Polish, and Italian design periodicals.
He has been studying and exhibiting a project
called ‘Isotype and the development of global
signs’ since 2002, and co-curated with Johanna
Bilak-Balusikové the exhibition on Czech and
Slovak typeface design entitled ‘Experiment
and Typography’, which travelled through
Europe. Alan Zaruba is a Ph.D. candidate

and a tutor of Visual Arts, the international
M.A. programme at the Academy of Art, Design
and Architecture in Prague.

Alan Zéruba je graficky designér, odborny
publicista a pedagog. Po studiich pozemnich
staveb a d&jin architektury na prazské CVUT
absolvoval postgradudlni studium grafického
designu na LCP v Londyné (M.A.). Je jednim
ze zakladatelt a posledni §éfredaktor ¢asopisu
Deleatur. V soutasnosti se vénuje grafické praci
ve svém studiu — Alba Design Press. Publikuje
odborné staté o designu a vizudlni kultute

v ¢eskych a zahrani¢nich ¢asopisech.

0d roku 2002 pracuje na projektu profilové
vystavy Isotype a vyvoji globdlnich znakd.
Spolu s Johannou Bilak-Balu§ikovou je
kurdtorem a organizdtorem vystavy

o ¢eském a slovenském typografickém

designu Experiment a typografie, kterad byla
piedstavena v fadé zemi Evropy. Zaruba je
doktorantem a vedoucim pedagogem programu
Visual Arts na prazské VSUP.



NaSe podékovani patii viem, ktefi nds inspiruji,
spolupracuji s ndmi, jsou nasimi zdkazniky, dodavateli
nebo ndm jakkoli poméhaji.

We thank everyone who works with us, inspires us,

are our clients, supply us with their products, or help us
in any way.

Zvlastni podékovani patii Renaté, Pétovi, Anné,
Lafe a Marii Isabelle Kellnerovym.

Special thanks to Rendta, Petr, Anna, Lara,

and Marie Isabella Kellner.

Za finanéni podporu této knihy dékujeme vedeni
spole¢nosti Agropol Group a Design centru CR.

We would also like to thank Agropol Group and Design
Centre CR for their financial assistance in the preparation
of this book.

Déle dékujeme Martinu Linhartovi, Gabriele Reslové,
Franti$ku Jirovcovi a Viktoru Stoilovovi.

For their support we thank Martin Linhart,

Gabriela Reslova, Frantisek Jirovec, Viktor Stoilov.







Tato kniha ilustruje zivot a praci grafického studia, které si za tfinact let

své existence vybudovalo vyjimeéné postaveni. Pestrou kolekci projektt
vizualniho stylu, grafickych uprav knih, vytvarnych pojeti vystav, navrha
plakatl &i specificky koncipovanych aktivit, jez prekraéuji klasické hranice
oboru, dopliuje uvodni zamysleni svétoznamého kritika designu

Ricka Poynora, rozhovor novinare a $éfredaktora éasopisti Zivel a Hype
Michala Nanoru s grafickym designérem AleSem Najbrtem a privodni studie
grafického designéra a publicisty Alana Zaruby, editora této publikace.

This book reflects the life and work of a graphic design studio that
has carved out a special position for itself in this field. It presents an
extraordinary collection of corporate design projects, book designs,
exhibition projects, poster designs, and unique innovative work.

It is introduced by the world-renowned design critic Rick Poynor,

and features an interview conducted by Michal Nanoru, journalist

and editor of Zivel and Hype magazines, with Ales Najbrt, and a profile
of Studio Najbrt by the graphic designer and design journalist

Alan Zaruba, editor of the volume.

www.artbook.com

9"788072"152988"> $48.00

www.najbrt.cz






