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Komecap v3noxobe:

ap CresaH MapTuHoBwuh, B. A. AvpekTopa My3seja NnpuMerbeHe yMeTHOCTH

YBUOLUHA PEY

Advpmuwyhu 36MpKy apxuTekType, yp6aH13ma U apXUTEKTOHCKOT iM3ajHa, Kao U
CBOjeBpCHY npeTeudy konekuuje — CanoH apxutekType — My3ej npuMmerbeHe yMETHOCTH ce,
Y NPETX0AHMX FOTOBO M0Ja BEKA, HAMETHYO Kao MHCTUTYLMjA O, HALlMOHANHOT 3Havaja Koja
y BE/IMKOj Mepu 06/I1Kyje 1 yThYe Ha KypaTopCTBO apXMTEKTOHCKOT Hacneha 1 teroBux
CaBpEMeHuX NpaKcK. Y 0BOM Ayrom Tpajatby, My3ej je HenpeknaHo 610 MHKY3MBaH,
okynsbajyhu y TUMOBe 1 nporpame yrnefiHe apxutekTe, KycToce, akaaemMuke U apyre KyntypHe
NOCNEHMKE Ca Pa3HWUX MepUAMjaHa, LWTO je, YKYMHO y3eB, BOAUIO NPOLWMPUBAtbY NepcrnekTBa
¥ CTAHOBMLUTA Y apXUTEKTYPU U HEHOM CBETY. Kao ycTaHOBa-peann3aTop nocTaeke MaBu/boHa
Peny6nuke Cpbuje Ha 19. MehyHapoaHoj n3nox6u apxutektype bujeHana y BeHeuuju 2025.
roauHe, Mysej nprmerbeHe yMEeTHOCTM HacTaBsba fia MCMyHaBa CBOjY YNOTY UHCTUTYLMje KOja
namTu 1 Koja, y UCTO BpeMe, CTBapa Hacnehe.

[lonasHa Tauka npojexkTta je
Tparawe 3a Besama v3mehy pafja pyke
v TIOCTYMKa CTRYKTYpPYpamka (Gopue.
OBaj ofHOC TemaTu3y]Jy ABa M3pa3a N0KanHor Hacneha Koju uMajy
rnodanHy Npeno3HaThrBOCT .
[pBM Ce OfHOCK Ha M[ENVKaTHYy BEWTWHY MNeTewa Kad CTBapawa 00mvKa pafom
PyKe TaKTWIHMM aHraxoBaweM. [lpyrvi HarnawaBa TexHOMowKa AOCTWUIHYha 1 nomake,
nouvipare KoHcTpyvicawem beoepadcke wake (1963)
— npse poboTcke/OMoHMYKE Wake Ha CBeTy.
Manvpawem oBux Tema v cybjexkaTa, MpojexkaT MO3WUMOHMPa OKBYP Tparawa 3a PaHuLIOoM
M3MeNy NPUPOAHE W BEUTAYKe MHTENUreHumje.

he starting point of the project is a search for connections between the work of the hand
and the process of form structuring.
This relationship is thematised through two expressions of local heritage
that have global recognition.
The first refers to the delicate craft of knitting,
where form is created through the tactile
engagement of the hand.
The second emphasises technological achievements and advancements, embodied in the
construction of the Belgrade Hand (1963) -
the world’s first robotic/bionic hand. By mapping these themes and subjects,
the project positions a framework
for exploring the boundary between natural and
artificial intelligence.

MATVPABE TEME / CYBJEKTA
MAPPING THE SUBJECT



KycToc usnoxoe:
Aap CnobopnaH Joeuh, apxutekTa

| [lE heMO
HALPTATV TRARNLLY?

MpojekaT Pacnaumarbe xenu Aa NoHyau ONTUMUCTUYKM MOLLEN MHTEPAKLM]e 1 PeMpexaBatba y KojeMm ce iBe
WHTENUTeHLM}e HaAOoMYyksYjy, CTaNHO 3aApxaBajyhu BUABUBUM rPaHuLIE CBOjUX U3BOPULLHMX AOMEHA. MHCUCTHPatbe
Ha BUA/bMBOCTM rPaHULA ABEjy UHTENUTEeHLM]a UMa 3a Ln/b A3 adUpMULLE 3HAYaj M jeAMHCTBEHOCT KOJIEKTUBHE
MHTENUreHLMje Koja ce yBeK M3Baja Kao 3a4eTHUK HOBOT M BOSLHOT, CI0GOAHOT U ayTOHOMHOT.

(Onnomak 13 KoHKypCHor paga Pacnaumarbe: Hogu npocmopu)

Y6p3aHu pa3eoj BelwTayke uHTenureHuuje (BM) noctaesba cBe 3Ha4ajHuje NuTarbe 04HOCa
n3mehy npupogHe U BelwTayke nHTenureHuyuje. OBo nUTakbe HUje CaMo TeXHOOLWKo, Beh 1 ApylWwITBEHO,
eTn4ko n ¢Gunosodcko, M Morno 61 NocTaTu jeaaH of KibyuHux daktopa Koju he 0611MKoBaTK Halwy
6ynyhHocT. Mako penyje AipamatnyHo, uctopuja oaHoca naMehy YoBeka M TexHoNOrMje nokasyje aa cy
BEJIMKe TEXHOJOLLKE NPOMEHEe 0JyBeK AoHOCUNE lyboKe ApyLWTBEHE NocieauLe. Jow of UHAYCTPUjcKe

peBonyu.Mje, I'IOCTOjl/I ,u,m:Kycmja 0 HY>KHOCTM TEXHONOWKOr AeTEPMNHM3MA N ONACHOCTU OA Hera. Kao wro

je Mapkc no31Bao Ha HY>KHOCT KOHTpOJe Hafd, CPeACcTBMMA NPOM3BOLHE, TAaKO Ce 0BA TeMa LaHac NOHOBO
nojaB/byje y HOBOM 061Ky — pacnpaBama 0 KOHTPONK 1 ynoTpe6u BU.

Y 0BOj ApYLITBEHO] AMCKYCMjU, BAHAC, MONA3HO je NUTarbe KakaBs je ofHOC u3mehy npupoaHe
¥ BelTayke UHTenureHumje. PaLmMoHanaH v noxerbaH OAroBOp UCK/bYUyje HUXOBY KOHGPOHTALM]y U
ycMepaBa ka 6anaHcupaHoj konabopawuuju, y Kojoj BewwTauka MHTeNureHumja cy>um kao MohHu anat 3a
OCHaXMBakbe JbYACKOT Ae/0Bakba, KpeaTUBHOCTYU U eTUYKE OArOBOPHOCTY. Takas NpUCTYN HyAM 6pojHe
NpeAHOCTH, Ko WTO cy ePpMKACHOCT, NPeLMU3HOCT, [OCTYNHOCT MHdopMauuja, anu v usasose, nonyT
ry6uTKa KOHTpone, 3aBUCHOCTH Of, TEXHONOTMje U eTUYKUX Aunema.

Nnak, noamxkyhu neTBuLY OBOT OAHOCA, LONA3MMO 1 [0 NUTakba MHTErpaLmje 6MONOLKOr U
TexHonowkor. KoMnaekCHOCT 1 HenpeaBUAUBOCT NpoLieca cnajara GYONOLKOT U TEXHOMOLIKOT Hoce
UCTO Tako KOMMNIEKCHe U HenpeBuavee nocneauue. OHe ce MOTy O4eKkMBaTK Ha Tpary oHora LwTo Mon
Bupunuo Ha3mBa ,akuMaeHTOM y6p3arba“, yno3opasajyhu Ha To fa wTo je Behe TexHonowko y6p3atbe,
TO Cy ¥ NOCNEeANL,Ee HeoueKMBaHM]e N AeCTPYKTHUBHY]e. Miako OBO cnajakbe NocTaje CBe M3BECHMje, U Cam
Bupununo cymrba y ycnelHy nHterpauumjy BU, cmatpajyhu fa 61 BM koja je apyrauuja no npupoam y
OAHOCY Ha YOBEKOB OpraHM3am Aosena oo Hemoryhe nosuumje pasasajakba Tena u yma. CaMmum tmm,

OH LLpTa jacHO BMJ/bUBY rpaHuLy n3mehy opraHusma u ,npotese”, 6all oHako Kako je u beozpadcka
Waka CBOjUM CEH30PCKUM M MeXaHU4YKM PyHKLMjaMa 6una jacHo 0ABOjeHa OA UHTEerpuUTeTa JbyACKor
Tena 1ako je ca kUM YnMHuna uenunHy. laHac Beh Hazupemo o6puce BU koja Huje camo npoTe3a, Beh u
ayTOHOMHa Mo CBOjOj NPUPOAM M CNOCOGHA a MCMO/bY KPeaTUBHOCT Ha YOBEKY METOAO/OLLKM Heno3Hat
HaumH. OBO 3HauM Aa BU Buwwe Hehe 6UTW camo fonyHa NPUMPOAHe UHTeNUreHuyuje, Beh HOBa ayTOHOMHA
BPCTa MHTENUreHuuje.

Bupuano BewTayky MHTeNUreHumjy Hasmea v ,mHdopmMaLmoHom 6oM60oM*, ykasyjyhu Ha HeH
noTeHLMjan 3a ,TOTalHW akLMAEHT Hayke". Taj ce akLMAEHT 04HOCH Ha cBe Yelhe NoCTaB/baHo NUTakbe
0 MoryhHOCTM TpaH3uuuje Ka NoCTXyMaHKU3My M TpaHcxyMaHu3my. C apyre ctpaHe, JyBan Hoa Xapapu
nocTaBsba NPOBOKATKBHY Te3y Aa je B/ 3anpaBo HOBa, ,,cTpaHa” popma MHTenureHumje — He BeLTauKa,
Beh 3acHOBaHa Ha cunuumjymy (MPUPOAHOM eNeMeHTY), KOjy je YOBEK CTBOPUO, anu je MOX/A BULLE He
KOHTponuLLe. YKONMKO 3a TpeHyTaK NPOMEHMMO NnepLenuujy npema npupoau BU, moxe ce noctaButu
nuTare Aa nu 6u nHTerpucarbe BM y mbyncku opraHmMsam npeacTtaB/bano 3anpaso HoBY dasy esonyumje.
Y TOM C/1yyajy, NOCTOjM ONAcHOCT [ ce OHa Hehe OAHOCUTM Ha LLeNOKYNHY JbyACKY nonynauujy. YKonmko
TeXHOMOLWKa Moh OCTaHe y pykamMa HEeKONIMKO BENNKMX TEXHOMOLIKMX KOMMaHuja, oHora LWTo Bapydakuc
Ha3uBa TexHodeynan13MoMm, NOCTOju ONACHOCT O/, CTBaparba ,,6eCcKOpUCHe Knace” — yuTase rpyne jbyau
Koju he ocTaTu M3BaH OBOr NpoLieca /byacke eBonyLmje. Mako oBo He 61 61O NPBU NYT Aa €BONYTUBHU
npoLec 13a3oBe HeCTaHaK Aena /byacke BpCTe (HNp. M3yMupake HeaHaepTanaua), oBakas 61 cLeHapuo
CBaKaKo 3Ha4Mo Kpaj /byAcke BPCTe KakBy AaHac NO3HajeMo, a rpaHuua namehy TeXHONOLIKOT 1
6uonoLKor 61 ce pacnpwmnia y KOMMIEKCHOM OAHOCY ABAjy MO CBEMY PasNnNunUTUX eHTUTETa.

Cyo4eHu ca OBMM AnaeMama, MMamo OLroBOPHOCT A3 NPOMULL/LEHO OAPELUMO CMEP Aarber
pa3Boja, Tpaxxehun 6anaHc namehy TeXHONOLWKOr HanpeTka M 04yBakba JbyACKOT AOCTOjaHCTRa. baw
OHAaKO KaKo je ayTopCKM TMM Max/bUBO HALLPTAO rPaHuMLY y NPOCTOpY, KOja He NpeacTaB/ba CTpax of,
TEXHO/0rMje unn KoHppoHTauujy, Beh, HaNpoTKB, Konabopaumjy y3 KOHCTaHTHY naeHTUdMKaLmjy M3BOpa
KpeaTuUBHOCTM — CTBapaiayke LWake Koja kpeupa npocTop.

* OBaj TeKcT je 6a3upaH Ha npenuckama ca ChatGPT-om (OpenAl) n DeepSeek Moziennma, ca kojuma cy pa3MetrsrBaHe uaeje u
dopmynmncaHe Heke Tese. CBe MHTepNpeTaLyje 1 KOHaYHe GopmynaLmje Cy ayTopcke.
https://chatgpt.com/share/67e3ceba-8880-8007-a565-5a3719d57936
https://chat.deepseek.com/a/chat/s/7a142e8a-984f-47f6-b5cf-5d8999069f96
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mcp bubana Jotuh ypenHuum Kkatasora:
KycToc Jasop Epew 1 JeneHa Mutposuh

HAPAJTESE PACTTIAT AbE -
CAEPTAJA -
MATEPNJAITHOCT = TEMITOPAJIHOCT , W

YBEK HOBA APXTEKTORCKA OOPMA

Y TpeHyTKy HacTajara GpopMe, BaXKaH je npoLec Koju noapasyMeBa BpeMe, MpocTop, KpeTatbe...

N3nox6a Pacnnumaree — HO8U NPOCMOPU NPeACTaBIba NPojekaT Koju KOHLIEHTPULLE pasnuinTe
06/11MKe MHTENUTEHLM]e Y OKBMPY NapaneneHnx BpeMeHckux npoueca. MoctaBka Gopmu koje 06y3nmajy 1
3ay3umajy npoctop aBu/boHa OTBapa M NOACTUYE NPOMULLIbAHA CAMOT HACTajakba CTPYKTYPA U FUXOBUX

TpaHcdopmauyja. YKpaTko, NoCTaB/ba MUTakba O NO3HATKM 1 HOBMM NPOCTOPYMA YOBEKA, O OCHOBAMa
apxuTekType.

AHTPOMOMOWKM KapakTep KOHL,EeNTa NPojeKTa Koju ce pa3Buja KPo3 U3NoXOeHY NOCTaBKY yKibydyje
CBAKOT NOjeAMHLA Y KONIEKTUBHY CBECT M CABECT. Y OBOM KOHTEKCTY, IMPEKTHO yKa3yje Ha napanene ca
reHepanHom TemomM 19. MehyHapoaHe usnoxo6e bujeHana apxuTekType y BeHeunju — MHmenuzeHyuja.
MpupodHa. Bewmayka. KonekmugHa, kyctoca Kapna PaTuja, kojy 61x BMLIE NOCMATpana Kpo3 rnojam Tese.

OZf aHTPOMOOLLKE 0 eTUMOJIOLLKE CYNCTaHLLE, y NpoLecMMa HacTajakba MOXE Ce carnefatu
TayTONOLLKM KapakTep noTpe6a 3a HOBMM NPOCTOPKMA Koju Ce pa3Bujajy napanesnHo ca noctojehum.
Ba)KHOCT MCKYCTBA je HeynuTHa. MocTojehe MCKYCTBO Tpaauuumje y OKBUpY U3nox6e, Kpos ekcrnepuMeHT
1 UCTPaXKMBatbe, Pa3Buja HOBA MCKYCTBA Y CAMOM MPOLLECY HacTajakba U KOHCTAHTHOT KpeTatba. Y
OBOM MpojekTy npenauhy ce pasnuuute 1 TpaHcPOPMATUBHE UHTENUTEHLM]E, BUL/BUBE Y XUBUM
maTepujanHum GopMama Koje MCnyHaBajy NPOCTOp M KOHLEHTPULLY BULLE NApaneaHnX CTBapanadkmx
1 Hay4HMX npoLieca. Kopuwhere conapHe eHepruje v He3aBUCHOCT EHEPreTCKor CUCTeMa Harnallasajy
noTpeby 3a 0OCHOBaMa NapanefiHor NocTojarba YoBeKa 1 NpUpoae HenpeKMHYTor ToKa.

KOHTMHYMTET NpoMeHa BUA/bUB je KPO3 PUTaM KOjW MOACTMYE YYNHOCT — BU3YENHU pUTam
ecTeTM30BaHNX GOpMU, pUTaM BPEMEeHa Y NpoLecy HacTajakba, TPeHyTHa YysHOCT MaTtepujana y
KomMO6UHauuju ca 3Bykom. [lenyjyhu noactuuajHo, eneMeHTapHoO cabupajy pasnvuuTe v nojeAnHauHe
WHTENMreHuMje y KONeKTUBHY MHTENUTeHUMjy yNpaBo y TPeHYTKY TpaHcpopmMaLmje npocTopa 13noxoeHe
noctaske. [poXMB/baBakbe CBUX OBUX KOHLLENTYaNHUX C/10jeBa Tpaje CBe Bpeme Koje npaTe UCKYCTBeHe
napanene, HakoH yera ce Bpahajy y CBOj TepuTopujanHu NPOCTOp 3a Aasby ynotpeby. CaMooapXmMBOCT ce
13[Baja Kao jeaHa oA K/by4YHUX peyn NpojexTa.

Mako je of naeje fo peanvsaumje nyT ayravak, usnoxoa Pacnnumarbe — Hogu npocmopu je
LOCTUINA BUA/BUBOCT MJeje M 0TBApa Nosbe AMPEKTHOT CyCPeTa Ca CBUM KOHLLENTYaHUM C/10jeBUMa.
Tako, NpMAMKOM NPOacka Kpo3 NpocTop, nocMaTpay ce cycpehe ca napanenamMa fokanHe Tpaguumje.
ByHa, roToBO CaMOHMKAM MaTepujan, cuMbonM3yje maTepujasHy OCHOBY CTPYKTYpe Y HENPEKULHOM TOKY.
beozpadcka waka, npBa je 6MOHMYKA WaKa y CBETY, Kojy cy 1963. roanHe Ha MHCTUTYTY Muxajno MynuH
KOHCTpYMCanu cpncku HayuHuum Pajko Tomosuh u Muogpar Pakuh. Y Hepackuausum mehyogHocuma ose
ABe Tpaauumje, npojekat Cpnckor NaBU/bOHA MCKbyYyje PaBHOAYLIHOCT U Aenyje akTUBMTETOM CTBapaka
HEKOT HOBOT, MOX[a U YTONWjCKOT 06/1IMKa CKIIOHMILTA 33 YOBEKa.

MonasuwwTte M310X6€eHOT NpojekTa 3acHMBa ce Ha 13abpaHum MaHudecTaumjama NoKanHoCTH
Koje majy rno6anHu yTuuaj. Npea nokanusauuja ce 04HOCU Ha Hacnehe pyKoTBOpHE TeXHUKe
nneTera, kao BewTuHe Gopmuparba 06/MKa U CTPYKTYpe CPeacTBUMA MaHyesHOT AeNakba U TaKTUHOT
aHraxkoBatba. [lpyra uctuye Hacnehe TeXHONOWKNUX BOCTUrHYha jeiHe Mane, anu yTuLajHe ToKasHe
HayuyHe 3ajegHuLe, onnyeHe nsymom beozpadcke wake (1963) — npee po6oTCKe 6UOHUYKE LWaKe Ha
CBETY KOja je NpojeKTOBaHa ca NpoTeTM4YkomM HameHoM. OBO Mo/1a3uLUTE je NOTBPAA 0KaJHOT, anu npe
CBera ConMAapHOr 1 eMNnaTUYHOr AONPUHOCA jefHe UAeANUCTHYKE IMHUje NOACTMLA]ja ToBaNHOM
TEXHONOLWKOM Nporpecy.

Mpojekart je ocTBapeH Kpo3 koonepauujy usmehy beorpasa, baHrkoka, Napusa n BeHeuuje,
npeanaxyhu KONEKTUBUTET Ka0 UHTEPAUCUMNNMHAPHY Capafikby u3mehy nneTusba, apxutekara,
AM3ajHepKu, Nporpamepa 1 nHxerepa. CTpykTypa usnoxoe uctpaxyje ofgHoc usmehy npupoaHe
¥ BeLUTauKe uHTenureHumje, pokycmpajyhu ce Ha Wwaky kao NpOAY>XeHW OpraH yma U NpecyaHu
anar uHeeHumje. LLlaka uctuue Moh ydyera, casHaBatba, U3yMa U UMarMHaLuje Koja ce pa3suja Kpo3
HEeMnocpeaHO Yyno LOAMPa, CNoboay NOKPeTa U TaKTUIHA UCKYCTBA. [IMHaMM13aM 0BMX MHTEpaKLuja,
dopma 13nox6e n3paxasa kao NOCTynak ,,pacninTarba”.

ApXMTEKTOHCKA M3/10)K6€eHa CTPYKTypa OCMULLIbEHA je Kao popMma y CTaHOM Npeobpaxajy —
MOKPEeT/bUBA, KMHETHUYKA, edeMepHa 1 LMpKynapHa ¢popma, 6a1cKa NPUPOLHOj MHTENUIEHLM]U KOja MOXKe
[la MUC/IM TPAAMBHO M3 NNOTMKE NPUMapHe MaTepujanHoCTH, Tako fa rpaau, pasrpahyje u n3Hoea cTBapa
y uMKnycuma. Ha sanpose MaBusboHA NO3MLMOHUPAHO je 125 MoTopuruKix Kanema y Koje ce MaTepujanHocT
¢dbopme HamoTaBakeM Bpaha y CBOj NpMMapHu 06/IMK — ByHEHO npeanBo. AyTOHOMHO, IOKaNM30BaHO
reHepucare eHepruje 3a pacnauTame 1 npeobpaxaj ¢opme ocTBapyje ce NocpesCTBOM CONAPHMX
naHena, yka3syjyhu Tako Ha Xopu30HT MOryhHOCTW HOBE apXMTEKTOHCKE TEMMNOPANHOCTU U NPOjeKTUBHM
MoCTyNaK rpajike Kao MCTOBPEMEHOCT NnpoLieca KOMMOHOBaKa U AeKOMMOHOBaa CTPykType. OBaj
TemMnopasnHu NpoLec NoCTaB/ba y NPBM NaH eHeprujy, MaTepujanHoCT, Npeobpaxaje 1 kanauuTeT 3a
KOHTMHYMpaHy pekoHdUrypauujy, ca uaejoM Aa ce NokpeHe npoLec MyLL/bera 0 NepcrnekTMBama CBecTu
0 apXMUTEKTOHCKOj GOPMU, KONEKTUBUTETY 1 HMUXOBOM YTULLAjy HA HaLle ApYLITBO.



Ap bojaHa boraaHoBuh
ETHorpadckm MHCTUTYT Cpricke akagemuje Hayka 1 ymeTHocT (CAHY)

OIYWIROCT
TPAIVILAIE - THIETERE KAC

EdemMepHM M KUHETUYKM KapakTep u3nox6eHe GopmMe NO3ULMOHMPA NPUPOAHY U BELLTAYKY
WHTENMreHLMjy Kao KoMMeMeHTapHe AvHaMuyHe chepe, y Kojuma je npecynHa 6op6ba fa ce
eKCMAULMTHO 1 BU3YENTHO OAPXM rpaHuLa uamehy ABe uHtenureHuyje. U3noxeéa Harnawaea
KONEKTUBHY UHTENUTEHLIM]Y KAO TEXHY UHXEPETHY 3aje AHULLTBY, eMNaTUju 1 KanauuTeTy
€MOLMOHa/He pe30HaHLe, Koja je — Kao CYLITUHCKM M3BOP eKCNepuMEeHTUCakba 1 OPUTMHANIHOCTY
MULL/besa, YKOpereHa y 0TBOPEHOCTU pa3meHe.

ApxutekToHCcka dpopma nsnoxbe no3vea nocmaTpaya Aa pasMuLLIba o KanauuteTuma
XMOPUAHE MaTepujanHoCTu 1 Moryhum UMnanKauujama y npoMeHn apxuTeKTOHCKOT MULL/bEHbA U
npakce. 3aCHOBaHa Ha NOKpeTy pyke, PyKOTBOPHOM ANy MNeTera U eHepruju pacniuTama, oHa
0TBapa nNepcnekTMBE HOBMX HA4YMHa KOHUIypucarba MaTepujanHocTy, cyrepuwyhn BUTanHoCT
TpaHchopmaLmje paam CTBapara HOBUX NMO/ba, TEXHMKA U 06NIMKA Y NPOjEKTAHTCKOj U KONEKTUBHO)
MMarnHaLuumjn apxutektype. KUHETUYKM KapaKTep U3N0XEHEe CTPYKTYPE UCTUYE HYXHOCT CTaNHUX
npeobpaxaja apxMTEKTOHCKOT 3Hakba, MMajyhu 3a peynTat yBek HoBY dpopmy. UHCTanauyja je
KONEeKTUBHO MULL/bEHA M NPaB/beHa Npe oTBapakba U3n0x06e, fa 61 ce 3aTUM NocTeneHo pacnauTana
TOKOM LIEeCT Meceum Tpajarea bujeHana, Bpahajyhu ce u3 npoctopHe koHbUrypaumje y ceojy
NPBOGUTHY ByHEHY MaTepujanHOCT KNynkKa.

®okycumpajyhu ce Ha TeMNOPanHOCT, XMOPULHY MaTEPUjaNHOCT, PyKOTBOPHO Jenake
1 KONEKTUBHY KPeaTUBHOCT, U3N10)K6EHa CTPYKTYpa Harnalaea cnoco6HOCT CTasHor
npeo6paxaja apxmMTeKTOHCKe Npakce. M310x6a Xenu Aa nokaxe Kako apxMTEKTOHCKA Npakca
MOXe Aa Npeobnkyje CBoje 3Harbe Kpo3 06HOBbEH ocehaj 3a conMaapHOCT, eMNAaTUYHOCT U1
VHTEPAUCLMUNINHAPHOCT.

OB/ MK CABPEMEROC T

MneTerbe je pyKOTBOPHA BELITMHA KOja MMa BaXKHY YNOTY Yy KYNTYpU U AEHTUTETY Pa3inuUTUX
3ajeaHuua. Mpouec ynpeaarba v MehycobGHOr npennutarba HUTK omoryhasa n3paay pasHOBPCHUX
06511Ka 1 TEKCTYpPa, Of, jeLHOCTAaBHUX A0 CNOXEHUX GOPMU. Pa3nnymT CTUNOBHK, MOTUBY,
maTepujanu 1 TexHUKe NneTera 04paxasajy cneuuduyHocTv oapeheHnx Hapoaa, pervoHa u
UCTOPUjCKMX Neproaa.

MneTetbe je y CBOjOj CYLWITUHM KONEKTUBHO UCKYCTBO KOje Ce KPo3 reHepaluje NpeHocu yHyTap
3ajefHMLA, YeCTo Y OKBMPY NOPOAMYHUX LOMOBA WM 3aje AHMUKMX OKyN/bakba. Kpo3 oBaj npoLec
He NpeHoce ce camo TexHuke 1 o6pacuu, Beh 1 npuye, BpeaHOCTH U CUMBONM KOju jadajy ocehaj
npunagHocTy. TUMe nieTere NpeBasniasu OKBUPe PYKOTBOPCTBA — OHO je YMH 33jeiHULITBA,
Aunjanora v MehyreHepauujckor noBesnBarba.

Ha npocTopy Cpbuje, nneTere 1uma ayry v 6oraty TpaauLmjy, TPeHOLEHy C KofieHa Ha KOIEHO
Kao [1e0 CBaKOAHEBHOT XMBOTA M HAPOAHOT CTBapanawTea. [eHepaumjama, BewTe pyke npenauhy
BYHEHEe HUTU, ocnarbajyhiu ce Ha KONeKTUBHO MCKYCTBO M UHTYULM]Y. Y CMPOBOM 06/IMKY, ByHa HOCH
eceHuMjy Npupoze K13 Koje MoTHUYe — OHa je xpanaBsa, NpoXeTa TparoB1Ma 3em/be, BETpa U Tpase,
HeykpoheHa 1 ayTeHTMYHa. Y BOAM OMEKILABa, Noj, Yewwsbem ce pacnnuhe, a Kpo3 BpeTeHo ce
npeTBapa y HWT, NOAATHY, anu NocTojaHy. Tako U3 cupoBor MaTepujana HacTaje npeha — MocT usmehy
MPOLUNOCTH M OHOTA WTO Tek Tpeba Aa byae ucnneteHo. Mpyba 1 Tonna, ocTaB/ba Tpar Ha KOXMK, LOK
pyke Koje je 06pahyjy ocehajy reHy noctojaHocT. Moa npcTumMa ce npennuhe y puTMUYHOM MOKpPETY,
rpanehu cTpykTypy 60raty TeKCTYpoMm 1 KapakTepoMm. Kpos cBaku npennert, npenosHaje ce ymehe
Koje MaTepujan npeTeapa y TKaHWHY, 0K CBAKO BIAKHO HOCM Tpar IoKanHe Tpaauumje, 06/MkoBaHe
pykama reHepauuja v npunaroheHe ayxy BpemeHa.

MneTerse je, KA0 M MHOTW APYrY enemMeHTH Tpaauuuje, GayMaHO 1 NOANOXKHO MOAUDUKALMjU.
OHo Huje camo npoLec NpeHoLera 3Hakba, Beh 1 AuHaMnUyYaH 061K CTBapanaliTea Koju ce
MeHa y CKnagy ca caBpeMeHUM KOHTEKCTOM. VicTopujcko namherbe 1 konekTuBHO ceharbe YyBajy
TpaAuLMOHANHe TeXHUKe, OpHAMEHTE 1 KOMIOPUT, aiu ce OHW npunarohasajy HOBUM MaTepujanuma,
CTUNOBMMA M NoTpebama. U3 yrna AaHallmbuLe, NaeTere HU1je CTaTUYaH KyNTypOsOLWIKY eNeMeHT,
Beh ckyn HaBuKa, ceharba, LOrMM, UCKYCTaBa W BELUTUHA KOju1, C 063MPOM Ha CBOj KOHTUHYUTET U
NOHOBJ/BUBOCT, UMajy NOTEHLM]aN Aa NOCTaHY ,,KOHCTPYKLMjA cafallkbocTh. Tpaauumja nneTema
CBOje yropuLTe y cCaBpeMeHOM KOHTEKCTY NMPOHanasu y YukeHULM 3 je NPOLNOCT pefieBaHTHa
,CaMO YKONKKO je 1e0 cafallkb0oCTh UK CBe 40K MoXe 06nMkoBaTh 6yayhHOCT . Ha Taj HauuH,
OBa PYKOTBOPHA BELITWHA NOCTaje ,,KNMLA HOBOT 1 CacTaBHM Ae0 CaBpeMeHUX APYLITBEHUX,
UCTOPUjCKMX U YMETHUYKMX NPaKCK.

1
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Kao peo wyper KynTypHor cuctema, nieTerse ce laHac peuHTepnpeTnpa 1 ajantupay
KOHTEKCTY CaBpeMeHe YMEeTHOCTH, AM3ajHa U aKTMBM3Ma, e NoCTaje CPeACTBO eKCNEPUMEHTHCAA
€ MaTepujanuma, dopmMama 1 KoHLenTUMa. JeiHa of, 061acTy YMETHOCTU Y KOjOj NNneTere
NpoHanasu Hajwupy npUMeHy jecte Moaa. ln3ajHepcke Konekumje HafaxHyTe nneTewem cnajajy
Hacnehe ca caBpemMeHuUM ceH3nbunmTeTom, npeHocehn Lyx NpoLLIMX BPEMEHA Yy HOBU KOHTEKCT.
Tako ucnpenneTaHa HAT ocTaje MOCT u3mehy NOCTOjaHOCTH TPaaULMje U HeyXxBaT/bUBE AUHAMUKE
MOJLHOT TPEHYTKa.

BewTuHa nneTema, fakie, HUje HeNPOMeH/bUB KOHCTPYKT, Beh dnynaHa npakca Koja ce
HenpecTaHo npencnuTyje u Haporpahyje. OHO y CaBpeMeHOM KOHTEKCTY M3HOBa f06Mja HoBe
ecTeTcke, CMMBOIMYKE U KOMYHUKATMBHE BPeAHOCTH, AOK Ce rpaHuLe u3mehy Tpaguumje,
YMETHOCTM 1 TEXHOMOTWje CBe BHuLLe GpULLY KPO3 MHOBATUBHE NpuUCTyne. MNneTere npecTaje Aa
6yne orpaHMYeHO CaMo Ha AJOMeH HapOAHOT CTBapanallTBa v NoCTaje CIOXKEH NPOLLEC KyNTypHe
npoaykuuje y kojem ce Hacnehe He camo 4yBa, Beh 1 TpaHchopmuLLE Y CKNafly Ca CaBPEMEHUM

LPYWTBEHWUM M KYNTYPHUM TOKOBMMA.

Jluteparypa:
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bojaHa bornaHosuh (2022): ,MopHa npoaykuuja Sirogojno Style: npunarohaBare HapaTvBa 0 MPOLUIOCTH KOHTEKCTY CaBpEMEHe Moze",
nacHuk EmHozpa®ckoz uHcmumyma CAHY 70 (1), 53-76.

Eric Hobsbawm & Terence Ranger (1992): The Invention of Tradition, Cambridge: Cambridge University Press.

MupocnaBa Nykuh-KpctaHosuh (2017): ,Tpaauumja“, y: Manu nekcukoH cpncke kynmype: EmHonoauja u ahmpononoauja,
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MwupjaHa Npowwh-AsopHuh (1995): ,Moaenu 'peTpaguumoHanuaumje’: nyTy yayhHoct Bpaharbem y npownoct®,

nacHuk EmHozpa®ckoz uHcmumyma CAHY XLIV, 293-3009.

Ensapa Canup (1984): Oznedu u3 kynmypHe aHmpononoauje, beorpaa: MpocseTa.

MBaH Ctanuh,
BULLM KyCTOC 36MpKe ayToMaTuke U poboTuke My3eja Hayke 1 TexHuke y beorpany

beUl PALICKA WAKA

Mpurya 0 NMOHUPCKOM pafly Ha M3pafu BELITAYKOr OpraHa ca Yynom goampa (npotetnyke
pOGOTCKeE LWaKe) 3anoyeTa je No4eTKOM LesaeceTux roamHa 20. Beka y beorpaay, y CoumjanncTuykoj
depepatvsHoj Peny6nvum Jyrocnaswju. Mpeu aktep oBe npuye, npodecop Pajko Tomoswh, jeaaH og,
TMIaBHUX MHXeHEepa y TUMOBKMA KOjU Cy KOHCTPYMCanu NpBwM jyrocIoBEHCKU eNeKTPOHCKM U AUFUTaNHN
payyHap, 3ajefiHo ca npodecopom Muoaparom Pakuhem 1 TUMOM Hay4HUKA, MHXEHEPA U CapajHuKa,
mehy kojuma je 6vo n bowko Yonak-AHTuh, 3anovehe k/by4HO UCTpaxuBare Ha UHCTUTYTY Muxajno
MynuH y beorpaay. Kopuctehu npeTxoaHe Teopujcke pagoBe U3 061acTv OPTOTUYKE, pEXabUnnTauMoHe
po6oTuke, npodecopu he 1963. roamHe KOHCTPyMCaTH NpeTeyy CBMUX OpTO3a — NPBY NPOTETUUKY
pO6OTCKY LIAKy Ha CBETY.

To je 6una npBa akTUBHA BELUTAYKa Laka Ha/MK WALy YoBeKa, ca YeTMpW NpcTa v nanuem, y
BE/IMYMHU JbyACKe pyKe. Ha BpXoBUMA NPCTU]y MHTEIPUCAHM Cy CEH30PM MPUTUCKA, a Waka je 6una
noBe3aHa ca NoANaKTULOM Koja je oMoryhaBana weHo okpeTake. Morna je Aa u3Befe Be OCHOBHe
panHe: CTUCKakbe Y MEeCHULY U CKYN/bakbe Ca UCTIPYXXEHUM NPCTUMA. YNIpaBsbakbe je NPojeKTOBaHO Ha
OCHOBY OMOHaLLaka JbyACKe PyKe, a yNpaB/bayky anroputam je npuMeH1o NpuUHUMN NpunarohaBatsa
0611Ka pyKe NpefMeTy KOju Ce XBaTa, 1 TO TaKO LUTO je MakcMmanHo nosehao LOAMPHY NOBPLUMHY
usmehy npeameta u pyke. CamonogeLliaBare 06anka pyke je 6uno moryhe 360r npuMeHe MHTENUTeHTHE
MexaHUKe Koja je caBujana unam ucnpaesbana cBe NpcTe kopuctehu camo jesiaH enekTpomMoTop.
KoHTponep je nokpeTao caBujakbe NpcTujy npatehu Bo/bHY KOMaHAy KOPUCHUKA, @ Kaj, BPXOBMW NPCTUjy
LOAMPHY NpeAMeT, MexaHu3aMm Y LaLy je HaCTaB/bao CaBUjarbe NojeAnHUX 3r1060Ba Lo TpeHyTKa
“3jeAHauersa NpuUTHUCaKa Ha BpxoBMMa NpcTujy. OBa aKTUBHOCT ce ofBujana 6e3 Haa3opa 1 aKTUBHOCTH
KOpPMCHMKA BellTayke pyke.

HapeaHux roauHa Hactahe HoBe Bep3uje beozpadcke wake, a Ha yHanpehetby theHe yHyTpaLltbe
KOHCTPYKLMje pafino je TUM UHxerepa Ha MHcTuTyTy Muxajno MynuH. Nako Huje 6una y ynotpebu kao
opToneAcKo nomarano, beozpadcka waka je 3HavajHa jep je TOKOM farbux UCTpaXmBarba yTuLana Ha
pa3Boj po6OTCKMX PyKy y cBeTy. [lyro roauHa he 6utn kopuwheHa y kombuHaumju ca Muncku (Marvin
Minsky) po6omckom pykom (1968, CA[l) 3a ekcriepyMeHTe 1 UCTPaXMBatba. JeaHa 0/, 0BMX KOMOUHALLMjA
je cayyBaHa 1 u3noxena je y My3ejy MacauyceTckor MHCTUTYTA 3a TexHonorujy (MIT Museum).

Paz Ha po60TCKO] WALy MHTEH3MBMPAO je aKTUBHOCTH Yy 061acTh poboTuke y UHCTUTYTY Muxajno
MynuH, na je 1967. roanHe ocHoBaHa JlabopaTtopuja 3a poboTHKy, NpBa Y jyrouctouHoj EBponu, koja he
cefameceTvx rogMHa BafeceTor Beka nocTaTi KoneBka pa3soja XyMaHoMAHe poboTuKe y CBeTY.

KomnneTaH pasiHu npumepak beozpadcke wake Hanasu ce y My3ejy Hayke 1 TexHuke y beorpagy.

Nutepatypa:

Rajko Tomovi¢ (1960): Human Hand as a Feedback System, IIFAC Congress Moscow, London: Butterworths, 624-628.
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Miomir Vukobratovi¢ (2002 ): Belgrade School of Robotics, Belgrade: Institute Mihailo Pupin.

Veljko Potkonjak (1989): Robotika, Beograd: Nau¢na knjiga.

Miodrag Rakic¢ (1964): ,An automatic hand prosthesis®, in: Medical electronics and biological engineering, London: Pergamon Press, 2, 47.

NBaH Cranuh (2017): Poherbe xymaHoudHe po6omuke, beorpaa: My3ej Hayke v TEXHUKe.
R. Tomovic & M. Vukobratovic (1972): General Sensitivity Analysis (ed. R. Bellman), New York: Elsevier Publishing Company.
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Pa3roeop ca bowkom Yonak-AHTuhem

YUERY

[PBY  BMORYKY
POBUTCKY WAKY

Bowko Yonak-AnTuh (pofen 1937, y Beorpagy) BUCOKO je LeweHW mpesoaunal v
HOBVHap, MO3HAT Kao jeflaH Ofl MPBYX KOHBepeHLyjCKyX npeBoavnala vy JyrocnasBujv 3a
EHINECKM 1 OpaHUyckin jeswk. [loTruue 13 nucTakHyTe nopoauue Yonak-AHTVN v weros
XMBOTHA MyT ¥ Kapujepa obenexenn Cy M3Y3eTHOM YNOpPHOWNY v yCrewHM OOCTUrHyhuma v
NPEBOAVIAWTBY , HOBWMHAPCTBY W TEXHWYKO] 00nacTy meavuyHe. [lodeo je faa cTyavpa Granuky
xemnjy Ha YHveepauTeTy v beorpafy 1949. Tokowm Apyre roavHe cTyavja, NpWIvKoM yaeca
y nabopatopnjn, mnsrybmno je obe wake. [pewao je Ha CTyaMje jeswka v OMnioMmMpac je
1954. Ha Katenpw 3a eHrnecky Jesvk v KuvxeBHOCT Ounocohekor GakynteTa YHvBepauTeTa v

beorpany, a 3atum marnctpypao 1956. no cnewvjammsauju y Kemopuuy .

0n nonoBuMHe NefeceTVix roAvHa, Pagvio je Kao WHCTPYKTOP M CaBeTHUK Ha

Pa3B0]jy HOBMX MPOTE3a M QOYLM MalMieHaTa y mpunaronasaky 1 Kopuwnewy mpoTeTUYKNX
nomarana, nocebHo nalmMjeHaTa 6e3 jeare v obe pyke, W capahyeao je ca MeauUMHCKVM
pexabumTtaupmorym uHcTuTyumjama y CAfl, EHrneckoj u Jyrocnasujn. 3axeamyjyhu cBOM
3Haky W UCKYCTBY, OO je Mo3BaH Aa Ce Mpvikbyuu TWMy KOju Je pagmo Ha paseajy
npoToTuna enexkTpoHcke wake. OBaj mpojexaT nmpodecopa Pajka Towmosuha, paseujaH ca
TUMOM HaydHVka HykneapHor WMHCTWTyTa y BuHuM, pawe je buo paspahviead v MeavUMHCKOM
cw1cry mop BohcTBoM Ap bowka 30ToBWNa, ca LMBeM fla Ce KOHCTPyMWe BYOoHMYKa Waka ca
CMOBHUM HanajaweM, y cknafy ca Teopujom ayToMaTcke KoHTpone. [puMaphy Lym je 6uo
[a ce KoHTpona kopuwhewa BewTadke Wake yuuHV jepHOCTABHMIOM 1 ayTOMaTU30BaH/joOM 3a

naunjeHTa.

Kao cvmynTaHv npeBoawnal, npeHocvo je avpekTHo cnetawe Anona 17 wa Meceu 21.
Jjyna 1969, kapa je Hun ApMCTPOHI MOCTa0 MpBM 4oBeK KoJu je kpauno Ha Mecel. OkTobpa
1969. 01O je 3BaHWMYHW MPeBoAVIall MpUVKoM noceTe beorpafy nocane Anona 17 — Huna
ApmcTponra, Epsvra Onppvna n Majkna KonwHca. [lobro je 3atum v rogvuwy Harpagy Pagno
beorpana 3a npeHoc cneTawa Ha Meceu, kao v crneunjanHo HACA npuisHawe 3a Hajbone
meavjcko npahewe nporpama Anosio /1emosa BaH eHrNecKor FOBOPHOI Mofpy4ja.

* MounHemo pas3rosop ca bum.

Mo)keTe M Mano Wwupe Aa HaM KaXkeTe 0 eKCNepuMMeHTaIHOM UCTPaXKMBakby y Be3u ca pas3Bojem
nabopartopujckor npoToTuna 6MOHMYKe LWaKe ca CNOo/bHUM HanajatbeM? KakBa je 6una guHamuka
capapHe y TOKY KOHCTpYKLMje npBe po6oTcke 6MOHNYKe LaKe U KaKBo je 6uno Bale yyewhey
LLe/IoM NpojekTy?

To je 610 NpBEHCTBEHO NPojekT Npodecopa Pajka Tomosuha, jep ra je oH NOKPeHYo M NpU3HaT je
Kao u3ymuTess Te wake. Linsb je 610 Aa ce Hanpaew LWaka koja he noppaxkasatv nokpete u GpyHKumje
/pyncke pyke. Pag Ha npojekTy noyeo je 1962, n Beh noyetkom 1963. ce NpUCTYNMUNO KOHKPETHO] U3paau
npoToTuna. PaHuju nokyLwaju nokasanu cy M3BecHe HeJoCTaTKe Koje je Tpebano oTknoHMTK. To je 6una
rofiMHa kaza cy Me npodecopu EnekrpotexHuukor dpakynteta Pajko TomoBuh u Munopag, Pakuh no3sanm
[, Ce NMPUK/bYYMM TUMY Ha Pa3Bojy CEH30pHe PO6GOTHYKE LaKe ca NOKPETHUM NPCTUMA U CMOSBHUM
Hanajatbem. HapaBHO Aa caM TO NPUXBATKO, jep caMm 61O 3aMHTEPeCcoBaH He camo 3a cebe, Beh 1 3a
Apyre Koju 61 MOFIM UMATV KOPUCTM Of TOTa.
Moj cTaB je 610 BP0 jacaH o[, CAmMOr NOYETKA: MAKO Cy HAayYHWLIM 3HANW LUTA Xene, ja caM Harnacno
[la Cy CXBaTakbe ¥ pasyMeBatrbe NoTpeba KOPUCHUKA Kiby4YHM YMHMNaL. Moj OCHOBHY CTaB, kao Moryher
KOPUCHWKa, 610 je aa naumnjeHT Tpeba Aa MMajy KIbyUHY yaory y 0AayLm o ToMe Koje dyHKUuje waka
Tpeba aa 06e36eau. To je 61O MOj rMaBHM AONPUHOC.

Kako cTe BM noce6HO caBeToBa/Iu Hay4yHUKe Npuaukom uspage wake? Koje cre noce6He caBete
[AaBanu NPUINKOM KOHCTPYKLMje LAKe U HeHe ynoTpe6/bUBoCTH, a y Be3u ca 0AHOCOM
YyoBeK - 6uoTexHonoruja unm poboTuka?

Kpajem 1962, oapxaH je y Onatuju MehyHapoZHu CMMNO3KMjyM 0 ayTomMaTu3auumju y npoTeTnum,
KOMe caM U ja NpucycTBOBao. Ja cam Beh npe Tora no4eo capagry ca Hay4YHULMMa pacnpassbajyhn
0 yBohetby ayToMaTu3auuje u poboTuke y pexabunutauujy. lMovenn cmo Aa paamMMo Ha Toj LWaum 1
Hanpas/beHu cy pa3Hu npoToTunu. Ca Hama je Ha pa3Bojy Wake NyHa Tpu Meceua capahusana ap
Xunge poc n3 CALL, npodecop ncvxonoruje u GUOTEXHONOTUjE U aKTUBHU YYECHUK Y UCTPAXMBAHMUMA Y
0651aCTV NPOTETUKE U MOTOPHUX CMOCOGHOCTH. [ip Xmnge lpoc je Beh MMana uckycTBa — NPeBacXxoAHo Yy
npoyyaBarby MOXAAHMX MMMYy/Ca — Y Be3M ca OBUM MEXaHM3MMMa, KOju A0 Taaa HUcy 6unu kopuwhenu,
anu Huje pagnna Ha MexaHuuu. OBae MoxeTe @ BUAWTE (Mokasyje CBOjy NOANAKTHULY) Kako MULMhN
noanakTuLe fajy MMnynce 3a nokpeTe Wwake u npctujy. NocTaBuno ce nuTakbe Hanaxerwa oarosapajyhux
Tavaka, rae 61 ce MOCTaBMAN CEH30PU KOjU BM 3aTUM NPEHOCKN Te UMMYACE Ha caMy Laky. To je 6uo
YMCTO TEXHMYKM [1€0 Pa3Boja LAKe y KOME ja H1UCaM Y4eCcTBOBAO, aiu CaM NOTOM Paamo, Aa KaXKEM Yy
LIanK, Kao MaHeKeH y NpoTeTULM.

MoxkeTe nn fleTa/bHMje Aa HaM onuLLEeTe NpoLec KOHCTPYKLMje Iorvke UMMY/NCa 3a NOKpeT u
ocehaj oTBapatba 1 3aTBapata 6MOHUYKe eneKTpoHcke wWwake? Kakse cTe cneuuduryHe noBpaTHe
nHdpopmaumje o Tom ocehajy paBanu Tumy?

Cyrepu1cao cam UM rae Aa nocTaBe CEH30pe U KOMKO Ta4YHO OCET/bMBK Tpeba Aa byay, y Yemy cam
Hajuwwe capahmeao ca ap Npoc. Mako HMCaM TeXHUYAP M HUCAM MHOFO 3HA0 0 GUOTEXHOMOTUjU, BKO
cam npefBuheHn KOPUCHUK, U Kao Takae, Tpebano je fa UM AaM Heka objaltberba. Xunge poc je 6una
MCMXONOT NO CTPYLM U JOCTA je 3Hana o umnyncuma. Mory ia Kaxkem [, Mako cam u3rybuo caoje pyke
- Wwake, HMcam n3rybuo ocehaj nokpeta. Mmao cam ocehaj Aa oTBapam 1 3aTBapam LWwaky, u Taj ocehaj u
Jaree umam. OH Aonasu Kako of MULIMAHKX, TaKo U 0, HEYPOIOLIKUX UMMY/ICA.

Mpeanoxmo caMm Kako Aa ce MCKOPUCTE T UMMYNICK M KaKo Aa Ce OHU MOBEXY Ca eNeKTPOHCKUM
CeH30pKMa 3a NoKpeTe GUOHMYKE LiaKe.
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YcnewHa KoopAnHaLmja CBUX NOKPETa U HUXOBE KOHTPOJ/1e 3aCHUBA CE UCK/bYYUBO HA HEMOCPeAHO]
HeypO/IOWKOj Be3U Ca BaluMM MO3rOM, Y OCHOBM, Ca BalIMM yMOM?

[a, cBe fonasu u3 rnase. Y T0 fo6a ce Huje 3Hano 3a BeLUTauKy MHTEAUreHLMjy, Tako Aa je Mopana
[a ce KOPUCTM JbyLicka MHTeNUreHumja.

TWM je KOHa4HO 3aBpLUMO WaKy cenTembpa 1963. Mpukasanu cMo Waky CBeTy NpBU NyT Kpajem 1963. nop
nMeHoM beozpadcka waka Ha KoHrpecy MehyHapoaHe defepaumje 3a ayTomMatcky KoHTpony — IFAC,

y baseny, kao npBy Wwaky Koja ce KOpUCTH ca CNOSLHOM KOHTPOIoM. Tpebano je Aa ja AeMOHCTpYpam

KaKo oHa paau. Mpe npeacTaB/bakba, Pajko TomoBKh MU je pekao: ,CyLwaj, NoWTo TM roBOpULL OGP0
eHrnecku, Tn heww je u LeMOHCTPUPATK M 06jacHUTM Kako npoTe3a paau.” To je Tpe6ano Aa byae npakTMYHA
LEeMOHCTpaLmja. 3BaHNYHU je3uK Ha KoHrpecuma IFAC-a je eHrnecku v Tpe6ano je Aa ja 06jacHUM HeH paj,
kopuctehu mehyHapoaHy TepmuHonorujy, kojy cam cpehom ycneo npeTxofHo Aa caBnafaM. Ja cam Tako
MOpao v Aa AeMOHCTpMpam paj ¥ fia 06jacHUM LUTa cam M Kako pasmo. TecTupany cmMo dyHKLuje wake y
beorpagny npe ofnacka, anu AeMoHcTpauuja y baseny je 6una HewTo apyro. Mpukasyjyhu pas enekTpoHcke
Lake, NOKa3ao caM Kako Ce NpCTy Mory NojeAMHaYHO KpeTaTu 1 KakBa je MoryhHOCT XBaTatba. Y3eo cam
TEHMCKY NONTULY 1 NO3Ba0 HeKor 13 ny6nunke Aa fohe v aa MU je [o6aum Kako BuMX je yXxBaTMO NPOTE30M.
To Huje 6KUNO y CkNaay ca AOroBOPOM ca PajkoMm v jyrocnoBeHckUM TUMOM, Beh caM ja MNpoBM30Bao. MpBu
YYeCHMK MM je 6aLMo TpasbaBo NONTULLY, Ha LWITA CaM ja MMTA0 MOXe Nv To Aa ypaau jaye. 3aTum Me je rahao
NONTULLOM, @K1 CaM je ja WakoM yXBaTuo 06yXBaTMBLLM je CBUM NPCTUMA. BaxHo je 61no nokasaTu aa cy
pednekcu TpeHyTHY, ia Cy cynep 6p3u, Aa CBe pajn y TPEHYTKY U Aia je Moryhe yxBaTuTu 6adeHy nontuuy.

Temowm bujeHana 2025, npema Kojoj ,MHTeNIUreHuMja cyXXu Kao AUHaMUYHa nabopartopuja,
yapyxyjyhu cTpyyrake Kpo3 pasHe 061uke uHTenureHuyuje’, nokpehe ce nutare NOHOBHOT
McNUTUBaKLA Nojma ,npobnem” u pelaBarba npobnema. Kako ce Bewutauka MHTenureHuuja yknanay
Taj ogHoC?

AN WTa je BelwTayka MHTeNureHuuja?... [la noHosum, Mu (ca cBojUM JbyAckum 1Q) npaBumo
nporpame. [lporpame He NpaBu BewTayka UHTenureHuuja, Beh nx npase nameTHu sbyau. Kopuwhere
BeLUTaYKe UHTEIMreHLMje je, MO MOM MULL/bEHY, CAMO CMPaBULLA, anaTka, a He HeLWTo WTOo peLuaBa
npo6neme. Ha 0CHOBY MOT MCKYCTBa Yy 00y4aBakby /by Kako Aa Npunarofie CBoje Teao 1 ym BelTaukmum
eKkcTeH3ujama (NpoTe3ama), 3ak/byyyjem Aa YKONMKO XKEeNMMO Ad HELTo Hay4y1uMo, MOpamo a NPOMEeHUMO
npucTyn npobaemy Koju NoKyLaBamo a peLumMmo 1 aa 6yaemo y CTakby Aa NPOMEHUMO NePCnekTUBY.

PasymeBare Npobnema je KibyuHu efleMeHT. TPEHYTHO Cy, yMeCTo pellaBarba npobnema, Uaeje o
OANACKY, YaK U HanyLTary 3eM/be U MPenacky Ha Apyry NnaHeTy, CBe U3paXxeHuje.

BepyjeM Aa He Tpeba a uaemMo Ha Mecel, unu apyre NnaHeTe Npe Hero WTO UCTPAXMMO M UCKOPUCTUMO
cBe MoryhHocTu Ha 3embK. UMaMo cnoco6HOCT Aa 0AeMO, anv je MHOTO BaXKHUje 1a UCTPaXyjeMo
OTKpMBaMmo, Aa yuumo. Jleno je otvhu 1 BUAETH, anu He U XXUBETU Tamo. YUMMO 4ak 1 Ha CBOjUM rpeLuKama.
WNCTOo ce 0HOCK 1 Ha NnaHeTe 1 Ha Mecell. IHTepecaHTHO je UCTPaXMBATW, anu JbyAu, YINaBHOM, BULLE
Hay4e 13 CBOjMX FpeLlaka, Hero U3 cBojux ycnexa. Pekao 6ux aa je To y cknagy ca ¢punocopujom beptpanaa
Pacena.

C 0631poM Ha Ballie pa3HOBPCHO 06pa3oBarbe, UCKYCTBO U MHTEpecoBatba, Kako rneaarte Ha
MHTepAUCLMIVIMHAPHU NPUCTYN Y apXUTEKTYPU 1 Aa M OH MOXKe eUKacHO Aa pewn npunarohasatbe
OBe AUCLUNAKUHE CAaBPeMeHUM ro6anHuM npomMeHaMa 1 kpuzama? OcuM yapy)xeHe pasMeHe 3Hakba,
Koju 61 ppyru npeo6pa)kajHn NnpucTyn Morao Aa 6yae npumer-eH?

CBaka Hay4Ha gncumnivHa Kopuctu gpyre gucumnnmde, y4ym og Hbux U ycaBpliaBa ce TOKOM BpemMeHa.

Anu pa nv je To npaBa cBpxa? Ty NOCTOju jol HeWwTo. Jow yBEK HUCMO UCMUTANN U UCKOPUCTUAK CBE OHe
13a30Be ca KojuMa ce cyouaBamo. NHTepANCLMNIMHAPHY NPUCTYN, He CAMO Y apXMTEKTYPH, YCIIOB je CBUX
ycnoBa y nokyLuajy fa ce pelle rno6anHu npobnemu.

Jbyau kaxy, xohemo fa uyjeMo, xohemo ia y4Mmo of, Apyrux, anu y CTBapu To YUHE Camo K3
CBOjUX CeOUYHMX MHTepeca. OHW Xene ia MCKOpUCTe Balle uieje, Bawa focTuriyha, fa ux ykpagy 1 fa ux
NpUKaxy Kao concteeHa. LUTa MUCnTe, 3aWITO y CBETY MMa TONMKO Kpaha MHTeNeKTyanHe cBojUHE? 3aliTo
TONMKO NpucBajarba?

YBek cTe NoA yTuuajem Tyhux 3Harba Koja AoHeK e NpoLMpyjy Balle BUAMKE Kako Ha MO3UTUBAH, Tako
1 Ha HeraTMBaH HauuH. Mo MeHU, CBaku NojeAMHAYHN KOHTAKT U CBaka pa3MeHa MULL/bera NpeACcTaB/bajy
nojenmHayHe henwje, Koje, kaaa ce ckyne, 3ajeHO CTBapajy LenuHy. HajBaxHuja cTBap je fa 3HaTe rae
[la ynoTpebuTe v rae fa CTaBUTE OHO LWITO CTe HAy4uIu, Aa CKYNUTE 3ajeiHO CBAKO NOjeAMHO Ca3Hatbe 1
WHTENUreHuujy, ykbyuyjyhu n Bawy conctaeHy. To je To, To je Lena ¢unocoduija.

To je moja dunocoduja.

PasroBop npeeeo v npupeano: bowko Yonak-AuTtuh

* BuLLeje3nyHM pa3roBop Ha EHINECKOM,
cpnckoM U $hpaHLLYyCcKoM je3nky ofBMjao ce y cTaHy bowka Yonak-AHTuha y beorpagay, 13. mapta 2025. rogmnHe.
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Exhibition Commissioner:
Stevan Martinovic, PhD, Acting Director, Museum of Applied Art

OPENING STATEMENT

Affirming the Collection of Architecture, Urbanism and Architectural Design, as well as
its distinctive forerunner - the Salon of Architecture - the Museum of Applied Art has, over
the past nearly half a century, established itself as an institution of national significance,
one that has profoundly shaped and influenced the curatorship of architectural heritage
and contemporary practices alike. Throughout this enduring history, the Museum has
remained an inclusive space, bringing together renowned architects, curators, scholars
and cultural practitioners from across the globe in collaborative teams and programmes.
Taken as a whole, these efforts have contributed to a continual broadening of perspectives
and viewpoints within the architectural field and its wider discourse. As the commissioning
institution for the Pavilion of the Republic of Serbia at the 19th International Architecture
Exhibition - La Biennale di Venezia, in 2025, the Museum of Applied Art continues to fulfil its
role as a guardian of memory and, simultaneously, a creator of heritage.
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Exhibition Curator:
Slobodan Jovi¢, PhD, architect

WHERE SHALL
We DRAW THE LINE?

The Unraveling project seeks to offer an optimistic model of interaction and interweaving, in which two forms
of intelligence complement one another while keeping the boundaries between their original domains visible. This
insistence on the visible boundaries between the two forms of intelligence aims to affirm the importance and unique-
ness of collective intelligence, which consistently emerges as the originator of the new, the deliberate, the free and

the autonomous.
(Excerpt from the competition entry for Unraveling: New Spaces)

The rapid development of artificial intelligence (Al) raises an increasingly important question
about the relationship between natural and artificial intelligence. This is not only a technological issue,
but also a social, ethical and philosophical one - and it may well become a key factor in shaping our
future. Although this may sound dramatic, the history of the relationship between humans and technol-
ogy shows that major technological changes have always brought profound social consequences. Since
the Industrial Revolution, the debate around technological determinism and its risks has persisted. Just
as Marx called for the necessity of control over the means of production, today we see the return of this
theme in a new guise - debates over the control and use of Al.

In today’s social discourse, the fundamental question is: what is the relationship between natural
and artificial intelligence? A rational and desirable response excludes their confrontation and instead
points toward a balanced collaboration, in which artificial intelligence serves as a powerful tool for en-
hancing human action, creativity, and ethical responsibility. This approach offers many advantages, such
as efficiency, precision, access to information, but also brings with it significant challenges, such as loss
of control, dependence on technology, and ethical dilemmas.

However, taking this relationship a step further, we arrive at the question of integration between
the biological and the technological. The complexity and unpredictability of this merging process carry
equally complex and unforeseeable consequences. These may unfold in line with what Paul Virilio
calls the “accident of acceleration”, warning that the greater the technological acceleration, the more
unexpected and destructive the consequences. Although this integration seems increasingly inevitable,
Virilio himself expresses doubt about its success. He argues that Al, being inherently different from the
human organism, would lead to an impossible position of split between body and mind. Therefore, he
draws a clearly visible boundary between the organism and the “prosthesis”, just as the Belgrade Hand,
with its sensory and mechanical functions, remained clearly separate from the integrity of the human
body, although it formed a unified whole with it. Today, we can already discern the outlines of an Al that
is no longer merely a prosthetic extension, but autonomous in nature - capable of expressing creativity
in ways methodologically unfamiliar to humans. This means that Al will no longer simply complement
natural intelligence, but constitute a new, autonomous form of intelligence.

Virilio also refers to artificial intelligence as an “information bomb”, highlighting its potential to
cause a “total accident of science”. This accident refers to the increasingly frequent question of whether
we are moving towards posthumanism and transhumanism. On the other hand, Yuval Noah Harari pro-
poses a provocative thesis: that Al is not artificial at all, but rather a new, “foreign” form of intelligence
- based on silicon (a natural element) - created by humans, yet perhaps no longer under their control.
If we momentarily shift our perspective on the nature of Al, we might ask whether its integration into
the human organism could in fact represent a new phase of evolution. In that case, there is a danger
that this evolution will not encompass the entire human population. Should technological power remain
concentrated in the hands of a few major tech corporations - what Yanis Varoufakis calls technofeudal-
ism - there is a risk of creating a “useless class”: a whole group of people left outside this evolutionary
process. While this would not be the first time an evolutionary process led to the disappearance of part
of the human species (e.g. the extinction of the Neanderthals), such a scenario would undoubtedly mark
the end of the human species as we know it today, as the boundary between the technological and the
biological would dissolve into a complex relationship between two completely different entities.

Faced with these dilemmas, we bear the responsibility of thoughtfully determining the direction of
further development, seeking a balance between technological advancement and the preservation of
human dignity. Just as the artistic team has carefully drawn a boundary in space - one that does not
express fear of technology or conflict, but rather collaboration, alongside a constant identification of the
source of creativity: the creative hand that shapes space.

* This text is based on correspondence with ChatGPT (OpenAl) and DeepSeek models, through which ideas were exchanged
and some theses formulated. All interpretations and final formulations are the author’s own.
https://chatgpt.com/share/67e3ceba-8880-8007-a565-5a3719d57936
https://chat.deepseek.com/a/chat/s/7a142e8a-984f-47f6-b5cf-5d8999069f96
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Biljana Joti¢, M.A.
Curator

PARALLELS

At the moment of creating form, what becomes essential is the process itself — a process that
implies time, space, movement...

The exhibition Unraveling - New Spaces represents a project that concentrates diverse forms of
intelligence unfolding within parallel temporal processes. The spatial installation of forms, which inhabit
and occupy the Pavilion, opens up and encourages reflection on the very act of creating structures and
their subsequent transformations. In short, it raises questions about both familiar and emerging human
spaces, as well as the fundamental principles of architecture.

The anthropological nature of the project’s concept — unfolding through the exhibition
installation — draws each individual into a space of collective consciousness and conscience. In this
context, it draws direct parallels with the general theme of the 19" International Architecture Exhibition
- La Biennale di Venezia, titled Intelligens. Natural. Artificial. Collective, curated by Carlo Ratti, which
might here be considered more through the lens of a thesis.

From anthropological to etymological substance, within processes of creation, one can discern the
tautological nature of the need for new spaces, developing in parallel with those that already exist. The
importance of experience is indisputable. The existing experience of tradition, as presented within this
exhibition, evolves — through experimentation and research — into new experiences that emerge within
the very process of creation and constant movement. This project intertwines various and transformative
intelligences, rendered visible in the living material forms that fill the space and concentrate multiple
parallel creative and scientific processes. The use of solar energy and the independence of the energy
system emphasise the necessity of establishing the foundations for a parallel coexistence of humanity
and nature in an uninterrupted flow.

The continuity of change is visible through the rhythm that stimulates the senses - the visual
rhythm of aestheticised forms, the rhythm of time in the process of creation, and the instantaneous
sensoriality of materials in combination with sound. Acting as a stimulus, these elements gather
different and individual intelligences into a collective intelligence, precisely at the moment of spatial
transformation within the exhibition setting. The experience of all these conceptual layers persists
throughout the duration of one’s engagement with the space, following experiential parallels — only
then returning to their territorial context for further use. Self-sustainability thus emerges as one of the
project’s key notions.

Although the path from concept to its realisation has been a long one, the exhibition Unraveling
- New Spaces has succeeded in achieving the visibility of its idea, opening up a field of direct encounter
with allits conceptual layers. Thus, as the visitor moves through the space, they encounter parallels
with local tradition. Wool, an almost spontaneously growing material, embodies the material basis of a
structure in continuous flow. The Belgrade Hand, the world’s first bionic hand, was constructed in 1963 at
the Mihajlo Pupin Institute by Serbian scientists Rajko Tomovi¢ and Miodrag Raki¢. Within the inseparable
interrelations of these two traditions, the project of the Serbian Pavilion excludes indifference and
operates through the activity of creating a new, perhaps even a utopian form of human shelter.

Editors:

Davor Eres and Jelena Mitrovic

UNRAVELING:

-NERGY -

MATERTALLTY — TEMPORALLTY  AND

THE EVER-NEW ARCHLITECTURAL FORM

The starting point of this exhibition project lies in selected manifestations of local herit-
age that have a global impact. The first localisation focuses on the heritage of hand-knitting as a
skill for shaping form and structure through manual labour and tactile engagement. The second
highlights the legacy of technological achievements within a small, yet influential local scientif-
ic community, embodied in the invention of the Belgrade Hand (1963) - the world’s first robotic
bionic hand, originally designed for prosthetic use. This starting point affirms not only the local,
but above all, the solidaristic and empathetic contribution of an idealistic lineage committed to
supporting global technological progress.

The project was realised through cooperation between Belgrade, Bangkok, Paris, and Venice,
proposing collectivity as an interdisciplinary collaboration between knitters, architects, designers,
programmers, and engineers. The exhibition’s structure explores the relationship between natural
and artificial intelligence, focusing on the hand as an extended organ of the mind and a crucial
tool of invention. The hand emphasises the power of learning, cognition, invention, and imagina-
tion, cultivated through the direct sense of touch, freedom of movement, and tactile experience.
The dynamism of these interactions is expressed in the exhibition form as a process of unraveling.

The architectural structure of the exhibition is conceived as a form in constant trans-
formation — mobile, kinetic, ephemeral, and cyclical. It echoes natural intelligence, capable of
constructive thinking, rooted in the logic of primary materiality, so that it builds, deconstructs,
and recreates in cycles. Along the Pavilion walls, 125 motor-driven coils are installed, rewinding
the material form into its original state — woollen yarn. The autonomous, localised generation
of energy for the unraveling and transformation of the form is achieved through solar panels,
pointing towards the horizon of possibilities of a new architectural temporality and a projective
construction process where composing and decomposing a structure occur simultaneously. This
temporal process foregrounds energy, materiality, transformation, and the capacity for continual
reconfiguration, initiating reflection on perspectives in architectural form awareness, collectivity,
and their influence on society.
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Bojana Bogdanovi¢, PhD
The Institute of Ethnography of the Serbian Academy of Sciences and Arts (SASA)

THE FLUIDLTY

OF TRADITION: KNLTTING AS A
A FORM OF CONTEMPORANELTY
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The ephemeral and kinetic nature of the exhibition form positions natural and artificial intel-
ligence as complementary dynamic spheres, where the critical challenge lies in maintaining a visible
and explicit boundary between the two. The exhibition emphasises collective intelligence as an aspi-
ration inherent to togetherness, empathy, and the capacity for emotional resonance - a fundamental
source of experimentation and originality in thought, rooted in an openness to exchange.

The architectural form of the exhibition invites the viewer to contemplate the capacities of
hybrid materiality and the possible implications for transforming architectural thought and practice.
Based on the movement of the hand, the handicraft of knitting, and the energy of unraveling, it opens
perspectives on new ways of configuring materiality, suggesting the vitality of transformation for the
creation of new fields, techniques, and forms in the design and collective imagination of architecture.
The kinetic nature of the exposed structure underscores the necessity for constant transformation in
architectural knowledge, resulting in an ever-new form. The installation was conceived and created
collectively before the exhibition’s opening, and then gradually unravelled over the six-month dura-
tion of the Biennale, returning from its spatial configuration to its original woollen materiality - that
of a skein.

By focusing on temporality, hybrid materiality, handiwork, and collective creativity, the exhibi-
tion structure highlights the ability of architectural practice to undergo continual transformation. It
seeks to demonstrate how architectural practice can reshape its knowledge through a renewed sense
of solidarity, empathy, and interdisciplinarity.

Knitting is a handicraft that plays an important role in the culture and identity of various
communities. The process of twisting and intertwining threads enables the creation of diverse shapes
and textures, ranging from simple to highly intricate forms. Different styles, motifs, materials, and
knitting techniques reflect the specificities of particular peoples, regions, and historical periods.

At its core, knitting is a collective experience passed down through generations within commu-
nities, often nurtured within family homes or communal gatherings. This process transmits not only
techniques and patterns, but also stories, values, and symbols that strengthen the sense of belong-
ing. Thus, knitting transcends the boundaries of mere handicraft — it becomes an act of togetherness,
dialogue, and intergenerational connection.

In Serbia, knitting has a long and rich tradition, passed down from generation to generation as
part of everyday life and folk art. For generations, skilled hands have intertwined woollen threads,
relying on collective experience and intuition. In its raw form, wool carries the essence of nature from
which it originates — it is coarse, imbued with traces of soil, wind, and grass, untamed and authentic.
In water, it softens; under the comb, it untangles; and on the spindle, it transforms into a thread —
supple, yet enduring. Thus, from raw material, yarn emerges — a bridge between the past and what
is yet to be knitted. Rough and warm, it leaves a mark on the skin, while the hands that work it feel
its steadfastness. It intertwines beneath the fingers in a rhythmic motion, building a structure rich
in texture and character. In every stitch, one recognises the skill that transforms the material into
fabric, while each fibre carries the imprint of local tradition, shaped by the hands of generations and
adapted to the spirit of the times.

Knitting, like many other elements of tradition, is fluid and open to modification. It is not
merely a process of passing down knowledge, but also a dynamic form of creativity that changes in
accordance with the contemporary context. Historical memory and collective remembrance preserve
traditional techniques, ornaments, and colour palettes, but these are adapted to new materials,
styles, and needs. From today’s perspective, knitting is not a static cultural element, but a set of
habits, memories, dogmas, experiences, and skills which, by virtue of their continuity and repeatabil-
ity, have the potential to become a “construction of the present”. The tradition of knitting finds its
foothold in the contemporary context in the fact that the past is relevant “only insofar as it is part of
the present or as long as it can shape the future”. In this way, this handicraft becomes a “seed of the
new” and an integral part of contemporary social, historical, and artistic practices.
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As part of a wider cultural system, knitting is today reinterpreted and adapted within the
context of contemporary art, design, and activism, where it becomes a means of experimenting with
materials, forms, and concepts. One of the fields of art in which knitting finds its broadest appli-
cation is fashion. Designer collections inspired by knitting combine heritage with contemporary sen-
sibility, bringing the spirit of bygone times into a new context. Thus, the interwoven thread remains
a bridge between the enduring nature of tradition and the elusive dynamics of the fashion moment.

The skill of knitting, therefore, is not an immutable construct, but a fluid practice that is con-
stantly being re-examined and upgraded. In the contemporary context, it once again acquires new
aesthetic, symbolic, and communicative values, while the boundaries between tradition, art, and
technology are increasingly blurred through innovative approaches. Knitting ceases to be limited
solely to the domain of folk creativity and becomes a complex process of cultural production in
which heritage is not only preserved, but also transformed in accordance with contemporary social
and cultural trends.
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Ivan Stanic

Senior Curator of the Automation and Robotics Collection, Museum of Science and Technology in Belgrade

THE BELGRADE HAND

The story of the pioneering work on creating an artificial organ with a sense of touch (a
prosthetic robotic hand) began in the early 1960s in Belgrade, in the Socialist Federal Republic of
Yugoslavia. The first protagonist of this narrative, Professor Rajko Tomovi¢, one of the principal
engineers behind the construction of the first Yugoslav electronic and digital computer, initiated
pivotal research at the Mihajlo Pupin Institute in Belgrade. Along with Professor Miodrag Rakic and
a team of scientists, engineers, and collaborators, including Bosko Colak-Anti¢, he embarked on
this groundbreaking endeavour. Building on earlier theoretical works in the fields of orthotic and
rehabilitative robotics, the team constructed, in 1963, the prototype of all orthoses: the world’s first
prosthetic robotic hand.

This was the first active artificial hand resembling a human one, with four fingers and a
thumb, at the scale of a natural hand. Pressure sensors were integrated into the fingertips, and the
hand was connected to a forearm that allowed it to rotate. It was capable of performing two basic
actions: clenching into a fist and curling with extended fingers. The control system was designed to
mimic the movements of the human hand. Its algorithm applied a principle of adapting the hand’s
shape to the object it grasped, maximising the contact surface between the hand and the object.
The hand’s self-adjusting shape was made possible by the implementation of intelligent mechanics
that bent or straightened all fingers using a single electric motor. The controller activated the
bending of the fingers in response to the user’s voluntary command. Once the fingertips touched
an object, the mechanism in the hand continued to bend individual joints until the pressure was
evenly distributed across the fingertips. This process was entirely autonomous and required no user
intervention.

In the years that followed, new versions of the Belgrade Hand were developed, with further
improvements to its internal design carried out by a team of engineers at the Mihajlo Pupin Institute.

Although it was never used as an orthopaedic aid, the Belgrade Hand is significant, as it had a
profound impact on the subsequent development of robotic arms worldwide. For many years, it was
used in combination with the Marvin Minsky’s Robotic Arm (1968, USA) in experiments and research.
One such combination has been preserved and is on display at the Massachusetts Institute of
Technology Museum (MIT Museum).

The work on the robotic hand intensified the activities in the field of robotics at the Mihajlo
Pupin Institute, leading to the establishment of the Robotics Laboratory in 1967 - the first of its kind
in Southeast Europe. In the 1970s, it became the cradle of humanoid robotics development on a
global scale.

A complete working model of the Belgrade Hand is held in the Museum of Science and
Technology in Belgrade.
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Interview with Bogko Colak-Anti¢

TEACHING
THE FIRST BIONIC
RUBOTIC HAND

Bogko Colak-Anti¢ (born 1931, Belgrade) is a highly regarded interpreter and
journalist, renowned as one of Yugoslavia’s first conference interpreters in English
and French. A descendant of the prominent Colak-Anti¢ family, his career is marked
by exceptional resilience and achievement in philology, journalism, and the techni-
cal-medical field. He began studying physical chemistry at the University of Bel-

grade in the early 1958s. During his second year, he lost both hands in a laboratory
accident. He transitioned to Philology, earning a degree in English Language and
Literature from the University of Belgrade in 1954, followed by a master’s in 1956

and specialisation at Cambridge.

From the mid-19508s, he worked as an instructor and developer of prostheses,

teaching and training patients in adaptation and use of prosthetic devices, particu-
larly arm amputees, and collaborating in medical rehabilitation institutions in the
USA, UK, and Yugoslavia (Serbia). Owing to his knowledge and experience, he had been
invited to join a team developing a laboratory prototype of the electronic hand.
This project of professor Rajko Tomovic, developed with a team of scientists from
the Vincta Nuclear Institute, had been further elaborated under the medical direction
of Dr Bosko Zotovic, with the aim to construct an externally-powered bionic hand in
accordance to the automatic control theory. The primary goal was to make the control

of artificial arm use simpler and automated for amputees who will use it.

As a simultaneous interpreter, he provided the live broadcast of the Apollo 77

Moon landing on 21 July 1969, when Neil Armfirong became the first person to walk on
the Moon. In October 1969, he served as the oficial translator for the Apollo 17 crew

astronauts Edwin Aldrin and Michael Collins, alongside Neil Armstrong - during
their visit to Belgrade. He was subsequently recognised for his work, receiving an
award from Radio Belgrade for his transmission of the Moon landing. Additionally, he
received a special award from NASA for the best coverage of the Apollo program Moon
flights by non-English-speaking media.

* Let’s start a conversation with him.

Could you please elaborate a little bit on the experimental research conducted in the devel-
opment of the laboratory prototype of the externally powered bionic hand? What was the collab-
orative dynamics during the construction of the first robotic-bionic hand, and how did you partici-
pate in the overall project?

It had been primarily the project of Dr Rajko Tomovic, as he initiated it and had been recognised
as the inventor of that hand. The goal was to imitate the movements and functions of a human hand, to
work in the same way as a human hand.

The project began in 1962, and by 1963, concrete prototype development was underway. Earlier
attempts had already revealed flaws that needed correction. That was the year when professors from
the Faculty of Electrical Engineering in Belgrade, Rajko Tomovi¢ and Miodrag Raki¢, invited me to join
their team in developing an externally powered sensory multi-fingered robotic hand. | accepted; | was
interested not only for myself but also for others who could benefit from it.

My position was very clear from the beginning; even if the scientists knew what they wanted, | told
them that understanding the user’s needs was the crucial factor. As a prospective user, my basic stand
had been that the patients should lead in deciding which functions the hand would provide. That was my
contribution.

How did you specifically advise scientists during the construction of the hand? What specific
advice relating to the human-machine interface and usability you gave during the construction of
the hand?

An international symposium on automation in prosthetics was organised in Opatija in late 1962,
to which I was also invited. In fact, | have already started working with the scientists discussing the
introduction of automation and robotics in rehabilitation. We started working on that hand, and various
prototypes were made. Dr Hilde Groth from UCLA California was working with us for three months while
we were developing it. Dr Groth had a degree in psychology and biotechnology and she was actively
engaged in research in the areas of prosthetics and perceptual-motor skills. Dr Hilde Groth already had
experience regarding how such mechanisms could be activated and utilised. Until then, nothing of this
kind existed. Hilde had more experience with impulses from the brain, she hadn’'t worked on mechanics.
Here you can see how (showed his forearm), the muscles of the forearms could give impulses to operate
movements of the hand and fingers. It was a question of finding appropriate places where to locate
sensors that would subsequently transmit those impulses to the hand itself. That was a purely technical
part in the development in which | did not participate. | worked, jokingly, as a mannequin for prosthetics.

Could you describe in more detail the process of constructing the logic of impulses for the
movement and the sensation of opening and closing the bionic hand? What specific feedback did
you provide to the team about this sensation?

Yes, | suggested where to place the sensors and exactly how sensitive they should be. In this, | col-
laborated most with Dr Groth as | was not a technician and didn’t know much about biotechnology, but |
was the one who was supposed to use it, and as a user, | had to give them some explanation. Hilde was
a psychologist by profession, and she knew a lot about impulses. Although | lost part of my arms - the
hands, | retained the sensation of operating the hand, I had the feeling of opening and closing the hand
- and I still have it. This comes from muscular impulses, as well as the neurological ones. | suggested a
way to exploit these impulses, and how to connect these impulses to the electronic sensors for a bionic
arm movement.
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Successful coordination of all movement control relies only on a direct neurological connec-
tion to your brain, your mind basically?

Yes, everything comes from the mind. There was no artificial intelligence at that time, one had to
use human intelligence.

The team finally completed the hand in September 1963. We presented the hand to the world for
the first time at the Congress of the International Federation of Automatic Control - IFAC in Basel in late
1963 and it was named the Belgrade Hand, the first hand operated by external control. | was supposed to
demonstrate how it works. Before the presentation, Rajko Tomovic said to me “Listen, since you speak
English well, and | don’t, you will both demonstrate it and explain how the prosthesis works”. It was a
practical demonstration. IFAC automation congresses were exclusively in English, using the international
scientific terminology, which, luckily enough, | was able to master beforehand. So, | had both to demon-
strate and explain what | did and how. We had tested the functions before in Belgrade, but the demon-
stration in Basel was, in a way, different. In a demonstration with the bionic hand, | showed how the
fingers can move independently and the ability of catching. There, | used a tennis ball, challenging the
audience: “Who will throw this tennis ball to me? Watch me catch it That was not a line in the program
of the demonstration that Rajko and the Yugoslav team had prepared, but | improvised. The first one
threw the ball weakly, but I insisted that he hits me harder with the ball. He did it and | caught the ball
in mid-air! It was important to show that the reflexes are instantaneous; super-fast, that it works, that it
works in the moment and that you can catch the ball thrown to you.

Regarding the topic of the 2025 Biennale in which “Intelligens, serves as a dynamic labora-
tory, uniting experts across various forms of intelligence”, this also raises a question of re-exam-
ining the notion of “problem” and “problem-solving”. Where does artificial intelligence fit into this
relationship?

But what is artificial intelligence?... Again, we (with our human 1Q) make programmes, and pro-
grammes are not made by artificial intelligence but by intelligent people. The use of artificial intelli-
gence, in my opinion, is only a gadget, a device, not something that can solve problems.

From my experience in instructing people how to adapt their body and mind to artificial extensions
(prostheses), my conclusive thought is that to be able to learn something, you need to shift the attitude
towards the problem which you are trying to solve, to be able to change perspective. The understanding
of the problem is the crucial element.

Currently, the ideas of leaving, even leaving the Earth for another planet rather than fixing the
problem, are intensifying.

| believe that we shouldn’t leave for the Moon or other planets before we explore and exploit all
the resources on Earth. We have the capacity to leave, but it is more compelling to explore and discover,
to learn something. It is nice to go and see, but never to live there. Even from our mistakes we learn. The
same applies to the planets and the Moon. It’s interesting to explore, but humans, generally, learn more
from their mistakes than from their successes. | would say this aligns with the philosophy of Bertrand
Russell.

Given your diverse disciplinary background, what is your view on how an interdisciplinary ap-
proach in the field of architecture could effectively help to adapt the discipline to the actual global
changes and crises? Beyond collaborative knowledge sharing, what other transformative approach-
es might be employed?

Every discipline uses and learns from another discipline, and improves itself over time, but is there
a true purpose? There is something else in all this. We still have not explored nor exploited all challeng-
es that we are facing. The interdisciplinary approach, not in architecture only, is a condition sine qua non
for attempting to solve global problems.

People say, we want to hear, we want to learn from others, but in fact they do it only for their
selfish interests. They want to take your ideas, your achievements, to steal them and present them as
their own... Why do you have, all around the world, so much stealing of intellectual property? Why such
misrepresentation?

You are always influenced by others’ knowledge which broadens your vision a little, in a positive
as well as in a negative sense. For me, every contact and exchange of opinion is like cells which assemble
to create a whole. The most important thing is to know where to use and place what you have learned,
to assemble all individual knowledge and intelligences, including your own. That’s it, that’s the whole
philosophy. It’s my philosophy.

Conversation translated and edited by: Bosko Colak-Anti¢

* A multilingual interview with Bosko Colak-Antic,

conducted in English, Serbian, and French, took place at his Belgrade residence on 13 March 2025.




The interior of Boko Colak-Antié’s house where the ‘interview took place

\







11

[pojekat vcTrYe MOTOPKIKY
WaKe Kao nocebHy HAT BYOCKEe UHTEeMreHumnje
M KpeaTvBHOCTW. MOTOpWKa wake pedrnekTyje ynory
eHepruje, MOKPETBABOCTY, MATepujanHocTn
M TEMMOPaHOCTY Y MPOLECY HACTaHKa W KOHCTPYKUMje (Gopwme.
[loKpeT wake WCTOBPEMEHO MPyXa WMMyNCe NOBE3aHOCTW: MOKPeT v Ooavp,
Kao HenocpefHn o0nuuM aHraxoBawa, CTBapajy OnmMcKOCT ca MaTepujarnHiM CBETOM,
K30 1 Be3y Ca anCTPaKTHUM MULBEHEM.
KanauvTeT mmwpena oBae ce ofapehyje Kao MoOWIHOCT Koja
MMa WHXEPEHTHY CMOCOOHOCT TpaHchopmaumje. VivarvHauvja je npefcTaBheHa Kao CasdHajHm

MOCTYMNaK y KOJjem, MOTOPWKOM MOKpeTa, Waka MpUCTyMa HernocpenHomM,

BPEMEHCKYV CBECHOM W KOMEKTVBHOM [1e/10BakY .

The project highlights the motor skills of the hand as a distinctive thread
of human intelligence and creativity.
The hand’s motor skills reflect the role of energy, mobility, materiality, and temporality

in the process of creating and constructing form.

The hand’s movement simultaneously provides impulses of connection: movement and touch,

as immediate forms of engagement, create intimacy with the material world,
as well as a link to abstract thought.
The capacity for thought is here defined as a mobility with an inherent ability for
transformation. Imagination is presented as a cognitive process in which,
through the motor skills of movement,
the hand approaches direct,
time-aware, and collective action.

MOTOPUKA MUCTERE WAKE
THE THINKING HAND MOTORICS



Tvn npeamsa / Type of the yarn - Alice Tvin npeawsa / Type of the yarn - Heaven



beoepadcka waka, 1963-1967, Mysej Hayke v TexHuke, beorpap

Belgrade Hand, 1963-1967, The Museum of Science and Technology, Belgrade
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MA-3 po6omcka pyka ca beozpadckom
wakom, 1967-1973, MUT Mysej,
Kembpui, Macauycetc

Majkn KapguHanm, ¢otorpad;
npyOasHowhy MAT Myseja

0Bo je gpyrw mpototun ,pyke”
KoJju cy passuiv MapsuH MuHCKM
v Cejumop lMajnepT y OKBMPY CBOM
BULIETOAVWKEr MPOjexkTa Ynju je
npegMeT OMO KOMMJYTepeKM CUCTEM
ca cnocobHowhy fa ,,Buav' v
,MaHMnynuue 0b6jexkTMa He3aBKCHO
0fl BYACKE KOHTPOME.
Kojv Hac marvuHv TprK uvHw
VHTEMreHTHYMA? TprK Jje y Tome
WTO Hema Tpuka. Moh mHTenuresumje
NpoV3nNasy U3 Hale OrpoMHe
Pa3HOMMKOCTU, a He W3 Hekor
JEOVHCTBEHOI CaBPWEHOT MPUHLMNG .
MapewH Munckw, The Soctety of Mind

[Tpodecop MapBuH MuHckin je
Kpevipao osy poBoTcky pyky (Mo
y30py Ha PyKy pakosa), koja je
KOpUCTUNA BMAEO-KaMepy W KOMMjyTep
aa 6m nornegana roMunTy aedjux
KOLKMLE, pacTasuna CHoM, a 3aTum
HarpaBMia Crvky y ornepany .

* MUT Mysej, Komexumja, https://
mitmuseum.mit.edu/collections/
object/2600.008.001

(npvcTynmeHo 4. 4. 2825)

MA-3 Robotic Arm with Belgrade
Hand, 1967-1973, MIT Museum,
Cambridge, MA

Michael Cardinali, photographer;
courtesy MIT Museum

This is the second “arm”
developed by Marvin Minsky and
Seymour Papert in their multi-
year project to develop a computer
system that could “see” and
“manipulate” objects independent
of human control.

What magical trick makes us
intelligent? The trick is that
there is no trick. The power

of intelligence stems from

our vast diversity, not from

any single, perfect principle.
Marvin Minsky, The Society of Mind

Professor Marvin Minsky created
this robotic arm (modeled on a
crayfish arm) that used a video
camera and computer to look at a
stack of children's blocks, take
the stack apart, and then build a
mirror image.*

* MIT Museum, The Collection,
https://mitmuseum.mit.edu/collections/
object/2600.608.001

(approached 4. 4. 20825)

beozpadcka waka, 1963, My3sej Hayke u

TexHuke, beorpap

[lpyya O MMOHMPCKOM pafly Ha M3pamn
BEWTAYKOr OpraHa ca YynoMm Aoavpa
(npoTeTnuke poboTcke wake) 3anodeTa
je nodeTkoM wesfeceTux roanHa 29.
Beka y beorpapy, vy CoupjanmcTmuko]
bepepatveHo] Penyonuum Jyrocnasuju.
[lpB akTep oBe Mpwde, npogecop
Pajko TomoBuN, jeaaH of rnaBHWX
VHXEewepa Yy TVIMOBKMA KOJW Cy
KOHCTPYWCanu MNPBK JyrOCNOBEHCKY
ENeKTPOHCKW W OUrUTanHu padyHap,
3ajenHo ca npopecopom Mrogparom
Pakvhem 1 TUMOM Hay4HUKa, UHXewepa
VW capafHvka, mehy kojuma je oo
v bouko Yonak-AHTWN, 3anodehe
KIbYYHO VICTpaxviBawe Ha VHCTUTYTY
Muxajno lynuq y beorpapy. KopucTehu
NpeTxofHe Teopujcke panoBe w3
00nacTv OpTOTWYKE, pexabunmMTauyoHe
poboTuke, npodecopu he 1963. ropuHe
KOHCTpyWCaTW MpeTedy CBWX OpTO3a
— MpBY MPOTETMYKY POBOTCKY WaKy Ha
CBETY.

ViBan Cranvh, beoepadcka waxa, 2625.

Belgrade hand, 1963, Museum of
Science and Technology, Belgrade

The story of the pioneering
work on creating an artificial
organ with a sense of touch (a
prosthetic robotic hand) began in
the early 1968s in Belgrade, in
the Socialist Federal Republic of
Yugoslavia. The first protagonist
of this narrative, Professor Rajko
Tomovic, one of the principal
engineers behind the construction
of the first Yugoslav electronic
and digital computer, initiated
pivotal research at the Mihajlo
Pupin Institute in Belgrade. Along
with Professor Miodrag Rakic¢ and
a team of scientists, engineers,
and collaborators, including Bosko
Colak-Anti¢, he embarked on this
groundbreaking endeavour. Building
on earlier theoretical works in the
flields of orthotic and rehabilitative
robotics, the team consstructed,
in 1963, the prototype of all
orthoses: the world’'s first
prosthetic robotic hand.

Ivan Stani¢, Belgrade Hand, 2825






MA-3 Pobomcka pyka ca beoepadckom wakom, MapsuH MyHCKM apxu poBOTCKY pyKy

boTorpaguja ca Opewewa 3a enekTpoTexHuky, K3 Opowype ofenewa, cpeauna 1978-ux, MAT Myszej, Kembpui, Macadycetc

Ajear Macap, goTorpad; mybasHowhy MAT Myseja bowxo Yonaxk-AHTuh ca beozpadckom wakom w3 1963, GoTorpagucaHo v Mysejy Hayke u Texmvke y beorpady, anpun 2025.
boTorpaguja: MBaH 3ynaHy

MA-3 Robotic Arm with Belgrade Hand, Marvin Minsky holding the robotic arm o L . . o
Photograph from the Department of Electrical Engineering, Departmental Brochure, mid-19708s, MIT Museum, Cambridge, Bosko Colak-Antic with the Belgrade Hand from 1963, at the Museum of Science and Technology in Belgrade, April 2825
MA Tvan Massar, photographer: courtesy of MIT Museum Photographed by Ivan Zupanc
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GoTorpaguje pedrekTy]y
LMPOCTOPe CasHajHe wake™, mpyxajyhn ontvky
MECTa pafHe, KpeaTvBHe
VI M3TEPUJaNHO SHMaXOBaHe pyKe.
KaapvipaHe cuTyalmje vcTudy BewTVHY PyKe 33 HEenocpeaHo,
TaKTWIHO Vi OTBOPEHO [enawe y pPafdy, MCTPaxvisaty
VI Cas3HaBaby KPO3 MaTepyjanHocT .
lprpofa OBe CroCOBHOCTY MOACTVHE KOHTVHYVPaHW npeobpaxa] obmvika,
yBex Texehv fa npesasviNe OrpaH/qena 1 Mperpeke 3afaTaka, anata W mateprjana. [pukasann
MPOCTOPM PA3MIMYMTUX OVCUMIIIMHE UCTUYY Y MPBM MNaH HeNoCpeaHy VIory Weke Y CTBapawy, YCaBpLaBaky
M KDPeaTViBHOJ aHraxoBaHOCTX Ca CBETOM, Yy KOJewm pyka [ena Kao KaTarmv3atop 3a HernocpedHy akunjy.
[ornasbe VICTpaxyje M OTKPYBa MOBPWMHE MO KOJWMa Waka Pajiom Npeo0paxaBa MaTepujalHocTy,
PEKOHDUIyp iy 00NMKe Haler CBeTa.

The photographs reflect the “spaces of the knowing hand”,
providing an optical view of the working, creative, and materially engaged hand.
The framed situations highlight the hand’'s ability

to engage directly, tactilely, and openly in work,

exploration, and cognition through materiality.

The very nature of this ability encourages a continual transformation of form, always striving
to transcend the limitations and obstacles posed by tasks, tools, and materials.
The depicted spaces across various disciplines bring to the fore the hand’s direct role
in creation, refinement, and creative engagement with the world, where the hand acts
as a catalyst for immediate action.
This chapter explores and reveals the surfaces upon which the hand,
through its work,
transforms materialities,
reconfiguring the shapes of our world.

[POCTOPY ObJIMKOBHE PYKE
SPACES OF THE WORKING HAND



bpaBapcka paguoHuua — yMETHUYKU Ma
A metalworking workshop at the Art studios of the
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Center for Graphics and Visual Research - Faculty of Fine Arts, University of Arts in Belgrade, Photographed by
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TEKTO J u 6upo Mumapx, beorpag, Ootorpaiuja: Vean 3

Al ‘itectﬁrél Office Mitarh, Belgrade, Pho ohed by Tvan Zupanc
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PagnoHnua 3a n3papy cueHorpaguja — ymeTHUuYKKW atemen yapyxewa Mana Hckpa, Ootorpadvja: Vead 3ymadil

Scenography workshop at the Art studios of the Mala Iskra association, Photographed by lvan Zupanc
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Nanoxberm
MpojekaT ce pasBujao vy
LMKyCUMa, TAe Ce WMHTEPAUCUMNIIMHEPHa
capafwa apxurexkaTa, AM3ajHepky TekcTuna n
efeK TPOVHKEeEepa OCTBapMBaNa M3BaH XWJjepapxMjCKe 0praHvdaumje
AVCUMNIINHE .
HenocpedHiM 00MVUVMa Capafibe, TeXWo Ce Hafrpadwy W npesasuiaxewy
VHCTPYMEHTaMHE NpYIpofe NPOAYKUMje MNOJefnHauHnx OMCUMMTIMHEPHX Noba.
[10BE3aHOCT KOJy Kpempa MOKPeT Wake MocTaBba KOMeKTVBHO MCMpes MHOMBMAYAIHOr ,
UHTEr pyuwyhin pasnuunTe NpUCTyNe y Tparawy 3a passujawem vaeja,
KOHUEMnaTa v MeTofonornja.
lcTpaxvBawe TOMONOrMja TeMNoparnHe MaTepujanHoCTh, Y KOHTEKCTY MpoLeca KOHCTPYMCawha
LUMPKYNApPHOCTY U KVHETVIKE MIeTeHe CTPYKTYpe, OABMJano Ce KPO3 ekCrepuMeHTe MieTewa U
pacnapaBawa MaTepyjanHor, BPEMEHCKOr 1 MPOCTOPHOr MpoToTuna vy pasMepy 1:7.

The exhibition project developed 1n cycles, with interdisciplinary collaboration
between architects, textile designers, and electrical engineers unfolding beyond the
hierarchical organisation of disciplines. Through direct forms of collaboration,
the aim was to build upon and transcend the instrumental nature of production within
individual disciplinary fields.
The connectedness created by the movement of the hand places the collective above
the individual, integrating diverse approaches in the pursuit of developing
ideas, concepts, and methodologies.
The exploration of topologies of temporal materiality, within the
context of constructing the circularity and kinetics of the
knitted structure, was conducted through experiments
in knitting and unraveling the material, temporal,
and spatial prototype at a
scale of 1:1.

PACITINTABE MATEPNJAITHOCTIA:

-KCHEPVMERTVCARBE - TPAT AbE-TPOTOTII
UNRAVELING MATERIALLTY:

CXPERIMENT ING-SEARCHING-PROTOTYPING



OcHoBa npusemna 1 cermeHT kynone Xane 1 beorpapckor cajma
Xana 1 je jepHa Of CTPyKTypa y OKBUpY Komnnekca beorpaackor cajma, koje je y nepuogy of 1954. po 1957. roguHe mpojekTosao v 13Beo apxuTekTa Munopap
[laHTOBMN, 3ajeOHO Ca KOHCTPyKTepvMa bpaHkom Kexemom v Munanom KpcTwhewm. PacnoH kynone

je 109 wetapa n o 1965. rogvHe Gwna je HajBeha Kymnona Ha CBETY
Xana u paHac uma HajBehw pacroH Kyrone Ha CBETY, HampaBbeH Off MpefHanperHyTor GeToHa. MakcuManHa BUCKHA y TemeHy xane uaHocw 30,78 MeTtapa. YkynHa
noepuvHa xane je 21.288 w2
MpotoTun cTpykType 3a wanoxby vy [asusoHy Penybnuke Cpbuje Ha 19. BerelpjaHckom BujeHany apxuTekType KOHCTpyMCaH je v TecTupaH y Xamw 4, y OKBYp

14 ¥ 8 J J 14 J Y
VICTOVMEHOT KOMMNEeKCa.

Ground floor plan and dome segment of Hall 1 of the Belgrade Fair
fall 1 is one of t within the Belgrade Fair complex, designed and built between 1954 and 1957 by architect Milorad Pantovic¢, together with
ko Zezelj and Milan Kre the largest dome in the world. The hall still
he largest dome span in the world today, made of prestressed concrete. The maximum height at the apex of the hall is 38.78 meters. The total area of
the hall is 21.288 m?.

The prototype of the structure for the exhibition in the Pavilion of the Republic of Serbia at
tested in Hall 4

he structures

ic.

structural engin The dome’s span is 169 meters, and until 1965

nas

the 19th Venice Architecture Biennale was constructed and
within the Belgrade Fair complex.

)




7
"4
Nx\\\\ \\\%\\ o !
o4 Y
0 Lo




MATEPH
PATTERN
No. 22
No. 23
No. 24
No. 27

No. 28

Cymynmpan
Simulated

;ﬂ.‘f p.l o i"q‘u‘l i " CFCPCROMRROMS FORHOHH
'l" ‘l'l‘ll‘ i,' ‘i‘t l‘i‘l‘l‘l"’l‘t\ 'l‘"' "" ' :::l"::l"'i
|,.1 pp r iy , p. e

\J '_'I \ 'u,'l
.
*~=:*~E=w:=:ii.i' Hi ,ﬂsi*:*:'ﬁ:ﬂﬁ** e
%‘L'h hh '*"""‘*‘*5 Z‘:{ W: e
Lt T )
ANRRARE l RN ':':Eu g:#:ﬁ:::":}:u
q.'r:\ h'lk:,‘l"ll‘l \J p"l “11 pp. T 1':": : M ‘:‘. :‘I ﬂ
i

EEE{IF SR ;53:"55::*:551155:::‘1‘2 s :::tu"u*‘*‘
FARATATATATATATLY I " u 1 4 TATATATAY)
R
Lg.ﬁ%u::tgt-* AEARDASAR MRS tw SN
1a? :‘r'n:‘t'l*‘.'l"l"t'fb‘l:"l':'ll'_!'l'rﬂ ._!'l '|'l'|+'t"t"|
VTRV E R EERes
FRUIRERES " BERURRIRIRIRIURRY - SUIRR

P, LIV Lt e
ITATaTATaY i { et
IRNRERAEN s
%,)"."'- e ot sl
;;ﬁ-p‘.@ LAY SN
) R Y
ﬁﬁ TR N
ﬁ‘ '; 1 “*gg_ fRRm
f; SR

?Eﬂﬁh

Yarh!

_ ,r;;_g

“a

2z

Z

P 1

Pepeperua ([eTamn wabrnoHa npoToTvna)

Reference (Prototype Pattern Details)



Mporpamcky kop oparmeHT 6paj 22 / Program code fragment No.22



Rendering of the programmed fabric PATTERN No.

m:ﬂﬂ;zﬂ:mmﬂ_:t::j:;u
e - . R - . LR SR NN - hi_i
i—i— o — ""1“' — e - —
- -

= = = R R R R . - =]

R reR &k EEEerei === --’-v-ﬁ *

- wav el e i rzztracn e oo
refz=zras: - e w ] &= e

- e LR R RN - - l‘..‘. - e Ee

R PEERREEEW - w LR “ L= 2 = = = )
e . L N - - i TR - - L

;u_u-_unm-t_u_u-uuuuq_u_h 4

L2 e EveRTFes T FEEETITEFEERE SEF wwwEE

Program code fragment No. 23

|',1“Iil
Specification 1-55
working title for the e in ction '

’I
l

'n'l

|
|




'y







-
|
e, P
. e
-
o
S
. o
-
T
G =
-
L. T "

e

]
i
4
‘
!
i

'

!
<
4
)
f







Teme
M3NOXDEHOr MpojexkTa
Pacnnumawe . Hosu npocmopu Texe na
aKTYenuayJjy UMPKYNapHO, KOMeKTMBHO 1 eMnaThHHO
VCKYCTBO Y KOJem WHTepaVICUMMIIMHAPHO MoBe3vBawe vMa ofyTy4y]jyhy
YIOry Yy pasBujawy OTBOPEHU]MX MPUCTYMNE KOMMIEKCHOCTU apXMTEKTOHCKE
dopme. OopMa ce oBAe pa3vaTtpa Kao CMOXeHa v WCMpenneTaHa HWT, yTKaHa y
cepe pekoHMrypaumMje Hawer cBeTa Koju je ofgpeheH
eHeprujom, matepujanHowhy v Tpajawem. TekCTOBMMa OBOI MOrJ1aBba Tymade ce Wvpa Nnoma
Y KOJVMa Ce UMpKynapHoCT carfefjaBa Kao opowTa, rfe AvHamvika
KpeTawa viMa KanaupTeT [a HernpecTaHO MpeBaswiasu v CTBapa YBEeK HOBY (OPMY W3 WCTWX

pecypca. OTKprBawe HOBMX BE3a Ca HalviM CBETOM Ce OBe MOCTaBba Kao MPUMapH/ b,
Tpacupajyhn 0TBOpeHMje OfHOCE Mpema Maejama O MpOoCTopy .

The themes of the Unraveling: New Spaces exhibition project aim to bring into focus a
circular, collective,
and empathetic experience in which interdisciplinary connection plays a decisive role in
developing more open approaches to the complexity of architectural form. Form is here
considered as a complex and intertwined thread, woven
into the spheres of reconfiguration of our world which is defined by energy,
materiality, and duration.
The texts of this chapter interpret broader fields in which circularity is viewed
as an orbit, where the dynamics of movement
nave the capacity to constantly surpass and create ever-new forms from
the same resources. The discovery of new connections
with our world is set here as the primary goal, paving the
way for more open relations towards ideas about
space.

TOMOFPADUJIA OUPME : TPACWPABE

UPBATA
TOPOGRAPRY OF FORM: TRACING THE

ORBLTS
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Hwvikona bypuo

PELIOBOP

N3NOKbERHD
HOCTABLM

Jow of, BpemeHa ApuctoTena, 3anafHu ceeT AeduHuLIe YMETHOCT Kao NOKpeT ca OTUCKOM
y MaTepuju, akTuBHY GopMy Koja ce Hamehe HexMBOM MaTepujany. MehyTum, oBa aedurHuumja
Hac je aoBena Ao KaMmarcke katactpode: jep He Camo [ia OHa CBOAM XMBU CBET Ha J/byLiCcKa
6uha, Beh 1 cBemup CBOAM CaMO Ha NO3aAMHY Hawer cBeTa. Epa aHTponoleHa Hac HaBoaM Aa
pa3muLL/bamMo Ha Apyrayumju HaumH, na 6u 6uno fo6po Aa yeaxumo uaejy XXuna [lenesa y kojoj
YMETHOCT NoYukbe CTBapakbeM Teputopuje. MonyT nTuue y Wwymu, ymeTHuK Gopmupa Teputopujy
3HaKOBMMa, cTBapajyhu 60/bM HAUMH 4@ BUAM CBET: NOIIeL0M KOjU 3aTexKe OKBUp. 3aTe3are
OKBMpa je foBohere 06jeKTa nepuenuuje y BU3yenHy Mpexy; To je KoMno3uuuja U3 jelMHCTBEHOT
yrna nepuenuuje — ceaka ¢pu3nonoruja je jeAMHCTBEHa 1 OHa Mopa fia Nperosapa ca CBUM ApyruMm
dusnonorvjama.

YMETHOCT je cucTeM eKCTpakLmje MaTepujana U3 OKoNMHe, CBefoYer-e akTUBHOT MPUCYCTBA
YHyTap ekocucTema. MHKIy3uja je oBfe y CyNnpOTHOCTH Ca NPOKU3BOAHOM, @ CaBPEMEH KpeaTUBHU
YMH YNpaBO TPaXu UHKAY3Ujy. OBOBPEMEHCKA apXMTEKTYPA Y4eCTBYje Y OBakBOM NMOKPETY,
YKbYUyjyhu 6UIbHU, XKMBOTUHCKM, GAKTEPUJCKM, KAO M MUHEpanHu cBeT. OHa MOpa Aa Npurpaun
CTBapu v Aa ce 6aBU OBAKBUM ,eKonormjama nopeknom us nopemehaja“ o kojuma rosopu AHa LinHr,
a Koje HenpecTaHo ¢opMMpajy ,,HOBE CKNIONOBE — HeOYeKMBaHe caBe3e” n3mehy BpcTa Koje 3ajeiHo
XuBe Mehyco6HO ucnpenneTaHe 1 06MoTaHe HeCUTYPHIUM OKpYXKereM. KMBOTUHbA je ,Ha onpesy” y
LWYHITIW, Ha CBOjOj TEPUTOPUjU, @ CIMYHOCT Ca YMETHUKOM WM apXMTEKTOM JIEXKM Y OBOM EKCTPEMHO
6yAHOM MO30pY HA OKPYXEHsE.

Paznor Hanasmo y YnkbeHMLM Aa UCTUHUTA 3ajelHNYKa Tayka n3mehy yMETHOCTU U
apxutekType Huje ¢opmanHa, Beh ontuyka: ,,Buaumo camo 13 jegHe Tauke", pekao je J/lakaH, ,anu
norneg A0na3u ca cBUx cTpaHa. Cy6jeKTMBHOCT YyMETHUKA UK apxuTekTe He MaHudecTyje ce Kpo3
HELUTO LITO NPOM3Na3u U3 HeroBor yHyTpallber cBeTa, Beh U3 ncTpaxuBarba koje nponybbyje cTas
0 CMHrynapHom MecTy y cBeTy. MNecHuk Mon Banepw je 1921. roamHe 06jaBuno y no3HaToj dbopmu, nog,
HacnosoMm Eupalinos ou l'architecte, y maHupy lnamoHosux dujanoza, pasmeny peun usmehy deapa
n Cokparta Koja ce ofiBuja y cBeTy MpTBUX. EynanuHoc je nonyT peuenTa ,,Mpon1cUBao cevere
Manux facaka u3 npeceka ApBeTa, Tako Aa NOTOHE HUXOBO yMeTarbe Y 3ufaHe AenoBe UCMOA
rpefa 0C/0HaLa cnpeyasa noAu3are Bnare y BnakHuMa 1 oHemoryhyje ynujare Bofe 1 Tpy/berbe.
CnnyHy naxkry nocehyBao je CBMM 0CeT/bMBMM Tauykama Ha rpaheBuHu. U3rnepano je kao pa ce
paju o HeroBom BnacTuTom Teny*. ®epap 3akmydyje: ,,CBe neno je HEOABOjMBO OA XMBOTA, AOK
XKMBOT CaM HUje 0ABOjUB Of, CMPTU."

Bpatumo Cokpata n Gefpay CBET XMBUX M epy KIMMATCKMX NpomeHa. Kao nosbcka yMeTHUUA
Artbewwka KypaHT, koja je ynoTpebuna MUNMOH TepMuTa, npyxajyhu um matepujan 3a usrpaghy
CTaHWLWWTa, NpojekaT Pacniumarse y HauvoHanHoMm MaeusboHy Cpbuje Ha oBoroauiibem bujeHany
y BeHeumju 3aroBapa apxuTekTypy Koja je ycknaheHa ca ekocMcTeMCKUM pa3MULLIbarEeM,
uHTerpuwyhy matepujanHy, eHepreTcky 1 GU3MOOLWKY CI0KEHOCT CBETA KOjUM MAOBUMO.
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[lasop Epew

APXATEKTYPA
CASHAJHE [JAKE

Y 0AHOCY Ha HEe3aMeH/bUBOCT BPEMEHCKE HEMOCPEAHOCTH 06IMKOBatba PYKOM, NPU UCTPaXKMBakby
MoryhHOCTM NpoCTOpa HOBE MaTepujanHOCTH, UCTUYY Ce [IBE K/byYHe Te3e: npBa — cBe popMme, Yak 1
HajancTpakTHWje, MOYMHbY Kao TeJIeCHO-MOTOPHYKE MpakKce, U Apyra — 3Hakbe e pa3suja Kpo3 MMarmHaLmjy Koja je
yBEK NoJCTakHyTa NOKPETOM.

MocTojv 3HauajaH LMpKyNapHM oaHoC n3mehy pyke 1 cneundUyHO /bYACKOT NpoLieca MULLbeHa NpocTopa.
Y 0BOM OAHOCY NOCTaB/beHa je Npono3uuuja fa ce nepLenLmjoM LMPKyIapHOCTV 04HOCA TeNla M yMa yCnoCcTaB/ba
oapehyjyhe 06anuje (/byacke 1 He-JbyACKe) CTBAPHOCTM. MOTOpHKa WWaKe, Kao Ca3HajHM MOCTynaK Koju yobnaudyaea
mehyoaHoce MULLIbera, 3Hakba, MMar1MHaluje, npojekTueHe GopmMe, MaTepujanHOCTU 1 lenaksa, yCMepeHa je
npemMa Hy>XH0j OTBOPEHOCTM Ca3HaBakba, MCTPAXMBaHba U eKCrieprMeHTUCaka, Koja je CBOjCTBEHA apXMTEKTOHCKO]
¢$bopmu. OBaKo noumpaHa MHOrOCTPYKoCT GyHKLMje 1 NporpamMa JbyAcke Lwake nokpehe nosba pasymesama
rpaHuLLe NPUPOAHE U BelTauke UHTeNureHumje. 3Hadaj BUA/bUBOCTY OBe rpaHuLLe, Y OAHOCY Ha MOryhHOCT HoBe
TemMnopasnHe MaTepujanHoCTV apxXuTeKType, 0TBapa NuTakba NpocneKkaTa apxMTEKTOHCKe NpoayKLyje.

ApXMTEKTOHCKO 3Hakbe Yy 0HOCY Ha apXMTEKTOHCKY NPOojeKLMjy NOCpesoBaHo je MMarnHaLmMjoM Kao
OCHOBHWM UHCTPYMEHTOM apXMUTEKTOHCKe ancumnauHe. Mpema CUMOHAOHY, MMarmMHalmja Huje yBeK CBeCHa W,
3anpaBo, NPeTXoAu onaxarby. MiMarmHauuja, kao ,,CNoCOGHOCT KpeTakba®, 3anoumnkbe ,Kpyr CIMKe" Koju ce ynmea
y nepuenuujy, aasbe y namherbe n cumbone, Aa 61 ce KOHKPeTU30BAO Y MHBEHLMjU — HOBOM KpYTy MHTepakuuje
ca ctBapHouhy. Y 0BOM npoLiecy, ,pas pyke” je onepaTMBHU PeXuMm Koju Aenyje Kpo3 NpoCTOPHY MOTOPUKY U
BPEMEHCKY HenocpeHOCT AeNakba, Y K0joj Ce Mckasyje TeMnopanHocT kao oapehyjyhu ennctemMonoluku ycnos 3a
06/1MKOBakbe apXMTEKTOHCKe Npoaykumje. Y 06IMKOBHMM NpoL,ecMMa apxMTeKTOHCKe Npojekuyje 1 npoaykumje,
K/bYYHO je Npeno3HaTy 3Hayaj MaHyeHor, MOTOPUYKOT 1 ,,PU3MYKOT" KPO3 pacnpaBy O TOMe Kako NMOKPeT U A0AUP
NpyXajy ca3Hakby YynHe A0XMB/baje CI0XKEHW]e O, OHMX KOje HYM CaMo OKO.

.Paj pyke“ je nctoBpemMeHO 1 KOrHUTUBHA KaTeropuja, 360r Yera je keHa MoTopuyka dyHKLMja BUTANHA
3a npojekuujy 1 npakcy apxutekType. 3a CeHeTa, pyka Koja y4ecTByje y ycTa/beHUM 06amLmMMa KoopauHalmje
3anpaBo pa3Bsuja noBehaHy 0CeT/bUMBOCT KPO3 BELTHHY — KpeaTUBHA Ce BeLUTHHA OBAE YCKO NoBe3yje ca
BMAOKPYromM. Kako OH HaBOAM, pyKa 1 yM 3ajeflHO 0CTBapyjy ,NpoluKpeHn putam®, omoryhasajyhu passoj
cneundUUHUX BELITUHA Kpenpatba dopme — 610 Kpo3 3Hakbe CTeYEHO CEH3UBUNUTETOM pyke, 610 Kpo3
MCTPaXKMBakbe NOKyLIajeM U3 ,ApYyre pyke®, 04HOCHO HeMpecTaHo N06GO/bLABAE MHXEPEHTHO CBAKOM MaHYelHOM
pagfy. CBOjcTBa OTBOPEHOCTU — HEMOCPELHOCT, KPEATUBHOCT M eMNaTHja, NTPeACTaBsbajy Kiby4Hy pasnuky umehy
NpUPOAHe 1 BellTauke MHTenUreHuuje. MpupoaHa MHTeAMreHLKja, ca cnocobHowhy la NpUXBaTH HEU3BECHO,
HOBO M NPO6NEMCKO, YBEK J0Na3K KPO3 MaTpULy HEMOCPeAHOr UCKYCTBA MaTepujanHoCTy.

(ApXMTEKTOHCKM) CY6jeKT CBOjMM pyKama pa3Buja COMCTBEHY BOJbY M CNOCOBHOCT pacyhuBakba, Koje ce
Aarbe pa3sujajy y MoryhHocT npojekumje, 0611MkoBama, TpaHchopMalivje U MHCTPYMEeHTann3oBama. Norneq,
Ha JbYACKY CNO3Hajy M ca3HajHe NpoLiece NoYnke MAejoM a CMo Kao 6uha ofpeheHn 1 cTora opujeHTUCaHN Ha
HEeMoCpesLHOCT akuuje 1 fenara. Hawa cnocobHOCT Aa CXBaTaMo M MeHaMo CBET NPOUCTUYE U3 eMNATUYHOT U
nparMaTUYHOr aHrakOBara Ca CBETOM KOju Ce pa3Buja 3ajeHO Ca HAlIMM KanauuTeTuMa Aa Uaeje pa3Meryjemo
KOMYHMKaLMjoM ca Apyruma. Y o4HOCY Ha HeCTabuNHOCT MPOMeHa, 3Ha4ajHo je U30LTPUTHM NojaM ,,Ca3HajHe
Lake* Koja je He3aMeH/bMBA Y NPOLLECY HEOMXOAHOCTU PEKOHUIYpaLIMje apXMTEKTOHCKOT 3Hakba, Kao OTBOPEHOT
MHCTPYMEHTa apXMTEKTOHCKe NpoayKLmje.

Jlnteparypa:

Gevork Hartoonian (2023): Towards a Critique of Architecture’s Contemporaneity: 4 Essays, London and New York: Routledge.
Gilbert Simondon (2022): Imagination and Invention, trans. by Joe Hughes and Christophe Wall-Romana,

Minneapolis MN: University of Minnesota Press.

Marvin Trachtenberg (2010): Building in Time: From Giotto to Alberti and Modern Oblivion, New Haven: Yale University Press.
Nicolas Bourriaud (2023): Inclusions: Aesthetics of the Capitalocene, trans. by Denyse Beaulieu, London: Sternberg Press.
Richard Sennett (2008): The Craftsman, New Haven CT: Yale University Press.

JeneHa Mutposuh

CARE
PACITTATADE

ApvijalH/HO KNTYMKO, MUTONOLLKM NOjaM, UCMYHEH je KpO3 UCTOPUjy CNojeBUMa Pa3NnynTUX 3Hauera Mehy
Kojuma ce yobuyajeHo nofpasymeBa Kibyd 3a peluaBarbe HepeLunBor Uin 13baBiberbe U3 CI0XKEHe, Hecarneimse
cuTyauuje. ApujaHUHA HUT, 33 Pa3nMKy Of, KNYMKa, yKasyje BULLE HA YMH NOBe3KBatba Pa3MOTaBakbeM, [LOK Ce
NaBUPUHT KPO3 KOj1 OHA BOAM NOCMATPa Kao CTPYKTypa HEMpeKMAHOr OTBapakba 6e3 curypHe opujeHTaumje
1, CaMUM TUM, 6e3 roToBe popme. 3ajelHUYKO 3a NUCakE U NeTeHE je TO Aa Of, HUTK CTBapajy 061KK Koju je
LMKIMYaH U HeLOBPLUEH, YKje CTBApakbe 3aXTeBA U PacminTare, KpeTare Y ApyroM npasLy 6pucarem unm
naparem, oK 3an1xa npesMBa 0CTaje KOHCTaHTHa. Ha Ty napaneny noacehajy npuye nnetusba 13 3anafHe
Cpbuije Koje cy oA CBOjVX MajKM Y HajpaHWjeM AETUHCTBY Hajripe Hayuuie Aa naeTy, na Tek oHAa Aa nuwy. MonyT
mynckor 6uha, npema batajy, 06e akTUBHOCTU UMajy NTaBUPUHTCKY CTPYKTYPY, UCMYHEHY NyTarbeM 1 npaherem
Henoy3spaHux nyTeBa, 6e3 MkapoBor pellea Uan nornesa ofo03ro ca 06jeKTMBHe LUCTaHLe, oaakne 6u ce
yHanpep carnepana LenuHa KoHayHor 06jekTa. YHyTap NaBUpPUHTa, CBYTAE je NPUCYTHO CyoYaBakbe ca 0LCYCTBOM
dbopmanHe nnu reomeTpujcke KoHuenumje 6yayhHocTv — cBaku HapefHY n36op nosehaBa HemsBecHOCT
ncxoamwTa. TeMnopanHocT paske He Npyxa 6e36eaaH, Beh fe30pujeHT1caHn NpoCcTop HEKOra Ko je 3anyTao,
6uno fa je umao cpehe na Kopake koje npasu npeobpasu y Urpy, Unu fa nyctu Aa ra NpocTopHa 3aHeceHoCT
OfBe[le Ha CTPaHNyTULY.

06711KY KOj1 HacTaje HEOMNXOAHO je pacnauTakbe Kako 61 Ce y OTBOPEHUM MeCTMMa, 3ayCTaB/beEHUM Y
MOMEeHTY reHe3e, omoryhuna eceHuuja xvBoTa oBoaehu ANCKYPC Y UCKYLLIEHE Npe HEro WTO NnocTaHe GUKCMpaH
1 Npu3HaT. KNHeTMYKa yMeTHOCT je, 6e3 cyMhbe Nog BenMkum baTtajeBum yTuLajem, 3aKopayunnia y orosbeHy
TeMnopanHocT cTBapajyhu camopa3sapajyhe npoctopHe CTpykType, nonyT TuHrenmjesor OMaxca kbyjopky, MalnHe
npeTBopeHe y forahaj, Koja je yHMwWTMNA camy cebe npej o4MMa nocmaTpada. Ha Tpary TeMnopanHocTy Hanasuo
Ce IeKOHCTPYKTUBK3aM, NPaBaLl Koju je NOCTaBMO CKOPO HEPELLIMBO MUTaHE — MOXKE NI Ce apXMTEKTYpa, Kao camo
ornepano upeasnHe CTpPyKType v nopeTka, nonyTt YymujeBe Hamepe 3a Mapk Jla BuneT, nporpaMckum 3aroHetkama
OKPEHYTU NMPOTUB CONCTBEHE KOHCTPYKTUBHE Nornke. MoryhHOCTM OTBaparba HOBMX MPOCTOPA Y CNpesu Cy ca
ocnobaharbem of nepuenumje pukcMpaHe UCXOAMLITEM NPOjEKTA, NpepoapeheHocTM GopMOM HacynpoT Koje
Ce yCMepaBa LenokynHo baTtajeBo MuLL/berse Ca TEXHOM 3a 0ro/baBakbeM C/10jeBa, rae ce 6yayhHocT nojassyje
y Macku Heno3sHaror. Mokywaeajyhu aa pacnnerte nMHeapHy KOHCTPYKLMjY TEKCTA, KAO U KOHCTPYKLMjY MUCK,

OH Npoaupe 1n3a NeKCUYKor cfioja CTabunnM3oBaHOr y peynmMa y OHO MCKOHCKO Guhe je3nka, NpUpoAHO TOHANHO
U UHTYUTUBHO, KOje GYHKLMOHKILE 3a60PaB/bEHO U Cy36MjeHO Y MOACBECTH. Ha UCTU HAuMH, Y OTKIIOHY O
XPOHOJOLWKM apTUKYIUCAHOT BPEMEHA, MHTYUTUBHO je y rpafickuM NpoCTOpMMa NPeno3HaBao NpucycTBo
npasHuHe, gopajyhv UM nepcnekTMBY NOTUCHYTHX Aorahaja Koju pa3oTKpUBajy OXKMIbKe Y ypOaHUCTUYKO-
UCTOPUjCKOM KOHTUHYMUTETY.

MoTpe6Ha HaM je apxMTeKTypa Koja y cCaMOM NpUHLMMY rpafbe NpUXBaTa HEM3BECHOCT CONCTBEHE
TeMnopanHocTu. Mory N1 UCKyCTBa HOBMX MaTepujana yMecTo Knacu4He KOHCTpyKLuje A0BeCTU Ao kyha koje
Cy TaKTWJIHe, pacTer/byBe U Meke NonyT NAeTMBa? BpeMeHcke HUTU Bune cy ynneTeHe y LpTexe peHecaHCHUX
MajcTopa Koju HMKaZ He npukasyjy LenoBuTty objekart. Manaamo je nnemeHnTe MaTepujane Ha CBOjUM npeceLmmMa
3aMerb1Ba0 NOPO3HMM ManTepoM, pejOBHO ra 03HauaBajyhu nykoTuHama Kpo3 koje U3HyTpa NpoBuMpyje oneka,
Kao Aa je )xeneo Aa nopyyv Aa Hu 3rpaje HUCY BeuHe, Beh XuBe CBOj Bek v pasrpahyjy ce y BpeMeHy, nonyT CBUX
LpYrvX CTBapy Ha OBOME CBETY.

Jluteparypa:

Andrea Palladio (1997): The Four Books on Architecture, Cambridge, MA: The MIT Press.

Antonin Artaud (1994): The Theater and Its Double, New York: Grove Press.

Bernard Tschumi (1996): Architecture and Disjuction: Collected Essays 1975-1990, London: MIT Press.

Denis Hollier (1993): Against Architecture: The Writings of Georges Bataille, Cambridge, MA: The MIT Press.

K. G. Pontus Hulten (1968): The Machine: as seen at the end of the mechanical age, New York: The Museum of Modern Art.
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Corva Kpctuh

TPARCI EREPALIMJICKY
T ATTOKRVIK

Op camor noyeTka, MHOTM 3HaYajHU MOMEHTH ayTOAPXMBCKOT KapaKkTepa Be3a/u Cy Me 33 u3MeLlTeHe
XMBOTHe npocTope u oapeheHe rpaheBuHCcke 06jekTe, Kojuma je, y HEOABOjUBOCTM U3TPaAHE KONEKTUBHOT U
JIMYHOT, MOj OTaL, rPaamo ,3eMsby“ 1 Hall NOPOAMYHM XMBOT. 3aTo caM poheHa y CMefepeBy. l0AMHY AaHa cam
pacna v HanpenoBana, 6aw kao v Xenesapa. Hucam 61na cBecHa peanHor NPoCTOPHOT UCKYCTBA XMAPOKOJOHE,
nymMmnHe CTaHuue, pacxnagHor Topka 1 pap,mjanHor TaNnoXXHUKa, KOjl/I CYy U3 BberoBux pagHnx 3agataka, Huuanm 'y
npoctope moje 6yayhHocTH. Bpeme ux je, Kao AeMOHCTpaLmjy MaTepuje, ©36aumno u3 ay6uHa npoLuiocTv y Mojy
CafaWHOCT, KONareM HTEpHET NpeTpaxueaya. MojaBunu cy ce y 061MKy UCLPMbEHNUX BETOHCKUX CTPYKTYPA,
K20 paLMoHanHM f,0Ka3 OHOTa LTO XMBOT jecTe. DU3KUKY peneBaHTHOCT objekaTa yNoTNyHHUIO je CNacoHOCHO
UCKYCTBO CMMOGONKKe, NpeTBapajyhu Ux y HOBM MPOCTOP — TaNOXHUK MaTEPUjaNHOCTY eBOLIMPAHUX YCNIOMEHA U
YYSHWX BpeAHOCTU. KOHTUHYUTET NPOMeHe YOeneXxeH y NpocTopy NocTao je pasyM/biB y BpemeHy. MocpeaHum 1
HenocpeaHMM TpaHCreHepaumjckum obpacumma, MaTepujann3oBaH je y NpocTop BpeMeHa MOra XMBOTa.

Y LOMEHY NPOMEH/BUBOCTH, jefiMHe KOHCTaHTe y NPUPOAK, OABHMjA Ce MHTENUTeHTHA Meaunjaumja namehy
TPaHCLLeHAEHTANHOT M eMNMPWjCKOT Y MpoLiecMMa CTBapakba HoBe MaTepujanv3aumje. Tume rpaHuue, yobuyajeHe
3a MeAinj TeKCTUNA, Y penaLmju ca apxXMTEKTOHCKOM CTPYKTYPOM Cyrepuily HecTasHy NojaBHOCT, UNy3UBHOCT U
camoucnuTHBare MynTudopmuTeTa MaTepUjanu3aLmje — paLMoHanHux u yynHux. NMpema Mactypoy, MaTepujanHocT
je TymayeHa 60joM, onaxkajHUM oMoTa4YeM Koju npekpuea 6uha 1 cTBapu. ETUMONOLWKM, NpeacTaBba Apyry KOXy
UNY NOBPLUMHY Koja 3aofeBa. OBako ,,pa3nnymTa CyWTHHA CIMYHOCTU" apTUKYMLLE NeTeHy MaTepujanHoCT
HUTW @HTPONOMOPGHOM apXUTEKTOHCKOM CTPYKTYPOM, YMMe Banuamupa obnayere npoctopa npupogHOM ByHOM
HebojeHe BpeHOCTU. HbeHOM NpepanoMm, MaTepujanHoCT CTPYKType ce npeobpaxasa KpeTakteM 04, AOMUHALMje
TpaaMuMoHanHux obamka nneTeHuHa ka ocehajy camootkpuha apyre mMatepujanHocTu. Y npoCTOpPHOj MHTErpaumjmn
Ca CNosbHUM CBETOM, N/IETEHA CTPYKTYpa ce pemoaenupa. Metamopdo3a pacnanuTtara omoryhasa joj HoBM cTeneH
byHKUMOHaNHe cneumjanu3aumje. He 3aapxasa ce Ha NPeAVKTUBHOM Mekbatby 06/11Ka, Beh oncepBaLyjckum
[LOXMBIbajeM KUHETHKe HUTU fo6uja n3Bohauko-nepdbopmaTuBHy AUMEH3KjY. Y OLHOCY Ha ,McLpr/beHe 6eToHe
Mora MBOTa", MaTepujanHocT ByHe He rybu eHepreTcku noTeHuujan npoTokoM BpemeHa. Pesutanusyje ce
pasrpafikboM, YUHOM Naparba KOjuM YjeIHO 3anountbe HOBM KpYr afaanTubuiHe HuLmjaumje.

Y UMKAMYHOCTH NPETXOAHO NOCTaB/bEHMX 3HAYEHa, CamopedneKTUBHA YyMEeTHUYKA 06jeKTUBM3aLMja FOBOpU
KpO3 KOHLENT pr3nyke 1 eMoLMoHanHe TpaHcpopmaumje. Apxetuncku me Bpaha Ha ,care o notpasu” u,,npuye
0 npomeHu*“., NMpey3nmarbeM GakTUBHUX 3Hakba M BPEAHOCHUX CTaBOBA POAMTESbA, TPAHCreHepaLmjcku TpaHcdep
CBefo4n c060M Kao HaAMCKYCTBEHOM MCTUHOM. [oceayje cBeuyHU KBaUTET U eMOTMBHM NOTeHLUMjan 3a Kojuma
TparaMm y KOHCTaHTHOM Npeob6paxajy pUKTUBHUX MaTepujanusaumja, rpagehu IMyHe NpocTope yMETHOCTH.
MepuenT1BHe MaTpULLe NPOLINOCTU MaTEpPKjanmn3yjy Tanor reHepaTMBHKX NpoLLeca KojuMa ce rpasie Busmnje
6ynyhHocTu. U Tako, Moj oTal, uma 85 roanHa. Heros yHyk je HanyHuo 20, ctyampa. LeTa. U oH HewTo rpaam —
MpOCTOp 33 BpeMe CONCTBEHOT XMBOTA. MeXaHW3aM NpeHOoLLEea, HALl TPAHCTeHEePALLMjCKU PaAMjaHU TaNOXHUK
jow yBek akymynupa u pacuna.

Jluteparypa:

Hans Georg Gadamer (1996): Pohvala teoriji, Oktoih, Podgorica.
Migel Pasturo (2022): Zuta - istorija jedne boje, Sluzbeni glasnik, Beograd.
Publije Ovidije Nazon (2022): Metamorfoze, Metaphysica, Beograd.

Urop MaHTtuh

/SMERY PYKE
/I MAWWIHE :

SAHAT, AV TOMATUSAUNJA W
APXNTEKTOHCKA TPOUSBO/ImA

OpHoc u3mehy 3aHaTa u ayToMmaTu3aumje Ayro je noCMaTpaH Kao AMXOTOMUjA PYYHU paj Hacnpam
AUTUTAJHOT, UHTYUTUBHO HAacMpam NporpaMupaHor, NpoLwocT Hacnpam 6yayhHocTu. Mnak, caBpemeHn
NpUCTYNM U3paam CBe BuLLe GpuLIy Te rpaHuLe, OTKpuBajyhu noapyyje y KojeM ce TpaAuLMOHANHO 3HakbEe O
Matepujanuma npennuhe ca HanpegHUM KOMNjyTEPCKMM npoLecuma. Y Toj XubpuaHoj cdepu, byacka MHTYULK]a,
HacneheHe 3aHaTcke TEXHUKE M HOBW AUIUTaNHM TOKOBM paaa mehycobHo ce ponymyjy, peaedunuwyhm He camo
apXMTEKTOHCKO CTBapanaluTeo, Beh 1 cxBaTare 1 06/MKOBakbe CaMux Matepujana.

3aHaTcKe TexHUKe cy BofieHe HenocpeHUM KOHTaKTOM ca MaTepujanom, rae je 3Hare Majctopa yrpaheHo y
TaKTUNHe npouece — caBujarbe, pesdbapere, nnetere, Wreere. OBakBe MeTofe YecTo NoLpa3ymMeBajy CTpr/bere
¥ NOHaB/bakbe, Kao 1 AyboKy noBe3aHoCT n3mehy pyke u MaTepuje. AyToMaTu3auuja ce, ¢ Apyre cTpaHe, HepeTko
DOXMB/bABa Kao yasbeHa — NpeLnsHa, onTyMK13oBaHa 1 BoheHa AUrMTanHoM NIOTMKOM, @ He HenocpeaHUM
ocehajem 3a matepujan. MehyTtum, oBe pasnuke y npakcu cee pehe Baxe. MalumHa He 3amerbyje pyKy, OHa
npoLupyje teHe MoryhHoCTu.

JlurutanHa npousBoAH-a YBOAM HOBE Ha4YMHe pafia C MaTepujanuma, omoryhasajyhu aa ce TpaauumMoHanHm
npouecu pemHTepnpeTupajy 1 yHanpehyjy, ymecto aa 6yay notucHyT1. MeToAe Koje Cy Ce ocnarbaie Ha BELUTUHY
pyKe 1 oKka cafa mory 6uti BoheHe KoMNjyTepcKMM anaTuma Koju nobosbluasajy NpeLmusHoCT U NpUNaroA/buBoCT.
Cumynauuje MaTepujana y peaHOM BpeMeHy, anroputamcku npucTynu Au3ajHy u poboTcka Npon3BoAHa 0TBapajy
NpoCTOp Y KOME Ce 3aHaTCKO 3Hakbe U1 AMUTMUTaNHa MHTenureHumja npennuhy, Hyaehn BULWIK HUBO KOHTPONE 1
BapWjabunHocTM MaTepujana. Tako, peunmo, nneTerwe — TpaAMLMOHANHO 3aCHOBAHO Ha CNPETHOCTU U BELUTUHU
— Kpo3 ynoTpeby anata 3a AUruTanHy cuMmynaumjy, Moxe fo6UTH CacBUM HOBE NPOCTOPHE U GYHKLIMOHAHe
A¥MeH3uje. YMeCTOo Aa 3aMeHe JbyAcky pyKy, AUTMTanHW anatu je ocHaxyjy, ctBapajyhu npowmpeHo nosmwe
CTBapanawTBa y KoM ce AUrUTaNHU U MaHyeHW paa cTanajy.

OBa KOMGMHALMjA HUCKOTEXHOOLIKMX 1 BUCOKOTEXHOOWKMX NPUCTYNA Hanaxe NpencnuTiBatbe
apXMTEKTOHCKE NPOM3BOAE. AyToMaTu3aumja He Mopa CyXUTU camo edUKACHOCTM — OHA MOXE U3HOBA YBECTY
HenpeaBUA/bLMBOCT, ,MHTEIMIEHLMjY MaTepujana 1 ekcnepuMeHTanHu oAHOC npeMa popmu. IMruTanHu npoLecu
MOry 0CTaTi 0TBOPEHU, NpuxsaTajyhu rpeluke 1 Bapujauuje ymecTo Aa ux ykuaajy. OBakas HauMH pajia CBe Bulle
y3uma y 063up npoMeHsbUBe 0cob1He MaTepujana, yeoaehu npunaroa/buBoCT 1 NoBpaTHe HbOpMaLuje y
peanHom BpeMeHy, yMecTo HameTakba KpyTe KOHTpone.

YmecTo cBoherba 3aHaTa Ha HOCTaNrMYHY NPaKCy UM ayToMaTH3aLmje Ha MeXaHUuKy Cepujcky NPou3BOAkY,
XubpuaHa matepujanHoct omoryhasa avjanor namehy oBa ABa nona. 3Hare yKOpereHo y Tpaauumju matepujana
He Gpuwe ce, Beh ce npeBoaK, pasBujajyhu ce Kpo3 furuTasHe anate Koju He 3aMemyjy, Beh nojayaBajy ynory
MajcTopa. Ha Taj HauuH, 3aHaT He HecTaje — OH Ce Mekba.

Cnoj pyke 1 MallvHe, MHTYMUMje 1 ayToMaTu3aumje, GU3NYKOT U AUTUTASHOT HIje CaMO TEXHOOLKM NOMaK,
Beh y Wupem cMUCy KynTyponoLWKK U apxXUTEKTOHCKK. OH NpencnuTyje TpaAMLMOHATHO CXBaTake ayTopCTBa,
paja 1 MaTepujanHor u3pasa, nocTassbajyhu nuTara WTa faHac 3HaumM CTBApaTh y AUTUTANHOM A06Y, Kako ce
MaTepujanu noHawajy kasa ux o6uKyjy 1 pyke 1 anropuTMu U MOXe N1 ayTomaTu3auuja GUTM MHTYUTUBHA, a
3aHaT KOMMNjyTepcKu.

OBa nuTara Hemajy jelMHCTBeHe oaroBope, Beh ce pa3Bujajy Kpo3 cTanHu aujanor uamehy Tpaguumje u
MHOBaLMje, rae MaTepujanHOCT, /byACcKa KPeaTUBHOCT U AUTUT anHa MHTENUreHLMja HEMPeCTaHo yTuYy jeaHe Ha
apyre. byayhHocT cTBapamsa Huje y n3bopy nsmehy pyke u mawuHe, Beh y npoHanaxery HOBMUX Ha4MHa Aa OHU
Lenyjy 3ajeaHo.
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MBaHa HajoaHoBuh

HEYCI0BbEHA
MATEPNJATTASALNJA

3a pa3nuky o, reoMeTpujcke CTPYKTYpe TKaHKWHA Y KOjoj Ce HUTU NpYXajy Y ABA NPaBLLa, XOPM30HTANHO U BEPTUKATHO,
nneTeHrHe UMajy COXKEHY TOMOOTUjy KpUBKX NMHK]a. MpeamnBo ce 06aukyje nnetehum urnama y netbe HamuuaHe Ay cBor
pena, koje cy Beh npoByyeHe Kpo3 neT/be Aorer peaa. Takas HauWH NpeninTakba ce NoHaBs/ba NPEMA Xe/beHo] ,MyCTpU® 1 Moxe
ce 06aB/mbaTh py4Ho v Ha nneTehoj MaWuHW. Hurae y CTpyKTypu He NocToju paBHa IMHKM]a, HU YBPCTa GUKCMPAHOCT HATU NpeauBa.
13 Tor pa3nora ce NieTeHrHe pacTexy y CBMM npaBuuMa, noceayjyhu enacTMyHoCT Koja HefiocTaje TKakby. [0 CBOjoj CTPYKTYpH,
TKaHMHa je BULLe MaTepujan Hero Gopma, unje aarbe 06IMKOBAHE 3aXTEBA KPOjeHE, CEYEHE U WMBEHE... [NeTere NpeacTaB/ba
npoLec KOMMNEKCHOT CaxMMatba y KoMe Ce UCTOBPeMEHO CTBapajy 1 MaTepujan 1 ¢opma. MaTtepujanusauuja HUTU y NneTeHy
CTPYKTYPY je cacBUM Apyrauuje npupoje jep BEWTUHA NPoM3Nasm 13 NoKPET/bUBOCTU NMPCTUjY M KOOPAMHALMjE MOKPeTa Wwake 1
urana, KoMOMHOBarEeM npenneTaja v 6pojartbem NeT/bl, pUTMa U PasfnKa y YBPCTUHM NAETEHA, KA0 U Y KOMOUHALM|U Pa3INUunUTIX
nneTeHnx MOTMBA. Y TPaaMULMjL Cy Ce FeHUM NPEeHOLIeHeM Pa3BUIM PErMOHANHK CTUNOBK NO3HATH NO CBOjUM CNELUPUYHAM
npennetajuma, 4OK Ce y CaBpeMeHOM KOMMjyTePCKOM NPOrpaMupatsy TPMKOTAXHUX CTPYKTYPa 3@ MALLMHCKO NNeTere Te
ocobeHocTH CnBajy y dnynaHe, 6eckpajHo NpoOMeH/bMBE Bapujaumje rnobanHor caapxaja.

Mopek/o NneTema je HeMO3HaTo. 3a pasnuKy 0f TKakba, OHO Ce HE MOMMUHbE Y MUTOBKMMA CTapor CBeTa, a pey BOAM NOpeko
U3 paHor cpeptber Beka. MehyTum, Bepyje ce Aa je unak ctapuje of Hanasa u3 HeonuTa Yuje ctakbe notephyje aa cy ce ofeBHM
npesMeTu pacniuTany v U3HOBa NMNenu JOK Ce HUT He 61 cacBUM NoTpolumna. Y noyeTky je kopuwheHo 3a okpyrne bopme Koje
Cy HacTajane Ha BuLIe urana, nonyT Yapana v Kana, anu cy MekaHe paBHe nieteHe ¢popme ayro 6une BaH Gpokyca U MOJHOT
npecTuxa, jep je npusunerujy yao6HoCTH y 06nayerby YOBEYaHCTBO ce6u [o3BoNMN0 Tek MogoM 20. Beka. 3aTo je faHac, npema
caBpeMeHWM noTpe6ama, TPUKOTaxa Haj3acTyn/beHU|u fieo MOAHE UHAYCTpUje.

OCHOBHO CBOjCTBO N/I€TEHMHA HHKje Ce MPOMEHUO0 YNPKOC KOHCTAHTHO] TpaHchopMaLMju yCIoBa AM3ajHa U NPOU3BOLHE,
LUTO yKa3yje Ha NPMMapHM 1 NOCTOjaHu CTPYKTYpanHu KBanuteT ocnoboheH 6uno yera apTuduLmjenHor, KOMNO3UTHOT U
nnacTuyHor. CyWwTuHA NneTera Hanasm ce y TeXHULM CTPYKTYpuparba ABOAMMEH3MOHANHe WAV TPOAUMEH3MoHanHe dopme,
na Yak 1 BONYMEHa, Of, IMHWJCKOT eNleMeHTa HUTU KOju je MICTOBPEMEHO M HeH OCHOBHW MaTepujan, a Ynju UHTerpuTeT ocTaje
CauyBaH y TEKCTYpM NneTvBa. MHTenureHumja nnetera orneaa ce y LMKIMYHOM acrnekTy npey3eToM U3 eneMeHTa Npupoae, rae
CBe WTO je HanNpaB/beHO MOXe Aa Ce pacnneTe, 40K NpeanBo ocTaje. MneTere ce pa3nukyje oA rpahera, M3y3eB OHOT Koje je feo
npupofe A0BOJBHO je NOMUCANTM Ha KpeTatbe TKanLa NpUAMKOM NpaB/berba rHe3aa. Y KOHTEKCTY NieTeHnHe, nojam cTpyKTypa
ce He 0AHOCK Ha nopefak u3Mehy enemeHara, Beh ynyhyje Ha Npupoa Hy KOpeCnoHAEHUM]y ca 06MLMMa NeT/bU, Na Ce MOXe
NPeTnoCcTaBMTH [1a je NOCTOja0 MUMETUYKM KapakTep obpacua y Tum durypama, rae ce capa jeasa Hacnyhyjy cnmuHocTu. Jbyacku
KONeKTUBUTET GMO je MHCTaHLA Koja je NneTery Aana KapakTep UCKYCTBA, NPeHOLLeHEM reoMeTpHje HATU U3 NPUPOE Y BELTUHY
PYKY KOje n3Bnaye netbe 1 npoBnaye npeaunso. NpupoaHa UHTENUreHLM]a je OAyBeK NPUCYTHA Y NNeTeky, Koje UCTOBPEMEHO
omoryhaBa cnylware yHyTpawe npupoae yrpahyjyhu y npenmerte HoBe 06/1Ke 1 C/10jeBe 3Hauerba.

JvrutanHu obpacum cy nocnefby M3yM y 06nacTu Nnpom3BoLHe NieTeHux NpeAmMeTa, a O4HOCe e Ha npenneTaje

Koje 06NMKYjy pellersa Kpo3 cepujy ayTOMaTM30BaHMX CTPYKTYpa, NOBE3aHUX HA30M NeT/bi Y OKBUPY CUCTEMA 3aCHOBAHOT
Ha KomnjyTepckom mogeny. OTknarajyhu MHOra paHuja orpaHnyemsa, HajHoBKja TexHonoruja omoryhaea Behe cnoboge y
KombuHauujama 60ja 1 TEKCTYpa, Kao Yy AMU3ajHMparby TPOAMMEH3UOHANHKX NpeaMeTa. YK/byumBarem noMohHuka koje nokpehe
BeLUTaYKa MHTENUreHumja, MHAYCTPUja NneTera je Nobosbliana NPoAYKTUBHOCT U eKOOLLKY NPUXBAT/bUBOCT, aNk CBE Te
MHOBaLMje Koje Cy U3 KopeHa TpaHchopMucane pafHO OKPYXKere U OpraH13aLmjy Npou3BoOAHE HUCY MPOMEHMEe MaTepujanHocT
[IOXKMBJbaja nieTeHnHa. NMNeTMBo ocTaje CeH3yanHo, NpujeMYMBO 1 CBEOBYXBATHO, A Y CBETY NYHOM HeM3BECHOCTU 0GHAB/bA Ce U
CaMa aKTUBHOCT nieTersa. Y pUTMUYKOM PYKOTBOPHOM aHTaXOBakby, MOjeIMHLIM CBE BULUE NPOHanase yao6HOCT U NPUNagHoOCT,
NPUAKKY 3@ KPEATUBHOCT 1 3a CTBaparbe ONuM/bMBKX NpeameTa. CTpYKTYPHU MeTOL, NPOU3BOAHE NAeTeHNHA Y HeroBo pyyHo
CaBnajaBarbe CBe BuLle ce Hanase y GOoKycy An3ajHa TeKCcTUAa, anu 1y Gokycy cnuTvMBarba Matepujana Apyrux AUCUMNnHA,
mehy Kojuma je 1 apxuTekTypa.

Nuteparypa:

Carol Brown (2013): Knitwear design, London: Laurence King Publishing.

Zoran Jeremic (2019): Dobrila, Sirogojno: Muzej na otvorenom ,,Staro selo”.
Francoise Tellier-Loumagne (2005): The art of knitting, London: Thames & Hudson.

Netap Nayweswuh

PACITTATABE ERHEPT UJE

EHepruja je 0oCHOBHM KOHLLENT y GU3ULKM, aNK MNAK HeHa NpaBa NpPMpOAa 0CTaje HeyxBaT/buea. EHeprujy Moxemo
M3MEPUTH, KBAHTUDUKOBATU, MAHUNYNUCATU HOM Y NPAKTUYHUM NPUMEHAMA, anu Halle GpyHAAMEHTAHO pasyMeBatbe WTa je
eHepruja ocTaje ancTpakTHoO. Yak 1 Kof, peHoMupaHux $pusnyapa, oHa usasvea Henarogy. Puuapa ®ajuman (Richard Feynman)
je uyBeHo npu3Hao fa .y G13nLM faHac, 3anpaBo HEMaMO 3Hatba O ToMe LWTa je eHepruja“ MNepcu bpuyman (Percy Bridgman)
je npuMeTno Aa 3a, pasnKy 0 0CTanux 3akoHa $pu3inke, 3aKOHM TEPMOAMHAMMKE KOjU YNpaBsbajy eHEPrujoM ,,BULLE MUPULLY
Ha CBOje /byACKo nopekno®. OBa pa3mulsbatba OTKPUBA]jY Kako je eHepruja, Mako nocMaTpaHa kao 06jekTrBHa cTBap, Ay6OKo
06/11MKOBaHA UCTOPUjOM U JbYACKOM MULLJbY.

Hawe caBpemMeHo CxBaTakbe eHepruje notuye 13 19. Beka v npaty pa3Boj napHe MalWHE U UHAYCTPUjCKY PEBOYLM]Y.
JedunHmncaHa Kao cnoCOGHOCT BpLUeHa paja, EHEPruja je CBOjCTBO Koje ce Mopa NpeHeTn Ha 06jekaT Aa 61 OH MOrao a U3BpLUK
paa. Kpos oBy enuctemonorujy, y eHeprujy cy ce ynnaene npofyKTMBHOCT, paa 1 ebuKacHOCT — BpeAHOCTM Koje HacTaB/bajy Aa
0611Kyjy AOMUHAHTHY IOTUKY KOja je OKpY>Xyje AaHac.

Pasnuka namehy npeanHAYCTPUjCKOr U NOCTUHAYCTPUjCKOT Buhera eHepruje HajuapaXxeHuje ce MoXe younTu y obnactu
apxutekType. Npe GocunHMX ropusa, n3rpaheHo oKpyxere 0AroBaparo je J0KanHoj KNUMU, 0Cakbano ce Ha 0GHOB/bUBE U3BOPE
eHepruje, Kao LWTO Cy OFpeBHO APBO U Paj, /byAM U XXUBOTUHA, U OIMYABANO je NpUHLMNE LMpKyIapHe eKoHoMUje. MHaycTpujcka
peBonyLyja je AoHena Kpo3 yrib, HadTy v rac Benmke npomMeHe 1 omoryhuna WMpoKy AOCTYMHOCT HOBUX MaTepujana, Kao WTo cy
yenuk, 6ETOH 1 CTaKNO, Y M3TPaAHY MAaCUBHUX CTPYKTYPA HECMYTaHMX IOKANHOM eKoniorujom. Kao v ca eHeprujom, oBa npoMeHa
je rypHyna apxuTekTypy y npaBuy 6p3uvHe, noBeharba 06vmMa 1 epUKaCHOCTH, Y3 OFPOMHY LiEHY 3a XXMBOTHY CpefiMHy. Ynpkoc
BEJIMKOM AONPUHOCY FN0GanHUM eMuUcHjama, apxmuTekTypa nocesyje BesMK1 NoTeHLMjan 33 NpOMEHE Y MOMEHTY KumaTcke
Kpu3e. Apxutekte Mory nomohu y ocMuLL/baBakby HOBMX NPOCTOPA, MPOMULLIbAkbY MaTepujana u CTBaparby ecTeTUKE HOBe
6ynyhHOCTW. 3a pa3nuky o4 MHOTUX APYIUX MHAYCTPUjA, apXMTEKTYpa Ce MOXe OC/IOHUTM Ha MUNEHUjyMe NPAKCK ca HYNTOM
eMUCHjOM YITbeHUKa Npe Ao6a GocunHux ropusa.

Npojekat Pacnaumarbe: Hogu npocmopu No3u1Ba Ha NPOCTOPHY BUA/LUBOCT EHEprije U MMa 3a Lb Ad Npeucnuta
€KOJOLLKY OArOBOPHOCT apXuTeKType. Ycpea KnMmatcke Kpu3e, Mopamo npencnuTaTi Hawy nocseheHocT 6eckpajHom pacTy,
NpoLyKTUBHOCTU, eDUKACHOCTU U aKymMynauuju. Y nokyluajy fa eHeprujy ocio60AMMO CTera Koje CMO joj HAMETHYNK, NOTpebHe
CYy HaM HoBe MeTadope, HOoBe eHepreTcke GUrype 1 HauMHU Hace/baBakba EHEPreTCKUX NPOCTOPa, Kao ¥ Bpe[lHOBakba EHEPreTcke
aKTMBHOCTMU.

OHo WTO je 3aneT/baHo MOXe Ce pa3MpCUTK, pacneT/baTi, 0cno6oanTH. Pusnka HaMm roBOpM La je 3a CBaky NPOMeHy
notpebHa eHepruja. Jow cnekTakynapHuje, eHepruja He Npyxa caMmo NoACTULAj 3a NpoMeHe, Beh y cebu cafpXu 1 noTeHumjan
3a NpoMeHe. JelHOCTaBHO peyeHo, eHepruja je npomMeHa uam noteHuujan 3a npomeHe! OBako NpeacTaB/bEHA, EHeprija je AWBHA
ancTpakumja kojy Tpeba 0cnoboanT of ekctpakumje. OHO LWTO paauMOo ca eHEPrUjoM, Kako je No3HajemMo, payyHamo, ynpaB/baMo
HOM, (He) KopucTUMO je, 0bnmKoBahe MoryhHOCTM 3a HaLl XXMBOT Ha 3em/bu. [la GUCMO Cakbany 1 rpaaunu Hoee GyayhHocTH,
noTpebHe Cy Ham HOBE Npuye — OHe Koje pacninhy eHepreTcky N0rvky AaHalWHbULE.
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Nicolas Bourriaud

~UREWORD
~OR THE EXRIBLTION

oc TUP

Since Aristotle, the Western world has defined art as the imprint of a gesture on matter, as
an active form imposing itself on inanimate material. However, this definition led us to the climate
catastrophe: not only does it reduce the living to the human being, but it also reduces the universe
to a backdrop. The Anthropocene compels us to think differently, and we would do well to meditate
on Gilles Deleuze's idea that art begins with the constitution of a territory. Like the bird in the
forest, the artist constitutes a territory using signs, which allows them to see the world better: they
tighten the framing. To frame is to bring what one perceives within a visual grid; it is to compose
from a singular angle of perception — because every physiology is unique, and it has to negotiate
with all other physiologies.

Art is a system of extraction carried out on an environment, the testimony of an active
presence within an ecosystem. Inclusion contrasts with producing here — and today, the creative
act means to include. The architecture of our time participates in this movement, including the
vegetal, the animal, the bacterial, as much as the mineral. It must welcome and address these
“ecologies resulting from disturbance” that Anna Tsing speaks of, which continuously form “new
assemblages, unexpected alliances” between species cohabiting within uncertain environments,
intertwined with one another. The animal stands “on alert” in the jungle, from its territory, and its
commonality with the artist or architect lies in this extreme vigilance regarding their surroundings.
For the true commonality between art and architecture is not formal, but optical: “We see only
from one point,” said Lacan, “but we are looked at from everywhere.”

The subjectivity of an artist or architect does not manifest through something that emerges
from their interior, but through the exploration and deepening of a point of view, a singular
position in the world. In 1921, poet Paul Valéry published a dialogue titled Eupalinos ou l'architecte,
staging, in the manner of Plato’s dialogues, an exchange between Phaedrus and Socrates in the
world of the dead. Eupalinos “prescribed cutting small boards from the grain of the wood, so that
interposed between the masonry and the beams that lean on it, they would prevent moisture from
rising in the fibers and, drinking, rotting them. He paid similar attention to all the sensitive points
of the edifice. It seemed as if it was his own body”. And Phaedrus concludes by saying: “Nothing
beautiful is separable from life, and life is what dies.”

In the era of climate change, we must bring Socrates and Phaedrus back into the world of
the living. Like the Polish artist Agnieszka Kurant, who put millions of termites at work by providing
them with materials to build their habitat, The project for the Serbian Pavilion at the Venice
Biennale advocates for an architecture that aligns with an ecosystemic thinking, integrating the
material, energetic, and physiological complexity of the world in which we are embarked.
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Davor Eres

ARCHITECTURE OF
THE LEARNING HAND

In relation to the irreplaceable nature of the temporal immediacy of shaping by hand, when exploring the
possibilities of the space of new materiality, two key theses emerge: first - all forms, even the most abstract ones,
begin as bodily-motor practices; and second - knowledge develops through imagination, which is always stimulated
by movement.

Asignificant circular relationship exists between the hand and the specifically human process of spatial
thought. Within this relationship arises the proposition that the perception of the circularity of the interrelation
between body and mind establishes a defining configuration of (human and non-human) reality. The motor skills of
the hand, as a cognitive procedure that shapes the interrelations of thinking, knowledge, imagination, projective form,
materiality, and action, are directed towards the necessary openness of learning, exploration, and experimentation,
which is intrinsic to architectural form. Situated in this way, the manifold functions and programmes of the human
hand spark new fields of understanding concerning the boundary between natural and artificial intelligence. The
visibility of this boundary, in relation to the potential of a new temporal materiality of architecture, opens up
questions about the prospects of architectural production.

Architectural knowledge, in relation to architectural projection, is mediated through imagination as the
fundamental instrument of the architectural discipline. According to Simondon, imagination is not always conscious
and, in fact, precedes perception. Imagination, as a “capacity of movement”, initiates a “cycle of the image” that
flows into perception, further into memory and symbols, and ultimately materialises through invention — a new
cycle of interaction with reality. In this process, the “work of the hand” represents an operational mode that acts
through spatial motor skills and the temporal immediacy of action, wherein temporality is expressed as a defining
epistemological condition that shapes architectural production. In the formative processes of architectural projection
and production, it is essential to recognise the role of the manual, the motor, and the “physical” by examining how
movement and touch provide cognitive experience of form more complex than that which the eye alone can offer.

The “work of the hand” is at the same time a cognitive category, making its motor function vital to architectural
projection and practice. For Sennett, the hand engaged in established forms of coordination actually develops
heightened sensitivity through skill - here, creative skill is closely tied to field of optics. As he states, hand and mind
together achieve an “extended rhythm”, enabling the development of specific skills of form-making - either through
knowledge gained by the sensibility of the hand, or through exploration as an attempt from the “second hand”, that
is, the continuous refinement inherent to any manual work. The properties of openness — immediacy, creativity,
and empathy - represent the key difference between natural and artificial intelligence. Natural intelligence, with its
capacity to embrace the uncertain, the unexpected, the new, and the problematic, emerges through the matrix of
immediate experience with materiality.

The (architectural) subject develops, through their hands, their own will and capacity for reasoning, which
further evolve into the possibility of projecting, form-making, shaping, transforming, and instrumentalising. The
view of human cognition and cognitive processes begins with the idea that, as beings, we are determined and thus
oriented towards the immediacy of action and doing. Ability to comprehend and change the world stems from our
empathetic and pragmatic engagement with the world, developed alongside our capacity to exchange ideas through
communication with others. In relation to the instability of change, it is essential to sharpen the notion of the
“learning hand”, which remains indispensable in the necessary reconfiguration of architectural knowledge, as an open
instrument of architectural production.
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Jelena Mitrovi¢

WRLTING
AND UNRAVEL ING

The mythological concept of Ariadne’s ball of yarn has accumulated layers of various meanings
throughout history, among which the most common interpretation is as a key to solving the unsolvable
or a means of escape from a complex, unfathomable situation. Ariadne’s thread, in contrast to the ball of
yarn, points more towards the act of connecting through unraveling, while the labyrinth it leads through
is seen as a structure of continuous opening without secure orientation and, therefore, without a finished
form. Both writing and knitting share the creation of a shape from thread, which is cyclical and unfinished,
its creation requiring both unraveling and movement in the opposite direction through erasure or tearing,
while the supply of yarn remains constant. This parallel s reflected in the stories of knitters from western
Serbia, who learned to knit from their mothers in early childhood before they learned to write. According
to Bataille, like the human being, both activities have a labyrinthine structure, filled with wandering and
following unreliable paths, devoid of Icarus’s solution or a bird’s-eye view from an objective distance, from
where the entirety of the final object could be foreseen. Within the labyrinth, there is always the confron-
tation with the absence of formal or geometric concepts of the future - each subsequent choice increases
the uncertainty of the outcome. The temporality of the action does not offer a safe, but rather a disorient-
ed space, that of someone who has lost their way, whether they are fortunate enough to turn their steps
into play, or allow themselves to be led astray by the allure of space.

The form that emerges must be unraveled, so that in the open spaces, frozen at the moment of
genesis, the essence of life may be allowed to surface, bringing the discourse into question before it
becomes fixed and recognised. Kinetic art, undoubtedly heavily influenced by Bataille, stepped into
exposed temporality, creating self-destructive spatial structures such as Tinguely’s Homage to New York, a
machine transformed into an event, which destroyed itself before the eyes of the observer. On the trail of
temporality, deconstructivism arose, posing an almost unsolvable question - can architecture, as a mere
reflection of ideal structure and order, like Tschumi’s intention for Parc de la Villette, turn against its own
constructive logic through programmatic enigmas? The possibilities of opening new spaces are tied to the
liberation from the perception of the fixed outcome of the project, the predetermination of form, against
which all of Bataille’s thinking is directed, with the aspiration of stripping away layers where the future
appears in the mask of the unknown. By attempting to unravel the linear construction of text, as well as
the construction of thought, he penetrates beyond the lexical layer stabilised in words to reach the primal
being of language, naturally tonal and intuitive, which functions forgotten and suppressed in the subcon-
scious. Similarly, in deviation from chronologically articulated time, he intuitively recognised the presence
of emptiness in urban spaces, adding to them the perspective of repressed events that reveal scars in the
urban-historical continuum.

We need an architecture that, in the very principle of its construction, embraces the uncertainty
of its own temporality. Can the experiences of new materials, rather than traditional construction, lead
to homes that are tactile, stretchable, and soft like knitwear? Temporal threads were woven into the
drawings of Renaissance masters, who never depicted a whole object. Palladio replaced noble materials
in his sections with porous plaster, regularly marking it with cracks through which bricks peeped out from
within, as if to suggest that buildings are not eternal, but live out their lifespans and decompose over time,
like all other things in this world.

Bibliography:

Andrea Palladio (1997): The Four Books on Architecture, Cambridge, MA: The MIT Press.

Antonin Artaud (1994): The Theatre and Its Double, New York: Grove Press.

Bernard Tschumi (1996): Architecture and Disjunction: Collected Essays 1975-1990, London: MIT Press.

Denis Hollier (1993): Against Architecture: The Writings of Georges Bataille, Cambridge, MA: The MIT Press.

K. G. Pontus Hulten (1968): The Machine: as Seen at the End of the Mechanical Age, New York: The Museum of Modern Art. 121



Sonja Krstic¢

TRANSGENERATLONAL
ot TLING TANK

From the very beginning, many significant moments of an auto-archival nature have tied me to displaced living

spaces and specific built structures through which, in the inseparability of collective and personal construction, my

father was building both a “country” and our family life. That is why | was born in Smederevo. For a year, | grew and
developed - just as the Steelworks did. | was unaware of the spatial reality of the hydro-column, pump station,
cooling tower, and radial settling tank, which, as part of his professional assignments, were rising into the spaces
of my future. Over time, as a manifestation of matter, they emerged from the depths of the past into my present

- unearthed by the Internet search engines. They appeared in the form of exhausted concrete structures, as a
rational testament to what life is. Their physical relevance was completed by a salvific experience of symbolism,
transforming them into a new space - a settling tank of materiality, of evoked memories and sensory values.

The continuity of change, inscribed in space, became comprehensible in time. Through both direct and indirect
transgenerational patterns, it was materialised in the temporal space of my own life.

Within the domain of changeability, the only constant in nature, an intelligent mediation unfolds between
the transcendental and the empirical in the processes of newly forming materialisation. Thus, the boundaries,
traditionally associated with the medium of textiles, when placed in relation to architectural structure, suggest
an unstable appearance, an illusion, and a self-examination of the multiformity of materialisation - both rational
and sensory. According to Pastoureau, materiality is interpreted through colour, a perceptual envelope that cloaks
beings and things. Etymologically, it represents a second skin or surface that dresses. This “different essence of
similarity” articulates the knitted materiality of yarn with an anthropomorphic architectural structure, thereby
validating the clothing of space in natural, undyed wool. Through its processing, the materiality of the structure
shifts from the dominance of traditional knitted forms toward a sensation of self-discovery of an alternate
materiality. In spatial integration with the external world, the knitted structure is remodelled. The metamorphosis
of unraveling grants it a new level of functional specialisation. It does not remain bound to predictive form-
changing, but, through the observational experience of yarn kinetics, acquires a performative and interactive
dimension. In contrast to the “exhausted concretes of my life”, the materiality of wool does not lose its energetic
potential with the passage of time. It is revitalised through decomposition - through the act of unraveling, which
simultaneously marks the beginning of a new cycle of adaptive initiation.

Within the cyclicity of previously established meanings, self-reflective artistic objectification speaks through
the concept of physical and emotional transformation. Archetypally, it takes me back to “quest sagas” and “stories
of change.” Through the adoption of factual knowledge and value systems from my parents, transgenerational
transfer testifies to itself as a transcendental truth. It possesses an omnisensory quality and emotional potential
that | seek in the constant transformation of fictive materialisations, building personal spaces of art. The
perceptual matrices of the past materialise the sediment of generative processes by which visions of the future
are constructed. And so, my father is now 85. His grandson has turned 20 and is studying. He is walking. He too is
building something - a space for the time of his own life. The mechanism of transmission - our transgenerational
radial settling tank - continues to accumulate and dissipate.
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Igor Pantic¢

ScIWeEN THE HAND

AND THE MACHINE :
CRAFT, AUTOMATION, AND

ARCHITECTURAL PROBUCTION

The relationship between craft and automation has long been framed as a dichotomy - manual versus
digital, intuitive versus programmed, past versus future. Yet, contemporary approaches to making increasingly blur
these boundaries, revealing a space where traditional material knowledge and advanced computational processes
converge. In this hybrid domain, human intuition, inherited craft techniques, and emerging digital workflows inter-
act, redefining not only how architecture is produced but also how materials are understood and shaped.

Craft has historically been driven by direct engagement with materials, where the maker’s knowledge is
embedded in tactile processes - bending, carving, knitting, stitching. These techniques are often associated with
slowness, iteration, and an intimate connection between hand and matter. Automation, by contrast, is perceived
as detached - precise, optimized, and driven by computational logic rather than material feedback. But in practice,
these distinctions no longer hold. The machine does not replace the hand; it extends its possibilities

Digital fabrication introduces new ways of working with materials, allowing traditional processes to be rein-
terpreted and expanded rather than replaced. Methods that once relied solely on hand-eye coordination can now
be guided by computational tools that enhance precision and adaptability. Real-time material simulations, algo-
rithmic design, and robotic fabrication provide frameworks where craft knowledge and digital intelligence interact,
offering new levels of control while embracing material variation. Knitting, a technique deeply rooted in manual
dexterity, can now be digitally simulated and computationally adapted, creating new structural and performative
possibilities. Rather than replacing the human hand, these technologies extend its reach, creating an expanded
field of making where digital workflows and manual intervention work in tandem.

This intersection of low-tech and high-tech invites a reconsideration of architectural production. Automation
does not only serve efficiency; it can reintroduce unpredictability, material intelligence, and experimental engage-
ment with form. The digital can remain open-ended, embracing errors and variations rather than eliminating them.
Computational workflows increasingly acknowledge the inherent variability of physical materials, incorporating
adaptive and real-time feedback rather than enforcing rigid control.

Rather than reducing craft to nostalgia or automation to mechanical repetition, hybrid materiality allows for
an active negotiation between the two. The knowledge embedded in material traditions is not erased but translat-
ed, evolving through digital tools that amplify rather than replace the role of the maker. In this way, craft does not
disappear - it transforms.

The convergence of hand and machine, intuition and automation, physical and digital is not just a technical
shift; it is a broader cultural and architectural one. It challenges conventional ideas of authorship, labor, and ma-
terial expression. It asks: What does it mean to make in the digital age? How do materials behave when shaped by
both hands and algorithms? Can automation be intuitive, and can craft be computational?

These questions do not have singular answers. Instead, they unfold through the ongoing dialogue between
tradition and innovation, where material agency, human creativity, and digital intelligence continuously shape one
another. The future of making is not about choosing between the hand and the machine - it is about finding new
ways for them to work together.
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Ivana Najdanovic

UNCONDI T LONED
MATERIALLZATION

Unlike the geometric structure of woven fabrics, in which threads run in two directions —horizontal and vertical -
knitwear has a complex topology of curved lines. Yarn is shaped into loops by knitting needles, each new row of loops
pulled through the loops of the previous one. This interweaving method repeats according to the desired “pattern” and
can be done manually or by a knitting machine. Nowhere in the structure is there a straight line or firmly fixed thread or
yarn. For this reason, knitted fabrics stretch in all directions, possessing an elasticity that woven fabrics lack. Structurally,
woven fabric is more material than form - its further shaping requires cutting, tailoring, and sewing. Knitting, on the other
hand, is a process of complex synthesis in which both material and form are simultaneously created. The materialization of
thread into a knitted structure is of a different nature, as the skill arises from the dexterity of fingers and coordination of
hand and needle movement, combining interweaving and counting loops, rhythm, and variations in knitting tension, as well
as the combination of different knitted motifs. Through its transmission in tradition, regional styles emerged, known for
their specific interweavings, while in modern computer programming of knitted structures for machine production, these
peculiarities have merged into fluid, infinitely changeable variations of global content.

The origin of knitting is unknown. Unlike weaving, it is not mentioned in the myths of the Old World, and the word
itself dates from the early Middle Ages. However, it is believed to be older than Neolithic finds, whose condition confirms
that garments were unraveled and reknit until the thread was completely worn out. Initially, it was used for round forms
made with multiple needles, such as socks and hats, but soft flat knitted forms remained out of reach and fashion prestige
for a long time, as the privilege of comfort in clothing became acceptable to humanity only with the arrival of 20th-century
fashion. Today, in accordance with contemporary needs, knitwear is the most widespread segment of the fashion industry.

The fundamental characteristic of knitted fabric has remained unchanged despite the constant transformation
of design and production conditions, indicating a primary and enduring structural quality, free from anything artificial,
composite, or plastic. The essence of knitting lies in the technique of structuring a two- or three-dimensional form, or
even volume, using a linear element; the thread, which is simultaneously the basic material and whose integrity remains
preserved in the texture of the knit. The intelligence of knitting is reflected in its cyclical aspect, borrowed from nature,
where everything made can be unraveled, while the yarn remains. Knitting differs from construction - except for that which
is part of nature - one only needs to imagine the movement of a weaver building a nest. In the context of knitted fabric,
the concept of structure does not refer to the arrangement between elements, but points to a natural correspondence
with the shapes of loops, allowing us to assume that a mimetic character once existed in those figures, where similarities
can now only be faintly sensed. Human collectivity was the instance that endowed knitting with its experiential character,
transferring the geometry of thread from nature into the hands that draw loops and guide yarn. Natural intelligence has
always been present in knitting, which simultaneously allows for the listening of one’s inner nature, embedding new forms
and layers of meaning into objects.

Digital patterns are the latest innovation in the field of knitwear production, referring to interlacings that shape
design solutions through a series of automated structures, connected by a system of loops based on computer modeling.
By eliminating many earlier limitations, the newest technology enables greater freedom in combining colors and textures
and designing three-dimensional objects. With the introduction of Al-powered assistance, the knitting industry has
improved productivity and ecological sustainability, yet all these innovations - which have radically transformed the
work environment and production organization - have not changed the materiality of the knitwear experience. Knitwear
remains sensual, receptive, and immersive, and in a world full of uncertainty, the act of knitting itself is being renewed. In
rhythmic manual engagement, individuals increasingly find comfort and a sense of belonging, a chance for creativity and
for the creation of tangible objects. The structural method of knitwear production, along with its manual mastery, is gaining
attention not only in textile design but also in the material explorations of other disciplines, including architecture.
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Petar Lausevic¢

UNRAVELING ENERGY

Energy is a foundational concept in physics, yet its true nature remains elusive. We can measure energy,
quantify it, and manipulate it in practical applications, but our basic understanding of what energy is remains
abstract. Energy made even renowned physicists a little uncomfortable. Richard Feynman famously admitted,
"that in physics today, we have no knowledge of what energy is". Percy Bridgman noted that of all the laws of
physics, the laws of thermodynamics that govern energy “smell more of their human origin”. These reflections
reveal how energy, though treated as an objective entity, has been deeply shaped by history and human
thought.

Our contemporary understanding of energy emerged in the 19th century, alongside the steam engine
and the Industrial Revolution. Defined as the ability to do work, energy was understood to be a property that
must be transferred to an object in order for it to do work. Through this epistemology, energy became entan-
gled with work, productivity, and efficiency - the values that continue to shape the dominant logic surround-
ing it today.

The difference between pre-industrial and post-industrial notions of energy can be most markedly
observed in the field of architecture. Before fossil fuels, the built environment responded to local climates,
relied on renewable energy sources like firewood and the labour of humans and animals, and embodied the
principles of the circular economy. The rupture of the Industrial Revolution brought access to coal, oil, and gas
which allowed for new materials - steel, concrete, glass - and the construction of massive structures uncon-
strained by local ecologies. As with energy, this shifted architecture toward speed, scale, and efficiency, at an
enormous environmental cost. Today, architecture remains a major contributor to global emissions, and yet
it holds transformative potentialin terms of the climate crisis. Architects can help reimagine spaces, rethink
materials, and create the aesthetics of a new future. Unlike many other industries, architecture can draw upon
millennia of zero-carbon practices predating the fossil fuel age.

The project Unraveling: New Spaces calls for making energy spatially visible and aims to re-examine
the environmental responsibilities of architecture. Moving beyond extraction and productivity, among other
shackles human thought has imposed on energy, we need to imagine new metaphors, new forms, and new
ways of inhabiting energy spaces and valuing energy activity. In the midst of the climate crisis, we must
re-evaluate our commitment to endless growth, productivity, efficiency, and commodity accumulation.

What is entangled can be untangled, unraveled, freed. Physics tells us that for change to occur, energy
is required. More spectacularly, energy provides not only the impetus for change but also contains the poten-
tial for change within itself. Simply put, energy is change and the potential to change! Represented in this way,
energy is a wonderful abstraction that needs to be liberated from extraction. What we do with energy, how
we know it, count it, manage it and use it (or not) shapes the possibilities for life on Earth. To dream and build
new futures, we need new stories - ones that unravel the energy logic of today.
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Y Tparawy 33 WpKynapHowhy
ADXMTEKTOHCKE MPOAYKLMIe, MHCTanaUmM]ja
00yxBaTa 0OMMKOBakEe M3MoxOeHe NMOCTaBKe 33 MpOCTop
NaBMBOHa Ha bujeHany v Berweumjn. V13pana mpocTopHOr K
BDPEMEHCKOI MOfeNa CTPYKTypUpaHa je Kpo3 CermeHTe:
1) eHepruja, 2) kuHeTuka, 3) matepujanHocTt, 4) dopma, 5) CTpyKTypanHocT
W 6) TEMMOPanHOCT . TexHMKe eKCrepyMeHTa 1 mpoToTvNa Mpervhy o8 ca MOFErCKIM
MPMCTYNOM KOJU je MCXOmAWTE pasvimMTvX nocTynaka: 3[ napaMeTapckor MOAEeroBamba,
PYYHOr pafa nneTewa, MalvHcKe 0abprkalmje, Kao W KOHCTPYMCawa eHeprije pacrnimrama.
OB/M TexHViKama, MOREN MHTErpulle “TaB MPOLEC, Harmawasajyni MecTo HemocpenHor
VCKYCTBa Ca3HaBawa MCMPEryeTaHor KPo3 KOMeKTVBHM Pafl Ha MpoTOTUNY. Y OB3KBOM [eNawy,
3aJE0HAYKY TeCTOBY Pa3MNYNTUX AMCLMITIVHE MOACTUYY DasyMeBane W HOBO 3Hawe O MobiMa XMOpraHe
MaTepVjanHoOCTU, TEMIOPanHOCTY (GopMe W LMPKYIaPHOCTY apXMTEKTOHCKE MpoayKuMje. Y oBMM Mpouecyva
ce (Gopma HenpecTaHo npecbpaxaBa, rpapehuv ce, pasrpahyjyhn ce 1 MoHOBO ce CTRapajyhm y LKNycuma,
NOACTaKHYTa LVPKYNapHOM MPVDOMOM BE3E MAWBERa W MOKPETa Wake.

In search of the circularity of architectural production,
the installation encompasses the design of the exhibition set-up for the
Pavilion space at the Venice Biennale.
The creation of the spatial and temporal model is structured through the following segments:
1) energy, 2) kinetics, 3) materiality, 4) form, 5) structurality, and 6) temporality.
The techniques of experimentation and prototyping intertwine with the modelling approach, which
serves as the basis for various procedures: 30 parametric modelling, manual knitting, machine
fabrication, and the construction of the energy of unraveling. With these techniques,
the model integrates the entire process, emphasising the place of direct experience in
learning, interwoven through collective work on the prototype. In such action,
the joint gestures of different disciplines stimulate understanding and new
knowledge about the fields of hybrid materiality, temporality of form,
and circularity of architectural production. In these processes, form is
in a constant state of transformation, building,
deconstructing, and recreating itself in cycles, driven
oy the circular nature of the connection between
Thought and hand movement.

HOCTABKA LIMPKYTAPROC T/
SEITING UP THE CIRCULARLTY
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bUOMPADVIIE AYTOPA

Nasop Epeln je apxuTekTa 1 UCTPaXMBaY, OCHMUBAY CTyAuja MonuzoH. Hberoso aHraxxosarbe 06yxBaTa apxMTEKTOHCKO NPOjeKTOBake, CTPaXMBake

¥ NpefaBayku pag, ca GoKycoM Ha MoAanuUTeTe yyerba Kpo3 apxuTeKTypy, (MOCT)NPOAYKLM]Y apXMTEKTYpe M NiTakba CaBpeMeHOCTU. Npeaasad je no
no3uBY Ha MHTepHaumoHanHoj wkonu Confluence — Institute for Innovation and Creative Strategies in Architecture y Mapu3y. CBojy apXxMTeKTOHCKY
MeTOA0NOr1jy pa3Buja Kpo3 ayTopcTeo MehyHapoaHux paanonuua, Mehy kojuma cy HajaHadajHuje peanusoBaHe y Kaausy, Xencunkujy, Banetu, TexepaHy,
JInoHy 1 BeHeuuju.

[p Jenena MutpoBuh je apxuTekTa v jeilaH o4 0CHMBAYa cTyamja MonuzoH. TaBHM GOKYC HEHOT MCTPAXXMBAYKOT Paja je Teopuja apXMTEKTOHCKe Npakce,
yK/bydyjyhiv TeMe 3acHoBaHe Ha HeHoj Te3u HenocmojaHocm ModepHUCMUYKe no3uyuje apxumekme y npakcu 21. eeka. Y4ecTBoBana je Ha MmehyHapoLH/M
u3noxx6ama u capahumeana y Bule apxXMTEKTOHCKUX GUpMu. TPEHYTHO je 3anocneHa y 3Bakby A0LEHTa Ha YH1Bep3uTeTy YHUOH — Hukona Tecna y beorpagy,
a Takohe je aHraxxoBaHa kao cnosbHu capagHuk y MiTarh Studio y Beorpagay.

WUrop ManTuh je apxuTekTa v UCTpaxwmBay ca ceamwiteM y JIOHAOHY v BaHrkoky, 1 ocHMBaY je cTyauja Igor Pantic Ltd. Hberos pap 06jeauntbyje
KOMNjyTepcku Au3ajH, aurutanty dabpukauujy, umepcusHe MP/BP TexHonoruje u reHepaTuBHY BELUTAuKy UHTENUTEHLM]Y, UCUTYjyhM HUXOB yTULA]
Ha apxuTekTypy. [lpeTxoaHo je paauno y 6upoy Zaha Hadid Architects, a cneumjan13oBaH je 3a reHepaTWBHM AU3ajH M ayToMaTu3auujy — ykwydyjyhu
po6oTuuky dabpukaumjy, HanpeaHe MaTepujane u NpowwupeHy cTBapHocT (MP) - Te je npesaBao Ha MehyHapofHOM HUBOY, yKkbydyjyhu Bapmnem
dakynTet 3a u3rpaheHo okpyxerse Ha YHUBEp3UTETCKOM konelly uctouHor JlonaoHa (UCL East), 1 YHuBep3auTeT YynanoHrkopH y baHrkoky.

Comba Kpctuh, no o6pasoBsarsy koctmorpad, no npodecmnju MoAHK Au3ajHep, a N0 CTPYYHO-YMETHUYKOM 3Bakby pefloBHM npodecop Ha PakynTeTy
CaBpeMeHMX YMETHOCTH, FpaZi CBOjy Kapujepy Ha MOZHOj cLieHn Cp6uje Buwwe og 20 roavHa. NMpodecmoHanHn 1 yMEeTHUYKM paj, 3aCHWUBA Ha NapanenHom
UCTPaXXMBakby YHUKATHUX U AM3ajHEPCKUX acnekaTa Moje, NpakTukyjyhu nofjefiHako u3narayke 1 KOMepLmjanHe npojekTe TOKOM YnTaBe kapujepe. Coje
KpeaTuBHe pecypce TpeHYTHO ycMepaBa ka npomouuju u adupmauuju slow fashion npojekata y okBupy Sonja Krstic¢ Fashion, rne nctpaxyje cuHtesy
MOZEepHOT v TpaauLuje, pyYHUM Pagom 1 cneundryHUM TeXH1Kama peanusauuje.

MBaHa HajpanoBuh je rogmHama 6una Aeo Kpeatopckor TuMa MofHor 6peHza MBKO Ha no3uuuju An3ajHepa TpukoTaxe, ca GOKyCcOM Ha MacoBHY
NPOU3BOAY Y MOAHO] MHAYCTPUjU. Mocnenux 10 roamMHa, 4ecTo je NpucyTHa Ha U3noxbama U MOLHWUM peBujama, An3ajHupajyhn yHuKaTHY ofehy
aKcecoape n3narayko-peBujajHor kKapakTepa. cToBpeMeHo je, y 3Batby npodecopa CTpYKOBHUX CTyAMja, 3anoc/ieHa Kao BULIM NpejaBay Ha npeimMeTuMa
13 06NacT MoOAHOT An3ajHa Ha Oaceky Bucoka TeKCTUIHA LWKONA 33 AM3ajH, TEXHONOTUjY M M eHaIMEHT, Npy AKafieMUju TeXHUYKO-YMETHUYKMX
cTpykoBHUX cTyamja (ATYCC) y beorpagay.

[p Netap Nayweswuh je uctpaxusay y MHCTUTYTY 3a HykneapHe Hayke Burya, YHuBep3uTeT y beorpafy. PoKyc HeroBux UCTPaxuBarba Cy CKIafuILITEHE
eHepruje 1 06GHOB/bYBM U3BOPY €Hepruje, NocebHo cynepkoHaeH3aTopy 1 ropusHe henuje. NMopep ucTpaxuBadkor paaa, Netap ce 6aBu MHTepANUCLUM-
MAVHAPHMUM NPOjeKTUMA KOju CMajajy YMETHOCT, TEXHONOrujy 1 ApyluTBO. Kpo3 capafibe ca yMETHULIMMA, OH TeXU HeroBary Anjanora v npeobnMkoBarby
HapaTuBe Be3aHe 3a KpUTWUYHA NM1Takba, Kao LWTO Cy eHepruja, BeluTayka MHTeAUreHLmMja v KIMMaTCKN MHXeHePUHT, Harnawasajyhu hbrxoBe ApyLWTBEHe,
eTuyKe, eKoNOLLKe ¥ NOANTUYKE MMNAMKaLyje.

BIOGRAPHIES OF THE AUTHORS

Davor Eres is an architect and researcher, founder of Poligon studio. His work encompasses architectural design, teaching, and research, with a focus
on modalities of learning through architecture, the (post)production of architecture, and the questions of contemporaneity. He is a visiting lecturer at
the Confluence Institute for Innovation and Creative Strategies in Architecture, Paris. As a practitioner and educator, he has cultivated his architectural
methodology through leading international workshops, notably in Cédiz, Helsinki, Valletta, Tehran, Lyon, and Venice.

Jelena Mitrovi¢, PhD Arch, is one of the founders of Poligon studio. The main focus of her theoretical research is the theory of architectural practice,
including topics based on her thesis, Inconsistency of the Architect’s Modernist Position in the 21-Century Practice. She has participated in international
exhibitions and has collaborated with several architectural firms. She is currently employed as an assistant professor at the Union - Nikola Tesla Univer-
sity in Belgrade, and is also engaged as an external associate at MITarh Studio in Belgrade.

Igor Pantic is an architect and researcher based in London and Bangkok, and founder of Igor Pantic Ltd. studio. His work merges computational design,
digital fabrication, immersive MR/VR technologies, and generative artificial intelligence, exploring their impact on architecture. He previously worked at Zaha
Hadid Architects. He is specialised in generative design and automation technologies - including robotic fabrication, advanced materials, and Mixed Reality
(MR) - and has lectured internationally, including the Bartlett at the University College of East London (UCL East), and Chulalongkorn University in Bangkok.

Sonja Krsti¢, holding a degree in costume design and working professionally as a fashion designer, is a full professor at the Faculty of Contemporary Arts,
with over 20 years of experience in Serbian fashion scene. Her professional and artistic work is based on parallel explorations of both, unique and de-
signer aspects of fashion, balancing between exhibition and commercial projects throughout her career. She is currently directing her creative resources
towards the promotion and affirmation of slow fashion projects within Sonja Krstic¢ Fashion, where she explores the synthesis of modern and traditional
elements through handcrafted work and specific techniques.

Ilvana Najdanovi¢ was part of the fashion brand IVKO’s creative team for many years, working as a knitwear designer and focusing on mass production in
the fashion industry. Over the past 10 years, she has been designing unique clothing and accessories, often showcased in exhibitions and fashion shows.
At the same time, as a professor of applied studies, she has been employed as a senior lecturer on fashion design courses at the Textile School of Design,
Technology, and Management, the Department of the Academy of Technical and Art Applied Studies (ATUSS) in Belgrade.

Petar Lausevic, PhD, is a researcher at the Vinca Institute of Nuclear Sciences, University of Belgrade. His research focuses on energy storage and
renewable energy sources, particularly supercapacitors and fuel cells. Beyond his scientific pursuits, Petar is engaged in interdisciplinary projects that
merge art, technology, and society. He leverages artistic mediums to foster dialogue and reshape narratives related to critical issues like energy, artificial
intelligence, and climate engineering, emphasising their social, ethical, ecological, and political implications.
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Opun lek
apxuTekTKuhba, AmpekTopka Confluence MHCTUTYTa 3a MHOBALIMje M KpeaTUBHe CTpaTeruje y apxutektypw, Mapus

Kpo3 noHogHo npoyyasarbe peHomeHa mpaduuuoHanHoz niemersa y Cpbuju U Kpo3 NOHOBHO PA3Mamparee UCMPaXcuearea u usyma beozpadcke
wake, npee 6UOHUYKe wake u3 1963. 200uHe, 08a UHCManAuUja HaM NOKAsyje KAKo MO}eMo pasMuLL/LaMU U 0Meopumu coje yMoae 3a Hoge
Mo2yhHOCMU cmeaparea U NOHOB8HO2 Kpeuparba y apxumekmypu. LLimasuwe, kada He npedcmasrba cmamuyat, eéeh cmanHo esonyupajyhu npednoz
Koju nponasu Kpo3 MexaHu3am pacniumarsa 0Ho2a Wmo je paHuje ypaheHo, 0eaj npojekam nomephyje Hawy nompe6y 3a Heu3gecHowhy Kojy
0meopeHOCM y 080M NOJby Hydu 6e3 ukakge do2Mamcke npumeHe.

npod. apx. lejaH MumbkoBuh
YHuBep3uTeT y beorpagy - ApXxMTeKTOHCKM dakynTeT
[onncHM unaH Cpncke akaaemuju Hayka 1 yMeTHOCTH

Pacnnumarse: Hosu npocmopu ycnewHo npeHocu nopyky 0 8axcHOCMU HenpekUudHO2 AKMUBUPara UMazuHayuje U UHBeHUUje Kpo3 rlxoge
Kanayumeme 0a npeokpeHy ycmareeHe o6paclie apxumeKmMoHCKo2 NPojekmoearba U apxumekmoHcke Npakce, Kako 6U ce Cmeopusio Hewmo yeek
Hogo u dpyzayuje. lpuka3aHu ygudu npedcmaesbajy 3Ha4ajHy epedHOCM KOjOM apxXUumeKmoHCKa JUCUUNIUHA NPesasusiasu ceoja yckocmpy4Ha
nodpydja apxumekmype u ypbaHu3ma, mpacupajyhu mako Hoea nosea 3a ynozy apxumekme. 08aj npucmyn y apxumexkmypu omkpuea Hogy
8UMANHOCM 3a peKoHGU2ypauujy 0aHaWe2 ceema.

npo¢. Ap AHa Hukesuh
YHuBep3uTeT y beorpagy - ApxuTeKTOHCKM dakynTeT

Tpu cy 8pedHOCMU KOje HOMUHA/IHO YUHe U3/10X6eHU npojekam Pacniumarbe: Hogu npocmopu c80jespCHUM NPOCMOPHUM eKcnepuMeHmom. lpe
ceez2a, 8pedHOCM C8AKOOHe8HO2, 3amuM, 8pedHOCM UHMepAUCUUNNIUHAPHO2, KAO HOB02 eKO/IOWKU oceelwheHo2 MoJena Kpeuparsa sulecmpyKo
0mBopeHo2 U KymypHO npucmyna4yHoz npocmopa. Ha kpajy, npuruun npupodHo2 UUKyca, Kao U NPUHLUN Npemakarea eHepauje y Mamepujy, u
Ha3ad y eHepaujy. Hydehu mpojcmeo eHepauja - MamepujasHo - meMnopanHoCm, NPojekam Kao Kiby4Hy usdeaja pedHocm xcugoma npedena Had
C/IUKOM nej3axca, Hydehu HO8Y WaHCy 002080py HA 8e4YHO NUMakrbe KojuM 8pedHOCMUMa mpeba da mexcu cagpeMeHo dpyLwmeo.

EXCERPTS FROM REVIEWS

Odile Decq
Architect, Director of the Confluence Institute for Innovation and Creative Strategies in Architecture, Paris

By re-reading the phenomenon of traditional knitting in Serbia and re-reading the research and invention of the Belgrade Hand, the first bionic one
from 1963, this installation shows us how we can think and open our minds to new possibilities of creation and re-creation in architecture. Even
more, when not being a static proposal but a constantly evolutive one by the machinery of unraveling what has been done before, this project con-
firms us in the need of uncertainty given by openness in the field without any doctrinal application.

Prof. Arch. Dejan Miljkovi¢
University of Belgrade - Faculty of Architecture
Corresponding member of the Serbian Academy of Sciences and Arts

Unraveling: New Spaces successfully conveys the message of the importance of continually activating imagination and invention through their capacity
to overturn the established patterns of architectural design and practice, in order to create something ever new and different. The insights presented
offer a significant value, through which the architectural discipline transcends its narrowly defined domains of architecture and urbanism, thus paving
the way for new fields for the role of the architect. This architectural approach reveals a new vitality for the reconfiguration of today’s world.

Prof. Dr Ana Nikezi¢
University of Belgrade - Faculty of Architecture

There are three values that nominally make the Unraveling: New Spaces exhibition project a sort of spatial experiment. First of all, the value of the
everyday; secondly, the value of interdisciplinarity, as a new ecologically conscious model for creating a multifaceted, open, and culturally accessible
space. Finally, the principle of the natural cycle, as well as the principle of the conversion of energy into matter, and back into energy. By offering a
trinity of energy — materiality - temporality, the project highlights the value of life of the landscape over the image of the landscape itself, offering a
new opportunity for answering the eternal question of what values contemporary society should strive for.
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Exhibition Production
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Financial and Legal Affairs Manager
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Peanusaumja npojekrta
Capa 3emkoBuh

Project Implementation
Sara Zeljkovic

MpeBop, Ha cpncku TekcT Hukone bypuoa
JbumbaHa Mayapesuh

Translation into Serbian of the text by Nicolas Bourriaud
Ljijana Madzarevic¢

Special thanks
Bosko Colak-Anti¢

Moce6Ha 3axBanHoCcT
Bouwko Yonak-AHTuh

Jlyn byBpaH Louis Bouvrande
WUcupopa M. Hukonuh Isidora M. Nikoli¢
AHa Epew Ana Ere$

MAPTHEPW 1 CMOH30PU NPOJEKTA / PARTNERS AND SPONSORS OF THE PROJECT

IVKO V] ATLAS

WO MAN SOFAS

IVKO Ipyna Muposo / Miroglio Group
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Amnac, beozpad / Atlas, Belgrade
www.atlassofas.eu
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Confluence Institute for Innovation YHuBep3uTeT YHUoH — Hukona Tecna
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- Paris University, Belgrade
www.confluence.eu www.unt.edu.rs
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My3ej MIT, Kem6pu, CALL
/ MIT Museum, Cambridge,
Massachusetts
https://mitmuseum.mit.edu

WHCTUTYT 3a HyKneapHe
Hayke BuHua / Vinca Institute
of Nuclear Sciences
https://www.vin.bg.ac.rs

Format Engineers Ltd
Riverside North Building, Avon
Wharf, Walcot Yard, Bath BA1 5BG
https://formatengineers.com

150

UMNPECYM

Katanor nsnoxée

Pacnnumarbe: Hogu npocmopu
MaBubOH Peny6nnke Cpbuje

19. MehyHapogaHa vn3nox6a
apxutekType - bujeHana y BeHeumju
WHmenuzeHyuja. MpupodHa.
Bewmayka. KonekmugHa.

10. maj - 23. HoBeMbap 2025.
www.unraveling.rs

U3pasay

My3ej npuMerbeHe yMeTHOCTH
Byka Kapauwuha 18, beorpag,
Info@mpu.rs

WWW.mpuU.rs

[naBHU 1 0ATrOBOPHUN YpeaHUK
CteBaH MapTuHoBwh

Komecap nsnox6e
CteBaH MapTuHoBwh

KycTtoc usnoxoe
Cno6opat Josuh

Xupwm / CTpyynu caBeT
BbumbaHa JoTtuh

Cnob6opnaH Josuh

Mwunena Kopawh

[paraHa KoHctaHTuHoBuh
Mwunka lbato

Masne CtameHoBuh
Nanuno Janrybuh

AyTopu nsnoxoe
Nasop Epew
Jenena Mutposuh
Wrop NaxTuh
Cotba Kpctuh
MBaHa HajpaHosuh
Netap Naywesuh

CapasHuULM Ha NPOjeKTy
Jlyn byspaH

JoBaHa MeTtposuh

XejH XaT

Jywax Mehenosuh

YpenHuum katanora
[Nasop Epew
JeneHa Mutposuh

Peue3seHtn

Oawnn ek

akagemuk npod. lejaH Musskosuh
npoo. ap AHa Hukesuh

AyTopu TekcToBa
CteBaH MapTuHoBwh
Bumana Jotuh
CnobopaH Josuh
bojaHa borpaHoswh
MBaH CtaHuh

bowko Yonak-AnTuh
Huikona bypuo
Nasop Epew

Jenena Mutposuh
Wrop NaHTuh

Cotba Kpctuh

MBaHa HajaaHoBuh
Netap Naywesuh

PenyGnuxa Cpbnja
e MuHMCTapCTEO KYNTYPE

Republic of Serbia
%  Ministry of Culture

JlekTypa n KopekTypa
BbumbaHa 3rowaHnH

MpeBop Ha eHrnecku
[paraHa Pawwh Bykosuh

llekTypa 1 KopeKTypa eHrneckor
TeKcTa

[paraHa Pawwuh Bykosuh

Mon Mapej

MpeBopg, Ha cpncku
bouko Yonak-AHTnh

Ipadpuuku pusajH
Mapko Togoposuh

Mpenom
JeneHa O6peHoBuh

®oTorpaduja
MBaH 3ynaHu,
fopaH MuueBcku
[paraxa Yoosuunh

Bupeo npoaykuuja
Mwunouw JahumoBsuh
[paraxa Yoosuunh

OpHocu ca jaBHowhy
Kanpena ne boptonu
Mapcena Cnagapo
www.classicsofthefuture.com
JacmuHa Mujuh

Litamna
Buporpad, beorpag,

Tupax
400

OpraHu3auuja

My3ej npumMerbeHe yMeTHOCTH Y
beorpagy,

y capajtbu ca YApyxerem
apxutekata Cpbuje

MokpoBuTten

MuHMCTapCTBO KynType Peny6nuke
Cpbuje

beorpag, maj 2025.

ISBN 978-86-7415-270-6

CBa npaBa 3agpxaHa.

M Y 3 E J

MUSEUM

NMPUMEHEHE |\/| 0OF APPLIED
YMETHOCTH A R T

IMPRESSUM

Exhibition Catalogue

Unraveling: New Spaces

Pavilion of the Republic of Serbia
19t International Architecture
Exhibition - La Biennale di Venezia
Intelligens. Natural.

Artificial. Collective.

10 May - 23 November 2025
www.unraveling.rs

Publisher

Museum of Applied Art

18 Vuka Karadzic¢a Street, Belgrade
info@mpu.rs

WWW.mpu.rs

Editor-in-Chief
Stevan Martinovic¢

Exhibition Commissioner
Stevan Martinovic¢

Exhibition Curator
Slobodan Jovi¢

Jury / Expert Council
Biljana Jotic¢

Slobodan Jovi¢

Milena Kordic¢

Dragana Konstantinovi¢
Milka Gnjato

Pavle Stamenovic¢
Danilo Dangubic

Exhibition Authors
Davor Eres

Jelena Mitrovic
Igor Pantic¢

Sonja Krsti¢

Ivana Najdanovic¢
Petar LausSevi¢

Exhibition Collaborators
Louis Bouvrande

Jovana Petrovic

Haein Hutt

Dusan Mededovic

Catalogue Editors
Davor Eres
Jelena Mitrovic

Catalogue Reviewers

Odile Decq

Academician, Prof. Dejan Miljkovi¢
Prof. Ana Nikezi¢, PhD

Text Authors
Stevan Martinovic¢
Biljana Joti¢
Slobodan Jovi¢
Bojana Bogdanovi¢
Ivan Stanic

Bosko Colak-Anti¢
Nicolas Bourriaud
Davor Eres

Jelena Mitrovic¢
Igor Panti¢

Sonja Krsti¢

Ivana Najdanovi¢
Petar LausSevic¢

Editing and Proofreading
Biljana Zgonjanin

Translation to English
Dragana Rasic¢ Vukovi¢

Editing and Proofreading
of Texts in English
Dragana Rasic¢ Vukovi¢
Paul Murray

Translation to Serbian
Bosko Colak-Anti¢

Graphic Design
Marko Todorovi¢

Catalogue Layout
Jelena Obrenovi¢

Photography
Ivan Zupanc
Goran Micevski
Dragana Udovici¢

Video Production
Milos Jacimovic
Dragana Udovici¢

Public Relations

www.classicsofthefuture.com

Candela de Bortoli
Marcela Spadaro
Jasmina Miji¢

Print
Birograf, Beograd

Print Run
400

Organisation

Museum of Applied Art,
Belgrade,

in collaboration with the

Union of Architects of Serbia

Supported by

The Ministry of Culture of
the Republic of Serbia
Belgrade, May 2025

ISBN 978-86-7415-270-6

All rights reserved.

151



CIP - KaTanorusauuja y nyénukauuju
HapopHa 6ubnuoteka Cpbuje, beorpas

72:069.9(450)"2025"(083.824)
7.038.54(497.11)"20"(083.824)

MEBYHAPO[HA u3nox6a apxutektype (19 ; 2025 ; Beneuuja)

PacnnuTatbe : HOBU NpocTopy : [kaTanor usnoxo6e] / [MaBumoH Peny6nuke Cpbuje, 19.
MehyHapoaHa n3noxo6a apxutekType - bujeHane y BeHeumju MHTenurenumja. NpupoaHa.
BewTauka. KonekTuBHa. 10. Maj - 23. HoBembap 2025.] ; [ypenHuum katanora [lasop EpeLy,
JeneHa Mutposuh] ; npearosop Hukona bypuo ; [doTorpaduja UBaH 3ynaHu, fopaH MuueBcky,
[paraHa Yposuunh] ; [npeBop Ha eHrnecku [iparaHa Pawwuh Bykosuh, npeBog Ha cpncku Bolwko
Yonak-AHTtuh] = Unraveling : New Spaces : [exhibition catalog] / [Pavilion of the Republic of Ser-
bia, 19th International Architecture Exhibition - La Biennale di Venezia Intelligens. Natural. Artifi-
cial. Collective. 10 May - 23 November 2025] ; [forword by Nicolas Bourriaud] ; [catalogue editors
Davor Eres, Jelena Mitrovic] ; [photography lvan Zupanc, Goran Micevski, Dragana Udovicic]

; [translation to English Dragana Rasi¢ Vukovic, translation to Serbian Boko Colak-Antic]. -
beorpapa : My3ej npumerseHe ymeTHocTH = Belgrade : Museum of Applied Art, 2025 (beorpag, :
Buporpad ; Beograd : Birograf). - 151 cTp. : uayctp. ; 31cm

Ynopeno cpn. TEKCT 1 eHI1. PEBOA, U eHIN. TEKCT U Cpn. NpeBoa. - Tupax 400. - CTp. 4: YBoaHa
peu / CteBaH MapTuHoBwh. - buorpadwje aytopa: cTp. 148.

ISBN 978-86-7415-270-6
a) MehyHapogHa usnox6a apxutektype (19 ; 2025 ; BeHeuuja) -- M3nox6eHn KaTanosm

COBISS.SR-ID 167974921



