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Andrija Mutnjakovi¢

Nadahnuta hamamom u Prizrenu, jedna je od prvih grade-
vina koja je iznova formulirala odnose s tradicionalnom arhi-
tekturom. Ideja slobodnog povezivanja mnostva volumena
te njihove autonomne organizacije i osvjetljenja, ucinila je
zgradu lako prepoznatljivim znakom. Prvi put ljudi su se mogli
prepoznati u modernoj zgradi koja nije podignuta na starim
temeljima, ve¢ usred parka.

(Timeline u katalogu Bijenala

arhitekture u Veneciji 2014.)

9 Andrija Mutnjakovi¢, zajedno s Vjenceslavom Richterom,
Grujom Golijaninom, ranijim radovima Edvina Smita i dru-
gima, osebujan je pripadnik eksperimentalne druge linije koja
je latentna alternativa glavnoj struji racionalne tradicije arhi-
tektonske kulture u Hrvatskoj. Mutnjakovi¢ se intelektualno
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Inspired by the Hammam in Prizren, it is one of the first build-
ings to reformulate relations with the traditional architecture.
The idea of freely bringing together a multitude of volumes,
organizing and lightening them autonomously, makes the build-
ing an easily recognizable landmark. For the first time, people
could recognize themselves in a modern building which was not
erected on old foundations, but in the middle of the park.
(Timeline in the catalogue of the
Venice Biennale of Architecture in 2014)

9 Together with Vjenceslav Richter, Grujo Golijanin, Edvin Smit
(early works) and others, Andrija Mutnjakovi¢ is a special fol-
lower of the experimental other line, the latent alternative to
the main movement of the rational tradition of architectural
culture in Croatia. His intellectual development took place in
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razvija u dinami¢nom ozracju EXAT-a 51 i Novih tendencija,
polaznik je majstorske radionice Drage Iblera, od prvih dana
sudjeluje u radu ¢asopisa Covjek i prostor, s Aleksandrom
Srnecom suraduje i na arhitektonskim i na umjetnickim pro-
jektima. Upravo u suradnji sa Srnecom, na medunarodnom
natjeCaju za Gradski centar Tel Aviva iz 1963., Mutnjakovi¢
iskazuje neke od svojih brojnih autorskih pozicija: naglaseno
radikalni pristup osloboden normi funkcionalizma, nastoja-
nje da se doslovno povezu iskustva vizualnih umjetnosti i
arhitekture te interes za sudjelovanje u teku¢im internaci-
onalnim arhitektonskim kretanjima. Mutnjakovi¢ 1960-ih i
1970-ih godina paralelno razvija interese za strukturalizam i
za kineticku arhitekturu kojima ¢e ostati privrzen do danas.
9 Godine 1970. Mutnjakovi¢ sudjeluje na natjecaju za biblio-
teku u Sarajevu. Godinu kasnije, direktor pristinske biblioteke
Ismet Spahija od Mutnjakovica narucuje projekt od izuzet-
nog identitetskog znacenja za Kosovo. Mutnjakovi¢ preuzima
model sarajevske biblioteke i dalje ga razvija. Uz arhitektonski
projekt, Mutnjakovi¢, koji je aktivni kriticar i teoreti¢ar arhi-
tekture te autor brojnih knjiga, postavlja teorijsku elaboraciju
za biblioteku. U prilogu donosimo Mutnjakovicev skraceni
izvorni tekst o konceptu biblioteke, popracen urednickim
komentarima koji nastoje pomoc¢i razumijevanju autorovih
zamisli, smjestajudi ih u Siri kontekst.’

1 Detaljno objasenje koncepta i realizacije projekta doneseno je u intervjuu Sase
Simprage i Andrije Mutnjakovi¢a na portalu pogledaj.to: http://pogledaj.to/arhi-
tektura/kuca-koja-nema-ideju-nije-kuca/, pristupljeno 4. 4. 2016.
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the dynamic atmosphere of the EXAT 51 group and the New
Tendencies movement. He attended the masterclass of Drago
Ibler, participated in the magazine Covjek i prostor from the
start and worked with Aleksandar Srnec on architectural and
art projects. It was in cooperation with Srnec, at the interna-
tional competition for the City Centre of Tel Aviv in 1963, that
Mutnjakovi¢ expressed some of his many stands as an author:
the emphasized radical approach free of any norms of function-
alism, ambition to literally combine the experiences of visual art
and architecture and the interest for participation in current
international architectural movements. In the 1960s and 1970s
Mutnjakovi¢ simultaneously developed his interest in structur-
alism and kinetic architecture, to which he has stayed devoted
until this day. 91n 1970, Mutnjakovic took part in the competi-
tion for the library in Sarajevo. One year later, the director of
the Library in Pristina Ismet Spahija commissioned him to do the
project of the utmost importance for the identity of Kosovo so
he took over and developed the model of the library in Sara-
jevo. As an active critic, theoretician of architecture and author
of many books, he offered the theoretical elaboration for the
library. In this article we are issuing Mutnjakovi¢’s abbreviated
original text on the concept of the library and editorial com-
ments that aim to improve the understanding of the author’s
ideas by placing them in a larger context.’

1 Detailed explanation of the concept and realisation of the project was published in
the interview of Sasa Simpraga and Andrija Mutnjakovi¢ on the web page pogledaj.
to: http:/pogledaj.to/arhitektura/kuca-koja-nema-ideju-nije-kuca/, accessed on
4 April 2016
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ARHITEKTONIKA 9 Zgrada Univerzitetske biblioteke treba biti
vrhunski izraz arhitektonskog stvaralastva. Pokrenuti teren,
sredina, okolni sadrZaj, kao i sadrZaj samog objekta, uvjetuju
da rasc¢lanjenost volumena, zgusnuta struktura, oblici, svjetlo —
sjena te gradacija visina predstavljaju asocijaciju na graditeljsko
nasljede ovih krajeva (u stubasto-kubi¢no-sfernoj arhitekturi)
kao osuvremenjeni strukturalno-sklopni koncept autohtonog
duha oblikovanja. 4 Ve¢ u uvodnom saZetku Mutnjakovi¢ uvodi
pojam strukturalnog, koji se u projektu manifestira kao stra-
tegija uredivanja repeticija i mutacija osnovnog prostornog
modula: kocke pokrivene sferom. Mutnjakovi¢ tom modulu
izvoriste pronalazi u tradiciji Bizanta te njoj susljednoj oto-
manskoj arhitekturi. U nastojanju da se dopre do istovremeno
suvremenog i autohtonog, Mutnjakovi¢ sinkreticki povezuje
tada suvremena strukturalisticka umjetnicka istraZivanja i inte-
res za bastinu koji anticipira postmoderne tendencije.

KONCEPCIJA 9 Tema suvremene strukturalne koncepcije
autohtonog duha oblikovanja spada u nova misaona dosti-
gnuca razvoja arhitekture: nakon sto je progresivni funk-
cionalizam zapao u formalnu krizu danas ve¢ akademskog
‘internacionalnog stila, nakon Sto je taj stil preplavio planet
bezli¢nim uniformiranim ambijentima, nakon niza upozo-
renja arhitektonskih teoreticara o alarmantnosti stanja i
nakon istraZivackog rada nekih od vrhunskih arhitekata nase

ANDRIJA MUTNJAKOVIC, Narodna i univerzitetska biblioteka Kosova

T vk

ARCHITECTONICS 9 The building of the University Library should
be the ultimate expression of architectural creativity. The acti-
vated terrain, the environment and the building itself require
that the decomposition of the volume, the condensed structure,
shapes, light and shadow and the gradation of the heights evoke
the building heritage of these areas (architecture of columns,
cubes and spheres) as a modern structural and shaping concept
of an autochthonous shaping style. 4 In the introductory sum-
mary, Mutnjakovi¢ introduces the term structural, which is pre-
sented as the strategy of planning the repetitions and mutations
of the elementary spatial module: cube covered with the sphere.
Mutnjakovic¢ sees the origin of the module in the tradition of the
Byzantine and Ottoman architecture. In his ambition to reach
the modern and autochthonous at the same time, Mutnjakovi¢
syncretically combines the then contemporary structural art
research and the interest in the heritage that anticipates post-
modern tendencies.

CONCEPT 4 The topic of the contemporary structural concept
of the autochthonous shaping style is one of the new achieve-
ments in the development of architecture; after progressive
functionalism went through the formal crisis of the academic
‘international style’ and flooded the planet with shapeless uni-
form ambiences, after numerous warnings by theoreticians of
architecture on the alarming situation and after the research

ANDRIJA MUTNJAKOVIC, National and University Library of Kosovo
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civilizacije, danas ve¢ sa sigurno$¢u moZemo prihvatiti ponu-
dene puteve daljnjeg razvoja arhitektonske teorije i prakse.
A taj razvoj, prihvaéajuéi funkcionalisticke teze o Cistodi
funkcije i konstrukcije, zahtijeva da se ova objekcija upot-
puni dalinjom vaZnom ili najvaZnijom komponentom: a to je
ovjek. Covjek sa svojim preokupacijama, svojim navikama
i obicajima, svojim regionalnim, misaonim i ambijentalnim

| T

‘:’H\ ‘/'_'

of some of the best architects of our civilization, we can defi-
nitely accept the offered paths of the further development of
the architectural theory and practice. This development, hav-
ing accepted functionalistic theses on the purity of the function
and construction, demands that this objection be completed
with the next important or the most important component: the
human being — with their preoccupations, habits and customs,

oris, broj 99, godina 2016.
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Mutnjakovi¢ pronalazi prostorni
arhetip te nastoji afirmirati
vitalnost regionalne arhitekture

Mutnjakovic finds a spatial
archetype and tries to affirm the
vitality of the regional architecture

ANDRIJA MUTNJAKOVIC, Narodna i univerzitetska biblioteka Kosova

ANDRIJA MUTNJAKOVIC, National and University Library of Kosovo

(EC)

<« presjegk M — M

< sectionM — M

129



individualnostima, svojim povijesnim, religioznim i drus-
tvenim odrednicama, sa svojim potrebama za neprestanim
potvrdivanjem bitka. Ovu arhitektonsku tezu moZemo pratiti
u nizu regija na svim kontinentima. Pionirski primjeri su Alvar
Aalto, Arne Jacobsen, grupa BBPR. Sigurno je da su japanski
arhitekti najuspjelije transponirali nacionalni izraz u suvre-
menu arhitekturu (...) Za razliku od formalistickih plagijata
i beskriterijske primjene ‘internacionalnog’ stila i kod nas se
(zapravo vrlo rano) pojavljuju traZenja naseg autenti¢nog
arhitektonskog izraza u radovima Kovacica, Ple¢nika, Neid-
hardta, Dobrovica, grupe Zemlja (Ibler, Gali¢, Horvat, Kauzla-
ri¢) i drugih, s rezultatima koji mogu podnijeti i meduna-
rodne kriterije. 9 Mutnjakovi¢ se nastavlja na tada ve¢ glasnu
internacionalnu kritiku visokog modernizma te prepoznaje i
internacionalna i lokalna izvorista regionalnog pristupa unu-
tar samog modernog pokreta. Regionalizam vidi kao izlaz
iz uniformiranosti; projekt biblioteke i njegova elaboracija
nastaju u vremenu kritickog sagledavanja modernog nasli-
jeda u regiji. Tako se Mutnjakovi¢ referira, izmedu ostalih, na
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ot Ple¢nika Cija Ce se cjelovita rehabilitacija odviti 1980-ih, te
Prizem'jj grupu Zemlja kojoj je 1971., u vrijeme pocetka projektiranja
ground biblioteke, netom priredena kriti¢ka retrospektiva u sklopu
floorplan 6. Zagrebackog salona.
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regional, reflective and ambience peculiarities, historical, reli-
gious and social characteristics, needs for the constant con-
firmation of the essence. We can see this architectural thesis
in many regions on all the continents. The pioneer examples
are Alvar Aalto, Arne Jacobsen and the BBPR group. Japanese
architects were the most successful in transposing the national
expression into contemporary architecture. (...) Contrary to the
formalistic plagiarism and the lack of criteria while applying the
International Style, the search for the authentic architectural
expression in our country appeared rather early in the works of
Kovaci¢, Plecnik, Neidhardt, Dobrovi¢, the Zemlja (Earth) group
(Ibler, Gali¢, Horvat, Kauzlari¢) and others, producing the results
that meet the international criteria. 4 Mutnjakovi¢ continues the
then already widespread criticism of high modernism and recog-
nizes the international and local origins of the regional approach
within the modern movement. He sees a solution to uniform-
ity in regionalism; the project of the library and its elaboration
originate in the times when the modern heritage in the region
was critically reviewed. Among others, Mutnjakovi¢ thus refers
to Ple¢nik, whose comprehensive rehabilitation was done in the
1980s and to the Zemlja group, whose critical retrospective exhi-
bition was organised in 1977, at the time when the library was
being designed, within the 6th Zagreb Salon of Architecture.
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REGIONALIZAM 4 U bogatoj kolijevci europskog regionalizma
moZe se govoriti i o specifi¢noj arhitekturi kosovske regije.
Regija Kosova bogata je izvornim arhitektonskim oblicima
karakteristi¢nim i za Siru regiju Balkanskog poluotoka.
Bizantska kultura iz prvog tisuéljeca nase ere stilski je sin-
tetizirala arhitekturu u obliku kubi¢no-sfernih volumena kao
svoj znacajni doprinos arhitekturi covjecanstva, a upravo na
Kosovu, i u drugim krajevima nase zemlje, ta arhitektura se
razvila u specifi¢nu varijantu mnogostruko zdruzenih volu-
mena s tendencijom vertikalnog rasta. Kada KrleZa govori
o0 nasim minijaturnim bazilikama s konca prvog tisuéljeca, o
bazilikama Sto se prostiru od Dalmacije, preko Duklje, Zete i
Raske do Ohrida, tada semioloski znak tih bazilika — kupolu
na kvadru — uzima Cesto kao primjer artistickog vitaliteta
llira i Slavena, kao ‘simptome artisticke nadarenosti, koja
nosi u sebi sve dinamicke mogucnosti za stvaranje likovne
i moralno-intelektualne civilizacije koja po svojim elemen-
tima ne zaostaje za uzorima, a po nekim znacima specificnog
vitaliteta stvara novu, zanimljivu varijantu europske teme.
Taj znak nalazi se kod katolickih crkvica (Sv. Kriz u Ninu), kod
pravoslavnih zaduzbina i manastira (Sv. Naum, Veljuse, Pe¢ka
patrijarsija, Gracanica), kod islamskih hamama, bezistana ili
dzamija (hamami u Prizrenu, Skoplju, Sarajevu, Sinan-pasina

tlocrt drugog kata 2nd floor plan
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REGIONALISM ¥ In the rich cradle of the European regionalism,
there is also a specific architecture of the Kosovo region. The
Kosovo region abounds in original architectural shapes char-
acteristic of the wider Balkan Peninsula. The Byzantine culture
from the first millennium of our era has stylistically synthesized
architecture in the shape of cubic and spherical volumes, as a
significant contribution to the architecture of mankind. It was
in Kosovo, as in other areas of our country, where this archi-
tecture developed into a specific variant of multiply joined vol-
umes with the tendency to grow vertically. When KrleZa speaks
of our miniature basilicas from the end of the first millennium
that spread from Dalmatia, Duklja, Zeta and Raska to Ohrid,
he often uses the semiological symbol of the basilicas — the
cupola on a cube as an example of the artistic vitality of Illyr-
ians and Slavs, as ‘a symptom of artistic talent that carries all
dynamic possibilities for the creation of art and moral and intel-
lectual civilization that does not lag behind its role models and
creates a new and interesting variant of the European topic’.
This symbol can be seen in Catholic churches (the Church of
the Holy Cross in Nin), orthodox foundations and monasteries
(Monastery of Saint Naum, Veljusa Monastery, Patriarchate of
Pe¢, Gracanica Monastery), Islamic hammams, market places
or mosques (hammams in Prizren, Skoplje, Sarajevo, the Sinan

ANDRIJA MUTNJAKOVIC, National and University Library of Kosovo
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dZamija u Prizrenu, bezistani u Sarajevu). Pa iako je taj znak
kvadrata s kruznicom (kubusa s kupolom) dosao do svog
punog izraZaja upravo u islamskoj arhitekturi, ipak njegovo
prisustvo na cijelom Balkanu, bez obzira na rimske, bizantske
iliislamske utjecaje, moZemo shvatiti kao svojevrsnu antitezu
stranim utjecajima bez obzira odakle dolazili, i kao svojevrsnu
tezu autohtonog zajednickog izraza balkanskih naroda tim
asimilirajucim utjecajima usprkos. Bogatstvo autohtone regi-
onalne arhitekture Kosova moZze i mora biti pokretac aktivne
prisutnosti. To bogatstvo, nastalo prozimanjem bizantsko-
osmanskog utjecaja, kristaliziralo se ovdje u specificnom
izrazu vlastitog ideala ljepote, kao doprinos islamskom i
krs¢anskom graditeljstvu. S jedne strane to dovodi do Sultan
Fatihove i Sinan-pasine dZamije, a s druge strane to dovodi
do Pecke patrijarsije i Gracanice. (...) U detalju oblikovanja,
u ras¢lanjenosti ploha, u obradi zidova i primjeni ikonograf-
skih elemenata, u obrednoj funkciji, ovi izrazi imaju svoje
dragocjene specifi¢nosti stilskih Cistih zasebnih cjelina. No
prostorna misao u svom globalnom izrazu — za razliku od
prostorne misli romanske ili gotske, astecke ili kmerske kulture

oris, broj 99, godina 2016.

Pasha Mosque in Prizren, market places in Sarajevo). Although
this symbol of a square with a circle (a cube with a cupola)
reached its full expression in Islamic architecture, the fact that
it is present in the whole Balkan area, regardless of the Roman,
Byzantine or Islamic influences, can be interpreted as a certain
antithesis to the foreign influences, no matter their origin, and
a certain thesis of an autochthonous common expression of
the people from the Balkan area despite the assimilating influ-
ences. The richness of the autochthonous regional architecture
of the Kosovo area can and must be the initiator of the active
presence. This richness, which arose by the permeation of the
Byzantine and Ottoman influences, is crystallised in the specific
expression of the individual ideal of beauty, as a contribution to
the Islamic and Christian building practice. This results with the
Sultan Fatih Mosque and the Sinan Pasha Mosque on one side
and the Patriarchate of Pe¢ and the Gracanica Monastery on the
other side. (...) In the details of the shaping process, decomposi-
tion of surfaces, treatment of the walls and the application of
iconographic elements, the ritual function — these expressions
have their valuable specific qualities of stylistically pure sepa-
rate units. Nevertheless, the spatial idea in its global expres-
sion — unlike the spatial idea of the Roman or Gothic, Aztec or
Khmer culture — operates on the same premises of the cubic and
spherical architecture. 9 Following the occurrence of cubic and
spherical spatial configurations of very diverse typologies, time
periods and environments, Mutnjakovic finds a spatial archetype
and tries to affirm the vitality of the regional architecture. By
quoting KrleZa, possibly even on the trace of the theses made by
Ljubo Karaman on the authentic contribution of the art from the
periphery, Mutnjakovi¢ points to the authenticity of transna-
tional and transreligious regional culture. For Mutnjakovi¢, the
symbol of cubic and spherical spatial configuration has a univer-
sal civilizational value that gets new meanings of togetherness
and ecumenism from the current point of view. The choice of a
universally recognizable and regionally and locally specific archi-
tectural motif for the carrier of the spatial organization and the
identity of the library of Kosovo, whose role is to emancipate
the Kosovar and Albanian culture, is thus logical.

symBoL 9 By singling out this semiological origin of the spatial
idea we reach the message of the coherent and recognisable
symbol as an autochthonous sensation of the region.

SHAPING 4 (...) The anticipation of a historical example in an
ultimate consequence of the scope can open up the opportunity
for a careful examination. Squares and rectangles have created
an organism of the building with an expressed and structurally

oris, number 99, year 2016

— pociva na istim premisama kubi¢no-sferne arhitekture.
9 Prateci pojave kubi¢no-sfernih prostornih konfiguracija u
vrlo Sirokom zahvatu tipologija, vremenskih perioda i podne-
blja, Mutnjakovi¢ pronalazi prostorni arhetip te nastoji afirmi-
rati vitalnost regionalne arhitekture. Citiraju¢i Krlezu, moZda
i na tragu teza Ljube Karamana o autenti¢nim doprinosima
umjetnosti periferije, Mutnjakovi¢ ukazuje na autenti¢nost
transnacionalne i transreligijske regionalne kulture. Mutnja-
kovicev znak kubi¢no-sferne prostorne konfiguracije nosi uni-
verzalnu civilizacijsku vrijednost koja iz danasnje perspektive
dobiva nova znacenja zajednistva i ekumenizma. Utoliko je
i odabir jednog istovremeno univerzalno prepoznatljivog, a
regionalno i lokalno specifi¢nog arhitektonskog motiva za
nositelja prostorne organizacije i identiteta kosovske bibli-
oteke, Cija je vazna uloga emancipacije kosovske albanske
kulture, logi¢an.

ZNAK 9 Izdvajanjem ovog semioloskog prapocetka prostornog

misljenja dolazimo do poruke Citljivog i prepoznatljivog znaka
kao autohtone senzacije regije. (...)

ANDRIJA MUTNJAKOVIC, Narodna i univerzitetska biblioteka Kosova

connected spatial composition. By accepting the structure, we
can hardly transfer the composition into our time that has lost
the fear of a hierarchical axial symmetry and that incarnated its
leisure understanding of life in a freely composed shape, as the
truth of our civilisation. This truth was anticipated in a visionary
manner by Kazimir Malevich with his need for the supremacy
of sensitivity, expressed with no anectodal representation, in
the essence of the psychic experience of the rhythm of abstract
geometric shapes. (...) By developing this topic, Victor Vasarely
changes the intuitive suprematist shape into the combinato-
rics of the intellect constructed according to the a priori given
algorithms, using the motif of a circle in a square as an essential
sublimation of art. His ‘planetary folklore’ did the first significant
programming of structuralist plasticity, thus opening the way
to cybernetics. ‘Even now, his work is the image of the product
of computing machines, although it is done manually’ — says
Abraham A. Moles. We so reach the critical point of the current
understanding of the development of the shaping process. This
means that it is possible to make a causal connection between
the cubic and spherical pre-form and its spatial treatment with

ANDRIJA MUTNJAKOVIC, National and University Library of Kosovo
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OBLIKOVANJE 9(...) Ponovno nam anticipacija povijesnog
primjera u krajnjoj konsekvenci dometa moZe pruZiti povod
za razmisljanje. Kvadrati i pravokutnici stvorili su organizam
zgrade u strukturnoj povezanosti izraZajne prostorne kompo-
zicije. Prihvacajuci strukturu, tesko mozemo samu kompozi-
ciju doslovno prepisati u nasem vremenu koje je izgubilo strah
hijerarhijske osne simetralnosti i koje je svoje leZerno Zivotno
shvacanje inkarniralo slobodno komponiranim oblikom, kao
istinom nase civilizacije. Tu istinu vizionarski je naslutio Kazi-
mir Maljevi¢ sa svojom potrebom supremacije osjecajnosti
kao takve, izraZene bez anegdotskog prikazivanja, sustinom
psihickog doZivijaja ritma apstraktnih geometrijskih likova i
oblika. (...) Nadogradujudi tu temu Victor Vasarely pretvara
intuitivni suprematski oblik u kombinatoriku intelekta kon-
struiranu prema ‘a priori’ datim algoritmima, koristeci upravo
motiv kruga upisanog u kvadratu kao esencijalnu sublimaciju
likovnosti. Tako je njegov ‘planetarni folklor izvrsio prvo zna-
¢ajno programiranje strukturalisticke plasti¢nosti otvarajuci
time put prema kibernetici. ‘Njegovo je djelo ve¢ sada, iako
radeno manualno, slika proizvoda racunskih strojeva’ — kaze
Abraham A. Moles. Time smo dosli do kriticne tocke danasnje
spoznaje razvoja oblikovanja. A to znaci da je moguce uspo-
staviti kauzalnu vezu izmedu kubic¢no-sferne praforme i njenog
prostornog tretmana s formalnim dostignucima suvremene
umjetnosti. Odnosno, mogude je formalnu izrazitost povijesne
autohtone arhitekture Kosova interpretirati najsuvremenijim
likovno-arhitektonskim oblikovanjem. 4 Mutnjakovi¢ lapidarno
ocrtava razvoj strukturalisticke logike u arhitekturi i umjetnosti,
od lokalne graditeljske tradicije, preko suprematizma, do op-
arta, i konacno, sistemske i rane protodigitalne umjetnosti s
kojima se susreo putem Novih tendencija. Osnovni gradbeni
element je arhetip, praforma, a kompozicijsko-organizacijski
principi naslanjaju se na tada suvremene tendencije. No, Mut-
njakovicevo istrazivanje forme ne slijedi principe programirane
umjetnosti, nego je kombinacija intuitivne reakcije i funkcional-
nih potreba koje proizlaze iz nutrine zgrade. lako se enformel u
tekstu o biblioteci eksplicitno ne spominje, za Mutnjakovica je
taj umjetnicki pravac jedna od referentnih tocaka. Nehijerar-
hijska, agregirana arhitektonska forma rezultat je napora da se
ucini gotovo nemoguce: da se izmire strukturalizam i enformel.

1ZRAZ 9 (...) Zgrada Narodne i univerzitetske biblioteke je
osnovni trezor koji ¢uva sustinu nacionalnog bitka i koji tu
sustinu udahnjuje u nove generacije. U toj aktivnoj ulozi zgrade
njezina funkcija forme ne moZe biti inaktivna. (...) Angazirana
arhitektura u funkciji smisla svog postojanja. 9 Mutnjakovi¢
koristi zanimljivu formulaciju funkcije forme te joj atribuira
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the formal achievements of modern art. In other words, the for-
mal expression of the historical autochthonous architecture of
Kosovo can be interpreted by the most modern art and architec-
tural forms. 4 Mutnjakovi¢ concisely describes the development
of the structuralist logic in architecture and art, from the local
building tradition, through suprematism, op-art and, finally,
systematic and early proto-digital art he got to know through
the New Tendencies movement. The basic construction ele-
ment is the archetype, the pre-form, and compositional and
organisational principles continue the then modern tenden-
cies. Mutnjakovi¢’s research of the form does not follow the
principles of the programmed art, but is the combination of an
intuitive reaction and functional needs that result from the inte-
rior space of the building. Although abstract art is not explicitly
mentioned in the text about the library, this art form is one of
Mutnjakovi¢’s reference points. The aggregated architectural
form with no hierarchy is the result of the efforts to do almost
impossible — reconcile structuralism and abstract art.

EXPRESSION 9(...) The building of the National and University
library is the basic treasury that keeps the core of the national
essence and passes it on to the next generations. The function
of the building in this active role cannot be inactive. (...) Engaged
architecture in the function of the meaning of its existence.
9 Mutnjakovi¢ uses the interesting formulation of the function
of the form and connects it with the active role of the symbol.
The expression of architecture is not neutral in its meaning, but
signifies the symbolic role of the institution.

cuPOLA 4 The shaping and functional treatment of the main
interior areas (reading areas) is influenced by the intellectual
and physical needs of the reader. Deep contemplation of the
reader requires calm, compact spaces, introverted and with a
defined content. (...) The constructive and shaping treatment of
the cupolas had to be on the level of the most modern solutions
(R. Buckminster Fuller).

SPACE 9 The composition of the space so that it consists of
numerous volumes is also the result of the functional organiza-
tion of the library areas. Between perceiving libraries as spacious
halls (as in Zagreb and Belgrade) and as common, but spatially
separate volumes (as in the new library in Berlin), the advantage
is given to the second spatial concept. The reason is in the belief
that the reader can concentrate better if they are situated in a
more intimate space. (...) 4 After the detailed elaboration of the
historical and contemporary references of the spatial concept of
the basic module, Mutnjakovi¢ introduces its phenomenological
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aktivnu ulogu znaka. Izraz arhitekture nije znacenjski neutra-
lan, nego on oznacava simboli¢ku ulogu institucije.

KUPOLA 9 Oblikovnii funkcionalni tretman glavnih unutarnjih
prostora (Citaonica) uvjetovan je psihickim i fizickim potre-
bama ¢ovjeka — Citatelja. Izuzetno jaka psihicka kontempla-
tacija Citatelja traZi smirene, zgusnute prostore, sadrZajno
zaokruZene i uvucene u sebe. (...) Sigurno da je konstruktivni i
oblikovni tretman kupola morao biti na nivou najsuvremenijih
riesenja (R. Buckminster Fuller).

PROSTOR 9 Komponiranje prostora u obliku mnogobrojnih
zdruzZenih volumena takoder je nastalo iz razloga funkcionalne
organizacije bibliotekarskih prostora. Izmedu shvacanja Cita-
onica kao prostranih hala (kao $to je to slucaj kod biblioteka
u Zagrebu i Beogradu) i shvacanja Citaonica kao zajednickih,
ali prostorno razdvojenih volumena (kao $to je to slucaj kod
nove biblioteke u Berlinu), prednost je dana ovom drugom kon-
ceptu prostora Citaonica. Razlog za takvu odluku nalazi se u
iskustvenom uvjerenju da se Citatelj daleko bolje moze skon-
centrirati nad knjigom kada se nalazi u intimnijem prostoru.
(..) 9 Nakon 3to su detaljno elaborirane i povijesne i suvremene
reference prostorne koncepcije osnovnog modula, Mutnjako-
vi¢ uvodi i njegove fenomenoloske znacajke. Kockasti format
natkriven kupolom je smiren, neutralan, s introvertnim usmje-
renjem prema sredistu modula. U fokusu Mutnjakovicevih raz-
matranja su individualno iskustvo i dogadaj Citanja.

FASADA 4 (...) U svrhu stvaranja prisnijeg prostora, potrebnog
za koncentraciju u ¢itanju, takoder je nuzna djelomi¢na opticka
izolacija od vanjskog prostora. (...) U povijesnim objektima to
zatvaranje postizalo se Cipkastom konstrukcijom kamene ili
ciglene profilacije prozora (Pe¢ka patrijarsija ili Sarena dZa-
mija u Tetovu). Pri oblikovanju Biblioteke ponovno je kori-
Steno ovo povijesno iskustvo te se opticko odvajanje vanjskih
i unutrasnjih prostora ostvarilo putem suvremenog materijala
(lijevani aluminij) i suvremenim tretmanom, na nacin stavlja-
nja brisoleja ispred ostaklienog procelja. Tako je asocijativna
veza s regionalnom arhitekturom ponovno prisutna — kako
u tretmanu ove Zzavjese, tako i u grafickom crteZu Sestero-
kutne kompozicije koju Cesto nalazimo na ovom podrudju.
9 Mutnjakovi¢ hibridizira elemente tradicionalnog i suvreme-
nog arhitektonskog jezika. Kupole su preuzete iz tradicijskog
prostornog modela, ali su strukturno-tehnicki koncipirane
kao Fullerove geodezijske kupole koje su jedan od ikoni¢nih
motiva tehnolosko-utopijskog krila visokog modernizma. U
nedostatku sloZenijih prefabriciranih gradbenih elemenata,
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Mutnjakovi¢ uvodi pojam
strukturalnog, koji se u projektu
manifestira kao strategija uredivanja
repeticija I mutacija osnovnog
prostornog modula

Mutnjakovi¢ introduces the term
structural, which is presented as the
strategy of planning the repetitions
and mutations of the elementary
spatial module

characteristics. The cubic format covered with a cupola is calm,
neutral and with an introvert direction towards the centre of the
module. The individual experience and the reading process are
in the focus of Mutnjakovic¢’s reflections.

FAGADE 4(...) With the aim of creating a more intimate space,
necessary for the concentration while reading, a partial optic
isolation from the outer space is also required. (...) In historical
buildings, this effect was achieved by a lace-like construction
of a stone or brick profile of the windows (the Patriarchate of
Pec or the Painted Mosque of Tetovo). The historical experience
was used in the process of shaping the Library and the optic
separation of the exterior and interior areas was achieved by
modern materials (cast aluminum) and the treatment of the sur-
faces, like installing brise-soleil systems under glazed facades.
Association with the regional architecture is again present —
in the treatment of this ‘curtain’ and in the graphical drawing
of the hexagonal composition that we often see in this area.
9 Mutnjakovi¢ combines the elements of the traditional and
modern architectural language. The cupolas are taken from the
traditional spatial model but have the structural and technical
concept of Fuller’s geodesic cupolas that are one of the iconic
motifs of a technological and utopian wing of high modernism.
Faced with the lack of more complex prefabricated building ele-
ments, architects in Croatia and former Yugoslavia were often
forced to experiment and design them themselves, by relying
on the available production. The metal lace-curtain that coats
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arhitekti u Hrvatskoj i Jugoslaviji Cesto su bili prisiljeni ekspe-
rimentirati i sami ih projektirati, oslanjajuci se na raspoloZivu
proizvodnju. Metalna Cipka-zavjesa koja obavija ku¢u proi-
zvedena je arhai¢nom tehnikom lijevanja aluminija u kalupe u
ljevaonici u Krapini u Hrvatskom zagorju. Upravo je arhai¢na
tehnika omogudéila da metalna opna funkcionira kao brisolej
jer je zrnata tekstura otklonila refleksije.

FUNKCIJA 9 Prostorni raspored sadrZaja biblioteke nacinjen
je na temelju poznate sheme atrijskog tretmana centralnog
prostora kataloga s funkcijom osnovnog komunikacijskog pro-
stora. Citaonice su po vaznosti, funkcionalnoj cjelini i broju
posjetitelja rasporedene po etazama: na prvom katu smjestene
su mala (100 posjetitelja) i velika (200 posjetitelja) ¢itaonica,
na drugom katu smjestene su specijalne Citaonice (rariteti,
geografija, grafika, fonoteka, filmo i videoteka, periodika), a na
trecem i Cetvrtom katu (u najmirnijim dijelovima) smjestene su
¢itaonice znanstvenih radnika. 1 Agregacija osnovnih modula
razli¢itih proporcija omogucila je gradacije intimnosti pro-
stora. Taj princip dodatno je naglasen kroz raspored razlicitih
tipova ¢&itaonica po vertikali. Citaonice, &iji su format i pozicija
pazljivo uskladeni s njihovim specifi¢nim namjenama, poput
sazvijezda rotiraju oko gravitacijskog i simboli¢kog sredista
biblioteke, shvacene kao trezor znanja, kataloga i zajednickog
atrija koji okuplja sve sadrzaje.

9 Biblioteka u Pristini jedinstveni je projekt unutar kontek-
sta hrvatske arhitekture i arhitekture bivie Jugoslavije. Njeni
sinkreticki izvori doveli su do prostorne konfiguracije koja
ima sli¢nosti s demokrati¢nim, otvorenim prostorima nizo-
zemskog strukturalizma i radova Alda van Eycka ili Hermana
Hertzbergera. No, umjesto pristupa u kojem se artikulacija
svih prostornih i tektonickih elemenata povezuje s njihovim
antropoloskim znacenjem, Mutnjakovi¢ polazi od apstraktnog
sistema te u prostornom sistemu otkriva potencijale za kon-
kretne namjene. Sli¢no kao i kod nizozemskih suvremenika,
Mutnjakovi¢ stize do nekomponirane forme, kazbe (kasbah)
koja unutar jasno definiranog prostornog okvira sadrzi poten-
cijal otvorenih koristenja i programskih promjena. KnjiZnica u
Pristini postala je i landmark grada i simbol nacionalnog iden-
titeta, a Mutnjakovi¢ ¢e i nakon Sarajeva i Pristine nastaviti
istraZivati tipologiju biblioteka u nerealiziranim projektima
Nacionalne knjiznice u Damasku 1974., Nacionalne knjiznice
Pahlavi u Teheranu 1977. i Nacionalne knjiznice u gradu Alziru
1984., uvijek se naslanjajuci na lokalne graditeljske tradicije.
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the building was made using an archaic technique of casting
aluminum into moulds in the foundry in Krapina in the Hrvatsko
Zagorje Region. It is this archaic technique that allows the metal
coating to function as a brise-soleil system, since the grainy
texture rejects reflections.

FUNCTION 9 The spatial arrangement of the library is done
according to the familiar scheme of treating the central area of
the catalogue as an atrium with the function of a basic commu-
nicational area. Reading areas are situated on different floors,
distributed according to their importance, functional unity
and the number of visitors; a small reading room (100 visitors)
and a large reading room (200 visitors) are located on the first
floor, special reading areas are on the second floor (rare edi-
tions, geography, graphics, record library, film and video library,
periodicals) and carrels of research workers are located on the
third and fourth floor. 4 The aggregation of the basic modules
of different proportions allowed the gradation of the intimacy
of space. This principle is emphasized through the arrangement
of different types of reading areas on the floors. Reading areas,
whose format and location are carefully harmonised with their
specific function, rotate like a galaxy around the gravitational
and symbolic centre of the library, perceived as the treasury of
knowledge, the catalogue and the common atrium that gathers
all the facilities.

9The library in Pristina is a unique project within the context of
the Croatian architecture and the architecture of former Yugo-
slavia. Its syncretic sources resulted in the spatial configuration
that resembles the democratic and open spaces of Dutch struc-
turalism and the works of Aldo van Eyck or Herman Hertzberger.
Contrary to the approach where the articulation of all spatial
and tectonic elements is connected with their anthropologi-
cal meaning, Mutnjakovi¢ starts from the abstract system and
discovers potentials for concrete uses in the spatial system. Like
his Dutch contemporaries, Mutnjakovi¢ reaches for an open
form, like Kasbah that, within a clearly defined spatial frame,
has the potential of open uses and changes in the programme.
Thelibrary in Pristina became the landmark of the town and the
symbol of the national identity and, after Sarajevo and Pristina,
Mutnjakovi¢ continued with the research of the typology of
libraries in unrealised projects such as the National Library in
Damascus in 1974, the Pahlavi National Library in Tehran in 1977
and the National Library in Algiers in 1984, always relying on
local building traditions.
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