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Introduction

The intention of the author of this dissertation is to shed light on a subjective attitude
and relation to work within an independent interdisciplinary studio practice. This
is a practice that acts in the market, but without compromising ideas to current
circumstances, cosmetic models of designing and drawing, omnipresent in current
architectural design practice. A market orientation of such research is possible only
under conditions in which there is complete flexibility of creative flow and method
through executing clear and honest communication with the environment, without
uncritical adoption of patterns and acceptance of dubious models of acting. Such
a studio practice does not act hermetically sealed within itself with its own autistic
concepts and paper projects, but rather creates in accordance with and for the
purpose of the contemporary context, entirely oriented towards the present social
moment. It acts in relation to its environment, but outside of generally accepted
matrices of professional behavior characteristic for the science.

The research subject is the creative process in the contemporary environment of
architectural practice. The position of the author in the process is given particular
attention, along with the authorial relation to the design task – something that defines
the atmosphere in which the work takes place, where ideas are given shape and
positions established. It is the author’s conscious and controlled inquiry throughout
the duration of the process that determines the nature of the relation between the
task set and its possible solutions. Such inquiry is particularly important in key
decision moments that give the whole process its dynamics. The term creative
process refers to a set of disparate, individually particular methodological tools
that emerge as a consequence of thinking about a problem. Although less visible

7

and somewhat disparaged in the field of architecture, it is as important there as in

and rather open to diverse influences, often found outside the domain of architecture,

the domain of related art disciplines. Since it encompasses a diverse spectrum of

but are integral to architectural practice. Therefore, a consideration of the creative

potential meanings and interpretations, the surveying and defining of the process

process in architectural practice demands an active research of relevant theories

principles demands an active approach to research from several aspects.

outside the direct field of influence of architecture.

Architectural practice is the origin, the place where theoretical knowledge about

The relationship of the author to the process defines the limits of activity. A

creation and the creative process are set into the practical domain of acting. This

commitment to a critical review of personal views and decisions made in the course

is the area of research potential in which experience and character of acting of

of the process leads directly to the broadening of the field of activity and allowing

the individual can be taken directly and head on, along with the conditions and

for the creation of an open system receptive to interdisciplinary influences. Such a

circumstances in which architecture-related activities unfold.

system, by nature, offers the possibility of displacement of a one-dimensional and
“step by step” communication among the participants in the process, allowing most

In the course of researching individual activities of architectural practice, it is necessary

unforeseen changes in the conditions of work to be controlled and adapted to the

to form an interdisciplinary approach and the consideration of architectural practice

situation.

as a broad field that encompasses a spectrum of heterogenous authorial acting.
Although the experience and character of the individual can be directly observed

In order to place the position of the author and his relationship to the individual

and examined by architectural practice, the main problem of this research lies in

process at the center of research, it is necessary to take a detailed look at the

the particularities of individual acting – goals, intentions, motivations, tendencies,

possibility of application of theoretical models of reflective practice, that is, critical

interpretations. If the individual places the final artifact as the primary goal of their

reflection – the activity in which previous experience is brought to the surface,

creation, the creative process is limited and gradually reduces to experiential use of

analyzed and evaluated. The introduction of new specific models into the research

tried methods, stereotypical solutions, a routine consideration of the problem and an

contributes significantly to the development of auto-analysis. The principles of

application of established ways in expression.

this analysis have to be taken into account when the author wishes to form and
continuously develop an individual methodology.

Personal experience, honed by continuous, years-long activity within an independent
architectural-design studio, has afforded the insight in various and specific activities
and conditions in which these activities take place. The multifariousness of the acting
of the individual is a characteristic that makes architectural practice heterogenous
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Research Position

Due to its heterogenous nature, this study required a more precise determination of
the research position from which to understand contemporary architectural practice.
The focus of this research interest regarding architectural practice is placed on
the action of the individual, meaning that given the heterogeneity of practice,
interpretation of architectural practice is based on the character of the activities, that
is, the goal for which the individual strives in the course of these activities. In order
to understand the nature of the various activities of the individuals in contemporary
society, architectural practice is understood in a broader context, by considering
praxis1 in the modern epoch of Western civilization.
1

Aristotle’s classification of basic human activities
– theoria, poiesis and praxis

Vita Activa

The philosopher Hanhan Arendt considers the position of human activities in the
modern age through a re-affirmation of ancient praxis in contemporary society.
By introducing the term Vita Activa, Arendt makes a distinction among three basic
human activities: Labor, Work and Action.2 This division is based on the goal or
2

Arendt, Hannah. The Human condition.

striving for a given activity.

Chicago; London: University of Chicago Press, 1958.

—

Labor

The term Labor represents the action that refers to biological processes and activities
necessary for the basic functioning of man. The main characteristic of labor is that
the product of this action is not permanent, requiring a constant repetition of these
actions in order to maintain life. According to their nature, this activity of man is very
close to activity in the animal world, without significant difference. The aim of activity

11

is identical: survival and subsistence of the species. Arendt claims that, if man is

nor the goals belong to needs and necessities. Arendt sees complete freedom as

seen as a species that acts only through labor, in that case, he is unfree, but is only

the ability of man to create something new and unexpected with regard to previous

fulfilling his inherent needs.

human knowledge and product.4
4

d’Entreves, Maurizio Passerin, “Hannah Arendt”,
The Stanford Encyclopedia of Philosophy

—

Work

If Labor is determined by its basic characteristics of aiming at survival of life and

(Summer 2014 Edition), Edward N. Zalta (ed.),

In accordance with interpreting architectural practice, and by nature of the activities,

URL = <http://plato.stanford.edu/archives/

that is, the goals for which an author strives, activity in architectural practice can be

sum2014/entries/arendt/>.

species, then Work is a type of human activity whose products are beyond the

understood through the prism of praxis in the modern era of Western Civilization

basic limits of nature and human existence. Work leads to products whose nature is

and Vita Activa. In this way, it is possible to examine new approaches to researching

significantly different from natural givenness of the encountered surroundings, and

authorial acting and the heterogenous influences on architectural practice, beyond

are more durable than products created through labor. In this case, man does not

the strict expert field of architecture. The variability of these influences can have

set the borders, physical and social, and relates to the given surroundings creating

certain implications on the dynamic of acting of individuals, where activities could

a new spatial and social contexts in which daily life unfolds. The products of this

be influenced by complex relations emerging from communication of the individual

activity directly influence nature because they transform it and shape it according

and the environment. Under given conditions, researching activities in architectural

to human intentions, desires and needs. Practicing activities in the domain of Work,

practice is initially based on relations of particularity and the nature of activity of two

man displays a certain quality of freedom of action because no longer driven solely

aspects of active life – Work and Action.

by his inherent needs.

—

Action

Action enables the individual to express his unique nature through communication
with the environment, creation of claims and oeuvres, thus leaving permanent trace
and lasting memory.3 This unique nature of man can be better understood if we
3

take into consideration that the causes and aims of activities in the domain of Work,

Fry, Karin. Arendt: A Guide for the Perplexed.

London: Continuum, 2009.

although clearly distinct from Labor, still encompass human needs and necessities of
man not directly bound to maintaining life and species. Therefore, human freedom,
seen through Work is limited and determined by needs. On the other hand, the main
characteristic of Action is the complete freedom of acting, because neither the cause
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Researching the Process

Dealing with practical aspects of the architectural-design creative process demands
Thesis 1

a broad approach and consideration of practice as a heterogenous field of activity
without strict rules that would finalize in detail every creative motive. It is necessary
to understand the contemporary moment where the field of research is insufficiently
developed, but nevertheless very present as a topic. In this way, we open a new
set of possibilities in forming various methodological approaches for research and
practical work. Experience in researching practical work in architecture design are
modest compared to the experiences held in natural and social sciences, both of
which have a tradition of considering their own efforts and established methodological
approaches to the problem. The visual arts have also successfully implemented
methodologies, over time implemented in practice, treating the creative process
freely, rather than scientifically, but still in accordance with theoretical premises and
findings.

Studies looking at and examining a variety in approach to practice bring new
insights into possibilities that must be evaluated and assessed. The actualization of
problems and the development of theoretical discourses in practice are important
for the evolution of process as the elementary indicator of progress of the relation
of the author and the set task. Personal interpretation of various methodological
suggestions and experiences is decisive for the formation of personal practical
principles that define an open system within which one works.

15

Stempfle and Badke-Schaub1 define three basic schools of thought of practical

1

Artistic School of Thought

Stempfle, J. Badke-Schaub, P. (2002) Thinking in

activity and the creative process in design. Classified by nature and application,

design teams - an analysis of team communication,

these are: normative, empirical and artistic.

Design Studies, Volume 23 (5), Elsevier

The application of methodologies of artistic creation in design puts the authordesigner in the role of artist. Adopting certain artistic tools allows the broadening
of working limits and new possibilities of final outcome. According to the theorist

The Normative School of Thought

Schön,4 the creative process in design can in no way be encompassed by a given
4

It suggests a strict methodology in design, systematic approach to work with

Schön, D. A. (1983) The reflective practitioner:

methodology, but various artistic methods can be used, through flexible application

How professionals think in action,

view to optimal results through rational analysis of the design task. Research of

and constant assessment and analysis of one’s own work.

New York, Basic Books

methodologies of the normative school of thought is often documented in the form of
Gray and Malins5 point out a lack of appropriate methodologies in practical research

educational guidebooks. One of the accepted methodologies in the normative school
5

of thought is Pahl-Beitz2 methodology, which can be reduced to four basic phases:
2

Pahl, G. Beitz, W. (1984, 1995) Engineering design,

Springer, London

Gray, C. Malins, J. (1993) Research Procedure /

of design and art, leading to the adoption of principles from science, to a large extent

Methodology for Artists & Designers, Principles &

unsuccessfully so. In the application of these principles, there are three possible

Definitions: Five Papers by the European Postgraduate
Art & Design Group, Winchester School of Art

outcomes:

—

planning and elucidation of the task

—

formation of concepts

—

elaboration of concepts

—

the method has been modified and adapted to the needs of the author,

—

execution of details

—

the method has been appropriated without change and the process is
adapted to the methodological framework, and

The Empirical School of Thought

—

Findings of research in the field of the empirical school of thought indicate that

The scenario of adapting methods to the process is described as the most certain

authors rarely follow specific methodologies in their work. They claim an impossibility

path to a positive outcome, while adapting the process to the methodological

of grounding any given methodology in design, as positive results outside of

framework endangers the entire research endeavor. Defining new tools could be too

controlled environments are in practice impossible.3 This begs the question whether

definition of new, esoteric methodological tools

focused on a specific project, and thus not useful in further work, but is a worthwhile
3

methodology is at all necessary and whether its framework would ignore specific
factors that appear in the course of work.

Gunther, J. Ehrlenspiel, K. (1999) Comparing

effort that can bring new experiences and tools in studying process and practice.

designers from practise and designers with
systematic design education, Design Studies Vol 20
No 5 439–452
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Reflective Practice
These theoretical premises and schools of thought in studying process offer
recommendations according to which it is not possible to define specific elements
of the personal creative process in design and architecture. Accepting any theory

One of the aims of this research is to place the position of the author and their
Thesis 2

as a framework according to which a project is executed or an artifact produced is

relationship to individual creative process in focus. It is therefore necessary to

not possible because the limit of the field of acting does not allow free and open

consider the model and principle of Reflective Practice, that is, critical reflection.

systems, ready to accept all the changes and particularities of solving specific

Reflective Practice can be defined as a specific kind of learning, where the individual

problems. Depending on the project task and its interpretation, different methods

accepts knowledge acquisition as a personal, internal process, based on previous
experience.1 The onus is on the way in which individuals process their own

could be applied in given segments of work, regardless of formally belonging to a
1

theoretical school of thought. In specific cases, it is possible to apply the methods of

Säljö, Roger. Learning in the learner’s perspective: I. Some

experience, in particular, through critical reflection on it. Learning is a cycle beginning

common-sense conceptions. Reports from the Institute of

each of the three schools of though in various phases of the process.
2

Education. University of Gothenberg, 76. as summarized in

with experience, continuing through reflection, which further leads to action.2 This

Psychology: Theory and Application, 1979.

action, in turn, becomes new experience.3 Reflective Practice assumes continuous

The term action here refers to solving problems and differs

learning and persistent commitment to a critical review of personal positions and

from the term action as defined by Hannah Arendt
3

decisions made in the course of the creative process.

Rogers, Alan. Teaching Adults (2nd Edition). Buckingham:
Open University Press, 1996.

Donald Schön defines two basic models of Reflective Practice – Reflection in Action
4

Schön, Donald. The reflective practitioner - how

and Reflection on Action.4

professionals think in action. New York: Basic Books, 1983.

Reflection in Action

Reflection in Action refers to a series of activities that unfold in the process of solving
a given problem, and can be understood as a personal experiment that leads to a
satisfactory solution and new experience. Activities in the course of Reflection in Action
are planned and conscious, and they are employed in situations when in the course
of solving a problem there is an unforeseen obstacle that slows down or completely
halts work. In that case, the individual detects the unforeseen circumstance and
analyzes the reasons, conditions and events that caused the change.
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Experiment
Reflection on Action

Reflection on Action refers to activities that unfold in the period upon solving a

The broad field of architecture practice comprises two characteristic domains within

problem. The aim of these activities is the analysis and critical evaluation of the

the architectural profession:

course of problem-solving and the various circumstances that influenced the

—

the research and education, that is, the art and education

individual and the course of work. Such activities can be understood as the last step

—

professional practice

in solving the problem, since evaluation defines all the particularities contained in
The aforementioned domains of practice are mutually conditioned and inextricable

previous steps.

parts of a common whole, and their relationship is one of constant interlacing and
activity, understanding and consequence.

By introducing the principles and models of Reflective Practice into the research
of the creative process, there is a significant expansion of the field of research.
The principles of Reflective Practice must be taken into account when examining

Given this relationship, the educational domain is positioned at the base of

and acquiring the experience of an individual, the active participant in architectural

exceptional potential for the development of critical review and auto-analysis of

practice. If we take into consideration the various and variable conditions of the work

personal views and decisions made during the process. A successful application of
Thesis 3

environment in which the creative process takes place, the nature of this process

individually particular methodological tools to the practice of the educational domain

must be open to adjustment, correction, addition, amendment or reconfiguration

is certain, because the conditions can be set in advance through planned activities

during the process itself, in relation to the dynamic and sequence of particular

in accordance with the curriculum. In this case, given that the process is conducted

phases. In order for the nature of the creative process to be as open and flexible

in laboratory conditions and within a previously defined methodological framework,

as possible, there is a need for considering various activities that take place in the

influence is efficiently controlled.

author himself in the process of creation and solving a specific problem, as well as
the relationship of these activities.5 The term openness in this research should be

A study group was formed as part of the experimental research on teaching practice
5

understood as a characteristic of the creative process that determines the critical

Edwards, Betty. Drawing on the Artist Within.

at the Faculty of Architecture of the University of Belgrade. The work of the group

New York: Touchstone, 1986.

relation of the individual to her own efforts in the creative process, as well as to

required controlled, laboratory conditions for the teacher-student relation, with

previous experiences acquired through action.

active mentor oversight. By initiating academic communication and emphasizing a
personal approach in relation to a phenomenon or task, there was a specific mentorstudent relationship, whereby the unidirectional method of knowledge transmission
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from teacher to student was replaced with an lively interaction of independent

Thematic lectures and criticism took place in the space of the university or the space

individuals, while also respecting the given methodological framework. The work

of professional studios, lasting several hours, with groups of 10 to 15 participants,

tested the degree of adaptability of the process, using tools of theoretical models of

both teachers and students. Practical work on a task was conducted independently

reflexive practice and constant critical reflection of the mentor and students.

over the course of seven days, in periods between lectures, in individual working
environments, without external influence. This allowed continuous dynamic of work

In a series of lectures over the course of the semester, the teacher and visiting lecturers

of various intensity and an active participation of all individuals included. Key points

presented, from a personal point of view, universal, current and contemporary topics

of transition between units clearly defined the rhythm of communication, allowing

in the field of architecture, without a strict definition of framework through which the

for conclusions and positions to overlap and be efficiently integrated into the flow of

presented views and potential findings were presented. What was emphasized over

teaching, blurring the borders between units.

predefined positions and established architectural postulates were the subjective
opinions regarding architectural reality. This form of communication among the group

The intensity of activities was greatest in periods of criticism, initially developed by

members, team or collective significantly contributes to a complete development of

the teacher, based on the presented practical work. This segment of the cycle is

the professional position of the individual and the conscious subjectivization of the

perhaps the most significant key point because it is nominally the last in the above-

presented or recognized problem within professional endeavors. The recognition and

defined sequence, but it is also the beginning of a new cycle. The entire segment of

creation of connections between theory and practice allows for the construction of a

criticism carries within it elements of all three basic units: dialogue and discussion

healthy basis for further advancement of activity in daily challenges of the profession.

reveal potential for further work in a new cycle, presenting conclusions regarding the
previous steps and defining the current position of the author.

Activities conducted in the course can be broken down into three basic units:
As the last point in the cycle, criticism contained evaluation of results. In this case,
—

Thematic lecturing and presenting the task

results cannot be reduced to their physical manifestation, but must be considered

—

Practical work

a consequence of a series of decisions made in the process of conceiving, thinking

—

Criticism

through and creating, while evaluation stands out as a separate unit in the segment
of criticism. The assigned artifact is a visible, physical manifestation placed in

The dynamic of teaching can also be presented as a function of duration of particular

relation to the topic of the task in order to arrive at the criterion of evaluation through

units and their overlap, that is, according to the intensity of the activities of each unit

the subjective statements of the participants. Particular conclusions were reached

as well as their location and number of participants.

based on group discussion, with the aim of achieving a clear authorial position to
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the given or encountered problem, as well as the preparation of professionals for a

Exhibition 9 (Nine)

critical review of one’s personal creative process.

The results of the process were exposed to public audience in a form of exhibition,
during the tenth Belgrade International Architecture Week.

Exhibition

Exhibition 9 (Nine)1 is dealing with recognizing and emphasizing of construction
1

elements of a designed project, by deconstructing of visual identity of tenth Belgrade

9-devet.tumblr.com

International Architecture Week. Nine objects – models are being displayed, all of
them created by subjective interpretation of individual identities of this manifestation
from 2006 to 2014. The exhibiting concept is attached to specific open creative
process, in which the exhibition is designed, which will have nine discreet variations
for its duration, emphasizing flexibility as the main motive. The exhibition design is
the result of work within the elective course Exhibiting, from Master academic studies
called Interior Architecture, at Faculty of Architecture of University of Belgrade.

9 (nine)

Author: Aleksa Bijelović

Exhibition Design: Đorđije Čizmović, Ana Branković, Sandra Valgoni, Tijana
Srdanović, Stanislava Tadić, Milica Otašević, Miljan Torma, Lazar Stanojčić,
Sofija Mitrović, Snežana Šipovac, Katarina Pajić, Samir Rogti, Katarina Vukoman,
Aleksandra Matić, Tijana Cvijović, Jelena Vujović, Marko Stevanović
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Site So Specific

The project Sans Cesse was part of a series of open space installations created
in the period of 2011-2013 in Belgrade. The project was presented at a unique city
location, a space officially declared a monument of culture, which holds intense
social interactions of diverse participants – the restaurant 2.0/.

The importance of this space can be seen in a review of this location at two
historic moments, crucial for the understanding of the current context in which the
installations were placed, and whose intersection offers a unified and multilayered
image. The intention was to present the two historic periods entirely independent
from one another, without a standard comparative analysis, by way of two different
approaches that fit the temporal distance from the current moment. A decision was
made to review both periods as objectively as possible through a simple presentation
of facts, leaving the subjective authorial position to be read from the narrative of the
installations themselves.

The first crucial historic moment is the turn of the 20th century, with all its characteristics
essential for an elaboration of the circumstances leading to the appearance of this
location. There will follow an explanation of the general cultural, and indirectly the
socio-political, relations in the national and local environment, whose development
was directly influenced by global circumstances and processes. In this way, a
certain distance is achieved from subjectivization and a position established
regarding the historic period itself, with the aim of an objective definition of the
genesis of the locations “point zero.” Special attention will be paid to the artistic
activity of the individual for whom and due to whom the location was built and later
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declared an official monument of culture. The architectural value or formal-functional

Installation 1 – Flame 2.0/

characteristic of the object itself will not be treated as such, given that they do not

2011, restaurant 2.0/, Belgrade, Serbia

sufficiently influence the formation of any particular position in the creative process

Authors: Petokraka – Aleksa Bijelović, Milica Maksimović

of the open space installations, nor indeed the work of the project Sans Cesse.

The second crucial historic moment is the current one, the present time, the fluid
and somewhat undefined moment in which we presently find ourselves and in which
we live. Regardless of the fact that the beginning of the second period can be clearly
marked, it will be treated as not having borders, since historic distance still does
not really exist. This period will be presented without the use of standard research
factography, analysis or systematization of the subject; rather, it will only be presented
by using the “living” and ever increasing visual material from contemporary online
communication, with the aim to all the better represent the intensity of the events
and their participants. The data will be only part of the material – a current crosssection of the state of the moment – since the available database is increased daily.
Another reason why the review of this period is treated in this way is that such
understanding of the circumstances also suits the personal authorial impression,
above all on the level of processed influences into the work of Sans Cesse.

30

31

Installation 2 – Garden 2.0/
2012, restaurant 2.0/, Belgrade, Serbia
Authors: Petokraka – Aleksa Bijelović, Milica Maksimović
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Point Zero
Contrary to the tendencies for preservation of national identity in architecture, there
The artistic phenomena and tendencies at the turn of the 19th into 20th century have

were different opinions that criticized the frequent usage of national components in

marked significant break in development of Serbian culture, art and architecture,

Serbian culture and considered that the presence of national historical characteristics

which was specially reflected within the sphere of stylistic changes and innovations.

in architectural practice was inappropriate, even unacceptable.

The Serbian architecture of that period was influenced by several stylistic movements
which were dominant in central Europe at that time. Among the architectural

The period after the World War I brings new influences and turns in artistic and

expressions, the greatest influences came from Viennese Secession, Munich

architectural development, thus creating and shaping several cultural-ideological

Jugendstil and French Art Nouveau. Alongside with these European effects, another

movements, stylistic tendencies and artistic extensions. Serbian artistic, and

strong movement began to spread within the architectural theory and practice – the

especially architectural expressions and orientations in the second decade of 20th

renewal of national Serbo-Byzantine style and its utilization in visual culture.

century, were heterogenic – from international academic eclecticism and moderate
modernism, to omnipresent and sustainable esthetics of national and historical

The beginning of the 20th century gave birth to fundamental changes in Serbian

appropriations.

political, social and cultural life of the nation. The shift of ruling dynasties created the
significant changes in Serbian foreign political orientation. The Serbian “commitment”

The development and growth of avant-garde movements – Dadaism – Zenitism

to Austria-Hungary began to weaken, and the focus was directed towards other

– Surrealism, at the early twenties, represented a sudden but probably timely

important cultural centers and current academisms: France, Russia, Germany,

favorable rise of Serbian culture and art, towards new and universal achievements

England.

pursued out of the feeling for European affiliation. At the same time, the appearance
of avant-garde movements can be interpreted also as a need for opposition towards

The artistic tendencies in architecture in the first decades of the 20th century have

the dominant role of civil institutions in maintaining the moderate line of modernism

synthesized in its structure the specific esthetic elements of academic eclecticism

and accepting the influences and ideals of Viennese, Munich and later Parisian

and the upcoming modernism, on one hand, and strong inclinations in formulating

cultural and esthetic conformation, traditionally and often uncritically.

Serbian national (Neo-Byzantine) style, on the other. These tendencies reflected,
simultaneously, the aspirations of the authors towards European models, but equally

During the twenties, as opposed to modernism and ideas of historical avant-garde,

towards expression of national identity and orientation to national characteristics of

the tradition of eclectic - classicistic and Serbo - Byzantium architecture continuously

architecture mainly through historical architectural models of Serbian Middle Ages.

prevails, propagated by the established conservative professional structures.
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In Serbian architecture, modernism appears late and fragmentary, through the
attempts of transferring European examples of rationalist architecture, functional
principles and “withdrawal” of historical architectural elements. By the beginning of
the third decade of 20th century, it seems that, in architectural theories and practices,
as a result of the ruling conservative institutional climate, the condition was
conciliatory and compromising, somewhere between modernism and classicism.

—

The house with studio, where Đorđe Jovanović, sculptor and academician, used to
live, was built in 1926 as a detached villa with a well kept garden, after which this
neighborhood was famous until World War II. The Kotež Neimar area, during the
interwar period, was the first example of Belgrade green suburb, built as a variant
of “garden city”. The popular concept of “garden city”, originated in England in 19th
century, was accepted worldwide with local variations, and thus found its applicable
ways (or attempts) in Belgrade, as well. These were mainly individual housing,
instead of residential “quarters”, where each house was surrounded by a garden,
but all connected into one area with cultural and entertaining contents. The simple
but dynamic façades were complemented with allegory figures in semi-circular
niches – a female statue as a symbol of Painting, and a male one symbolizing the
art of Sculpture. Placed at a prominent part of the façade at the time the house was
built, these figures symbolize the house of an artist.

In history of Serbian sculpture, Đorđe Jovanović (1861-1953) is considered as
true representative of academic realism. Figural sculpture, respect for the classics
and realistic treatment are characteristics of this artistic expression. Romanticism

Đorđe Jovanović, standing in front of his house / studio
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or romantic realism as cultural model, widely present in literature and poetry, but

The Monument to Kosovo Heroes in Kruševac, Serbia

also in painting and sculpture of 19th and early 20th century, is also regarded as
significant artistic determination and tendency of that time, to which Đorđe Jovanović
belonged.

His well-known work the Monument to Kosovo Heroes in Kruševac, Serbia, with its
monumentality, historicism and complex allegories represents a Serbian national
paradigm of the early 20th century. The public monument with historic theme,
“romanticized” in personification of Serbia, is inspired by epic song of Kosovo
battle and reflects centuries’ long battle for spiritual and cultural freedom of Serbian
people.

On modern art and his contemporaries Đorđe Jovanović quoted:1
1

Interview with Đ. Jovanović by Zoran Kulundžić, 1939

“… they are wandering a lot, and yet they were suppose to find their way so far. Many
of them think that art is about something completely new – the latest fashion, even if
it’s an extreme. But, there is no new or old in art; there is only good – Art, and bad –
Non-art. Movements, schools and all those ‘…isms’, these are all secondary…”

Thoughts on encouragements and support of creative work in Serbia at that time:

“… the support is low. The educated, cultured people, professors, teachers, those
who understand art – they don’t have money, but those who have money – they are
more interested in cars.”
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Present Time

Location

Restaurant 2.0/, Skerlićeva 6, Belgrade, Serbia

Reviews

source: www.tripadvisor.com

Images

source: www.instagram.com/explore/locations/6416030

—

“Hip and happening but not my scene”
3 of 5 stars – Reviewed 3 weeks ago – Belgrade, Serbia

Food is good, but quite pricey, although I think that is the point. See and be seen
seems more important than the culinary experience. Service is excellent. I cannot
fault this restaurant, it just isn’t my scene.

“Best food in Belgrade!”
5 of 5 stars – Reviewed February 26, 2015 – Greece

It is a super trendy place and while I am not so keen on this kind of hype it was still
interesting watching the local rich, young and beautiful. The food was really goodbest best burger ever. The service was friendly albeit a bit slow-but this is kind of
habitual in Belgrade. Everybody smokes (again never been to a city more friendly
to smokers) and while this is normally a huge turn-off, in this case it kind of added
to the retro ambiance.
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“Very trendy place”
5 of 5 stars – Reviewed March 11, 2015 – Frankfurt, Germany

Our friend from Belgrade recommended us this place, and we went there on Saturday
evening, when it turns out to be more club than restaurant. If you want to see hip and
trendy people of Belgrade, this is the place. Service is very friendly.

“Great dining experience”
4 of 5 stars – Reviewed July 25, 2014 – Canberra, Australia

I visited this restaurant twice while on business, my startup friends weren’t shy about
spending money here. It’s located near the Church of Saint Sava, it’s very hip inside
and outside, local celebs like to come here. They have a special wine cellar that
they escorted me into and I got to choose $500 bottles of Burgundy and Bordeaux.
Fun! The bread comes with 2 toothpaste tubes of nomz, a tube of traditional Serbian
cheese and a tube of pork pate. OMG I could eat that pork pate all day. We ended
up with snout, heart, liver, filet, etc. All very good and better than the standard menu
offerings. It all added up to a great experience.

“trendy place???”
2 of 5 stars – Reviewed January 8, 2014 – Belgrade, Serbia

I’m still trying to understand what is great about this “restaurant”, is it a whole dead
pig on the entrance, with blood dripping, or...
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“Super food and atmosfere”
5 of 5 stars – Reviewed June 17, 2013 – Moscow, Russia

Diagonala is a trendy place, with a night-club look. When we came here the first time
we didn’t expect good food. But! We were very surprised because each dish we’ve
tried was just delicious! The design of Diagonala is fresh and unusual. Big red moon
hangingin the middle of the room is so magic! The staff is very polite and helpful.
People are nice... So, from all points of view it was a great experience and we are
looking for coming back in Diagonala!

“Super cool restaurant for worldly crowd.”
5 of 5 stars – Reviewed June 14, 2013 – London, UK

Great waiter. Awesome house tunes. Sexy lighting. Attractive crowd. Cool but not
pretentious. I’m from London & needed somewhere not too über traditional, for a bit
of escape. The Serbian red wine was sensational.

“blasé, a place for the Belgrade upstarts”
2 of 5 stars – Reviewed October 18, 2012 – Belgrade, Serbia

Nor it’s hidden, nor it’s fancy. Only artificial atmosphere and blasé. Very uncomfortable
at first sight and cold sterile environment, tasteless food and pretentious staff, so
that in the end you don’t exactly know what you are paying for, most likely the price
of your own masochism.
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Case

A case study of a chosen project allows for an analysis of the phases and key points
of the personal creative process and insight into characteristic methods used during
the execution of a given project.

At the moment of initiation of the first project of the series, the local architectural scene
was occupied with considerations and discussions about a conspicuous absence of
financial funds for the execution of architectural projects. This situation endangered
the personal and social position of the architect, and was a direct consequence of
global economic events. Big-budget projects became symbols of unsustainability of
a commercial approach to practice that had neglectful tendencies to authorial design,
but rather predominantly directing efforts to the market as the only sound criterion
of evaluation. In the local setting it was considerably easier to recognize changes
in the circles of experts and feel the weakness of the market-oriented architectural
production, susceptible to extreme fluctuations and directly linked to unstable funds.
Established business models simply could not withstand the pressure of the sudden
change of market conditions. Client requirements quickly aligned with newly-found
conditions, while communication between clients and designers, by its very nature
already extremely unidirectional, became an inscrutable problem for those in
the mainstream of architectural practice. A general slump in productivity partially
blocked the majority of designing activities, while the atmosphere in expert circles
became defeatist. In parallel with the stable and progressive period of the marketoriented architectural executions, and especially with its crash and subsequent
recession, independent authors, who lacked large appetites for executing grandiose
gestures or local prestige, spent years building honest and strong relations in
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a strictly limited circle of a specific portion of the market. Their primary goal for

V.M., initiator and commissioner

creating and leaving lasting effect outside a predefined matrix of practice, led to a
realization of a series of “small” themes and gestures. A modest but stable basis
of development of interdisciplinary activity was established by executing viable
concepts with new meanings and interpretations. Greatly contributing to this type
of activity are individuals ready to, not only accept and understand, but also initiate
and even put forward exceptional topics, as well as form certain concepts that make
use of authorial interpretation and additional contributions, in order to discreetly but
thoroughly alter their immediate surroundings.

Certain design solutions came about as the result of the desire of the initiator and
commissioner, V.M., to create a complex situation at the given location. The aim was
to provide certain visitors of specific social profile with questions to which there are
not necessarily any clear answers. This approach of V.M. was not only tied to the ad
hoc initiation of the series of open space installations, but was also a reflection of
a much broader business and life philosophy of inquiry and examination of myriad
limits, as well as the making of personal decisions and arriving at conclusions through
researching social patterns and individuals’ behavior in different circumstances.
The only desired result was that questioning become unavoidable or that it simply
be imposed, without answer. Better put, that it must be projected via a suggestive
message sent by the spatial assemblage through its material characteristics and
mutual spatial relations. This clearly defined but free space, without declarative
borders and rules of use, places the visitor in the specific position of immediate
audience, characteristic of any gallery or exposition ambiance. The audience in
this case sees the presented structure without a prior plan or decision, and thus
participates in the installation even against its will. Participation assumes a broad
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spectrum of influences on the audience, of various intensity, insufficiently clear, even
less well-defined, and perhaps also partially ignorable. Still, in the course of their
routine activities, the audience is intentionally led beyond its comfort zone with the
aim of being offered an obscure message. The desired effect was not an immediate
reaction to the displayed, but rather a longterm subliminal influence, without
possibility of empirical verification or evaluation of result. Simply, there was a onetime, unidirectional information broadcast, without any explanation.

There was no formal project task; rather only an initiation of the task, expressed in
short notes, set up in the form of an vague topic resulting from a series of conversations
between the client and author. A rough analysis of contemporary socio-political
environment, clearly visible but inscrutable local context, as well as an intimate
understanding of historical influences and reasons for the emergence of the current
situations – all allowed for a broad framework for the subjective acting of the author.
The initiation itself was triggered after a period of semi-hibernation of the space that
previously housed the installations. After several dormant months, there was palpable
need for a narrative activation of the location, in order for the intense impressions
from the indoor atmosphere to be transferred and used in the courtyard.

The author forms the design task through an interpretation of the topic, defines the

Thesis 4

principles, the specific goals, all using experiences, knowledge and critical insights
of work to formulate a personal methodology of the process. The interpretation of the
topic is based on the characteristics of the contemporary moment and on the broad
framework for action, set such that it emphasizes the specificity of the contemporary
moment in which architectural practice cannot be oriented unidirectionally – from
the author to the environment, via the market as the measure of success. Rather,
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the change happens at the moment when the starting point is displaced into the

throughout the history of the region, above all of Serbia in its various development

domain of current society and the individual as the basic unit of the social whole.

phases, have been stressed and hyperbolized. The positions have been adopted

In this context, the interpretation of the topic becomes universal, since the starting

whole, without valorization or analysis of any aspect, with the aim of taking

point is not closed and strictly defined. The way in which the author approaches

advantage of as raw as possible a national position from the outset, that is, the use

the interpretation is exclusively intuitive, led by subconscious experience, not only

of generalized stereotypes.

through professional expertise, but above all social experience. Thus the process is
liberated of classical and tried methodologies by emphasizing intuition as the initial

According to the previously elucidated author’s position, there is an emphasis on

cornerstone and motivator, and the author is placed in an uncertain position from

the immeasurable value of one people and its elite throughout history, as well as

which the end artifact has no physical manifestation until the very end of the process

the uncovering of reasons for the national elite’s impotence to independently and

and the methodology is completely flexible.

successfully shape the future of its people. From this position, the unbridgeable
obstacle to ultimate progress is the exceptional geographic location of the region,

A conscious relinquishment of schematic algorithmic principles leads even the

the area of borders of modern civilizations formed after the Ancient age: the place
Thesis 5

execution of the project into danger, but also to a progressive development of

dividing Eastern from Western Roman Empire, the Byzantine and Roman version

personal principles and positions. Successful and unsuccessful experiments, traces

of the same religion, with their opposed moral systems of values. This location is

of physical effort, active communication within the team and beyond it, uncontrollable

a concentration of all the most important global influences, forming local societies

outside influences and other planned and unplanned activities or consequences of

according to its current needs. Foreign powers used characteristics of the border

these activities, along with a conscious and subjective review of the situation, build

region to incite instability by causing international as well as intra-national conflicts

a basis for such progressive development.

through their representatives in the structures of the national elites themselves, while
the elites struggle for dominance leaning on the support of their foreign mentors. The

Topic

only real victim of all these imposed conflicts throughout history is not the individual
or the state as the idea of order of a society, but the nation – the spiritually elevated

The general topic is set in the domain of current society and the individual, the

notion beyond the limits of the quotidian, locked in the eternal, continuous cycle of

basic actor and representative of the overall social image. Without attempting

destruction and new birth.

to analyze the topic in an objective way or through a methodology accepted by
scientific research, the emphasis here is placed on the subjective consideration of

The more narrow interest of the author, within the general topic, is tied to this cycle

the situation. Certain locally embedded positions regarding socio-political changes

of destruction and new birth of the nation. The spiritually elevated notion of the
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nation in its continuous cycle always returns, moving from one key point of existence

experience and real emotions of a specific, if discrete, moment at an inexistent

to another. The points in which everything stable and recognizable disappears, while

place. The fundamental specificity is the very broad field of potential meaning of the

simultaneously creating expectations of a new and better national creation, already

given phrase, regardless of the point of view taken to look at the topic as a whole. In

marching towards its forceful end. Regardless of the various causes, results and

this case, the breadth of topic does not allow further abstracting or generalizing, but

consequences of individual cycles, the concentration and intensity of the events

assumes the necessity of defining a more narrow line of interpretation of meaning.

collected in the point of intersection creates the definitive image of the authorial
interpretation of the topic, ready to materialize and emerge through the author’s

Revolution

statement, from which issues the spatial installation at this location.
The interpretation of the topic implies a physical framework for the unfolding of
certain activities of limited duration and preset outcome. The concept of Revolution
—

more closely explains this activity and requires the active participation of more

This is a space of imposed but uncontested, inevitable conflicts of unmeasurable

than one actor, and thus interactive communication that leads to a specific and
Statement

intensity, a place where everything ends and everything begins at the same time.

definitive outcome. The author’s decision that the physical location not be seen

A space that intimidatingly anticipates the tragic outcomes while sending a burst

exclusively as a landscape of defined characteristics, but as a diagram of intense

of creation of new truth that will forever change the course of things. Until the next

activities unfolding in time, is a conscious rejection of the givenness of the task and

opportunity for destruction.

acceptance of personal poetics and imagination issuing from the moment in which

—

the planned turns into the unexpected or the undesired.

This was followed by the defining of goals, principles and positions tied to the
The moment in which the topic is set in the form of a statement enables the definition

presented installations, and which reflect the relationship of the project author to

of a clear authorial position, affirmative for the further course of the project. A

Thesis 6

practice and their acting within architectural-design parameters:

statement given is a personal act, regardless of the truthfulness or objectivity of
the statement, and the personal position in relation to the topic is such that the

—

noting, recognizing and opening connections among languages, societies

author places themselves in the imaginary role of the subject – the person giving this

and individuals, space and ambiance, impressions and scenes, imagination

statement. Thus the path to the complete solution follows the logic of direct participant

and intellect;
—

in the event, in which the author creates a solution using above all an imaginary
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allegory of the present moment;

—

—

—

—

inquiry into ways of knowing the world around us, relations and connections

strong, above all in the form of visual references from popular history and culture,

between representations and imagination, scenes and intuitions, the known

while general knowledge of the individual in connection with historiographic facts –

and unknown, interior and exterior;

sources, real events from the period and global consequences – is rather modest.

the space is the hub of continuous dynamic processes, concentrations and

Precisely in these relations there is the possibility for the familiar elements of a

conflicts;

model to be used in spatial assemblages. Without direct reference to historiographic

a flexible phenomenology of location, independent from the constructed

facts and certain amount of factual manipulation, one could create an imaginary

structure and environment – at once local and universally recognizable;

space of historical reconstruction of events. The space becomes the backdrop for a

a location that a visitor recognizes and defines by getting to specific, visible

novel interpretation.

and invisible elements:
— through parameters of the ambiance (gestures, micro-plan changes)

Unfolding

— through a richness of interpretations and perceptions (self-reflection,
leaving of traces).

In parallel with the definition of principles and positions, a series of studies was
initiated, examining intuitive material statements, collecting visual references and

The point of departure and main initiator of the process of materialization of the spatial

producing drawings in free-hand. Accepted principles are taken into consideration

installation is the decision to use universally recognizable phenomena linked to the

but then partially changed and adapted to new insights and interpretations of

concept of revolution as a narrative vehicle. Collective memory of contemporary

statements, all in accordance with the physical limitations of the location. The open

society is made use of in the process, in order for physical objects, inherited from

space is defined by borders and treated as unchangeable element – the framework

social memory and global experience, to be appropriated as foundation for further

within whose volume physical interventions take place with the aim of building upon

construction of meaning in the consciousness of the audience/viewer. The chosen

and formalization of adopted principles and positions. The authors adopt the limits of

model of resolution through conflict – the French Revolution – provokes polysemic

the space and its physical characteristics as the departure point in shaping. From the

associative reactions, regardless of the context. And if considered from the point of

various sets of material evidence, they consider only those potentially sustainable in

view of popular history and culture, represents a very efficient, deliberately direct and

the given context and potentially adaptable in the further development of the project.

banal tool for the production of the desired result. The potential of the chosen model

They consider the proportions of the outer space of the object and the pattern of

to provoke irrational associative processes in the audience and thus create mental

movement with the side position of the entrance as dominant. Thus by applying

connections with the current moment is of crucial importance for the formation of

adopted information regarding the structure and dispersive positioning, the space

the installation. Collective memory regarding the events of the French Revolution is

acquires traces of intervention.
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The conclusion reached by considering the created and selected material statements
was that before further elaboration, the character of the physical intervention needed
defining to reach the final input data necessary for technical elaboration:

—

in accordance with the principles and positions, the installation must be
a dynamic and heterogenous structure that stands as a counter-post to
accepted understanding of architectural space and serves as exercise park

Free-hand sketches

for the stripped experience and individual self-knowledge of the essence of
spatial-architectural formation;
—

by entering the volume of the installation, visitors will experience the space
through movement and observation, while the structure can be understood
differently depending on the individual experience of the visitor;

—

dialogue, space = showpiece, fluidity, repetition, transparency, reflection,
illusion.

The final input data are extracted from previous contemplation, positions, conclusions,
material statements, such that they enable a simple elaboration of the last phase.
The basic spatial elements that comprise the installation of the imaginary location are
defined. For the purposes of simple reading of information offered to the public, two
basic elements of recognition of models of resolution through conflict (of the French
Revolution) were isolated – the Barricade and the Guillotine. Unequivocal meaning
of the projected artifacts of imagination leaves no room for free interpretation of
individual objects, since they on their own are not the goals of the execution. Their
appearance and formation are not objects of potential discussion and must not be
the focus of interest. Residual noise in communication is avoided, sending a very
clear basic signal message, without need for further interpretation of the structure
and its narrative nature.
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The basic physical elements of the suggested structure are further developed through

Free-hand sketches

the defined character of the intervention. The dynamism and heterogeneity of the
installation are achieved through a dispersive setting of elements in open space,
and their inter-relations determine several crucial positions of understanding of the
whole in relation to the already established pattern of movement of the visitor.

The central position is taken up by a stable and fixed element, a volume of complex
assemblage, the centerpiece of the whole work – the Barricade. This volume is the
gravitational area of imaginary events, an object to be conquered and defended,
the fault line of opposing ideas. By its dimensions and appearance, it becomes the
marker of an epicenter of conflict, but also expands the physical expanse of the
visual understanding of the whole, since it is visible from even beyond the borders
of the location. In approaching the location, the initial indication of the marker turns
ever more into familiar shapes and appearances usual for a general recognition of
the zone of conflict – flags and flames. The whole is understood directly only once at
the location when all the spatial relations are observed. The basis of the barricade is
constructed from wooden slats, ordered as crossed sticks carrying atop two flaming
torches and two war banners. The flags essentially carry the same heraldry sign,
with inverted colors, thus emphasizing the two fractions of the same revolutionary
idea, currently on the same side of the barricades in joint struggle.

In the space, but outside the volume of the Barricade is the representation of the tragic
resolution of joint struggle – the Guillotine. In contrast to the Barricade, the freely
dispersed Guillotines signify subsequent revolutionary activity, the degeneration
of the basic revolutionary idea for struggle and creation of the new elite in a new
conflict taking place within the corps of the victorious side.
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By further interpretation, the guillotines were subdivided according to a subjectively

Stills from the movie about the death

constructed starting point, by using stereotypical cultural patterns and a sarcastic

of Karađorđe Petrović,

relationship to the local tradition:

Karađorđeva smrt, TV Movie, 1983

Type 1 – the classical “French” guillotine, reconstructed in its basic form from the
period of the French Revolution, its recognizable shape, its blade and wooden base.
Also defined was a special subtype of the classical guillotine – a serial guillotine with
three blades on a single wooden base, for the purpose of an act of mass beheading.
It represents an extreme reference of the character and consequences of the
revolutionary act, the grim adage: the Revolution devours its own children.1
1

“A l’exemple de Saturne, la révolution dévore ses

enfants” from the 1793 essay

Type 2 – the Serbian guillotine, inspired by the traditional form of punishment and

Considérations sur la nature de la Révolution de

retribution in Serbian national history. The Balkan version of the French guillotine,

France, et sur les causes qui en prolongent la durée,
by Jacques Mallet du Pan.

stripped wooden basis, without a blade, for the purposes of beheading by ax. This
type refers to the period of the so-called Serbian revolution in the early 19th century,
the struggle against the Ottoman Empire, as well as directly to the beheading of
the leader of the First Serbian Uprising, Karađorđe Petrović. According to popular
national history, the beheading was organized by Miloš Obrenović, the leader of
the Second Serbian Uprising, and later longterm ruler of Serbia. Both persons
were founders of modern Serbian royal families, alternating in their rule of Serbia
throughout the 19th and 20th century, in constant conflict and bloody overthrow of
one another.

The independent segment of the installation – Tweet of Wisdom – was adopted
from the previous installation on the same location, but is treated as an integral
part of the new setting. The courtyard portion of the wall already had a metal board
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with changeable letters, for various kinds of pretentious statements that would then

Nation: Ascension, cover

be published on a Twitter account, as a live virtual log from the location. For the
purposes of the present installation, a portion of a 2012 artbook by Lazar Bodroža,
entitled Nation: Ascension (part of the series Nation) was used. In the author’s
words: “Nation is a publication in the making. Nation consists of 7 separate chapters
in which life, death and resurrection of the national being is described through a lucid
game of picture and text. The chapters are as follows: 0 – Seed of the Nation; 1 –
Nation: Genesis; 2 – Nation: Ascension; 3 – Nation: Pinnacle; 4 – Nation: Downfall;
2

5 – Nation: Death; 6 – Nation: Resurrection.” 2

www.lazarbodroza.com/publications/

The following quote is an extract from a book by Ljubomir Micić, founder of the
avant-guard movement Zenitism, appearing in the journal Zenit in 1925:

“The harlot Europe! Europe is an old woman. The Balkans is the youthful male!”

This statement, crudely isolated from its context, has as its goal to provoke an
intimate reaction of the viewer who will instinctively connect it with the current context
of socio-political relations, regardless of whether one knows the work of Ljubomir
Micić or the Zenitism movement, all in line with the basic topic of the installation
project, using the rawest nationalist position and generalized stereotypes.

After a fully elaborated idea and definition of all the elements of the spatial
installation, the authors undertook the finalization of the project documentation
and workshop drawings. The project is completed through technical elaboration –
the final document necessary for the set up of the installation, with all details and
description of the construction, materialization and execution. In this phase, all the
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input data was sufficiently clearly presented, without a need for a review of preceding

Stills from the video Traces of Conflict, 2013

work, allowing for the technical elaboration to simply follow the course of the whole
project. This was followed by the building of elements in local craft workshops.

The final phase of the process was the set up and assembling on site. As the project
called for the elements themselves to contain traces of imaginary conflict, a decision
was made for these traces to be applied after all these elements are set up on site.
This allowed for the possibility of execution of a sort of exhibit opening performance,
a ritual initiation and reconstruction of conflict to be documented. The commander,
choreographer and main actor of this performance is the initiator and commissioner
of the project, V.M. The torches were lit, blood was brushed onto the guillotines, and
the flags were shot through in spots and damaged with fire as if from battle.

The Revolution had begun!

Naming

The naming of the project, apart from completing the whole, had as its goal the
final reduction of the interpreted topic to a term that encompasses all expected and
desired results in the execution of positions and conclusions produced in the course
the creative process – the constant cycle of destruction and new birth –

Sans Cesse [consistently – incessantly – unremittingly – without end – without
3

stopping – endlessly – constantly – argue endlessly – be always on the move –

www.wordreference.com/fren/sans%20cesse

ceaselessly – continually – continuously – dwell – over and over – over and over
again – waffle back and forth].3
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Computer generated renders
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Computer generated renders
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Various technical drawings
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Various technical drawings
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Flags’ heraldry

82

Humanizing Death

Essay by Ana Makragić, art historian

The design concept of the outdoor installation Sans Cesse was devided into two

The Sans Cesse spatial concept is related to the Tweet of Wisdom with the symbols

segments, creating a narative as well as conceptual unity using objects – symbols of

of revolution as such, mostly and evidently the symbols refer to the French revolution.

revolutionary act, specificaly amblems of French revolution, guillotines, flambeaus,

So, just wandering through the outdoor of 2.0/ restaurant, the used means for

barricades, flags.

beheading/decapitation draw our attention. Guillotines, used, uncleaned, with the
traces of decapitation, reflect the traces of a hystorical moment. These objects of

As a part of installation a Tweet of Wisdom or manifesto inscription – “The harlot

installation concept are posed as the opposition of and to the Tweet of Wisdom, as a

Europe! Europe is an old woman. The Balkans is the youthful male!” – directly refers

conflict position. In between the starting message and the guillotines, other symbolic

to a quotation or verse by Ljubomir Micić, poet and artist, the founder and promoter

elements of revolution are placed - barricade, flags and torches as representations

of the avant guard movement Zenitism of the former Yugoslavia. Commincative,

of a boundary, a frontier, a meeting and rencounter point.

interactive and initialy provocative, open and shared, this manifesto quote has an
ambivalent meaning – as symbolic initiation of an idea, or as an interference of

The birth idea for the installation Sans Cesse has its roots in reconsideration of

hystorical period, and can be interpreted twofold, simultaneously as cause and

the strong local socio-cultural indistinctive determinations of the ideas, identities,

consequence. The poetics of Zenitism had a pure contradiction in its content,

principles, status of belonging, with the tendency towards clear and certain socio-

structure, meaning and ideals. At one point directed to the european avant guard

cultural polarization. The revolution as such, in its essence, represents a wish,

artists and movements, to the other having a great tendency towards primitive,

a threat, a voice, a message, and is always a deliberate act, wheather effectual,

barbarian and authentic Balkanic values, confronting Europeans and Barbarians

prosperous or unsuccessful. Further and equally important, the concept of revolution

– Barbarogenius. The Zenitist Manifesto proclaimed humanist and anti-war ideals,

contains an antithesis, a paradox in its meaning and signification – it is after all a

and called for the creation of a new and united Europe. (Barbarity is Culture!)

representation of purification and humanizing death.
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The Open Process – Defining Principles

The creative process in architectural-design practice, in which the final artifact or
product is the result of interdisciplinary acting of the author, through a work course
in phases and flexible methodology, with a subjective interpretation of the design
task and a constant critical analysis of positions, decisions and intuitive material
statements, with a reduced phenomenology of the final artifact, can be defined as
open.

The nature of the open process assumes the placing of practice in a theoretical
framework through which are processed positions generated through a subjective
interpretation of the design task. Such a framework must be flexible, because
practical work demands the acceptance of various methodological approaches,
whose use depends on variable circumstances within the authorial team or outside
it. Methodology does not have to be applied in a planned way, through a preanalysis of a problem solved as early as the first phase, but can rather be chosen
intuitively and experientially, with a constant critical review and evaluation of the
chosen method in relation to findings. All subsequent steps must within themselves
contain the experience of previous phases, and have conclusions formed based
on them. The physical expressions generated in the course of work are a valuable
documentation based on which the development can be efficiently reviewed. Further
decisions are made by combining these with positions deduced.

In the course of work in this specific environment, there can be communication
barriers that can lead to slowing down or complete breakdown of work flow.
Interdisciplinarity significantly expands the field of acting, but disparate professional
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environments in which authors function daily can sometimes lead to insufficient

process, while simultaneously holding authorial consistency and use value, that is,

efficiency in making decisions and defining conclusions. Professional arrogance, fear

applicability, as an answer to a subjective interpretation of the design task.

of comments and criticism are some of the characteristics that negatively impact the
From this we see that the basic principles of the open process are as follows:

functioning of a group. Further, the time limit for the execution of the project task is
a factor that conditions the passing of decisions in previously defined periods, which

—

can lead to subpar critical analysis of previous steps, the latter being a condition

environments, mutually complementary depending on the design task;

for the successful application of this type of work. Ixer1 cites possible solutions for
1

overcoming negative influences on the process, and in particular critical analysis:

Ixer, G., (2003), “Developing the Relationship

—

between Reflective Practice & Social Work Values,”

consultive assistance of a professional-mentor with practical experience;

—

knowledge of multiple kinds of methodologies from various scientific and

process pathway;
—
2

artistic disciplines applicable in certain circumstances;
—

Methodological flexibility of the process – equal application and synthesis
of various artistic and scientific methodologies with the aim of finding the

Journal of Practice Teaching, 5, 1, pp. 7-22.

—

Interdisciplinary field of acting – experiences from various professional

Dewey, J. (1938), Logic: The Theory of Inquiry,

reflective practice and tried theoretical models: Dewey’s five phase model,2

Troy, MN: Rinehart & Winston.

time and energy of the individual

3

Schön’s reflection through action,3 Kolb’s cycle of learning4 and Boud’s

Schön, D. A. (1983), The reflective practitioner: How

professionals think in action, New York, Basic Books.
4

The final phase of this open process is such that it demands exclusive technical

experimental learning;5

Kolb, D. (1984), Experiential Learning,

—

New Jersey, Prentice Hall.

elaboration of the material, and its participants are authors and associates who are

5

Critical analysis of decisions in the course of working – application of

Reduced phenomenology of the final artifact – the result and a stripped
down representation of analytical decisions.

Boud, D., Keogh, R. & Walker, D. (1985),

Turning Experience into Learning, Routledge, Oxon.

professional trained in the elaboration of workshop projects useful for approaching
the execution of the artifact. In order for this phase to be successfully completed,

The principles of the open process must be taken as the cornerstone of continuous

it is necessary for all positions to be clearly defined through various phases of the

research of a topic through practice, and each principle represents only a guide,

process and that they are sufficiently forthcoming as they are used as input data for

never a fixed rule. Depending on the nature of the design task, personal interpretation

technical elaboration.

of all points is necessary for the development of new and continuously redefined
existing principles. Exclusive insistence on constant flexibility of methodology and

The final artifact is not the primary goal of the open process, and as such must not

accepting new knowledge and insights from practice contributes to the development
Thesis 7

be decorative but reduced and stripped down. It is only the result and representation

of the complete openness of the process.

of analytical decisions created through constant reflection on previous work phases.
Its phenomenology, appearance and character carry within them all the traces of the
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