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Ako je, po MarSalu Makluanu, "the medium is the message'’, onda je, po
Slobodanu Masicu, dizajn oblik misljenja. Sta to znaci? Nista osim
ovoga: graficki dizajn Sobodana Masi¢a nije »ambalaza« u koju se
ugodno smesta izvesna poruka pisane reci (u ¢iji smisao dizajner ne
ulazi), vec, naprotiv, medij koji intenzitet svoje i samo njemu svojstvene
poruke pojacava prikljucujuc¢i sebi sadrzaj drugog medija — u ovom
slucaju, pisane reci. Graficki produkt, kao finalni proizvod ovakvog
pristupa fenomenu dizajna, predstavlja predmet integralnosti smisla
teksta i smisla njegove vizuelne transkripcije, i do »konzumenta« dopire
jedino ukoliko je ovaj svestan te nerazdvoivosti re¢i i njenog oblikovanog
Stampanog znaka. Jer, sadrzaj dizajna jeste tekst, ali i sadrzaj teksta
jeste dizajn.

Radi toga Masi¢ tako pomno c¢ita sve poverene mu tekstove, i Cinjenica
da je lo$ rukopis kona¢no upropasc¢en pod njegovom rukom ucvrscuje
nas u uverenju kako postoje bitne veze izmedu odredenog nacina misljenja
i odredenog nacina realizacije dizajna. Graficki dizajn Slobodana Masica
nije, prema tome, nikakva »ilustracija« nastala nezavisnom »inspiracijom«
i kadra da egzistira, kao graficka vrednost, na nekom vrednosnom nivou
koji bi se razlikovao od misaonog nivoa teksta. Masicev dizajn jeste
pravo lice odredenog sistema misljenja, njegova jedino moguca plasticna
transkripcija, i knjige (ili novine, ili plakati, ili bilo Sta drugo) koje

ovaj arhitekta oprema zahtevaju od nas da se prema njima odnosimo
kao prema ideogramu. Pred nama je vrednost nastala zbirom vrednosti
teksta i grafickih simbola, ali ¢iji smisao nije jednak smislu koji
proizlazi iz prostog zbrajanja.

Iz tih razloga je Masi¢ protivnik inspiracije u istoj onoj meri u kojoj je
zagovornik idejne jednakosti i idejnog jedinstva misli i plasti¢nih
elemenata. Emotivni faktor »kreacije« Masi¢ zanemaruje- u korist posve
racionalnog pronalazenja organskih veza; kod njega »izraz«< ustupa
mesto »resenju«, odraz biva zamenjen smislom. Naviknuti na
tradicionalno uske duhovne proporcije »primenjaskog« opremanja
grafigkih produkata, mnogi konzumenti Masicevih reSenja cesto se zale
kako je pod njegovim dizajnom tekst savrSeno necitljiv. Ja sumnjam

da takvi nezadovljnici uopste i Citaju inkriminisane tekstove. U svakom
slugaju: ne pokusavaju da ih Citaju na pravi nacin, jer ih je minornost
ideja i imbecilnost realizacije u dugoj tradiciji dizajna shvacenog kao
ilustracija ve¢ privikla na stereotipnost i ubedila da samo njena reSenja,
iako se Gesto suprostavljaju logici teorije percepcije ili logici zakona
sinteze, mogu zahtevati status pravih.



Masicev dizajn, za razliku od toga, nije »pauza«, nije »belina«, nije
prelom na kome se o¢i odmaraju, nije uvek ista organizacija istog
praznog prostora. Taj dizajn jeste nesto sasvim drugo: jedinstvena
plastiéna celina, integralno reSenje za, u datom slucaju, pravu
komunikaciju. Da bi se shvatio tekst pod takvim grafickim dizajnom, da
bi se primila zajedni¢ka poruka teksta i dizajna, potrebno je, pre svega,
spoznati strukturu odredenog nacina misljenja. A to znaci: treba, biti
spreman na avanturu duha i aktivnost misli kao pravih preduslova za
primanje poruka, a ne samo pristati da se primanjem poruka, mozda,
stvori preduslov za aktiviranje vitalnih funkcija organizma.

U tom smislu Masiéev dizajn jeste jasno ispunjenje »programac«. Jedna
njegova jedinica samo je tacka u nizu, i ona stoji u jasnim odnosima
kako sa susednom tackom tako i sa Citavom strukturom niza. Fenomen
»sluaja« iskljuen je iz ovog metoda na isti nacin kao Sto se njime
negira i svaka moguénost prisustva elemenata zasebne reprezentativnosti
koji medusobno stoje u sasvim uslovnim vezama.

Casopisi »Umetnost« i »Encyclopaedia moderna«, revija »Susret«, knjige
»Sadrzaj« (Bora Cosi¢), »KrSevina« (Drago$ Kalaji¢), »U prvom krugue
(Solzenjicin), »Ja sam na spisku« (Pasternak), »Pesme sa putovanja«
(Miodrag Stanisavljevi¢), »Ce« (Matija Beckovi¢ i Dusan Radovic),
»Antihrist« (Moma Dimié), »Angelos« (Danilo Vitorovi¢), »Glasovi«
(Milovan Danojli¢) , ili »Zivotopis Malvine Trifkovié« (Mirko Kovac), katalozi
za filmove Aleksandra Petroviéa »Bice skoro propast sveta« i Dusana
Makavejeva »Nevinost bez zadtite«, plakati za izlozbe Reljica, Kozariéa,
Damnjanoviéa, za izlozbu jugoslovenske knjige u Pragu, za film »Rani
radovi«, graficki dizajn Spica u filmovima »Nevinost bez zastite«, »Vesela
klasa«, »Lipanjska gibanja«, »Rani radovi« i »Gratinirani mozak Pupilije
Ferkeverk«, graficka oprema Muzeja revolucije, izrada celokupnog
grafickog dizajna poslovno-reklamnih elemenata festivala »Vrli novi svet«
(pismo, memorandum, plakat, katalog) — sve su to reciti primeri
delovanja u kome se potpuno izostavlja mogucnost stvaranja utiska ce-
line iz prostog sabiranja pojedinacnih utisaka delova grafickog dizajna
(prelom, kover, tip slova, ilustracije, izbor boja). Nasuprot tome, svaki
osnovni element Masi¢evog grafickog produkta nerazlugivi je deo
celine. On deluje samo kao funkcija u mehanizmu sveukupnog dejstva
graficke strukture, a ova, ponovimo to jo$ jednom, ne priznaje unutar sebe
delove prvog, drugog ili treéeg reda — ve¢ i zato Sto nikada ne nastaje
od jedinica razligite polarizacije. Za Masi¢a jedan oglas je isto tako
vazan kao i »glava« publikacije, potpis ispod fotografije ravnopravan je
sa naslovom noseée rubrike lista, omot nije nezavisan od izbora slova,
prelom je uvek jedinstven (zasto ne re¢i: jednoobrazan) i ne trpi
odstupanja bez obzira na moguéi izgovor za tako nesto. Citav odnos prema
svim ovim elementima, Gitav »programe«, bazira se na prethodnom izboru
osnovne jedinice graficke informacije, na izboru osnovnog grafickog
znaka, koji, ponavljajuéi se u svim slojevima strukture produkta, postaje,
samim tim, i vrhovno reSenje.

Masicev dizajn jeste, u krajnjem kontekstu, »sfera« u pravom smislu tog
pojma — u njemu je centar svuda, a obim nigde.

Takav dizajn uvek zahteva potpuno individualan napor da bi se pronikao
njegov smisao i da bi se stiglo do njegovih poruka. U primanju ovakvog
dizajna ne pomazu nikakva op$ta pravila, i njegov sadrzaj ostaje nedokuciv
za one koji nisu spremni, ili koji nisu sposobni da, u izolaciji
individuuma, pronadu razloge autenticnog angazmana i da, posebnoscu
svog individualnog napora, neponovljivoséu akcije svog subjekta, dopru
do prave obale novog iskustva.



Znaci li to da je Masicev dizajn samo za povlaséene? Naprotiv. Njegov
dizajn jedna je od onih stvari koje nas iznova ubeduju u nemogucnost
humanisticke integracije na najviSsem nivou. A to je nivo jedinstva koje
se neée zasnivati na gubitku osecéanja individualne slobode i individualnog
kritickog misljenja. Sluzeci upravo jacanju otpora silama opresije, koje
drustvenu koheziju zamisljaju kao rezultat procesa uniStenja individue,
Masiéev dizajn jeste aktivnost Cije vrednosti nadaleko prevazilaze

okvire samo jedne likovne discipline. Masi¢ je danas jedan od nasih
retkih dizajnera koje je nemoguée »najmiti« za odredeni posao ukoliko
oni u njemu, osim uobicajenih profesionalnih zadataka, ne pronalaze i
neke druge razloge.

U slu¢aju Masica ti drugi razlozi su prilicno brojni. Celokupna njegova
delatnost, pogevsi od studentskih dana i revije »Vidici« do »nezavisnih
autorskih izdanja«, jeste akcija u kojoj je profesionalca zamenio Citav
¢ovek. Covek koji u svemu Sto radi ne vidi moguénost realizacije samo
svojih kreativnih sposobnosti, veé 3ansu da se potvrdi kao kompletna
licnost. | to u Zivotu koji je slobodno izabrao za svoj. U kulturi kakva je
nasa jedna takva liénost mora da pripada manjini autenti¢nih pregalaca,
na zalost gotovo zanemarljivoj, ali Masi¢ nije sklon da se zali na svoju
sudbinu. On je, mozda, svestan toga da akcija koju pokrece, kao dizajner
pretvoren u drustvenog aktivistu prakticno nece izmeniti opSte stanje
u dizajnu. No, u isti mah, Masic¢evi radni i stvaralacki dani ispunjeni su
uvek ponovnim potvrdivanjem ispravnosti stanovista da je jedino pravo
delovanje dostojno Goveka — etickog fenomena ono koje odbija sve sto
nismo mi, koje je na$ nepristanak na opredeljenje drugacije od onog u
kome individualnom akcijom realizujemo sopstvenu sudbinu. Zato izlozba
Masiéevog dizajna nije niSta drugo do manifestacija nepriznavanja
postojeceg stanja u ovoj disciplini.

Bogdan TIRNANIC

Roden u Beogradu 1939. godine. Diplomirao na arhitektonskom fakultetu
Beogradskog univerziteta 1964. godine. Od 1966. godine objavljuje
»nezavisna izdanja«.

Samostalne izlozbe:

1964 Izlozba arhitektonskih i urbanistickih projekata, Galerija »kmac,
Beograd.
1971 Grafi¢ki dizajn, Salon Muzeja primenjene umetnosti, Beograd.

Grupne izlozbe:

1966 Drugi Bienale industrijskog oblikovanja, Moderna galerija,
Ljubljana.

1968 Treéi Bienale industrijskog oblikovanja, Gospodarsko rastavisce,
Ljubljana; Deveti Oktobarski salon, Beograd; Primenjena grafika
'68, Galerija Grafickog kolektiva, Beograd; 146.000.000 kilometara,
Ferara, ltalija.

1969 Deseti Oktobarski salon, Beograd.

1970 Zlatno pero, Muzej primenjene umetnosti, Beograd.

1971 Kontakt '71, Galerija Grafickog kolektiva, Beograd.



KATALOG

1. RADOMIR DAMNJANOVIC DAMNJAN
Galerija doma omladine, Beograd,
28. 3. — 9. 4. 1966;
sitoStampa, tri boje, 50X 70 cm,
izrada: Blagoje Petkovi¢, Beograd.

2. IVAN KOZARIC
Galerija doma omladine, Beograd,
12. 4. — 24. 4. 1966;
sitoStampa, dve boje, 5070 cm,
izrada: Blagoje Petkovi¢, Beograd.

3. GENERACIJA 1966 GODINE
Galerija doma omladine, Beograd,
5. 5. — 13. 5. 1966;
sitoStampa, tri boje, 50x 70 cm,
izrada: Blagoje Petkovi¢, Beograd.

4. BOLE MILORADOVIC
Galerija doma omladine, Beograd,
13. 5. — 22. 5. 1966;
sitoStampa, tri boje, 50X 70 cm,
izrada: Blagoje Petkovi¢, Beograd.

5. VYSTAVA JUGOSLAVSKYCH KNIH
Prag, 16. 6. — 30. 6. 1966;
sitoStampa, dve boje, 5070 cm,
izrada: Studentski centar, Zagreb.

6. RADOMIR RELJIC
Galerija doma omladine, Beograd,
28. 6. — 10. 7. 1966;
sitoStampa, dve boje, 5070 cm,
izrada: Studentski centar, Zagreb.

7. ENCYCLOPAEDIA MODERNA
Zagreb, septembar 1966;
sito§tampa, tri boje,

66 x 96, 48X 24, 22X48 cm,
izrada: Studentski centar, Zagreb.

8. FEST '71 (varijanta a, b i c)
Medunarodni filmski festival,
Beograd, 8. 1. — 16. 1. 1971;
sitoStampa, varijanta a i b u tri boje,
varijanta ¢ u pet boja, 50X 100 cm,
izrada: Studentski centar, Zagreb.

9. UMETNOST
lzdavacki zavod »Jugoslavija«, Beograd,
broj 5, januar — mart 1966;
visoka Stampa, 20X 24 cm,
izrada: Beogradski graficki zavod, Beograd.



10.

11

12.

13.

14.

15:

16.

1i7:

ENCYCLOPAEDIA MODERNA
Jugoslavenska akademija znanosti i
umjetnosti, Zagreb,

omot za broj 1, septembar 1966;
visoka Stampa, 30X 60 cm,

izrada: Studentski centar, Zagreb.

ENCYCLOPAEDIA MODERNA
Jugoslavenska akademija znanosti i
umjetnosti, Zagreb,

prospekt, septembar 1966;

visoka Stampa, 30X 36 cm,

izrada: Studentski centar, Zagreb.

MUZEJ SAVREMENE UMETNOSTI
Beograd,

prospekt, 1968;

visoka Stampa, 11x26,5 cm,

izrada: Savremena Stampa, Beograd.

NEVINOST BEZ ZASTITE
Avala — Genex, Beograd,

prospekt, 1968;

sitoStampa i visoka Stampa, 3030 cm,
izrada: Savremena S$tampa, Beograd.

IT RAINS IN MY VILLAGE

IL PLEUT DANS MON VILLAGE
Avala — Genex, Beograd,

prospekt, 1969;

visoka Stampa, 16 X45 cm,

izrada: Savremena Stampa, Beograd.

ROK

Casopis za knjizevnost i esteticko
ispitivanie stvarnosti, Beograd,

broj 1 i 2, 1968—1969;

visoka Stampa, plastika, metalne folije,
sitoStampa, 22,5x22,5 cm,

izrada: Savremena Stampa, Beograd i
Studentski centar, Zagreb.

NEWS

Jugoslavija film, Beograd,

bilten, 1970—1971;

visoka Stampa, 21x29,5 cm,
izrada: Privredni pregled, Beograd.

SUSRET

Gradski komitet Saveza omladine Beograda,
revija, mart 1968. — maj 1969;

duboka stampa, 25x32,5 cm,

izrada: Stamparija Politika, Beogrda.

br.77 (str.3,7,8,9,11,12,16,18,22 i 24); br.78
(str.1,3,9,10,16,18,21): br. 79 (str.1,3,9,10,
16): br. 80 (str.1,3,9,12,13); br. 81 (str.1,8,
9.1213°15.16): be. 82 [str:1.6.7.9.12,13,16);
br. 83 [sir.1,16.17.26); br. 86 {str.1,3,7,12,
13,14,15,16,17,18,19) ; br. 87 (str.1,6,7,8,9,11,

18.

19.

20.

21.

22.

23.

24.

16,17,18,19,22); br. 88 (str.1,6,7,8,9,16,17,18,
19,22); br. 89 (str.1,8,9,10,11,12,13,22,23);
br.90 (str.1,3,8,9,16,17,18,19,20,22,23) : br. 91
(str.1,6,7,12,19,20); br. 92 (str.1,6,7,8,9,12
13,16,17,18,19); br. 93 (str.1,6,7,12,13,16,17
18,20); br.94 (str.1,3,6,7,9,10,11,12,13,15,20) ;
br. 95 (str.1,10,11,14,19,20); br. 96 (str.1,14
18,19,20,21); br. 97 (str.6,7,1,8,12,16,17,20
22.23) " br. 98 (str.1,6,7,12,13,14,19,20,22,23
24): br. 99 (str.1, 6,7,8,9,15,16,17,18,20,22) ;
br. 100 (str.1,2,3,6,7,8,9,11,12,13,15,16,17,18
19,22,23).

SUSRET

Gradski komitet Saveza omladine Beograda
specijalno izdanje, 22. 9. 1968;

visoka Stampa, 2029 cm,

izrada: Savremena Stampa, Beograd.

NB'69

Gradski komitet Saveza omladine Beograda
specijalno izdanje revije Susret, juni—
oktobar 1968;

visoka Stampa, 20X 29 cm,

izrada: Savremena Stampa, Beograd.

CRVENA ZVEZDA

Specijalno izdanje revije Susret,
septembar 1968;

visoka Stampa, 20X 20 cm,

izrada: Savremena S$tampa, Beograd.

INEX

Interexport, Beograd, maj 1969;
sito§tampa, boje na metalnoj foliji,
32x32,3 cm,

nulta serija,

izrada: Radovan Daji¢, Beograd.

PUTEVI POBEDE

Muzej revolucije naroda Jugoslavije,
Beograd.

katalog, 15. 5. 1970;

visoka Stampa, 20x20 cm,

izrada: Srbostampa, Beograd.

UNESCO, 1900—1925 SLIKARSTVO
Jugoslovenska nacionalna komisija za
UNESCO i

Jugoslovenska galerija reprodukecija,
Beograd, juni 1970;

visoka Stampa, 20 21,5 cm,

izrada: SrboStampa, Beograd.

FEST'71

Medunarodni filmski festival, Beograd,
oktobar 1970;

znak. memorandum, koverat,

visoka Stampa, pet boja, 22X 27 cm,
izrada: SrbosStampa, Beograd.
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26.

27.

28.

29.

39.

3.

32.

FEST'71
Medunarodni filmski festival, Beograd,

“katalog, januar 1971;

visoka Stampa, pet boja, 2227 cm,
izrada: SrboStampa, Beograd.

FEST'71

Medunarodni filmski festival, Beograd,
januar 1971,

prospekti: Oliver, Sumrak Bogova, Bu¢
Kasidi, Kad hi.. .,

Odiseja 2001, M.A.S.H., Strast, Goli u sedlu,
Tristana, Venac pupoljaka, Konje ubijaju,
zar ne?, Voda nesto nosi, Kes, Vudstok,
Na kometi, Biciklisti, O jagodama i krvi,
Isidora. Svedska ljubavna pri¢a. No¢ kod
gospodice Mod, Lisice, Satirikon, Kota
Zabriski, Pobuna u Adelanu, Vaterlo, Leo
poslednji, Istraga o besprekornom
gradaninu;

visoka Stampa, 20,5%x 20,5 cm,

izrada: SrboStampa, Beograd.

RANI RADOVI

Neoplant film, Novi Sad i
Avala film, Beograd,
filmska $pica, april 1969.

SADRZAJ, Bora Cosic

Nezavisno autorsko izdanje,

Beograd, februar 1968;

visoka Stampa i sitostampa, 19,5X 19,5 cm,
izrada: Savremena Stampa, Beograd.

KRSEVINA, Drago$ Kalaji¢

Nezavisno autorsko izdanje,

Beograd, februar 1968;

visoka Stampa i sitoStampa 19,5X 19,5 cm,
izrada: Savremena Stampa, Beograd i
Studentski centar Zagreb.

JA SAM NA SPISKU, Boris Pasternak
Nezavisno izdanje,

Beograd, februar 1969;

visoka Stampa, 16 X 16 cm,

izrada: Savremena Stampa, Beograd.

PESME S PUTOVANJA | DRUGE,
Miodrag Stanisavljevic
Nezavisno izdanje,

Beograd, oktobar 1969;

visoka Stampa, 16 X 16 cm,
izrada: Skola za industrijsko
oblikovanje, Beograd.

CE, TRAGEDIJA KOJA TRAJE,
Matija Beckovi¢ i DuSan Radovi¢
Nezavisno izdanje,

33.

34.

35.

36.

Beograd, februar 1970;
visoka $tampa, 16X 16 cm,
izrada: Srbostampa, Beograd.

ANTIHRIST, Moma Dimic
Nezavisno izdanje,

Beograd, avgust 1970;

visoka Stampa, 16X 16 cm,
izrada: Srbostampa, Beograd.

ANGELOS, Danilo Vitorovic
Nezavisno izdanje,

Beograd, oktobar 1970;
visoka Stampa, 16X 16 cm,
izrada: Srbostampa, Beograd.

GLASOVI, Milovan Danojli¢
Nezavisno izdanje,

Beograd, novembar 1970;
visoka Stampa, 16X 16 cm,
izrada: Srbostampa, Beograd.

SPICA ZA FILMOVE

Nevinost bez zastite, Dusan Makavejev
Vesela klasa, Bojana Marijan

Rani radovi, Zelimir Zilnik

Gratinirani mozak Pupilije Ferkeverk, Karpo
Acimovic

Lipanjska gibanja, Zelimir Zilnik
(projekcije u toku odrzavanja izlozbe).
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OATIOMUM K3 KIbMIE CHNMISO 30 HIDOHN (IMNM HMENHMNPO HHNKHKD

Kagposk 61 - 80
CKpPOBHWTE rpyne.
MOTG3NH.

CHT.

ext.

ABopHwre.

Marasum je yr npaax u L Huje
HATPNAH CNMKOBMTHM CTBapKHnG. Oa cTeapu uma:
romuna ¢ y crapmx c
Buce xononuw. Ha jeanon canayxy romuna xwmra.

Ha apyron, cvapa senuxa nucaha nawmwna. Hexonuxo
ponumn nax-nanmpa. Kanra 3a Sensun, wemna ua
npeasojunuxe obyxe., Ty ce jow nanasu ronuna necxa,
CTPYroTHHa, Kpne, Nnesax w jeaan yesax.
Wntenextyanau 3sarn Kpyno ceamn m nperauve Bewnsun
y énawe. ¥Ynaaajy rpoje.

MAPKO: ( c spava) Barpenn nosapas Sparcxun
narepckwn wapoawma!

JYFOCNABA: Tpeha napona LIK CKM(B)

51.r Oxrobpa.

KPYHO: Baum unrapy, marapue!

Mapxo Bauya yurapery y Sapuuy Senanna rae Syxne
sarvpao.

JYTOCNABA: M3 ucxpe he Byxuyru nnanen!
KPYHO: Masna a oA xoje xpeh y Suno
%0jy axumjy nopa Surm caecT 0 HeAPBOAHO]
NPoMIBOAK HaLeE Npuspene.

JYTOCNABA: To 3syun rayno xaaa csu Tyne

o nenpoaaroj pobu. 5

KPYHO: Aa je TpmmwTe 3acnheno He Bn yso3unn.
Cse wro je y 3anuxana, 10 uuxo nehe, Yo u nuje poBa,
Q MM CHMO MHAKBHAYQNKCTH, 3GTBOPEHN y CBOje
AywType.

JYFOCNABA: Ja vepaun aa y xonynwusam Tpeba

yhu. Maxap can.

MAPKO: Axo xohew y xomynusanm, cpehaw nyr!
Mowecn Tonny rapaepoBy u NuwK KaA CTHIHEW.

Menn je jacno, Ges paaunuxe xnace uurge nehemo
cruhn.

Jyrocnasa ysuna ca canayxa kmury, nesme ce na vaj
camayx w uura 3amjaruma.

JYTOCNMABA: ,,Pesonyunja je cayrae, y caeny. Oma je
Secxpajma. Mocneame pesonyunje nena. Hema
nocnegmwer Bpoja, counjanna pesonyumja je cano
ieaaw o Be3Bpojunx Bpojesa’.

APATWWA: Morao Bu nexaa nocne nocna aa
npoMenuw wapane.

Mapxo u3nau n y xoauuky noa wecnon onepe Hore n
uvapane. Bpaha ce, o6naun yunene na Boce vore n
0CTasAQ wapane Aa ce Cywe.

3a cae spene TexcT HACTABAG Y @ -y

JYFTOCNABA: ..3ax0on pesonyunje #uje counjanaw,
“ero neynopeanso sehn — KOCHHYKN, yHHSERIONHN.
Hexan e Buru yraphena npeunsna opryna 3axona
pesonyuwje. U y voj poprynu e Buru Bpojue
senuumne: Haunje, xnace, 3serae u xiure. Ounaum ce
owrTpe (com osae xede 3ySe) vex 0MaAa xAAA MNA KO AC
ce yjeaa. Koxowne umajy xpuna cano 3a70 a0 Gu_ wura
nynane. 3a maeje m xoxowxe wcrm je 3axon. Maeje xoje
Ce xpane xovneTuma ocrajy Ses 3yBa wcTo oHaKO KAO W
UMBHNMIOBOHM, KOTNETCKM AyAM (OHn je oBope ca
€OMAYXa, Jyrocnasa anve Co Jemme): Jepernun <y
norpeBun paaw 3apasama. jepeTuxe Tpeba wanncnnTn
aXO Mx Hema"™.
30 spere unTama cnywaoun NPso paae HOpHANKE
Paawe, ca $nawano, nperaxaien Benduna,
Npocejasamen NeCxo.
KPYHO: Taj raoj Pyc ne yne ac mmcnu.
APATULWA: Ooj nan cnucax xwura, aa npopafyjerno
wop xyhe.
MAPKO: flepoprucan cam 04 rnaaw.

JYTOCNABA: Exo Tm cnannna na ce Bopm!

MAPKO: Jen nory na .Kanurany”, npem vom cmo can
casnaaanm.
KPYHO: flohasona, HiKo ne 3na weny npowmupene
penpoayxumje.
JYTOCNABA: ¥ peay. ocTasmano wy u perucrap
nHena.
Mapuo nanu .. Kanuran™ u ia meny npmm cnanmmy.
Aonaw a0 93. crpanmuye.
MAPKO: (unta) 93. cTpama, Kyntypa. 1947. roamma,
LT ua, np wjage n Y h. Harow 20
arpramen Bnara oa npupoae je weymepen! 38or rora
3rpraun 6nara m mprayjy c8oja venecwa ymusawa
anarnone pernwy.
JYTOCINABA: Ycrajre, su, 3enamcxo pobae
Bu cyminm koje Hopu rnaa
Henpasaw pasyn caa ce caetu
Yac je xpajmwu aowo caa.
KPYHO: Haow unrep |yr je aa
wMTepHaumowany.
APATNWA: Hex cse Tpyno naawe y rpod ramum
Hex ce aume pobae cse
Hos cser carpaanheno camm
Ko Bewe wuwra, Buhe cae.
XOP: (nesa) To he Butu nocneasn
W oanyuawn Tewxmu Boj
HUurepuaynonana
Aa Byae myacum poa.
JYTOCNABA: Npehuno ca pujeun Ha ajena!
3a sperne Mnrepraunonane Kpywo ce oa sparva no wory
oBasuje nanyen xoju npuanuno Iseuna. Ao Xpaja cuewe
ocraje y nanumwma.
JYTOCNABA: Ceno je npenywreno camo cebu. A cae
PATOBE MNpEeNOMe MIBNAMK Ha C80joj rpBaumn.
Axumnjy nounmero oa Tenema.
MAPKO: Craapwo, cemane ne cnemo npenycrurn
cTuxmujn. Hapoa sonu aa uyje xya mae.
KPYHO: fla yxunemo napoa. jep je npaas u npasn
npoBnene (Asopruwite, nonarajy ce no camayuuma)
Ja cam mapog, a su me sogure.
MAPKO: Csaxu nponerepujar rpeba aa cspwn ca
<sojom concTaenon Bypmoasujon.
KPYHO: (y nanuwna) fone upsena Bypmoasuja!
JYFOCNABA: Una aa nac noxance xo nunuhe wro ce
OXyNAGMO y Fpyne, G rpyna wuje npujasmena Cnab
8aM je CHUCAO 30 MAEje KOje newa)y caeT

WFPAMOR Gunmy HACTAS A0 A0
wCnm Ty Coumjanny
npoBnenarmey serany 20
COBpemenOr MNGAO! “OBEND
MO JEA0N HERONBENUNONANNN
w aprax maunn Hoeros $unm
®nOCH nalue no 36opmuuny
poaosa mnoaor Mapuco
(..Pamum poacen™), a y exunn
ce, Nnopea mocuenapucTe »
nonoRumeo psanTasa
Spanxa Byynhesnha, nanalre
CNOBEHANRN NNAGAK PuNMCRN
peanven Kapno Mo,

Y YNOIN CHMNATEAD #
nenoruua CpBuje 67. Musa
Byjancenh xao rymaw rnaswe
mencxe ynore.

Wennnup Mannes |
He(ynamve0o wajnnafn
peawten y uc1opuin
Iyrocnosencue
uunenatorpadu)e none je
nosepena pemmjo
CamocTanuor wrpamor gunma.

MNocne senumnx ycNexa xojn
€y NOCTMIN® merosm Hpa Tum
@unnosn Jypwan o musoTy
Omnaawune wa ceny — Jmmn’,
.Muonupu manewn. nu cno
80)<xa NPasO. caaxoOr gana
MUuEMO nO0 dJenema Tpasa’,
~yan’ w

Munuusx y caon npeon

*

xaaposu 106 - 140
APOTHLWINK CTOH.

eNcT.
eHT.
nonoAHxe.

Aparuwa ysnaum Jyroc: «.. ; xpo3 Npolop.
JYTOCNABA. Kyhu suwe e waen. Poaw wva wraw,
newn aaj hebe.

APATUWA. Hena nuxora (nuna je).

JYTOCNABA: Oruhu Ny axo ce naBauyjew. fla uwran
MOrnoc AG TM OA€ Hepesola.

Yanna ,Pane panose”, crnewra ce, wnra. Aparnwa joj
NPXNG3IN OTNOIAANW, JABNANYK PyKe NOA MAjMUY, NPCTH
noa majwuon. Cumnaa joj Spycxanrep.

Jyrocnaso » aase unra.

Npwnain joj cnpeaa, nonaxo joj anme pyxe, xiwura
nocreneno aonasw winaq rnase. Harno joj cayve
majuuy. ..Panu panosu™ ocrajy y najuun, xao y vaxy.
Jyrocnasa rona ao nojaca oanam u w3 oabauene
nOjHue 80an Kienry

Aox Jyrocnasa rpomm crpannuy, Aparnwa joj ce
nNpuKpase, npenasw joj pyxon no nefuna w ovsapa
pajdnewnyc na cyxwu. Cyxna naaa.

JYTOCNABA: flame ne aan!

Oanasw y yrao, ceaa nosmjeMmux MOry W HACTABAG
uurawe. Aparuwa aonasw ao we. Mouume aa je a~yBn
Jyrocnasa cvoju novnywo rona.

JYTOCNABA: Crua je seh pesonyunja. M xaa Bu ce
UeNa Houm|a 3GMCTa CTHAeNna, owaa Bu ona Buna nas
%Ojm ce Nnosnaum npe cxoxa. Koneanja xojy aecnormran
#380aM CO HONA, ONACHA j& HETO TAKO W 30 Hera, HCTO
%00 WO je Tpareanja jeanom Buna Crjyapruna u
BypBowmma. M uax axo ayro spemena 08y xOMeaunjy we
Bucrmo craTpann ommm wro ject, ona 6w wnax Buna
pesonyusja. Apwasa je cysnwe 03Buana <veap Ao 6w
Ce w) we morna npasuTu naxpawja. Momaa 8u 8poa
nyn nyhaxa mOrac A0CTa AYro NNOBMTK NO BOAK BeTPa,
»o omu Bu nnosmo y cycper cs0joj c<yabwunm ynpaso avo,
iep nyhoum 7o ne 8w seposann. Osa cyaBuna xoja je
npea nama. jecT pesonyuwja.

Jeamno wro nanorpahamm mene, 1o je museru u
Painnomasatm ce. To xohe w musoTume. ¥ rpyanna
osux myam rpeBanc Bw nonoso npoByanTm vosexoso
ocehawe BnacTuTe BpeanocTu, cnoBoay. ®unncrapcun
C8eT je GuNuCTapcKm caeY muBOTHIG. M axo nopamo
NPMNIHGTH IEroBy EriuCTENUN|y, ONAG HOM He
NPEOCTaje MMWITA APYTO, HErO AG CTATYCY KBO
i€an0CTa8NO AGMO 30 Npaso.

Aecnor ysex suau ayae nuwene Aocvojancraa. Oum ce
yTGNAjy Npea wmerosum ouuma uia wera, y Bnavy
08uumag musora, M) %Ojer ysex manosa NpoulMnale
Cnwunw maoBana. Muta pecora, prona et ventri nbedi
entia (Jyrocnasa ycraje w umra nocneamy pevennuy).
Co csoje CTpane mu Hopano ('Gp“ cserv '\DV“'NO HiIKe Tw
"0 BMAENO. W NOIMTHEMNO MIFPAANTH HOBM (Cvoju rona)
Caao me obyum

Aparwwa w goae cean.

Werajy no cobu. Aparuwa nuje soay. Owa cnpena u
jeae xned ca mawhy Caa ce yracTm.

JYTOCNABA: Npau nyr je aoBpo npowno. fla
Snauno aame. .. Ajge, Wra yexaw. Kaxo mucnuw ao
Aorypaw Ao ceamor nyva.

Aporuwa oanain oxpenyr nefuna, YINNG NMWTOA W
onanw wecr nyva. Jyrocnasa y apyron xpajy coBe,
RNeuN ONPENYTO IMAY, jeud w puaa, ayro.
JYFTOCNABA: (xpo3 nnaw) Kpereny, cae can Tu aana
y nojonacumje aane a Tx ce 2e3aws’

Aparmwa ce 08naun. Monano |0} npunasw, sarphe je
HExOM JGBECON M NOXYWOSA AG @ NOAUTHE.
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' BopBa, wnje npouec npunarohasana,

HeNS Of MeMX NOCTAO CRECTAN C?IW

W : 4 “150?“ / obnacTuna, ¥ "D,?"'.nuu, y‘ 05pﬁlol::¥-

npeacrasmajy nepuoa y npRBpeax, 8 KO;M j€ upmenvnct:; ApYyroj cTpaHu
NpOrpaMMpaMOr HOCHAG, NOCTHIGHY HIBECHHX nubelc':’ég‘a”HPA KOja 4HHH

jep Toxon mabopa vaumja HEOCINARUBA HOBA HMX NOAATAKA
» noMoso Tpamu cebe, jeAHOD jEAHHCTBEHOD NOAE CHHYNTO o nm:mcllo
el y KOjer HHCY roryhHK HHKOGKBH UHeeBH, el
CancTacior uagvera rosnduema y ceBe, @ enramiaCn C paiien

; - TB renepausnjao ce noceehyje .yHy P
Osoroaniurek HIBOpH Cy ,, TPArHYHK y"' u pasjeaaty NpMBATHOT MAEHTHTETO.

e npupoan sbor vora, - "YYHT;.:;'L“R NpacTOp je HHOTO sehu oa ,
LWITO j€ HOrNM TEXHWYKM PAIBOj AOBEO ¢NoAdUIMer NPOCTORd, GKO C& NoCHATRajy
Y NuTame anepuyuko ocehame cebe, pucvoiuwﬂ nanehy _.oﬁje.wfa", YHYTPOLLMHX M
anepuuxy npeacrasy o camnom cebn. . Cnomalunx. PUIHUGPH Ce AaHAC Gase ;
CBAKA HOBA TEXHMKA cTRGpaen ycnosa 3a HHONOIMjy HATepHjanHor
CTBAPA HOBY i : yHmsepiyna, nyten xoje he cse nohu Aa uWNeIHe
CPEOAVIHY i - - yHyTap camor cebe. Excnnoluje npunoaajy

3A HAWA UYNIA U HA TAJ HAYMH.
PEMETM OHE nrmcrw. JE CMO.
MK usrrmﬁauwg_Ah A CEEM

cTapom KYVNOICKOH, cnobaw»eﬂ.‘ BEHGlHNBOM
- npecTopy- Mrnno3nja HGOopHAUK|a AOHOCH
W . MHOreKoWTPoAMKUMje, KOO LWITO je, HA NpHHEp, OHa

¥ CTAPO) CPEQN > w u wsabpaTs a3 mely resepaunjana’ npeacrasxa
npeacTasHNKE Y B Boxke nuune LSl &0 MHMEOIE PAHH]HX Pa3iHKa wanehy y3pacra.
Mecpefengt s SHaus yuecTsosaTy y Buum oxo Aeceroroauiutak o c e ha xao
RPEACTOME O He OKO UNAeRa. % cra0, OH je yriyueH ¥ HEONMUNaMBY CpeanNY
e 7

eneKTPOMCKOT HHDOPHHCTAtd, KOja HY NperocH
HCKYCTBA OAPGCNMX Y MCTOj HEPH KOO M Herosnm
crapwjnn. AETE MNPEA MANTM EKPAHOM
_FYTA OMMMA T8 NPEACTABE O XXUBOTY
"OAPACNINX MCTO OHAKO KAO WITO JE
‘CHUPOMAX NPEA TENEBU3OPOM
 BACEHEH NPEACTABAMA
O MATEPM JANTHOM BIATOCTAY,
KOJECY MY HA O XBAT PYKE. Peaynvor je
‘wnanu TB rneganau oanyuyje aa npeckoum
ICTHO X MNOAOCT, O CHPOMAX, COCEHHM
AHG, aany4yje aa 3aobuhe Bupoxparcks
NOBMPWHT KOjH My OAPHYe NPABO HG KONAH.
Tenin W@'Aturu‘reron je wcro ronuko
MBG KONMKO j€ W BEIAHT Y3 HOCHAE.

Tparsunw [ykax uerna uuxaksor ysaa. Onu je
npunylen Aa Tpaxu oaroscp Ha NWTamke: , Ko
can jol” y cuTyoumjn xaga my ce uanmue Tne non
worana. ,Hepalynno hacnae” xoje on
yRpammasa je nuname y Hpoky wenolvaror. Koo
W Rawa aawawisa TB renepounja, on Hije . oam
¥y Cramy aa ce ,yxnonm' y ceT KoOju ce 2
manenno. Hberos Tparwunm Harom, W d

crsapara. Ou ne noxe ga ,penp
MYAC ADK MX HIHORD HE MIMMCIM
Cau ¢y xauamaaTn 30 npeacen
yrucax xoa TB rneganaua go &
MOTNO M MNTENHIEHTHN]E PasTQ

nawaxaary L : g{bE JE TEXKibA 3A MAEHTUTETOM.
HeNYpanHMX > heT) HOB, E;EAC‘I' 14O NPOBANA NOKPETa 3a ,,UpHy Bnact”, 3a
Melyrun, ounrneant " M “”alﬂ ucna IANBUAYE 3 Ky Bnact”, W APYrMx, He MIpaXasa

o = s 7 =

HNTENNTENTAH PAIFOBOP He MOXE BuTH.. . P) ﬂ&mmmﬁm ae, seh TeXiey 30 MACHTHTETON.
SR cae KType, nHune u nowe ga yobnwuuu Hosy npeacrasy
- Huke. 0 cebm canopylueen CTape, oNuNAMEe CpegMHe.

y XX sexy, on 6u ce oyTonaTcki

nonMTHYKOr muBoTa. MoxopHocT u ' Crapa onxnmms MeneInuue, NyTa W Ila unaok, palapaie ONHNAKBE CpegHHe Huje
®Oj® JaxTena ,NparTuuna nonuTHxa" ga B . . _wTyanne je, HaC) r TOME, LeHTDANM3Iosana u UM TBresepaumje, jep oHa we Home HMATH
aeluna noapwxa 6uno xKoje nonuTHuKe ! Ceunjonmulosana cae pynxumnje. HMKGKBOr UWama. ¥ JEAHOM ENEKTPOHCKOM
mmmutEuEuje. HUCKIBYHY )Y MOTYRHOCT Opotrie # nposcTuye awnena TB resepaymje: CBETY KOJW JE CAB NMPUCYTAH

AA HEKA O36M/BHA NUYHOCT wa jeanof crpann CHMCTEM xoju je OAJEAHOM HE MOXE BUTH

NOJABM HA NONMUTHUYKO )] CUEHM. UEHTPOANKIOBAH M CNEUMjANMIOBAH ¥ CBMM HHMKAKBM X LIM/BEBA HUTK

Hujeaan xanamaar ne cxsata TB uu y oguocy Ha CTAHOBMUWTA. NOCTO KU CAMO

cefe, WM y 0ANOCY HO APYLITEO. AKO j& KAHAACKH AHTAXXOBAKE U CTBAPAIE

npenujep Mjep Tpuao ycneo aa nocrame joxa TB MPEACTABA. To je cywiTHHa wHnnolsje.
MIIHOLT Y NODNTHIM, TO )8 30TO LUTO Wera we. Mpenos ca cNoAGWIBKHX UHASEA HAO YHYTPAWHE
HHTepecyje snact. Caaxo ko MITNEAQ KAC Aa Ry je npeacrase Huje ,HaMepHO'' M3BeaeH, TO je Heka
MWOro €YQ N 0 AC Tora aa 5!’&!? w3abpam — ‘ BPCTA EBONYTHEHOr TPAraika 3a HOBMM

Bosme 4G Ce YONLWITE HE NOjas smyje HA TenesHIMjn.

1 anneHanjara. Oso ofiprame oa Texue 3a
Tenesninja paiswja KOA rNEAGOLA BELITHHY CNOACWHHM UMAEEHMA KO TEXHM 30

onamamo y sMwe cnojesa. To je ayGuHckm - g
MeaMjYH, HEKH BHA PEHTIeHCKOr Ipadetna Koje I‘:;Pp::;“"‘:;;':eﬂ“mn"a FEmENOA0 je
npomuna rnegaous. TENEBU3M JA HU JE : e e S S YRROMIvO BopaTRE e
3AMHTEPECOBAHA 3A NOFNEAE peauriju. npxapeaw, obpasosamy, nojcum,
b NONMT
MHTEPECE MW MPOBIEME. OHA JE . b st Lo o
NPOHAMNA3AY U CTBOPUTED nHle Muplgun Muﬂnyn“ H:n_enn‘ru ca Konyu8uja YHuBepiurTera
MPEACTABA KOJE CY U3HAA CBMX Ayrop osor rexcra je i = semenn CopBane nevaly
PAINTMKA ¥ FNEAMWTUMA, U M3HAL xawaackn npodecop. KBE pUMMERs”. Qln npocTo aoqe Gopby 3a
FEHEPALIM JCKM X PA3NMKA. Tenessonja g e AN TO CY CAMO BNEAN NPesamat’
CTO8AG TAUKY HO TPAAKUNOHANHE BoNeme XWAra meoro wper ACRETs  CYKOBA KO W MPE A3HALA
Ap™aBHE M NAPTH]CKE NONKTHKE. L-CRaKi e MeaksTe J ACTO)W. JEP JE3rPO
Llex Keneau je 5uo npau TB npeaceanmx. Ou je "[{:"hpm" i Fg rf:-lEPAL[HjE MMA CAAA TEK 12—14
NOCEAONA0 OHY HEIAWHTEPECOBAHOCT 30 BNACT, it Terse CA%Q'E?'J“ABHA KOHOPOHTALM A
Be2 xoje TB xananaaT He HOXe aa ouexyje ~PaT m mup y caeTexon HACTYN JERMM NOPETKOM
HuKaxas ycnex. Kana wosex noceayje orpomnno ceny”). Qamac ce o meny TOAMHAP:(“E TEKKPO3 YETMPU-MET
Boratcreo unm noh, OHAO HKerds Ayacks ;:::::",::f,:;‘ pamE Al OHW MOOAPACTY.

THB revepaunjm cy ovenu men HOAEHTHTET, M TO

ONCTAWAK Jasmcm 04 Tora xonuxo he Burm nunolodmiy enextponckt Bauy oMM mCTH KOju Cy Hamm
CNHWAK enexT

epe” mMoru craTpajy OHCK

HelauuTEpeCcosaM 3a Te cTEApU. Fnaxo X0 noxame Enianit w.pnof;’“"“. HEONMNAMBY CPEAMHY, M KOjM pyxomORE r'ion Y

AQ W €1 W OBE CTEOPH NPHING]E THHE CaOjy npomsscaon saxpmmaner 30 Te PYKOBOAMOUE MONERO, Bug o i

necnocobmocT aa youm ymacasajyhy orosopuocr y™o w nanabrpyene, NpdTen . Pyuxe

xojy one cobor Hoce. Jeanon peun, on ce NoHawa ::z"‘:::ﬂ'ﬂ*i!v aox apyrw, MoinH;:: F j::;iih“ AQ Cy neuenn meceuapn

KOO Meceuap, kAo CHEBAY KOKE je jaxo <Tano aa b e 4no Aa ce He npobype.

ocrame oasojen oa sacrpaiuyjyhe jose. TB ST i om ?IBC)‘;‘JI';?::LW‘%APH BE3 M3Y3ETKA CY

renepausja je ocrana Bes npeacrase o canoj cebu. ieamor noTnyme nosor fBYAM KO 1 Hficz___BEPQHAMEPH “

T s HOMMMG M . MOju nc

ynpeacTasyjojjeoaylecjeaan pemun cacTasmen ey “w‘::;;:‘p:l MPECNABA |y NNATWM A

O MECeHOpO KOjMMO je jaKo CTano Aa ocTaMy To. SNGETR W By Ay RO a
CBAKA HOBA TEXHMKA KOJA CTBAPA  wero snaceuan morwce x AAHAWKY ENOXY. 3awro bu ce

HOBY CPEAMHY MEHBA U CNNUKY KO Y Hoyunm neroa. Osae here :“‘P° byanno camo 3bor tora aa ce
nyau MMAJY O CAMUMA CEEM. MEHA M ::?:“::‘.I :;:r:::;n:(na o YOuM ca CHnoBMTOM Bopbon
el PR s s e i e
JHAMMH . DUEHMTE COmM. . % BralHK
HMOME CE NMPEMOCTUTH JEAUHO i HOopajy aa soge axo
3 HACH/BEM. TAKBO HACUIBE HEMA ;""‘” Aa pocerwy ao
HUKAKBOI LUMIBA OCUM NOTPEBE AA CE : HNo xaxkse npeacrase

O canmmMa cebwu!?
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If, according to Marshal MacLuhan, "the medium is the message’ then,
according to Slobodan Masi¢, the design is a form of thought. What
should this mean? Nothing but the following: Slobodan Masié's graphic
design does not represent any kind of "package” in which a certain
written message (whose meaning does not concern the designer) is
comfortably packed, on the contrary — it is a medium- which
intensifies its own specific message by adding to itself the content of
another medium (a written word, in this case). The graphic product as a
final produce of such an approach to the phenomenon of the design,
represents an object of integrality of the meanings of the text and its
visual transcription, and it could reach the "consumer” only if he is
aware of that inseparability of the word and its designed printed mark:
for, the content of the design is the text, but the content of the text,
too, is the design. And precisely for this reason Masi¢ so keenly absorbs
every text he is entrusted with, and the fact that a bad writing is
definitely lost under his hand only strengthens our conviction that there
are essential connections between a definite way of thinking and a
definite way of realizing a design. Thus, the graphic design of Slobodan
Masi¢ does not represent any ’illustration” whatever which originates
in an independent "inspiration”’ and which, as a graphic value, could exist
on some other valued level than the imaginative level of the text.

Masic's design is the real facet of a definite system of thought, its only
possible plastic transcription; and the layouts of the books (or the
newspapers, or the posters, or whatever else) created by this architect
require us to traet them as an ideogram, as a value resulting from the
sum of values of the text and graphic symbols, but whose meaning is
not equivalent to the meaning that springs from the simple adding.

For these reasons Masi¢ stands against inspiration as much as he
advocates the conceptual equality and the conceptual unity of thoughts
and plastic elements. The emotional factor of 'creation” is neglected
by him on account of a fully rational search for organic connections: the
“expression” in his work gives room to the "solution” — reflection is
being replaced by meaning. Accustomed to the traditionally narrow
spiritual proportions of the "applied-artistry” arrangement of graphic
products, many consumers of Masi¢'s original designs use to complain
of the alleged perfect illegibility of the text behind his design. | doubt
that these grumblers have ever read those incriminated texts. In any
case: they do not even try to read them in the right way, because the
inferiority of ideas and imbecility of realizations in the long tradition of
the design conceived as the illustration, have already accustomed the
users to the stereotyped layouts and convinced them that these
solutions, regardless of the fact that they are often opposing the logic of
the theory of perception or the logic of the law of synthesis, are the
only ones which could claim to be right. Unlike this, Masi¢'s design
is not a "pause” or a "blank space'’; neither is it a break where eyes
could take rest; it is not always the same organization of the same
empty space. This design is exactly something quite different: it is
an undivided plastic entirety, an integral solution of the right
communication in any given case. In order to grasp the text behind such
a graphic design and receive the joint message by the text and the
design, one should, before all, come to understand the structure of the
definite way of thought; in a nutshell, one should be ready to engage
oneself in an adventure of spirit and activity of thoughts as the real
prerequisite condition of accepting messages, but not only to consent
to the supposition that the mere receiving of messages may create a
necessary condition of activating the vital functions of the organism.

In this sense Masi¢'s design does represent a clear fulfilment of the
»programme«, and each of its items is only just a point in the series,



a point standing in clear relationships to both the adjoining point and the
whole structure of the series. The phenomenon called "chance' is
expelled from this method in the same way as one denies any possibility
of the presence of elements of a special representation which stand one
to another in absolutely conditional relationships. The monthlies
Umetnost (Art.) and Enyclopaedia Moderna, the Review Susret (The
Encounter), books: Sadrzaj (The Content) (Bora Cosié¢), Krievina

(The Rocky Soil) (Dragos Kalai¢), U prvom krugu (The First Circle)
(Solzhenitsyn), Ja sam na spisku (I'm on the List) (Pasternak),

Pesme sa putovanja (Verses from a Journey) (Miodrag Stanisavljevic),
Ce (Che) (Matija Beckovié and Dusan Radovié¢), Antihrist (Antihrist)
(Moma Dimi¢), Angelos (Danilo Vitorovié¢), or Zivotopis Malvine Trifkovié
(Malvina Trifkovi¢'s Life Story) (Mirko Kovaé), then the film catalogues
(Aleksandar Petrovi¢'s The End of the World Will Come Soon and
Dusan Makavejev's Chastity Without Protection), the posters for the
exhibitions of Relji¢’s, Kozari¢'s and Damnjanovié's works, the posters for
the Exhibition of Yugoslav Books, in Prague, and the film Rani radovi
(The Early Works), the graphic designs of movie headings in the films
Chastity Without Protection, The Merry Class, The June Stirs, The Early
Works and The Overdone Brains of Pupilija Ferkeverk's, the graphic
arrangement of the interior of the Museum of the Revolution, the whole
graphic design of the business-advertizing elements for the Festival
Brave New World (the letter, the memorandum, the poster, the
catalogue) — all these examples clearly speak of an activity which is
devoid of any possibility of leaving an impression of entirety on the
ground of simple adding individual impressions made by parts of the
graphic design (layout, cover, type, illustrations, selection of colours . . . .)
The things are juts the other way round. Each essential element of
Masic¢’s graphic product is an inseparable part of the whole and it only
works as the function in the mechanism of the total agency of the
graphic structure; the latter, however — let us say this again — does
not acknowledge within itself any parts of the first or second or third
rate even because it never comes into being out of units of different
polarizations. Masi¢ considers an advertisement to be as important as
the "head” of a publication; for him, a subtitle of a picture is on equal
footing with the heading of an editorial; a cover never originates
independent of the selection of types; his layouts are always in concord
vith one another (why shouldn't we say: uniform?) and they cannot
afford any divergency regardless of possible excuses for something like
that; while the whole artist’s attitude toward these elements, the whole
"programme", is based on the preliminary selection of the fundamental
unit of a graphical information, on the selection of the basic graphical
mark which, reappearing in every layer of the structure of the product,
becomes therefore the supreme solution, too. In the long run, Masic's
design is a "sphere"” in the right sense of the idea — its centre is
everywhere, but its circumference is nowhere.

Such a design always requires the spectator to exert efforts in order
to grasp its meaning and reach its message. To absorb this design
no general rules can help, and its content remains inaccessible to all
those who are not ready, or able, to find reasons for their isolated
individual, authentic engagement, and reach the genuine coast of a new
experience through their specific individual efforts and subjective action
that cannot be repeated. Does it mean that Ma$ié's design has only
been made for those happy few? On the contrary. His design is one
of those things which always convince us enew of the possibility of a
humanistic integration on the highest level, that is unity which will not
be based on the sense of losing individual freedom and individual critical
judgement. Serving exactly the purpose of strengthening resistance to



the forces of oppression which see the social cohesion as a result of
the proces of destruction of individuallity. Masi¢'s design represents
an activity whose preciousness goes far beyond the frames of a single
branch of the fine arts. Being aware of this, Masi¢ is now one of the few
designers in our art who cannot be "hired” at all for some job, if they
do not see in it some other reasons, too. In Ma$i¢'s case those other

reasons are rather numerous, so the whole of his work — ranging
from the time of his studies and the review Vidici to his present
"independent authors’ editions” — has been an activity in which the

professional has been replaced by a complete human being. A man who
sees in whatever he creates not a possibility of only realizing his
creative faculty, but a chance to realize himself as a complete
personality in his own freely chosen life. In a culture like ours such a
personality must, unfortunately, belong in that almost negligible
minority of authentic artists who toil their ways; but Masi¢ does not
seem to be apt to complain of his doom: he is perhaps aware of the
fact that the action he starts as a designer turned into a social activist,
will not practically change the present situation in this field; but, at the
same time, his working and creative days are always anew filled up
with the verification of the standpoint that the only right activity, worthy
of a man who thinks himself an ethical phenomenon, is the one that
rejects whatever does not contain ourselves. This is actually our
disagreement to resolve to a cause which is different from that in which
we can realize our own destinies through our individual actions. Thus,
the exhibition of Ma$i¢’s design is nothing but a manifestation of his
disapproval of the present state of affairs in this branch of art.
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