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eses PREDGOVOR s

u nesmiljencj, bespodtednoj borbi za publiku holivudski se
trzi§ni genij dovinuo jo§ jednom izumu u plasmanu svojih filmova:
odSkrinuti vrata “iza scene" i pripustiti gledatelja u uzbudljvu
avanturu nastajanja filma. Racunajuéi sa prirodenom znatiZeljom
I magitnim velom tajne koji obavija filmsku iluziju, opremio ju
je mnoftvom "dodataka™ razgovorima s glumcima i redateljem,
prizorima sa snimanja filma, MAKING OF knjiZicama u kojima
se opisuje nastanak filma, Uz glumee i redatelje, poeli su se tako
isticati doprinosi i drugih suradnika na filmu, a u filmovima SF
tematike posebno tzv. "production” dizajneri, autori maketa,
rekvizita, kostima, scenografija... ProzaiCni tehnicki opisi njihovog
rada otkrili su ih medutim kao posveéene umjetnike 1 izumitelje 1
tako pridali dignitet njihovoj profesiji.

Tako daleko od rasko$nih produkeijskih uvjeta Holivuda, i u nadoj
su, domacoj filmskoj i TV produkeiji neki autori uspjeli ostvariti
znacajan opus na tom podruéju. David Perof Bomnot bavi se
produkcijskim dizajnom unatrag desetak godina i ova je izlozba
izbor njegovih radova nastalih za potrebe filmskih i TV projekata
u tom razdoblju. Kako je uglavnom rije¢ o projektima (reklamama,
kratkim filmovima, TV emisijama) futuristitke tematike,
znanstveno-fantastiénog karaktera, tako su i radovi veéinom na
tragn SF estetike i ratunalnih video igara. Kostimi, maske, roboti,
vozila, uredaji... morali su udovoljiti zahtjevima teme, stilski se
uklopiti u scenarij, ali 1 biti funkcionalni. Njihova je funkcionalnost
doduse Cesto fingirana, krivotvorena, reducirana na doseg objektiva
kamere, ali ipak dovoljno uvjerljiva. Inspitirani netijetko filmovima
znatne bogatije veé spomenute holivudske kinematografije (Mad
Max, Alien, Star Wars...), njegovi futuristicki kostimi, vozila sa
pokretnim okom, biomehanoidi, znanstveni laboratoriji... Pred-
stavljaju dovitljiva i duhovita rjeSenja u zadanim, vrlo ograniéenim
financijskim okvirima, sa ready madeom kao legitimnim umjet-
nickim postupkom, Nadin osmigljavanja i izrade pojedinog predmeta
sam je autor detalino opisac i dokumentirao skicama i fotografijama
na nacin kako se to ¢ini u spomenutim MAKING OF knjiZicama
koje se izdaju uz holivudske filmove.

Iako daleko od njihove produkeijske stvarnosti, ili mozda ba§ zhog
toga, na¥i autori koji djeluju na ovom podrutju zasluZuju paZnju
struéne 1 §ire javnosti, a njihova djelatnost koja u nas jo§ nema ni
svoje ime, dignitet samostalne profesije.

Ova je izlozba na fragu tog nastojanja.

Mada Strbac

= FOREWORD @ms=

In its merciless, relentless efforts fo attract audience, the Hollywood
markefing genius has come up with another invention in movie mar-
keting; it has left the door ajar to let the spectator "behind the scenes’
in the exciting adventure of movie-making, Taking into account innate
curiosity and the magical veil of mystery wrapped around movie
fllusion, it has brought in a multitude of other "furnishings". interviews
with actors and director, scenes from movie-making, Making of
booklets with movie making descriptions. Besides actors and directors,
the contributions of other movie associates have thus started to come
to the fore, and in SF movies especially of the so-called “production”
designers, mock-up and prop makers, costume and set designers ...
The prosaic technical descriptions of their work have been showing
them as dedicated artists and inventors, consequently giving dignity
to their profession.

Despite being far from luxurious Hollywood productions, some
authors have also managed to create a considerable opus in our,
domestic movie and TV production. David Perod-Bonnot has been
into production design for over a decade, and this exhibition is a
selection of his wotks made for the needs of movie and TV projects
in that period. Since these projects (commercials, short films, TV
shows) are mostly of futuristic, science fiction nature, his works in
most cases are also in accordance with SF aesthetics and computer
video games, Costumes, masks, robots, vehicles, gadgets ... needed
to comply with the demands of the subject, be stylistically appropriate
for the script, but also functional. Admittedly, their functionality is
often fictitious, faked, reduced to the camera lens, but nevertheless
rather convincing, Frequently inspired by movies of much more
prolific, already mentioned Hollywood motion pictures (Mad Max,
Alien, Star Wars...), his futuristic costumes, one-eyed mobile vehicles,
biomechanolds, scientific laboratories ... represent ingenious and
witly solutions within the specified, very restricted financial frame-
works, with a ready made as a legitimate artistic procedure, The
author himself gives detailed descriptions of the conception and
making of a particular item, and provides documentation in sketches
and photographs like in the mentioned Making of booklets published
for Hollywood movies.

Despite being far from such a production reality, or for that reason
in particular, our authors who work in this area deserve the attention
of the professional and general public, and their still unnamed
activity, deserves dignify of an independent profession.

This exhibition is to contribute to such an endeavor.

Masa Strbac

g === Uvod i=

U doba kada vitualni svijet sve vise prewzima prevlst nad
stvamno$cu skupe inozemne filmske produkcije uz digitalne efekie
i dalje koriste modelc za snimanje specijalnih efekata, pa ¢ak i ako
samo trebaju referencu nekog oblika u realnosti, za prebacivanje
1 virtualno, O kojem god razdoblju da je mijet, bilo koji filmski
scenarij (osim omih krajnje suvremenih) podrazumijeva iluziju
stvamosti, A ako budzeti dopustaju, "stvamost” potrebna za takve
filmove namjenski se "simulira® izradom kostima, maski, setova i
rekvizita. I dok se god budn koristile "usluge" Zivih glumaca u

opiphjivu izdanju, ¢ak i pred chroma-keyem. Ne mislim omalo-
vaZavati rad na radunaly, buduéi da sam upoznat i $ mukotrpnodéu
takvog rada, ali meni je ipak zanimljiviji taj "opipljivi" filmski dizajn,
odnosno “production design”". Ono $to "production designer” znadi
U stranim filmovima, bar §to se engleskoga govornog podrucja tice,
U hrvatskom je filmu utjelovljeno u osobi scenografa.

No kad je rijet o spektaklima u zapadnim produkcijama, onda tu
obicno postoji cijela hrpa ljudi zasluna za izgled filma: od koncept-
ualnog crtada 1 produkeijskog ilustratora, preko kostimografa, Smin-
kera (za maske), scenografa (koji se u tom shiéaju zove set-designer),
dizajnera rekvizita i vozila, modelara, lutkara 1 animatora, sve do,
napokon, produkcijskog dizajnera, zapravo supervizora male vojske
zanatlija 1 izvodada radova, koji uskladuje djelovanje svih tih
kreativnih snaga, u dogovoru s redateljem, scenaristom i producentom.
Najedce je rije¢ o timovima, desecima profesionalaca ukljutenim na
izvedbi mozda samo jednog kadra ili sekvence. O tome svjedole kolone
imena na odjavnim Spicama visokobudZetnih spektakala...

U projektima opisanima na sljedeim stranicama moja je uloga
(u smislu gore nabrojenih) bila vrlo raznorodna, a ondje gdje je i bilo
odjavne Spice bio sam potpisan kao izradival posebne opreme ili
izradivaé dodatnih modela, protetike i sL, ali ponekad i klasitnije,
kao kostimograf, scenograf, ali i "production designer”. Takvo
"titnliranje" moZda je zbunjujuée, ali moj autorski doprinos u tim
rijetkim domacim produkcijama takvoga tipa, reklama ili filmova,
bio je u biti isti, a odituje se u oplemenjivanju kadra osmiSljavanjem,
izradom 1 kombiniranjem odgovarajuéih elemenata, dakle, u osnovi
djelovanjem na Sirem podru&ju filmskog dizajna.

David Pero5-Bonnot

=22 Introduction S aewrsesmms s

ln this era of the virtual increasingly taking over the reality, real-life

models and props are still used in high budget movie productions,
together with CQ models, or even if only needed to recreate more
believable models in the virtual domain. Whatever period we may
take, whatever movie story (except those utterly realistic ones), we
would need to assume some kind of illusion of reality. If the budget
allows it, the “reality” required for such movies is going to be inten-
tionally "simulated” through costumes, masks, sets, and props. As
long as there shall be a need for real actors on movie sets, costumes
and some props will most probably continue to exist, even if only in
front of the blue-screen. It's not my intention to trivialize C( creations,
for [ know it could often be equally demanding, However, I'm perso-
nally more amazed by production design executed in the real world
than by the one in the CG environment, When we talk about big
budget movie productions, there's usually a whole bunch of people
involved in designing, from concept illustrator, production illustrator,
costume designer, make-up artist, set designer, matte-painter, prop
and car designer, scale model maker, puppet maker, puppet master
and animator, to production designer himself, who in such cases
supervises the mentioned creative staff, as well as the small army of
craftsmen and builders, There are often teams, dozens of professio-
nals involved in making a single shot or sequence. Check out those
endless names in end lists of credits of such big movies...

As far as my part in projects described on the following pages is
concerned and when compared to the already mentioned, it was
different from one engagement to another. In the projects with end
credits 1 featured as a maker of special props, additional models,
prosthetics or puppets, and sometimes as a more commonly known
costume or set designer, or even production designer. This variety
of roles may seem confusing, but my creative contribution to all
these (domestic) productions was basically always the same - fo
improve the shot through envisioning, creating and combining
particular chosen elements, all in all - a wide armay of activities in
the domain of production design.

David Peros-Bonnot




s “KUGELPROGRAMM”, 1990 =

Eksperimentalni video
Experimental video

Tako sam poteo - u vlastitom aranZzmanu, jo§ na akademiji.
Poku$avao sam ja i ranije, ali tek tu sam postigao odredene
rezultate, nazalost niske produkcijske razine (VHS). Snimanje
je bilo zafrknuto, jer nisam imao moguénost postprodukcije ili
bar - montaZe pa sam smmao kadar za kadrom, mijenjajuéi
prizore za vrijeme pritisnute pauze tijckom snimanja. Svaki
sam kadar prema unaprijed utvrdenom planu razlicito osvjetlja-
vao stolnom svjetiljkom, izmjenjujuci na vrinoj plohi starog
gramofona predmete bazirane primarno na stolnoteniskim
lopticama. Neki su bili i dodatno pokretani elektromotorima
ili interno osvijetljeni. Interval do otpuStanja pauze bio je oko
osam minuta, pa je bilo priliéno hektiéno raditi u neprekinutom
slijedu. Tpak se otegnulo na dva do tri dana snimanja, a Murphy-
jev je zakon dolazio do izraZaja gdje god je to bilo mogude...
| LUEVG; folo
sa "seta"_ mog
prvog snimanja,
nikad do krafa

realiziranog
videouratka

LET: the “set”
of my first, never
finished video

Svejedno, tim nainom snimanja uspio sam potpuno sam
(sa posudenom kamerom) realizirati snimku, za razliku od
mog prethodnog, prvog pokufaja u kojem sam uz raznu
pomo¢ snimio iskoristive materijale, no nisu nikad dodli
do montaZe, pa tako ni publike.

ABOVE: sketch & working prop

Thisishowlstarted-onmyown,as a student of the Academy
(of Fine Arts) when I discovered certain tendencies towards movie
design. [ had been frying it out earier though, but it was only then
that I managed fo achieve certain results, although of low produ-
ction quality (VHS). The shooting itself was fricky, 'cause I didn't
have any chance of postproduction or at least editing, so 1 had to
take shots by changing scenes during shooting intervals. Every
shot had o be previously tried out and determined, so that | could
get prepared for changing sets, backgrounds, lighting conditions
and, most important, main objects: items based on or built around
(ping-pong) spheres, Some were additionally powered or with inte-
grated lighting. Pause switch interval would last about eight minutes,
50 keeping up with such a pace throughout the entire shooting proved
to be a pretty frantic endeavor. Anyways, eventually it did stretch info
two or three days, with Murphy's Law applied wherever possible...

Nevertheless, 1 managed to produce this tape on my own with
a borrowed camera, unlike my previous attempt, the very first
shooting of mine, which resulted in the production of some useful
raw materials, but with the use of some help. However, they have
never been put together, or seen by any audience.

GORE DESNO: simufacifa zida

DESHO: rani crteZ

A | YT RGHT: early drawing

Mukete bizarmih zdanja zatrpanih pijeskom, za sekvencu unutar
mog nikad realiziranog eksperimentalnog filma/videouratka. Iako
sam koncipirao ove tvorevine jo$ na akademiji, morao sam sve
ponovno prekoncipirati zbog transportabilnosti, odnosno razdijeliti
makete u manje cjeline koje je moguée kombinirati. Tek preselje-
njem atelijera 1996, g. poteo sam ozbiljnije raditi na realizaciji,
no nakon tek nekoliko realiziranih komada ponovno su uslijedile
gelidbe atelijera, pa sam sve bio prisiljen "staviti na led" do
daljnjega. Ipak, potencijal scenarija me i dan-danas kopka, §to
¢e vjerojatne kad-tad rezultirati njegovom realizacijom, ali u
produzenoj verziji - naravno!

LLIEVO| DOLIE
B ed .il-’/ zavr$en komad _

i 4;77/ i konceptna skica zida
£ L slo¥enog od elemenata
.@f DESHO: rani crieZi

LEFT & BELOW:

finished segment and
concepiual sketch

of segmented wall
RIGHT: early drawings

GORE LUEYO | LURYO: radna skica i
Zavrien komad _

sloZzenog od elemenata

TOPLEFT & LEFT: working skefch
and finished segment
ABOYE RIGHT: “wall” mock-up,

assembled from segments

s " ZIDOVI”, 1990, 1996 - ... ok e e e, [ e e
“WALLS"”

Projekt u nastajanju...
Work in progress...

Models of bizarre buildings, ervisioned to be partly covered
with dirt or sand, which I built for an experimental film or video,
but haven't been able to shoot, or better to say, finish yet.

Although 1 made some concepts for those simple, yet highly
detailed creations as early as my graduation year at the Academy,
I had to reconsider the whole concept due to a sheer size of one
wall element, and fragment it into smaller, adaptable and inter-
changeable pieces that were easier to handle and transport. It
was only in the new workshop that | had enough space fo do
some serious work, but | had to leave that location after only a
couple of elements had been finished, and subsequently moved
from other studios as well, which resulted in freezing of the entire
project until the indefinite. However, this script and concept poten-
tials are still making me wish to put it on the screen eventually.




memm "FRANCK KAVA”, 1994 =

"FRANCK COFFEE"

TV reklama “"Kvaliteta bez granica”
za “Franck”, produkcija “Plavi film”
redatelj: Zoran Pezo

TV commercial “Quality beyond borders”

for “Franck”, “Plavi film” production
directed by Zoran Pezo

-reklama za “Franck kavu” snimala se u dva navrata.
U prvom se video-kamerom moralo snimiti lica voditeljica v
krupnom planu. Moj zadatak za tu priliku bio je izraditi pripa-
dajucn posebnu opremu vidljivu na njihovim licima, koja se
sastojala od mirofona, stu$nog dijela i "monokl” leée. Izradio
sam tri takva kompleta, koji su se medusobno neznatno razli-
kovali, Ugodan posao, sa Zeljenim rezultatima,
Gotove snimke voditeljica bile su namijenjene su za drugo
snimanje, gdje su se vidjele na monitorima u “Franckovom
svemirskom brodu”,

| took two separate occasions to film this TV commercial for
"Franck's coffee”, On the first occasion, some female speakers'
faces needed to be video captured. My job was to produce high-
tech headgear for the occasion: the microphone with headpho-
nes and the monocle lens. I made three of the sort, different in
slight details only, Very satisfying experience with good resuits,
Speakers’ footage was prepared for the second shooting: to be
seen on the sef of "Franck'’s spaceship”

SASVIM GORE; “dlesni™ set “A”

SASVIM GORE; radna skica
GORE “fifevi™ sef GORE: “desni” sef ‘B”

0P working skelch
ABOVE, “foft” headset

IOk ‘right” headset “A”
ABNE: “Fight" headsst ‘B”

Franck set: Tako je to bio Simonov dogovor, a Nino i ja
smo "uskoCili upomoé", i ja sam kreativno pridonio toj
scenografiji. Trendovski moZda na tragu dizajna holivudskih
uspjesnica, ali izvedbeno smo od skoro nifega natinili ipak
atraktivan set koji je "drZao vodu" pred filmskom kamerom!

Onda smo bili na potetku, neiskusni i prili¢no smo se
namucili: sjeCam se da se izgubilo pola dana na ¢ekanje
materijala, ali 1 nekakvog zubarskog stolca iz depoa Jadran-
filma, kojeg na kraju zbog neprikladnih dimenzija uopée niti
ne bismo mogli upotrijebiti. Sva je sre¢a da smo se domislili
postaviti osnovne gabarite scenografije od tvornitkih paleta
i tako osigurali stabilnost i potrebnu &vrstoén, sa uporistima
za nadgradnju uvis, jer sve ostalo je ionako fasada, &ista
§minka. Bez obzira na to Sminka ili ne, o je drugo Sto nas
je izmugile - jer piljenje velikih plota iverice, i to pod
krivim kutovima, ispala je povelika gnjavaza. Danas bih to
radio skoro u potpunosti - od gotovih osnovnih dijelova,
zatim popunjavao praznine laganim materijalima, ili sve
radio od recimo, stiropora ili srodnih laganica...
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Franck's set: It was a Simon's deal, with Nino and me as helpers,
However, | feel | gave a creative contribution to this set design, It
might as well have been influenced by Hollywood's creations, but on
the constructive level we achieved a catching set out of piywood,
cardboard and some junk from my workshop, which held together
with dignity in front of the film camera!

Anyways, we were in our beginnings, lacking experience, and took
it pretty hard. 1 remember pointlessly losing most of the first day
waiting for the basic building materials, as well as a relic dentist's
chair from "Jadran Film" storages, which eventually proved to be
useless, Luckily, we decided to build basic structures with the only
thing we had at our hands in the factory's storage at the moment,
i.., ordinary, commeon factory storage palettes! That way we ensured
stability and rigidity, with strongholds for fixing upper structures,
Everything else was, anyway, just a facade, Nonetheless, it got us
into trouble, 'cause cutting plywood at strange angles proved more
difficult than we had anticipated. I would do it completely differently
nowadays, out of some ready-made parts with some light materials
to fill in the gaps, or build everything out of something feather-light...

GORE Nino Rajtevié, Lucija

Serbedzija i Simon B.Narath
| e, GOREDESHO: fu s® sve vidi, &ak i
P , " previde dobro
GORE unutradnjost “Franckovog svemirskog broda L “ . . n. e
u rady, u Franckovom skladi$tu u Zagrebu MNE: interior of “Franck's spaceship®. we buft DESNE: pripremanye krupnog plana

In Franck's storage facliifies in Zagreb
BELOW: screens with my headgears on operalor's
heads, all on the finalized and lighted set

BOUE na zavrdenom | osvistiienom setu vidiivi
su monttori; sa vodifelficorm u prvom planu

ABOYE: Nino Rajéevi¢, Luciia
SerbedZijja and Simon B.Narath

ABOYERIGHT: everything's visible here,
loo much - indesd

RGHT: preparations for the close-up



s " PLAVI OGLASNIK"”, 1994 =

TV reklama, produkcija “Plavi film™,
redatelj Dejan Jovovié&

TV commercial, directed by D. Jovovic
“Plavi film” production,

Zadatak je bio izraditi viSe komada posebne opreme i
kostima za nekoliko glumaca ili manekena. Stilski se zahtijevao
utjecaj iz "trash" filmova poput npr. "Mad Maxa".

Dotad sam vec bio nantio da su budZeti za reklame uglavnom
jako mali, a rekviziti uvijek trebaju biti gotovi odmah, ili, jo¥
bolje - juer! Bilo kako bilo, opet sam radio samo od dijelova
koji su mi se nasli pri ruci, pa su rekviziti imali blagu tendenciju
raspada tijekom snimanja. Ipak, sve je proflo u redu, uglavnom
zahvaljujuéi ¢injenici da nije ni trebalo dugo izdrZati, jer sve
skupa na ekranu traje kratko...

U reklami se pojavljuju Bojana Gregurié, Pjer Zardin i Tom
Gotovac

GORNI RED: “virtualni 3lfem", skice
i izvedeni profotip
TOP ROW: "virlual helmet”, sketches,
and finished prop

“trash” maniri

RIGHT: prop of the special
Rucksack, finished in

My job was to produce some pieces of equipment and
costumes for the cast. The wanted style was some sort of
Mad Max 'trash" iconography.

It amazes me how all commercials have small budgets, and at t
he same time have to be produced in no-time. Anyhow, there |
was again, working from the scratch: some props had a falling-
apart tendency during the shooting. Nevertheless, all ended well,
mostly owing to the fact that it didn't have fo endure any more
than it actually did, because of its short duration as the finished
product on the screen.

Some celebrities were among the cast: Bojana Greguri€, Pjer
Zardin and Tom Gotovac

DESNE  zavrden protofip [T
ruksaka posebne |
namjene, ohojen u |

WY radna skica “mehana-ruke”
GORE: “mehano-ruka® u radu
DESNO: ZavrSena "metiano-ruka”

LEFT: working skeich of the
‘mechano-arm”

ABVE “mechano-arm” in work

RIGHT: finished “mechano-arm*®

GORE: futuristitka fauta”
ABOVE: futuristic fiute”

“"HAND OF THE MASTER”", 1995«

kratki video autora Simona B. Naratha iy skice f gotov, nekoristen “T2*

BELOW LEFT: unused design for “T27,
with skefches

DOLE robotsko vozilo na setu

short video by Simon B. Narath BELOW: robotic vehicle on the sef

7, adaci za ovaj kratki autorski video
film bili su: izrada robotskog vozila
za kretanje po vskim tunelima; zatim
posebno njegova operabilna mehanitka
ruka - ali uvefana; zatim izrada po-
kretljivog "oka" - (kvazikamere); te
Cetiri biomehanoida (od kojih su tri
kostlmlrana djeca-glumm 1 oklopima i pod maskama, a jedan -

lutka u dvije veliine). I ovdje je trebalo ekonomizirati, ali kako
su rekviziti i lutke ovaj put bili manjih dimenzija, moja se zaliha

GORE | GORE DESND: skice “svemirske puske”
ABOVE B ABOVE RIGHT: skefches of the “spacegun”

DESKD: profotip “svemirske puske”, obojent u "trash” maniri
RIGHT: “space gun” - prop finished in "trashy” siyle

My part was to design and produce a small "robotic” vehicle for
narrow tunnels, with operative mechanical hook of different sizes,
onhe operable "bio/robotic camera”, and four biomechanoids (three
of which were child-actors in armor costumes, reminiscent of the
one from "Modul 8" series with the addition of full facial masks,
and one of them was a puppet made in iwo different sizes ).
I had to economize here as well, but niy storage proved equipped
enough with junk parts to put together smaller scale props. As for
the costumes of child-actors, we improvised a lot with whatever we
could recycle, so there were only a few costume elements for me




" HAMND OF THE MASTER”

GOREILUEYQ: radne skice | snimke

gotovog ‘robotskog vozila”
ABOVERLEF.  work-skelches and
finished “robotic vehicle” prop

dijelova pokazala sasvim dostatnom. Za glumee (djecu) kostimi to produce anew. There were no skeiches or precise requests
su bili vise improvizacija i recikliranje. Nije bilo skica ili pre- (except for dimensions, functionality and coloring code), so 1 could
ciznih zahtjeva (osim dimenzija, funkcije i koloristickih oznaka) improvise 4 lot to lighten things up. Otherwise, in some situations,
pa je i moguénost improvizacije bila na najvidoj razini, §to je available parts are the ones that inspire me to create a certain look,
dodatno olak$alo stvari, Tako me u nekim situacijama dijelovi but here I still had to sketch and conceive some designs on paper
sami inspiriraju u zavrsni sklop, ovdje sam prije samog sklapanja
vecinom prvo skicirao i koncipirao dizajn na papiru...

GOREIDESNG: skice i profotip ‘robotske kamere”
ABONE & RIGHT: skefches & prop of the “robofic cam”

—

konacni “biomehanoid T2":
LUEY: mala verzija GOREIDESND: skice i prototip

. final “biomechanoid T2":

" LEFT: small variant ABOYE & RIGHT: skeiches & prop

mem“MODUL 8", 1994 -1995

TV emisija za mlade, produkcija HTV
Awutori: Narath, KneZevié¢, Kalogjera

Zadatak je bio izraditi posebne dijelove kostima za
voditelje, u stilu ratunalnih ZF igara.

SASVIM GORE: dfjelovi kostima za vodifelja;  TOP: host's costume parts;
prototip obojan u “trash” maniri costume prop in “trashy" finish

DOLJE | SASYIM DOLIE: _
skica kostima za voditelficu
i gotovi difelovi kosfima

DOLIE:

voditelf u kostimii,
obojanom u “frash”
maniri. (Komplst
ukijucuge i 3fem,
vidifiv na malof slici )

TV show, HTV production

xR

Authors: Narath, KneZevié, Kalogjera

-ﬁle assignment was to make special costume parts for the
hosts, based on SF computer games.
DILE sjecam se zbunjenih izraza na licima prisutnih tijekom

probe kostima, jo3 necbojanog: "Hmmmm..." - mmijaii su
cesudi se po glavama. Trebalo mi je vise godina da se na-

host, wearing the
finished costume
{obligatory helmet
is visible on the
smafler imags)

viknem na, Zapravo, uobiCajenu nemoguénost veéine fjudi
da sagledaju djelo u nastajanju i zamisie zavrien proizvod

LEFT:

t remember the puzzled faces
upon sesing the costume in
such an unfinished state at the
fast fitting. Not many people
can visualize what the product
shouid fook fike in the end. I
took me years to get accusio-
med to this phenomenon

SREDINA | GORE: dodaine razvajne skice
CENTER AND ABOVE: aciditionaf developmernit skeiches
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TV reklama, ag. KAPRI-PROM d.o.o.
produkcija “Planet komunikacije”,
redatel] Krasimir Gancev

TVreklama za "Veritas osiguranje” sastojala se od dvije cjeline:

od futuristitkog laboratorija sa znanstvenicima i ljgvaonice mefala.
Zadatak je bio izraditi set "futuristicko-znanstveni laboratorij" za
prvu cjelinn, te “proizvod” lijevanja metala za drugu, metalom
polugu s reljefnim logotipom "Veritas osiguranja”.
Futuristicki laboratorij: Produkcija je uspjela osigurati nekoliko
monitora, osciloskop, neke moderne stolove i par stolaca. Sve ostalo
bilo je na meni; od dizajna do izvedbe. Imajuéi u vidu predvidenu
situaciju na setu, prihvatio sam se kreiranja seta u virtualnom prosto-
ru, $ nekim idejama kako da osiguramo maksimalnu fleksibilnost i
efektnost dizajna, uz aplikaciju nekoliko posebnih tehnicistitkih
sklopova na strateska mijesta u kadru. Takvi mi sklopovi predsta-
vljaju poseban gust (pogotovo zato 3to bal njima postizem stanovitu
uvjerljivost), no svejedno ih je trebalo disciplinirano predvidjeti i
uklopiti v dizajn jo¥ v virtualnoj fazi planiranga...

Pouden iskustvom, dogovorio sam s producentom kupnju nekih
osnovmih elemenata (lako sklopivih metalnih polica), tako da skra-
timo proces montaze, jer je sve frebalo konstruirati u sat vremena
do potetka snimanja: iskrcaj, sklopi, spreman! Ali, da ne bi sve bilo
kako si je to “mali Ivica” zamislio, nafa u posljednji trenutak pro-
mijenjena lokacija - pokazala se preniskom! Za talvu izvedbu sce-
nografije, pomno 1 precizno pripremanu u rafunalnoj simulaciji da
odgovori na specifidan zahtjev ultrabrze montaZe, set je morao biti
nekoliko centimetara vi¥i, ¥o usprkos prethodnom obetanju nije
bio stutaj! Sve pomno planiranje i brzina sklapanja rasprsili su

TV commaercial, ag. KAPRI-PROM d.o.o.

“Planet komunikacije” production,
directed by Krasimir Gancev

This commercial consisted of two main separate situations: one
was in a futuristically looking laboratory, and the other at a metal
work factory, My job was to build the laboratory on the one hand,
and fo produce a fake object supposed to have been made by
blacksmiths, on the other: a glossy, metal bar with the client's logo
engraved on top.

The lab: the production managed to acquire several monitors,
oscilloscope, a few designer tables and a couple of chairs. All the
rest, from the design to the execution, was up fo me. Bearing in
mind the situation and the pace of construction on the set location,
I decided to reconstruct the available set elements in computer
generated 3D-environment, That way [ was able to test and design
the best arrangements, especially for several quasi-technical assem-

LUEVO GORE:
*znanstvenici® u
"laboratoriju”,
prife shimanja
LUEYO:
“faboratorf", set
s postavijenom
rasvietom

ABOVE LE
"scientists" in the
"laborafory”, just
before shoofing
LEFT: “Taboratory”,
set with lighting on

~

aboratorij”, sef.
-alementi su u
rasporedu koji
diktira kamera
LLEY:

"polica®- osnovni
slement, jedan od
dijjelova koji ¢ine
‘Taboratorii”

ABDVE:

the "laboratory” set.
-slements arranged
according to camera
viewpoint

LEFT:

self standing “sheif”,
one of the main
“aboratory” elements

se 1 trenu! Metalne Sipke nisu se mogle kratiti, kao §to bi se npr.
mogle drvene letve. SniZavanje Citavog seta za cijeli metar bila mi
je kreativno neprihvatljiva, ali jedina ocita opcija u tim, sasvim
ogranifenim uvjetima. Spasila nas je ipak, sretna slucajnost da smo
imali viak od pola montaZne police, koja je zajedno sa stolovima
posluzila kao svojevrsna platforma, na koju smo mogli nadograditi
predvidene elemente na ipak zadovoljavajucu visiny! Iako se zato
kasnilo gotovo dva sata, ipak se zahvaljujuéi kreativnoj improvizaciji
sve dobro rijefilo...

el 1114
=i
-8

skica sa mjerama MBWE sketch with

osnovnih elemenata, measures of the

za pomo¢ pri 3D hasic elements,

modeliranju used fo assist in
3D modeiing

LLIEVD:

3D modeli “polica” LEFT.

sa rasporedenim 3D modsis of self

‘laboratorijskim” standing "shelfs",

elementima with incorporated
“lab” elements

blies { which are my specialty), whilst still retaining flexibility for
slight improvisations on the set, if necessary.

Armed with some experience, [ convinced the producer o buy
some smart-looking, but self-standing metal shelves, easy to
assemble on the spot. After all, we had only about one hour to
construct the "laboratory” on the location. The trouble was that
the location was changed for the one with much too-low ceiling,
For that type of set construction, precisely simulated within 3D
computer environment, envisioned for extra fast assembly, we
simply needed a higher onel My meticulous planning went down
the drain, The type of metal bars that our construction shelves
were made of was not the kind that allows any trimming, The
mishap cost us all time (about two lost hours), but thanks to some
creative improvisations and despite stressful circumstances, |
managed to combine partly disassembled shelf elements in a
way to make them lower, just to be fitting enough.

DOLE ‘poluga”, zamidijena u laboraforjju, a toboZe

tehnicki nacrt realizirana u fjevaonici mefala. U stvamosti, "poluga”
= 3D ‘polica”kac  je naCinjena od viSe kombiniranih materjala oko
. predioZak za ploCice s gravurom logotipa "Veritas osiguranja”;
. konstruiranje obojena je srebmom hojom da podsjeta na melal.
- apitkaciia
" BHOR "mefal bar', envisioned in the “faboralory”,
- LEFT: and supposedly crealed at the "metalworks”. In
‘blueprints’, reality, | made it out of different sorts of materials,
made in 3D, and painted it fo look like mefal.
as guide for
constructing
applications
LUEVG:
“‘laboratonj”
LEFT:
“laboratory”
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Kratkl fllm u forml flimske predigre,
produkcija Jadran Film,
redatelj: Simon B. Narath

Simane je bilo kao 1. pravom filmu. Moj zadatak je bio izraditi
futuristicki kostim za glumca; §ljem s lampom, prsluk i naprnjata s
uredajem za disanje | maskom za lice, naramenice 1 narukvice. Izazov
maskiranja postojeceg, pravog naoruZanja u neprepoznatljivo, bio je
tim veti 8 obzirom na to da je osnova bila AK-47 (najpoznatija i naj-
proizvodenija strojnica ikad). Ostali zadaci ukljudivali su opremu
automobila te neke intervencije na scenografiji glavnog seta i dr.

skica Sljema
§ maskom

== skica kostima

= MOV
heimet and
breathing mask
sketch

LEFT:
coslume
skeich

LUEY0: kostim “u akofi™:
s punom opremom i
oruZjem na sefu kostimu

LEFT: costume “in action”,
fully equipped on the sel

A short movile made as a comling
attraction, Jadran Film production,
directed by Simon B. Narath

It was a large scale operation, like real movies, My part of the job
was to create a special suit for an underground fight against zombies,
and take up the challenge of masking the AK-47 (most famous and
most produced semi-automatic rifle ever) info something else and
unrecognizable, but believable and still functional for shooting blanks.
I was also expected to make some car applications, and fo add some
elements to other costumes, together with some minor set-designing,

ESNO: gofov |
bojen koslim
a glumou
WE kostim

' radnof fazi
GHT: finished
nd painted
osfume on
18 hero

AL0W: costume
1early sfage
f assembly

GORE: redatelf (Simon B. Narath)
daje uputstva glumcu (“Ajku”) u

ABONE: director (Simon B. Narath)
explains the scene to the actor
("AIK’} in costume

Specijalni kostim i oprema: Imajuéi tek siluetu kvazi vojne ikono-
grafije kao polazifte, bacio sam se na razradu koncepoije i ubacio u
dizajn kostima uz vojne elemente i neka obiljeZja torzalnih dijelova
NASA-inih skafandera s namjerom da osvjezim militantne elemente
i cijelom kostimu dam odmak od bilo dega u stvarnoj upotrebi. Opet
uz malo sredstava, 2 imajuéi na umu gotovo zaboravljene patmje
mladog voditelja "Modula 8", aplikacije za ovaj kostim - u skladu sa
scenarijem smo {moja bolja polovica 1 ja) koncipirali nesto pametnije,
barem smo tako mislili: bez tefkih poliesterskih oklopa, ali zato od
$ivanih dijelova (kao npr. obloge skafandera za svemir), kostim e
biti ugodniji za nodenje, i ¢veSéi. Kako smo imali moguénost nadiniti
samo jedan kostim, trebalo ga je paziti 1 postupno troiti prema kraju
snimanja. Ipak, neka rjeSenja u scenografiji zahtijevala su da se supro-
tno najavljenom planu i scenariju, prvog dana snimanja, snima prvi
kadar s glumcem u opisanom kostinmu koji skace s visine od metra i
poll - Prvo hmmmm... Pa onda Sok... Glumac skae, a dijelovi kostima
padaju po studiju, U potpunom zaprepastenju slufamo Simonove rijeéi;
"OK. Imate 5 minuta za popravak kostima!" - Sva iluzija o koncepciji
Sivanog kostima raspriila se u vjetar. Takav veé zavrSen i obojen kostim
nije s¢ vife mogao §ivati, pogotovo ne na setn dok cijela ekipa deka
samao taj kostim da bi mogli nastaviti. Uslijedilo je spajanje dijelova sa
zihericama i “Gafer”-trakom, a kostim se doslovee raspadao cijeli dan
da bismo ga uspjeli koliko-foliko pokrpati 1 vratiti mu prvotni izgled
tek za drugi dan snimanja. Taj drugi dan su stvari tekle nedto bolje, do
samog kraja kada su se "zombiji" morali doslovee bacati na glavnog
junaka, pri Eemu se kostim u priliénoj mjeri unidtio...

GORE: racini nacrt za apfikacije _
DESNOGORE: maskirani AK-47
DESNO: rani crieZ

Oprema orufja: Glavni junak je v obratunu sa zombijima trebao imati
nekakvu posebnu pucaljku. Medutim, kao baza za ispaljivanje ¢oraka
na raspolaganju je bila samo svietski najrasprostranjenija poluauto-
matska puSka AK-47 (populamo mana kao KalaSnjikov po svome
konstruktoru). Bilo bi totaino kontraproduktivno u takvom tipu filma

ABQYE RIGHT: masked AK-47
RIGHT: sarly drawing

ABOVE: blueprint for applications

GORMJI RED: Kostim “u akeiji
i koncepcijske skice

UPPER ROW: costume "in action”

and concepf skefches
Special suit and equipment: 1 only had a production illustration
with military-looking silhouette as a starting point, so I started to
skefch concepts. 1 consulted the screenplay and combined NASA
spacesuit-looking elements together with military components with
the intention to refresh and upgrade, yet make it different from
anything else in real use. This was test shooting, so there was
again no budget for any better quality. Having in mind the disadvan-
tages of Modul 8" costume, we opted for the lightweight body
armor, sewed onto the existing vest, in an attempt to test the
design's rigidness and flexibility. We could produce just one set of
costume applications, so the right way to keep it in shape as long
as possible was to shoot destructive scenes at the very end, How-
ever, some scenery reasons demanded that the actor dressed up
in full costume should jump from four feet high ledge in the very
first shot, So, when he jumped out in that first shot on the first day
of shooting, the costume parls started to wear off and fall down
onto the studio floor, more and more after each repetition, All our
illusions of a sewed costume conception fell apart together with
the costume, Such a costume wasn't meant to be repaired on the
sef, with complete cast and crew waiting. All we could do was to fix
the parts together with safety pins and duct tape, which we were
doing all day long. It was deteriorating in front of our eyes, looking
a sad sight for the close-ups. We repaired it to some extent for the
second day of shooting, when things went bad for the poor costume
as planned for the very end. Zombies had to jump onto the hero and
beat him, 50 some parts of the costume were pretty badly destroyed...

Masking the weapon: Our hero needed to have some sort of a
special weapon fo fight the zombies. However, all we had at
disposal for shooting blank charges was the most known rifle on
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staviti glavnom junaku u ruke oruZje vecine filmskih negativaca. Kako
maskirati najpoznatiji komad oruZja na planetu, a da izgleda uvjerljivo
i bude upotrebljiivo za pucanje éoraka? Dodatna otegotna okolnost
bila je nemoguénost da ponesem omZje sa sobom u radionicu iz
pravno-zakonskih razloga. Sve $to sam mogao jest izmieriti ga 1 nadi-
niti aplikacije naslijepo, odnosno prema crteZima i mjernim skicama,
ali i bez vremena za testiranje dijelova prije konatnog apliciranja
netom prije snimanja. S obzirom na to da je moj dizajn podrazumi-
jevao aplikacije maskiranja cijevi, spremnika i nekih radnih dijelova,
odnosno vedeg dijela oruZja, gotovo svega osim drike i okidada, morao
sam biti krajnje precizan i uz to iznaéi nadin da se dijelovi dobro ugvr-
ste, a da na bilo koji nacin ne odtete oruZje na koje su aplicitani. Na
ovo potonje sam, iake se nije moglo vidjeti, 1 najponosniji, jer kad
sam poskidao sve dijelove, nije bilo nikakvih ofteéenja!

Dodatne intervencije 7a ovej filmi¢ ukljuéivale su neke moje (donekle
reciklirane) aplikacije preko razmjerno konvencionalnih komada
odjece koje je odabrala kostimografkinja Ana Savi¢, plus nekoliko na
brzim sklepanih rekvizita...

DOLE reciklirana “oprema” na motoristima Zundapp-a

BELOW: recyclod “‘equipment” for Zundapp crew

®

Oprema za automobil: Automobil je u podetkn trebala biti VW buba,
dok sam ja navijao za ratni Kubelwagen, no konacno je odabran Opel
Olympia iz 1952. Nainio sam nekoliko koneepeijskih crteza i s tim
automobilom, kod kojeg je aplikacija futuristitkih elemenata takoder
podrazumijevala ofuvanje vrijednog oldtimera od oStecenja. Tako su,
u neku ruku, naéini priévrSéivanja elemenata diktirali 1 konacan izgled
aplikacija, ali i ovaj put sam uspio izgurati svoj konceptualni dizajn do
kraja. Tada sam uvidio i prednosti svog "depoa” dijelova u odnosu na
“Jadran filmov* depo: za razliku od sjajnih primjeraka koji s¢ mogu
posuditi u Jadran filmu, predmeti iz moje zbirke kad¥to se smiju pre-
oblikovati, rastaviti, umistiti - ako su potrebni u nekoj drugoj ulozi!
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GORE: skice stars "Bubse”
sa apfikaciama

MBOVE: skefches of ol “Beelie”
with appiications

the entire planet, the AK47, better known as the Kalashnikov
(named after it's designer). It would be completely counterprodu-
ctive in such a genre fo put in the hero's hands a weapon usually
used by bad guys in movies. How to mask it into something beli-
evable and good looking, yet enough to make it unrecognizable,
but in such a way as to retain its operating capability? Another
inconvenience was a legal impediment preventing me from taking
the "piece" with me to the workshop. All that I could do was fo take
good measures, and make applicable elements according to
drawings and sketches. There was no time for testing - fitting,
though, so it had to fit perfectly on the spol! Moreover, all the
elements had o be applied with utmost care to avoid scratching
of the rifle. My design incorporated a lot of masking elements,
which resulted in almost complete covering of the original gun,
and | managed to accomplish the task leaving the gun intact.

| wearing some
“equipment”

Car upgrades: the car itself, according to the script, was to be the
early VW Beetle. (If you ask me, I'd have preferred the wartime
Kubelwagen for adaptations.) Finally, we had to do with some of
the available vintage cars of Jadran film* storage facilities. Opel
"Olympia” '52 was chosen for the role, so I adapted my designs to
fit this car in the best way. It was expected for the aged car to
remain fairly infact, so I had to envision the ways fo save the vintage
car from any damage, while keeping most of the applications. In
a way, those application options were in fact to determine the
shape and amount of fitting elements, but I managed to push my
concepts through without losing their integrity. That was my first
encounter with ‘Jadran film's™ huge storages, but 1 realized their
shortcomings immediately: one can't handle the items freely, but
must avoid damaging them in any possible way. On the other hand,
when I am on my own - although with scarce storage of various
items and elements - I have the advantage of reshaping, drilling,
or even destroying some of theml

DESNG: skica
“Kubeiwagen-a”
sa aplikacjama

RIGHT: skefch of
“Kubeiwagen”
with applications

GORE | DESNO DOLE: idfejne
skice adaptacifa

GORE DESNO: Opef Olympia 62
s dodanom "tehnikom”
DOUE *maskirani” Opel

u voinji na snimanju

LUEY0; zadafak fe bio izradiff “obavezne™ fiuristicke dodatke - vanfske
tehnitke aplikacie za automobil, oldfimer iz 1952. godine - Opef “Olympifys.
Aitomobil je bio dosta dobro uSiuvan i u voznom stanju, ¥o je cleZalo
Zadatak zbog nemoguénost! spontane aplikaclie difefova, kakva bi po svof
prifici o¥efila vozilo. Zato je bile niino sve dijslove pridvritivati mekom
Zicom, kukama i fepliivom frakom za dostupna i fomu pogodna mjesfa,
2 lak karosenje na pojadinim mjsstima zastifiti od ogrebotina.

LEFT. my job was to create "obligatory” outer fuluristic technical slements
for the hero’s car, Opel "Olympia” - an oldtimer from 1952. i was in good
shape and complelfely dnivable, which complicated my work, because no
drilfing, scrafching, or any damage whafsosver was aliowed. | used soft
plastic, profective covers, electrician’s insulated copper wire and other
things fo avoid damages to the original body's paint.

ABONE 2 BELOW RIGHT: conceplual
skefches of adaptations

RGHT: Opsl Olympia '52, upgraded
with “technical applications”
BELOW: “upgraded™ Opel drives

on the shooting
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30D anlmiranl kratkl flim,
produkclja Kenges,
autor: Simon B. Narath

Zadaci za ovaj animirani film bili sw; izrada
tobota, vozila-letjelica i posebnih ekrana u
3D programu (LW, ali vz ogranidenje broja
poligona i posebno mapa, tako da su neke kori¥tene na istom objekin
iz vife projekeija. To je zaprave samo dizajn, izveden 1 3D programu
{Lightwave). Ali moj nadin razmi&ljanja bio je sliéan kao i u realnom
modeliranju. 3D modeliranje ima svojih prednosti, ali i mana. Veéi
je izazov bio sa Sto manje poligona i Sto manjim mapama postiéi Sto
efelinije dizajne, a opet razliéite od veé postojeéih, u sadagnjoj
pomahnitaloj turbo-produkeiji 3D kreacija...

LUEV: 3D animated short movle,
skica “obo-psa” HKenges production,

LEFT: author: Simon B. Narath
‘robo-dog”, skefch

[ was hived to do some background extras, mainly flying cars or vehi-
tles of some sort, as well as several more or less humancid robots,
together with some video sareens, but all in 3D environment, I had to
spare ¢n the polygons, as well as on the map sizes in order not to
overload the scene with those non-essential objects. Now, this sort of
stuff has hardly anything to do with physical designing I usually do.
However, it does show the way I think, which wasn't that much different
from the real world, Some things are a Jot easier in 3D, buf some are
nol. The real challenge was to create effective (but "light" in potygons
and maps) chjects, yet different enough from the existing ones, which
is maybe the hardest part in todays excessive 3D production...

g
X WIilLA

dvodiskna lefjelica;

"SVJETSKO CUDOVISTE”, 2001/2003 e o i s

“THE WORLD GREATEST MONSTER"

Igrani film,
produkclja Romullé / HTV / Jadran flim;
redatelj: Goran RusSinovic

Zdataka za ovaj film bilo je nekoliko, no izdvojit ¢emo izradu
umjetnih protetickih kuka, koje su robusnostu dizajna trebale asocirati
na prvu polovicu 20. stolje€a, a ujedno biti funkcionalne za potrebe
snimanja t¢ prilagodene glumici koja ipak ima $ake, za razliku od lika
kojeg glumi.

Motion picture,
produced by Romullé /f HTV / Jadran flim
directed by Goran Rusinovic

T here were several things for me to do in this film, but I'l focus on
prosthetics, designed in a crude way to evoke the early 20th century,
which had to be functional in cerfain aspects to film some scenes, but
also tailor-made for the actress who embodied the person without any
hands. | -

GOREIDESNG: radne skice, nedovriene profeze,

DOLE defverodiskna lefelica
BELOW Four-disk fiyer

DESHO:
lebded! signaln! robot,
skica i dvije varijante

DOLE: febdadi, i ‘gundavi™ robot
BELOW: Jevifating robot, and "grumpy™ robot

DESHO;
lebefjalica-trajekt,
W | skica i 3D model

RIGHT:
levitating ferry,
sietch and 3D model

msgeorzr:pmsze i gotove proteze na glumici
tla, sa skicama; ABOVE & RIGHT: work-skelches, unfinished, and
mﬂ%ﬁj bus finished prosthetic hooks on actress

Protetika za invalide postoji, ali nije bilo nifega za mladu glumicu Some real prosthetics were available, but not such fakes for an actress
W sa svim prstima na broju. Zapalo me da u stilu primitivne protetike who's got all ten fingers. I had to work out a cover design for her fists.
gn;pg;ﬁr;w round nacinim kuke za obje ruke, s tim da desna bude funkcionalna. S obzirom Those fake prosthetics had real hooks, though, and the right-one was

soarch, with skefches;
zeppelin; and single-
disk fly-bus

na to da je na raspolaganju bio samo jedan vr¢ koji je pristajao hvatanju
kukom, 2 taj je preZivio (zahvaljujuéi spretnosti glumice) nekoliko
snimaka hvatanja vrca, tocenja vode u casu i odlaganja vréa na kraju,
bio sam 1 vife nego zadovoljan funkcionalno$éu napravljenoga.

S druge strane, elegantne metalne Sake nisu imale nikakvu drugu
funkcionalnost osim pogodnosti jednostavnog navladenja na ruke
glumice... Set tih "Saka" u elegantnom pakiranju &inio mi se vrlo
uvjerljivim..,

- . o,

LEF: hand-shaped prosthetics in work, and finished;

also on the frial shooting [RIGHT)

Lutha: Mozda je 1 bilo moguée nabaviti neku
starinsku lutku, kakva je bila pozeljna prema
scenariju, 1o u manjku vremena djelovalo nam
je moguée pripremiti jedm za slijedeci dan.
Imao sam spreman odlijevak glave i ramena, -
kojeg je Sanja obojila. Ipak, Sivanje tijela prema =~ ¥
nacrtu pokazalo se nesavladivim za nasu maginu, f|
zhog Eega smo morali znatno pojednostavniti = *
kroj, no rezultat je bio sasvim zadovoljavajué, |

GORE: metalne Sake u hastajanju, i gofove; te na probi {DENO}

suppose fo be functional in order to gently grip the glass water-jug, half
full; lift it to pour some water into the wine glass; release the water-jug
and finally take the wine glass to drink! The actress did all that several
times in a row, she was really very good at it - I know, because I also
know how limited were the movements of the hooks! All the better, for
that glass jug was unique - it had to fit the hook; we had some others
in several copies, but they weren't compatible with the hookl

On the other hand, the elegant, hand-shaped prosthetics weren't
supposed to be functional, they were just for show-off, so the only
feature they had was the ease of pufting them on (onfo actress's
hands, like metal gloves). I thought they would lock very smart in
their elegant wooden-box packaging...

The doll; Perhaps it's possible nowadays to acquire a cheaply produced
doll, but we needed to make one that resembled a particular vintage
one, and it had to be crafted overnight. [ prepared the cast of the head
with shoulders for Sanja to paint, and put together the body on the
sewing machine. Now, this was one of the hardest things we had ever
had to do, simply because one can't produce something of such a small
size without some kind of a special sewing machine. After multiple and
frustrating attempts, Sanja decided to simplify the design radically,
which proved more than adequate for the shot,



e "GLOBUS”, 2001

TV reklama za tjednik “Globus”™
agencija: Digitel

produkcija: Planet komunikacije
redatelj: Simon B. Narath

GORE "kamere - oruZfa” br.1 1 br.3
ABVE: "Camera - weapons”® No.1 and No.3

I v-reklama za tjednik "Globus" snimala se v filmskom studiju ispred
zelenog zaslona. Zadatek je bio izraditi futuristitki kostim za ghmicu
{Anda Maric): §ljem, naprtmjaCa, pojas posebne namjene, te tri kamere
kao "oruZje" za postizanje pogodaka wnutar ratunalne igre, u kojoj se,
toboz, glumica nalazi. Stil je uvjetovan upravo miljeom raCunalnih igara,
a oblk i materijali za izradu kostima akcijom, odnosno kretnjama koje
glumica mora Ciniti: viSekratno skakanje na trampolini, padanje na stru-
njatu tc ostale, za kostim i ghimicu fizitki zabtjevne radnje. Boja,
odnosno "matt" izgled kostima i opreme uvjetovani su potrebama
"chroma-key" tehnologije.

TV commercial for magazine “Globus™
agency: Digitel

Planet komunikacije production
directed by Simon B. Narath

Shooting for this TV commercial fook place inside one of Jadran
film” studios, in front of a huge green screen, painted both on the
studio’s wall and on the floor's surface. Once again, | was to assemble
some futuristic equipment for the actress, fo resemble computer
game designs, It was o consist of a helmet, a backpack, a belt of
special sort, and three "Camera-weapons” of different impact. The
construction was dictated by the needs of the action nofed in the
script, while overall matt and dull paint finish of costume elements
was a specific request of the post-production team, handling
“chroma-key” effects.

1a strunjacy, a da se nidta pritom nije raspalo ili edvojilo, znao sam da
sto napravili dobar posao. Skakala je tako cijeli dan, pa i po trampolini,
a da nije bilo veéih problema ...

Irada posebnih "kamere-orufja” bila je relativno laka s tehnifkog
aspekta, vide me mucio problem hibridnosti dizajna, s obzirom na to da
moderne kamere, kao 1 modemo oruZje gube pojavin stereotipnost, a
u nckim sludajevima u realnosti dak veé 1 nalie jedno na drugo. Moj
favorit v tom smishy je "kamera-oruzje” br. 3.,

Making of "Camera-iveapons’ was a less challenging task from
the technical aspect, yet it was more demanding to design themina
way to retain thelr hybrid role appearance, This was a consequence
of the contemporary rebellion against design stereotypes, both in
weapons design, as well as in design of various electronic hardware,
which in some cases completely blurs the device's function and
origin, For that matter, the biggest-one [ made is my favorite, due
to it's distinctive configuration..,

GORE od najmanje "kamere-oruZja" za podeine scene, do najvece "kamere-cruZia” za posljednju scenu
ABOVE: from small "Camera-weapon” for infroductory shofs, to large "Camera-weapon" for the final shot

LUEY0: radne skice
centrainog skiopa.
L. work skefches
of central assembly.
DESHO:
centralni skop GORE | DESHO:
u fazi izrade glumica na sefu u
poipunom kostimu,
RIGHT: ‘naoruzana kamerama"
central assembly
in construction ABOVE & RIGHT:
o ‘ - - o , . actrass on the sel,
Dijelovi kostima: Sada vec s iskustvom Sivanja kostima 1 krutih oklopa, Costume parts: Now armed with different experiences in body in complete costume;
ovaj kostim - opet u skladu sa scenarijem, odlutili smo (moja gda i ja) armor costume design and ways of construction, we built this one armed with

koncipirati puno, pa, recimo to tako - pametnije: bez poliestera, bez
Sivanja, ali zato od pomno odabranih kuplienth osnovnih dijelova, modi-
ficiranth i kombiniranih tako da "zaigraju” na pravi nadin pred kamerom,
plus nekoliko aplikacija u mojem nobiéajenom stilu, dobili smo sasvim
solidan kostim. Jedina stvar koja me brinula bio je zahtjev za "ciljnikom"
- monoklom na 8ljemu. Cvrsta ¥ica ispred ghmitina oka nije dolazila u
obzir zbog, ovog puta predvidenih akrobacija, pa sam taj sklop sastavio
od elasticnih materijala, Kad se Anda u prvom snimanom kadru bacala

out of well-chosen, ready-made pieces, light, firmly made, and
adapted to fit the purpose and design. | added some "special
touches' to improve the appearance, and eventually - it turned out
as a very solid composite design. For, when the aciress jumped
onto the mattress for the starting shot, and nothing went wrong
in the course of several next takes, | knew we did a goed job. She
was jumping all day long, even on the trampoline, without causing
any harm {0 the costume elements.

"Camera-weapons”




== " CABLEBORG WOMAN", 2002 =

Foto-happening Damira Hovyke,
za Eurocable grupu

Damir Hoyka's photo-happening,
for Eurocable group

DESHG;

koncepina skica

- friko je pripijen
uz tijelo i preknven
oklopriim dijelovima
te kablovima

RIGHT:

concept skefch

- tight overall body
suit covered with
armor parts and
cables

LUEVD; DEHE; "Cableborg
rani koncept sa  woman” kostim
naglasenijim u Hi-tech stilu,
kablovima oko  skoro spreman
kostima za happening
RIGHT: R "Cableborg
early concept  woman” costume,
with extensive  finished in Hi-tech
i usa of gablas style, almost ready
i 4 around the for the happening
L costume

Moj zadatak je bio osmisliti futuristicki dizajn prema Zeljama
autora happeninga i izraditi posebne dijelove za kostim. Fotogta-
firanje uZivo moZda nije isto kao ¥to 1 film ili reklama, no to nije
nimalo olakSavalo stvar, nego ba$ naprotiv...

Moze se re¢i da sam sada vec znao ¥to i kako, no postalo je jasno
da ce biti dosta skupo jer je traZeni tip dizajna trebao biti totalni
hi-tech kostim, uglancan, u kombinaciji s elegantnim “sado-mazo”
koznim dodacima. Morao je savr¥eno 1 Gvrsto pristajati, ipak omo-
guéavajuéi manekenki (Fani Stipkovic) velik raspon kretanja, a sve
to pred publikom na otvorenoj pozornici i bez moguénosti ikakvih
intervencija tijekom happeninga - foto sessiona glasovitog Damira
Hoyke. Dodatni su zahtjev bili i integrirani izvori svjetla, s napaja-
njem koje je moralo dostatne izdrZati, a svejedno biti skriveno
tako da ne kvari liniju kostima, a za §to gotovo da i nije bilo mjesta.
Dodatno, u cijelu se pricu ubacila i moguénost da bi kostim trebao

My job was to design and construct this furistic costurne, based
on a photographer's vision. [t wasn't for a movie or TV, but it's worth
mentioning. One could say that, by that date, | should have learnt
whats and hows, and I did know one thing: this-one's going to be more
expensive, that's for sure! It was supposed to be Hl-tech, glossy, with
some black leather S/M elements, It had to fit firmly the model's (Fani
Stipkovic) body, yet allowing her full body movements, and all of that
in front of live audience. Nothing could be left to chance, for it was a
glamorous event by famous Hoyka, and there was no room for mistakes,
or a possibility for even slightest repairs or any interventions from my
part. All I could do was to stand aside and wafch full of hope. Another
important request was the integration of light sources into the costume,
which allowed almost no space for hiding batteries, Furthermore, the
design had to be conceived in a way to be ready for the grand tour
across the state, meaning that the gil who was supposed to wear it

PHOTD: DAMIR HOYKA

GORE: Fani odmara tijekom prbbe kostima s oklopnim dijelovima
ABOVE: Fani rests during fiting of final design, with armor piaces fitfed on

nastaviti shuziti za daljnje promocije diljem zemlje, §to je zahtije-
valo prilagodbu koncepcije jednostavnom oblafenju i navlatenju
svih dijelova, na taj natin da bi djevojka koja bi ga nosila, to mogla
svladati sama. Kako me traZeni dizajn "vukao" na trendovsku
sportsku opremu, smatrao sam da je najbrze, najévrsce i, ne manje
vazno, da e najbolje izgledati ako se matovito upotrijebe gotovi
sportski rekviziti. U tom sam smjeru nadinio konceptualne crteZe,
od kojih je upravo ova skuplja varijanta naifla na odobravanje!

Sljedei je korak bio pronaéi elemente kostima po mjeri mane-
kenke. Prokrstarili smo cijeli grad u potrazi za specifiénim rekvizi-
tima, pokupovali potpunc nove i onda ih doslovce raskomadali,
selektivno razrezali u upotrebljive segmente. Rabljena roba nije
dolazila u obzir, Sto zbog nemoguénosti uskladivanja, $to zbog
uskog izbora, zastarjelosti dizajna ili oStecenosti. Ali, iako rela-
tivno skup, takav bi nivo izrade bio jos i skuplji da se iSlo na mo-
deliranje, izradu kalupa, odljevaka od poliestera ili sl.

GORE "Cableborg woman” proba
konatne varijante kostima
$§ rasvjetnim tjelima

ABOVE "Cableborg woman”,
irials of final design with
light sources

GORE | DESHE: skice |
odbalene idefe za
rasvjetna tijela u
skiopus kostima

ABOVE & RIGHT: skelchies
and unused concepls
for integral costume lights

should have no trouble putting it on by herself, Easier said than done}
The design wanted in this job reminded me of contemporary sports
gear, 5o [ figured that the cheapest, the fastest, the strongest, and the
best-looking way to do it would be to use real sport requisites! Thus [
made some conceptual drawings in that direction, together with just all-
leather concepts, and it turned out that our ultimate clients {Burocable
group) approved the sporty design, which was also far more expensive.

The next step was to search the entire city in quest for exact pieces
of sports gear in right size and color. Upon finding the components,
I bought all I needed for the assembly, and literally cut some of
them into separate elements! For that matter, the second-hand gear
was out of question, ‘cause even if it was unused, it would be impo-
ssible to find just the right parts and combinations, yet contemporary,
in perfect color, or size. Consequently, although relatively expensive,
that level of execuion would be even more expensive, if done by
modeling, molds, and fiberglass casts for basically one set,



PHOTO: 1A BORIC

GORE:
“kirurdki Zarad” svjetleéeg vrha
ABOVE: “surgical instrument” with flluminating spike, prop

DOUE “oprema” u paciientovol sobf

BELOW: “equipment” in patient's room

raspolozivih elemenata, koji su djelovali tek kao detalji u golemom pro-
storu sliemenskog tunela, karmufliranog praktikablima u centralni kop...

1 PRy —
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GORE | DESNG: “BoZomobil” - toboZnfa lokomotiva, prozvana tako po veli-
kanu hivatskog glumiSta BoZidaru Aliéu, koji je bio primami konisnik
ove lazne rudarske lokomotive iz 1950-ih. Kao baza su poshiiila
fralna kolica od kamere, prvotne zamidliena kao osnova za toboZnji
rudnicki vagonel. Yagonet je kao koncepcifa vrio brzo ofpao, odnosnio
zbog potreba scenania postalo je jasno da glumac nece modi sjedii u
vagonetu, nego ispred. Skicirao sam vrlo jednostavno na istom papiru
uz obitan vagonet i koncepcijt maiog vucénog stroja sa straZnjim po-
gonom, koja se pokazala kao prihvatlivo rjeSenje koje se odrZalo kao
konafna konmfiguracifa, uz wilo malo konceptualno-kopstrukeijskih
razrada na papiru i u zradi. Rezuftat me prifiéno zadovoljio u smisfu
da smo poprilicno uspjeli zamaskirati neprimjerenu uglatost gradnje od
ravnih drvenih lefava (uz odrZanje CvrstoCe) te priknti i ukomponiralf
prifvalne rucke (nasfavke drvene anmaiure) za ljudski “mofor” - ekipu
koja fe gurala Supliu lokomotivu. Na mofu Zalost, odreden! snimatelf-
sko-scenaristicki zahljevi donekle su degradirali dizajn nuZnoSéu
posfavijanja velike kosare s hranom preko cijelog straZnjeg dijela te
postavijanjem malih reflekfora sprijada uz upravijadku konzolu, a kojf
s improvizirano maskireni dominirali svim prednjim rakursima...

= " TORSIA”, 2005/2006 = WEV: kromirani
Kratki film, produkcija Kontrafilm Short movie, Kontrafilm production implatant nacinjen
redatelj: Jak3a Bori¢ directed by Jak3a Borié& po zadanom dizajnu,
ali sa nekoiiko mojih
s : i : dodafaka
Prvotno sam trebao naéiniti samo implantat - umjetnu, kromiranu At first, it was only the substitute metal spine that was expected
kraljeznicu po zadanom dizajnu. Medutim, ukazala se potreba i za of me to execute upon the already existing design. However, later on LET: shiny, metal
kirur¥kim "ZaraCem" svietleCeg vrha te za dodatnom scenografijom. other requests "jumped in", such as a surgical instrument with llumi- SUbsf'ﬁf{:ﬁSPm;x made
Dok sam ove manje rekvizite izveo sam, ili sklopio od narutenih nating spike, or, additional sef designing. The latter proved to be my gﬁ? &g‘sonmg; eexs&tgn,
dijelova, na scenografiji sam viSe bio konceptualni dizajner i super- most notable influence in the whole picture. But, although I was able, Youches® of mine
vizor radova. Koncipirao sam na licu mjesta, bez prethodnih skica as usual, to execute small props all by myself, on the set [ was in the
ili planova. S malim smo puno postigli, tako da smo svi bili dosta role of a conceptual designer and supervisor. There were no previous
zadovoljni... sketches or concepts, so I just improvised on the spot. I think we
Meni je najvaZznije postignuée bio odmak od mraénog dizajna ame- made an impact with really limited resources... DESNG:
rickih uzora iz osamdesetih. Sve u svemu, izrazito ugodno iskustvo. To me, personally, the biggest achievement was distancing in design “medicinska oproma*
from some dark role models from the 1980s. A satisfying experience. pored leZaja pacijenta
RIGHT:
‘medical equipment’,
LLUEYO | LUEYO DOLE: nald ! next to patient's bed
zlokobna, “soff- o ”
Zlokobna, soft mes"KRAVATA", 2005/2006
cinska oprema” THE NECKTIE Short movie, Kontrafilm production
u ordinaciji Kratki film, produkcija Kontrafilm directed by Nikola lvanda
redatelj: Nikeola Ivanda ]
LEFT & BOTTOM LEFT: R dloFiti imitacin rudarsk TR ust as in making of "Torsia", | was primarily contracted for one task,
oerie ‘sophist- Zbadakonlzfﬂ oo e e o o S i one of desigping and consiructing the coaimine car; and as before,
cated medical sam bio firan i glede scenografije "rudnika”, mada sam ondje asks and il in th f shoofina. Such
equipment’, in imao stvarno neznatan “manevarski prostor”, bez pravog budzeta 1 vz :Lly ASKS an mtpﬂ?sﬂl ,f;alm n iil.;autm 0 a]?l i dw:
doctor’s office nepostojanje vremena za veée "uradi sam" pothvate, osim razmjestanja e improvement of the "coal-mine set that eventueally all I co

was to arrange the available prop elements, which acted only as details
in the vast tunne! space, masked with construction elements to act as
the central hall of the mine...

L e Ly

ABOYE & LEFT. “BoZomobil” - a quasi mining car's pulling engine, named
after a great acfor BoZidar Ali¢, who was the sole driver/user of this
fake ming focomolive designed like the one from the 1850s. Camera
dolly was provided as a substifute for the undercarriage, af first meant
fo support the mine car fake. However, the mine car concept was
soon fo drop out, because it became clear that the screenplay reque-
sted siffing in front of the car. | made another skelch on fhe ssme
paper with the mine car skelch, with the mine pufl engine concepl,
which immediately proved a logical solution that was held fo the end.
! supervised almost a straightforward construction, with only minor
developments lo the basic concept. We managed to avoid, with some
effort, the angularity of a wooden frame necessary for keeping rigidity,
and to incorporate handies for grip team (the real engine of that car)
under the hull. There was some effective delailing, off course, but
the necessity for light sources attached fo the front steering column
set the drawback to the basic design, in a way thal they dominated
alf frontal shots, while a big basket covered the rear fop of the car...



=mes "SOLDAT”, 2004 - 2006 &=

Lutkarski film u tehnici stop animacije,
produkcija Kenges

Osim 30 je Soldat moj prvi autorski (ako zanemarimo eksperi-
mentalni Kugelprogramm) animirani film gdje potpisujem reZiju
(i koautorstvo price sa Sanjom), u procesu snimanja - gdje sam
bio i snimatelj i majstor rasvjete i izvrsni animator lutaka, ali i
svega ostaloga na setu - "proizvodnyi" kadrova pristupio sam iz
uloge produkeijskog dizajnera, u punom smistu te fonkeije, nara-
yno uz svesrdnu pomo¢ vjestina, domisljatosti 1 kreativnosti svoje
supruge. Uza sve minuciozno planiranje i gofovo dvogoditnje
pripreme u predproizvodnji raznih elemenata, "Soldat" je ispao
svakako moj najkompleksniji posao do sada, u prvom redu po
obimu (jer u animiranom lutkarskom filmu sve treba namjenski
napraviti, i to na nafin da je prikladno za stop-animaciju), ali - iako
se tako moZda i ne €ini na prvi pogled - bio je iznimno komplek-
san i dizajnerski. [ako sam za izradu 3D animatika pomno pripremio
osnovni dizajn svih likova, rekvizita, vozila i zgrada u rafunaly, i
to nekoliko mjeseci prije izrade maketa i snimanja, neke detalje
povrdinske prirode TjeSavao sam naprosto u posljednjem trenufku,

Najveéa je dilema bio izgled lica glavnoga junaka, a u skladu s
tehniékim zahtjevima mimike i kretanja. Trebalo je proizvesti i
imati spremnu glavu s integriranim §ljemom, kao i onu bez §ljema,
ali sa Supljim §ljemom (tehnifki zahtjevno za unikatnu izradu) za
stavljanje u ruku lutki, I puska glavnog junaka morala se strukturom
razlikovati od gotovo funkcionalnih, realistitnih pudaka ostalih
likova da bi izgledala kao integralni dio bronane skulpture. A i
takva je morala imati spojne dijelove armature za povezivanje s
armaturom u tijelu Soldata... Pokazalo se da je takav toboZe realan,
a ipak stiliziran dizajn ¢ak teZe izraditi nego bilo kakve futuristicke
predmete, upravo zbog neprepoznatljivosti ili namjene ili logike
o ¥ = - i .

o i
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Short stop-motion film; puppet animation
Kenges production
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Beside the tact that oldat i the fist litte movie (except for the
experimental "fugelprogramm"} where [ was a complete author in terms
of storytelling {along with my wife) and directing, it was the shooting
process - where I was also handling cameras, lighting, set construction,
puppet construclion and animation - that I had to deal with in the
production designer's role. All the meficulous planning, along with
almost two-year long pre-production of various set and puppel ele-
ments, didn't really prevent the "Soldat"s shooting process from ending
up as my ultimate endurance, as well as a technological capability test-
ground. [t was extremely complex (everything in such a puppet movie
had to be created from the scralch, in a way to be animable), but it was
also very demanding from the designer's point of view.

1 had to prepare all scene elements in 3D environment for animatic
simulation, which helped the creation of almost exact replicas for the
real set. Anyhow, there were still some details to be determined on the
spot, like the Soldat's face and eyes, yet determined by their use as
animationable elements. There had to be one head with helmet, one
without - but with "emply" helmet to be connected fo Soldat's hand
{technically challenging, from creating such helmet without industrial
methods, to connecting such an object fo puppet’s armature). The
Soldat's rifle, different from partly operable and realistic weaponry of
other characters, had to look like the rest of the statue, like the bronze
cast of clay-sculpted qun, yet to integrate some armature attachment-
points for animation purposes. It turned out, that such an almost-
realistic design, was much more difficult to make than something
futuristic. That's because in most cases the futuristic design simply
doesn't have to be completely recognizable or logical unlike the
realistic style. The almost-realistic design is familiar and supposed

LLEYO:

velild aulo-mode!
U radu, { ZavrSen -
iza lutaka vojnika;
sidce vojnika

LEFT: big

car-prop in work,
and finished - with
puppet soldiers in
front; sketches of
two soldiers

DESHE: velika futka
kKamermana na
stroju za niveliranjs;
sa “TV kamerom”
SASYIM DESNO: veltka |
mala “TV kamera”

RIGHT: farge-scale
cameraman puppet
on special lifting rig;
with big “TV-cam”

FAR RIGHT, TOP: big and
small scale “TV-cam”

foturistickog dizajna, dok istovremeno svijet koji drZi uporiste u
realnosti, da bi bio iole uvjerljiv, mora odisati i adekvatnim deta-
ljima, Ti se detalji moZda i ne primijete, ali primijetit ¢ s ako
nedostaju. Medutim, detalji u foturistickom dizajnu mogu biti
daleko slobodniji.

Potetkode i uvjeti na snimanju: iako sam dosad prisustvovao mnogim
snimanjima i skupio raznorodna iskustva u pripremanju ¢ega-god-da-
se-snima (iskustva i realizacije opisani u ovoj knjiZici samo su jedan
izbor, odreden prema kreativnom inputu), svoje proradune o ritmu i
utrofku vremena bazirao sam na probnim snimanjima iz ranih faza
priprema, kao 1 na iskustvima steSenim u radu na mojim podetnickim
Video-radovima, petnagstak (') godina unatrag, Definiranje rasvjete
i postavaka kamere oduzeli su najvide vremena na samom podetku
snimanja, kao i definiranje lica glavnog junaka, no takve mi stvari
kasnije vi¥e nisu zadavale muke. Ono na ¥to nisam raunao bio je
enorman gubitak vremena u korekeijama nagiba pozadina (naslikano
nebo), kao i maskiranje neZeljenth, odlutalih zraka svjetla, ili postav-
ljanje zadtitnih sjenila ispred objektiva jedne ili obiju kamera. Takve
prizemne poteSkoce obicavale su se isprjecivati prije okidanja prve
sli¢ice u trenucima krajnje izmorenosti i nakon svake, pa i najmanje
promjene rakursa snimanja, Pomo¢nici, kao alternativa ovakvom soli-
stickom pristupu, nisu mi djelovali kao izvedivo rjeSenje u skutenom
prostoru (preostalom oko seta), gdje Eesto jedva da je bilo prostora da
se sam proguram. Zbog nekih je kadrova za odlazak u drugi dio pro-
storije trebalo doslovno puzati ispod scenografije. I dok je za snimanje
nekih, ¢ak dugih voZnji (uz upotrebu masine) od 180 slitica u nizn

DOLIE LUEYO:

“zeleni trg” - set; probno
snimanje sa “strojem”
za voZnju kamere

DESNO GORE: Jica sa ‘fzrazima®, za izmjenu
tiiekom snimanja

DESHO; veliki postament, govornica i
oficir, prife poviadenja “cerade”

BOTTOM LEFT: ABOVE RIGHT: face “expressions” for infer-
‘park”- set; triaf shooting  changing between frames

with camera mounted on  RIGHT: big-scale officer in front of the big
“motion controf device” stonebase, ready to pull down the cover

L

to incorporate lots of specific detailing. You won't notice them, but
you'll miss them if they're not there. There's much more freedom in
futuristic design, for that mater...

Conditions during production, and difficulties of shooting:
Although I participated in many shootings, and collected valuable ex-
periences in preparing of whatever was to be camera-captured (reali-
zations described here are just a selection), my calculations referred
to shooting efficiency, as well as fime consumption, were largely based
in accordance with early "Soldat” test shootings, together with experi-
ences of shooting my first videos, which are, after all - fifteen years old!
Lighting and camera settings took me a great deal of time in early
preparations, just as the hero's face, but once defined, those posed
1o more troubles. However, what [ hadn't anticipated was enormous
time-loss for hanging sky-background constant adjustments (for every
repositioning of the camera), as well as for covering escaped light-
beams, or masking lighis from lens-flares. Such banalities popped
up at setting each shot, in times of utter physical exhaustion, It happe-
ned marry times that - only after | started to animate - [ would notice
some striking defail, urgent to handle, and set everything to start.
Thus, 1 did that part all alone, because there was no way of predicting
in which moment I'l be really ready with all other preparations, so that
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DESNO: “sfvi” trg RIHT: “grey square®
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koloritu color-code

trebalo tek nedto manje od sat vremena (nakon priprema), za neke
kadrove od maksimalno tridesetak slicica trebalo je i visie od tridesetak
sati u komadu da ih snimim! Bilo kakvo kretanje u prostoru zahtijevalo
je pomna planiranja putanja objekata u prostoru. To se posebno odnosi
na figurice u hodu ili trku, jer bilo da naine tek korak i pol hoda, ili
nekoliko skokova tréeéi, interval izmedu svake snimljene slidice znao
je iznositi 1 preko pola sata. Iste su mi neprilike zadavali kadrovi s bilo
kakvim vise¢im objektima. No kako sam i pretpostavio, najteZi za sni-
manje bili su kadrovi s pet-Sest figurica u simultanom trku, s putanjama
koje se krizaju.

S druge strane, masovne scene § publikom koja stoji na mjestu nisu
bile toliko zahtjevne za animiranje, koliko viSe za pripremu. Kako god,
redoslijed snimanja kadrova ipak su diktirali proizvodno-produkeijski
Simbenici: npr. ako neki subjekt snimanja prema scenariju prolazi kroz
odredene deformacije ili se nepovratno ofteti u procesu, bilo je logitno
da se kadrovi s transformiranjem snimaju na kraju ili pri kraju eksplo-
atacije tog subjekta. Takoder, krupni planovi u kojima detalji dolaze do
izrazaja, dolaze prvi, u shuéaju manjih oStecen;a, koja se nece primijetiti
iz daljine. Zatim, prvo smo definirali osnovni set u cjelini, kao i kolorit
(za Sto je Sanja zasluzna), da bih mogao snimiti reference boja, svjetla
i sjene za krupne planove. Mnoge sam krupne planove, iz Eisto

When a prod

LLIEVO GORE:
neobojana
‘puska”
LIJEYD DOLJE:
obojana
‘puska”, u
akeij

DESND: Jetak,
u manin *B”
filmova

ABOVE LEFT:
unpainted “rifta”
LEFT: painfed

“rifla”, in action
RIGHT: fiyer; in ‘B”
movies style

possible helpers could come in handy. Another reason for wotking
alone was a lack of even more space, space for easy moving around.
Sometimes | had to crawl under the set to cross the room. And every
touch of objects in camera's field of view could result with resetting
everything back to the beginning, Tricky, For some shots, like the
machine-operated camera move in some 180 frames, it took approx.
one hour (after usual preparations), while some shots of only 20 or 30
frames fook as many hours to execute, not counting the usual, or even
more complicated preparations! Any object that moved across the set,
even if just on the ground level, needed carefully planned paths. This
was especially the case with walking or running figures, for it took even
more than 30 minutes for some frames. Even worse were shots with an
object supported in mid-air. But, the worst of them all were, as expected,
the shots with multiple figures running in cross-path directions!

On the other hand, some mass-scenes that involved lots of puppets in
the gathered crowd, weren't so impossible to animate, just to prepare.
But, before all that, we had to define the basic set and colors, In this [
had a big help from Senja, mostly in fearless approach for applying
bright colors, along with her capability to add some fine touches, needed
for casual, civilian look on the sel,
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produkeijskih razloga (izrada nekih pozadina u veli¢ini prevelikoj za
sfudio), bio prisiljen snimiti pred chroma-keyem. Nemali posao spajanja
planova zapao je postprodukmu (Mario Kalogjera) u Kengesu...

LUEVD: izdignuta "mreZa”
Sina vodilica za klizne
drZade viseéih bezglavih
lutaka u tréedim pozama

LET: “net” of guides for
gliders thaf supporied
headless puppets in

fricky, “rinning” poses

DESNO: kombinirani set
Jje u cjelosti ispunio
prostrani sfudio

LIDEVO:
namjestanje

| Soldata u
e padu znalo
W se olegnufi

i po &iav saf
izmedu dva
snimka

LEFT:
adjusting

+ Soidat’s

positions in
mid-air was
extremely

W consuming

in time, up
to one hour
beltween just
two frames

LUEVG:
Soidat u quo_;

poslijednjoj poz;

Soldat in hrs
fast pose

Creating the mis-en-scene as a primary task was in order to define
references of lighting and colors for close-ups, or 10 fake stills to be
used later as backgrounds (I had to shoot a lot of close-ups in front
of blue screen, in order to save fime and costs, and avoid space
problems with enlarged backgrounds ). Compositing was later to be
done in Kenges, by Mario Kalogjera...

RGHT: tho sef, enlargod [N
for additional depth filed Rls

almost entire studio

SASYIM LUEYO | LUEVO DOLIE:

idejne skice i modefi

sporednih fikova
LUEY0: kamerman Za
kompozitni snimak
DOUE vojnik, stablo i
trava za medupian

FAR LEFT & BELOW LEFT: concept
sketches & head models
of some characlers

LEFT: cameraman for the
biue screen shot

BELOW: soldier, free and
grass, for composite shot
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About the author:

- was born November, 24th, 1967 in Zagreb, Croatia.

- graduted painting from the School of Applied Arts and Design.

- studied painting at the Academy of Fine Aris, Zagreb and
graduated in 1993, from the dlass of professor vo Priscic
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= one-man exhibition in Gallery SC, 1094
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