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Signals from the Periphery is an exhibition, a series of 
events and the book that you’re currently reading. The 
exhibition Signals from the Periphery took place at Tallinn 
Art Hall between July 1 and August 13, and included an 
extensive public programme of talks, performances, film 
screenings, book launches and more.

The project brings together urgent developments in 
graphic design with a focus on works that surpass traditional 
forms and media of graphic design. Such practices are often 
collaborative, involving forms and ideas from other cultural 
fields such as art, architecture, product design, literature, 
publishing, performance, music and theatre. As a result of 
these collaborations, new hybrid forms emerge that might 
also provide alternative sources of income for designers.

While the exhibition focused on showing works and 
casting light on a diverse range of graphic design practices, 
the book Signals from the Periphery explores some of 
the aforementioned topics through writing. The book 
includes nine contributions of various kinds, including texts, 
interviews, discussions and visual essays. 

All contributions in the book are authored by graphic 
designers or people whose practice is in one way or another 
linked to the discipline. Each person or group approached 
their contribution to the book from a particular angle 
developed through research or experimentation in the field. 
Some of the topics that surfaced include education, self-
organization, work, technology, storytelling and much more.

San Francisco-based artist Mathew Kneebone talks 
to inventor, engineer and cartoonist Tim Hunkin about his 
versatile career and relationship with technology. As the 
creator of two successful amusement arcades, Under the 
Pier Show in Suffolk, and Novelty Automation in London,  
Tim is an interesting example of somebody whose 
contemporary work breaks free from an institutional setting. 
After many years working in museums and for larger 
commissioned projects, Tim now develops his arcades 
independently. The text is preceded by a series of drawings 
by Mathew which were also included in the Signals from the 
Periphery exhibition.

Intro-
duction
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MK: The museum collection consists of lot of stereoscopic 
peep shows, a giant laughing automata and a diorama 
of a man trying to calm down a baby; were early arcade 
machines almost a kind of fringe interest or do you think 
these machines are an exception? Considering their age 
and fragile mechanisms I was also surprised that nearly 
all the machines at the museum were operational. I can 
imagine that you’re perpetually maintaining your machines; 
are you concerned that as technology evolves, your work—
like everything else electronic—will be less repairable?

TH: Some of the early machines like the peepshows were 
completely mainstream. Edison’s Kinetoscope predates 
the first cinema by a few years, it was so popular that 
Kinetoscope parlours were set up in most western cities. 
The laughing babies etc are an aspect of English seaside 
humour. They were popular in resorts but gradually lost 
their appeal after the 1960s.

The old machines are mostly admirably simple inside, 
so not too hard to fix. My machines are more complicated 
so it would be harder for anyone else to fix, but not 
impossible. They contain some consumer electronics like 
monitors, which quickly go out of production, but they can 
usually be replaced with something roughly similar. I’ve 
never been particularly bothered if my stuff lasts after I’m 
dead, I won’t know anyway.

MK: Yeah I was thinking in particular about the computer 
parts inside your arcades. Your machines are still very 
much driven by moving mechanisms though, so I think it’s 
clear that you’re continuing this tradition of mechanical 
novelty though your works. That in a way you’re keeping the 
wonder alive for mechanical and industrial parts. For some 
time the mainstream novelty of interactive entertainment 
has shifted away from the mechanically moving to solid-
state electronics; even controls now are only a flat screen. 
I was just wondering where you thought this mechanical 
novelty tradition will live on. Are museums and the odd 
exhibition spaces the only place for this now?
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Printing  
    at 
School

PaulGangloff

TH: Although some of my digital components won’t 
last long, most would be easy to replace, but the actual 
computers I use probably will last a while. I buy 1990s 
Programmable Logic Controllers on eBay for between £50-
150. I have about 50 running all day in different machines 
and many of them have been installed for over 10 years. 
I’ve only ever had one fail. They’re made for industrial 
automation so they use high quality components. Even 
when they do eventually fail they are completely backward 
compatible so the program for any machine could be loaded 
into a current version without any problems. 

I don’t see my machines as mass entertainment, but 
I’m confident there are enough people who enjoy them that 
electromechanical, and traditional automata, is unlikely to 
completely die out. I just realised that a screen is a bit like 
an art gallery—they both reduce everything to mush. But 
people crave novelty, so they hunt for it. This is why I still 
like my name for my London arcade—Novelty Automation—
even though I’ve often been told it’s obscure and not 
memorable.

05/2017
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A, B, C...
As a child, Célestin Freinet (1896–1966) was bored at 
school. He was subsequently wounded in war. Later, he 
became a schoolteacher and tried to do things differently1. 
First he attempted to change the system from within. To 
begin with, he went for walks with the children in his primary 
school class in Saint-Paul-de-Vence. The parents did not 
like this. Then, he asked the children to write about what 
they found interesting. He acquired a printing press for the 
school and had the children print their best texts. His theory 
stated that: 

…if the pupils would print on the spot their 
handwritten thoughts, then there will be the same 
natural and necessary bond between language 
and the reading of printed characters, as between 
thought and handwriting. Reading printed 
matter will no longer be, for the child, a new and 
mysterious technique: printed thought will no longer 
be a thought absolutely exterior to the life and 
the thought of the child, a new thought that too 
often glides on the childlike soul without intimately 
penetrating it; the book and the newspaper, at last, 
will no longer be these half-gods automatically 
carrying truths, but truly the thoughts of children, 
or adults, handwritten and then printed—thoughts 
subject to critiques and discussions.2

The children liked it, some of the parents liked it too, but 
not all. The local authorities disliked it. Posters were printed 
to denounce the bad influence of the schoolteacher and 
pasted in the streets, while other posters were printed in 
his defense and pasted over them. Freinet was sent away.3 
Finally he resigned from the public school system, and 
together with his wife Élise, decided to start a new school. 

They bought a small house (three rooms and a garage) 
on a hill planted with pine trees. They rebuilt and extended 
the house with the help of friends, farmers, communists. 
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Apparition of the Ampersand No.5

Interview with Evening Class

Evening Class is an initiative based in London that describes 
itself as: “A self-organised design education experiment;  
a flexible environment where participants can cultivate 
common interests, develop their research and collectively 
shape the class’s agenda.” 
 Emerging from the constraints of London’s design work 
field and educational shifts, the group provides and demands 
more discursivity from their everyday practices and recently 
also developed a public program for a general audience. 
Collectivity is at the core of this initiative, as the conversation 
initially involved three of the participants. The programme 
currently involves around 20 participants from different 
educational and cultural backgrounds. Following the initial 
discussion, texts were edited and comments were added by 
other members of the collective. 
 Present in the conversation EC members Margherita Huntley 
(Ma), Gareth Lindsay (G), Eva Nazarova (Ev), Nicola Chemotti 
(N), Olya Trotskaya (O) and Michael Wallace (Mi). 

will determine its evolution and goals in the frame of its 
statuses.”14

The values of creativity, originality and flexibility 
correspond more to market demands than to the children’s 
emancipation. This example shows how companies will 
have an increasing involvement in education. Unlike the 
Freinets who developed a refuge from discipline, rigidity 
and boredom, the task of radical education might soon be 
to provide a refuge from the market’s demand for creativity, 
originality and flexibility. 

1   Freinet was part of a larger movement that 
experimented with new forms of education 
at the beginning of the 20th Century. The 
movement  followed the works and ideas of 
Rudolf Steiner, Maria Montessori, Alexander 
S. Neill, Ovide Decroly, Paul Geheeb, 
Janusz Korczak, and was collected by 
Adolphe Ferrière in the Ligue internationale 
de l’éducation nouvelle (International league 
for the new education). Ferrière was inspired 
by his trip in 1922 to Hamburg, where he met 
Peter Petersen, the initiator of the Jena Plan 
School.

2    Célestin Freinet, L’imprimerie à l’école 
(Printing at School), p. 6, édition Ferrary, 
1927. Retrieved from the online archives 
of the ICEM (Cooperative Institute of the 
Modern School). www.icem-freinet.fr/
archives/livres/iae-ferrary/iae-1927.htm

3   In 1933, a campaign against Freinet divided 
the village of Saint-Paul-de-Vence for 
several months. It drew the attention of the 
national press. The mayor and deputy-mayor 
put pressure on the parents to withdraw 
their children from the school. The posters 
denounced the “Bolshevik schoolteacher”. 
Petitions and violence from the far-right 
finally pushed Freinet to take leave, officially 
for health reasons.

4 Célestin Freinet, Le Journal scolaire, 
Éditions de l’École Moderne Française, 
Coopérative de l’Enseignement Laïc, 
Cannes, 1967.

5  Célestin Freinet, L’imprimerie à l’école,  
op. cit. p. 10

6   Célestin Freinet, Le Journal scolaire, op. cit.
7   Célestin Freinet, L’imprimerie à l’école. 54 

issues of the periodical are archived online 
on the site of the ICEM. https://www.icem-
pedagogie-freinet.org/archives/ie

8   Célestin Freinet, L’imprimerie à l’école # 44,  
1931, p. 303 (the page numbering runs 
through all issues).

9 Wim Cuyvers, Public Space, re-published 
in Communiqué, The Faculty of Invisibility, 
2007. www.think-tank.nl/faculty/
Communique.pdf

10 Wim Cuyvers, NOUVELLE ECOLE 
ARCHITECTURE (in French, excerpt 
translated by the author). http://montavoix.
blogspot.nl/2009/12/blog-post_28.html

11 Wim Cuyvers, NOUVELLE ECOLE 
ARCHITECTURE, op. cit. 

12   Friedrich Nietzsche’s exact words are 
“Our writing tools are also working on 
our thoughts”, in a letter from 1882 cited 
in Friedrich Kittler, Gramophone, Film, 
Typewriter, 1986, p. 200.

13   Regis Debray, Socialism: a Life-Cycle, 
New Left Review #46, 2007, drawn from 
Cours de médiologie générale, Paris 1991. 
https://newleftreview.org/II/46/regis-debray-
socialism-a-life-cycle

14  Célestin Freinet, L’imprimerie à l’école #25, 
special issue, 1929, p. 3. https://www.icem-
pedagogie-freinet.org/node/39632
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reason for the evening format was that we hoped to be 
opportunistic with finding free and available spaces for the 
class—there are so many spaces that close by 7pm, so any 
gallery space or studio space might be available to us to use. 

E: How did you form the original group and on what 
principles did it come together?

O: I just made a website and advertised it on social media and 
twenty people replied.

Nicola: The first time we met was at Europa’s studio one 
evening, that’s when we started collectively imagining what 
EC could become. How to keep it very open, how to structure 
it, how to make it fair and affordable for everyone… I guess 
maybe 18 people continued afterwards. Only two people 
decided it was too much of a commitment or they couldn’t 
really do it. 

O: Maybe one thing we should discuss is the application 
process. I really wanted it to be very accessible to everyone, 
and it followed that there would be no application process that 
was run by me. But it felt that in order to have a productive 
conversation, we couldn’t have 50 people joining. Is it possible 
to be selective in a fair way? In the beginning I decided that 
people will apply and I’m going to choose one person, then 
we two together choose the third person, then the three of us 
are going to choose the fourth person, and so on.

E: But how do people apply? When you had this chain of 
participants forming who were accepting each other into 
the group, what were the applications based on? Was it 
only friendship or knowing people or was there any kind of 
criteria or assignment that people got in order to apply?

O: I started it very loosely on the website, saying if you’re 
interested, write an email. Basically I thought that people can 
include their work, but if they don’t want to send work, that’s 
fine—they can just write some kind of motivation letter. And I 
thought there would be a group of people who would apply 
by a certain deadline and then out of that pool we will be 
choosing: so I will choose the first person, and together we’ll 
choose the third person, so it would be quite discursive. 2

Elisabeth: I would like to go back a bit and maybe 
talk about how Evening Class started. What were your 
motivations and what was the core group that actually 
initiated the project, let’s say. Platform is a terrible word, but 
project also seems like it has a time span, so … endeavour?

Olya: It was two years ago and it came out of me being 
unhappy with my working situation in London. I couldn’t find 
a space in the workplace to discuss work in a more expansive 
way, and it seemed like this frustration was a general feeling 
shared by other designers, even those who were working at 
studios, which appeared to be making interesting work. It was 
also impossible for me to enter into a “normal” educational 
context to find those conversations because it’s completely 
unaffordable in Britain … you have to work full time in 
London just to survive financially by yourself and for me as 
an international student it would be £20,000 a year to study. 
Even though we talk about it in a way that I initiated it, there 
was this general desire amongst designers for some kind of 
alternative space in London to discuss work.  
 In many graphic design schools in Western Europe, you’re 
taught very different ideas of what it means to be a graphic 
designer. There’s often a mismatch though, because you’re 
encouraged to work with provocative and challenging ideas 
and develop your own content, but then when you face the 
workplace there’s such a big disconnect and I think a lot of 
people feel this way. So there was a need for this other place 
to be found, where we can think about what we learn and 
how we learn, and the idea that learning should be never-
ending, but we’ll be talking about that later on … So I just 
felt like this space was being missed in London, and I had 
some conversations with people who I used to work with, 
especially with Gareth who is now part of EC, about starting an 
educational experiment. We didn’t know what it was going to 
be, but we hoped that interested people would come together 
somehow. I thought the best way would be to organise it so 
that the classes are in the evening, to accommodate people’s 
other work—if you work full time, the only space to fit in any 
kind of extra educational thing would be in the evening. I felt 
that I needed to propose a structure to get started. I thought it 
would be good to meet twice a week at 7.30pm—with one 
class focused more on theory and the other on practice. But 
the main idea was that once people had gathered together 
and gotten to know each other we could define the structure 
collectively so that any hierarchy would dissolve. The other 



A man who 
speaks the 
language 
of beauty 

Knock! Knock! 

Books

activities as EC. All made transparent online and by our regular 
open events. Obviously, people on the outside will never see 
this hidden work and forms of organisation but it’s this shared 
collective responsibility that is important in keeping the whole 
thing going.

This interview with Evening Class is a part of the series 
Apparition of the Ampersand, which is a book published in 
the form of a series of pamphlets initiated in 2015 from the 
viewpoint of a practicing graphic designer (organising the 
bookshop San Serriffe in Amsterdam). The series of publications 
aims to define the extended field of the practice of graphic 
design through interviews and writings by practitioners working 
on the fringes of the discipline. The series also documents 
different former and active spaces designers have initiated 
and are running across the world and how they see their 
position working as a graphic designer. So far the series 
includes interviews with Louise Hold Sidenius (running Officin 
in Copenhagen), Urs Lehni (running the publishing house Rollo 
Press and formerly Corner College in Zürich), Freja Kir and Lotte 
van der Hoef (running project space Fanfare in Amsterdam). 
In addition, an introductory text from the viewpoint of my own 
practice has been published to accompany the interviews. 16
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minimal graphics, typeface-centred. It was like these signs 
had been designed by the same person—and indeed, 
Raigo could be behind it. 

Raigo started his design career in the living room of  
his family’s home on Paldiski Road, where a wide boulevard  
in west Tallinn, where he liked looking at different typefaces 
in the word processing program on the family’s computer, 
a Macintosh Classic. Raigo admits that he designed his 
first signs using a program that was actually meant for text 
processing. “Such were the times,” he says, a wry grin on 
his lips, “a time when everyone with a computer and some 
brains could find designer work.” 

Raigo’s path to sign-making followed the course of a 
number of other young Estonian designers, where interest 
in all things computer-related eventually led to actual orders 
and later had a determining influence on their choice of 
profession. One of the coolest examples of design work 
by a young designer still 
cutting their teeth is the 
logo for Siili Pub in Sõpruse 
Boulevard in Tallinn done 
by a now sought-after 
designer.

Raigo emphasizes that a good amount of thought goes into 
a hair salon sign. “Even when I made the first ones, I tried 
to find solutions that would be simple and well-suited but 
would also sum up the personality of precisely that one hair 
salon,” he says. 

We’re waiting for Raigo at the corner of Sõle and Sitsi Streets.  
We were supposed to meet him at three o’clock, but enough  
minutes have ticked by to raise some concerns—maybe 
he simply forgot about the interview plans? Being a small-
business man, Raigo’s days are busy and these days  
he only makes it to northern Estonia rarely. The April sun 
caresses the facades of the grey prefab buildings, a trolley-
bus stops on the other side of the street and the doors sigh 
heavily open. To our relief, Raigo is among the passengers 
who alight. He’s 39, a man of medium height, with a tweed 
cap crowning bangs that insouciantly fall into his eyes. 

We both happen to imagine Raigo as being on the 
skinny side, with a slightly overgrown mop of hair and 
a bit of a slipshod appearance, whose closest real-life 
counterparts would be the whistleblower politician Silver 
Meikar and star magician Jürgen Veber.

We start our walk down past the salons and florist’s shops 
of North Tallinn. The first stop, a salon called 5+, is just a 
few dozen metres from where we met. The sign for 5+ was 
Raigo’s first design job and he accepted it in 1994 at the 
age of just 16.

We go past our imagined meeting place a couple 
times a week, whenever we go teach at a school in North 
Tallinn. While riding on the trolleybuses and walking around 
on lunch break, we noticed that there is a profusion of 
hairdressers in Kopli. The signs for these businesses tend 
to be very similar—in the same colour shades and with 
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As you both know, a few years ago I republished the 
English translation of Peter Handke’s novel Repetition, 
which at that point had been out of print for a quarter-
century. Occasionally we encounter an artwork that releases 
(or returns) us to a larger life. My first reading of Handke’s 
novel was such an encounter, and five years on I’m still 
thinking and writing about what I found there. However, 
my attempts to locate and describe my experience of this 
text seem only to push it further out of reach, and after six 
or seven readings it remains as foreign and familiar to me 
as my own self, as intimate and inscrutable as a dream or 
childhood memory. Despite this inscrutability (or precisely 
because of it), I believe it’s through this book that I can best 
respond to your request and articulate some of my interests 
and concerns, especially with regards to “the circulation of 
texts and ideas”—as you put it in your email—or what I’d 
sum up simply as reading.

What keeps me coming back to Repetition is its 
uncanny ability not only to describe a shift in the perception 
of language but to actually enact this shift and induce it in 
the reader. In the following pages, part of a larger project on 
Repetition I’ve been working on for several years now, I set 
out to explore this aspect of the novel and its aesthetic and 
ethical implications. Yet as Susan Howe has said of her book 
on Emily Dickinson, my aim has been “not to explain the 
work, not to translate it, but to meet the work with writing—[…] 
to meet in time, not just from place to place but from writer to 
writer, mind to mind, friend to friend, from words to words.”1 

As I prepare my text, I keep asking myself whether I 
need to justify what an essay about literature is doing in a 
book about graphic design, and why, as a graphic designer, 
I am writing about literature in the first place. But even 
putting aside the fact that most of the themes I take up in 
this essay have at least implicit connection to the practice 
of graphic design, perhaps the idea that a graphic designer 
can be completely committed to the study of another 
discipline (as I am) and see no issue in this (as I don’t) 
already says something about our field—its being situated 
always between, and the freedoms (and anxieties) this 
opens up. 

Dear Elisabeth 
and Laura,
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We Shall Have Worked

Phil Baber

 I
The narrator of Peter Handke’s Repetition, 45-year-old Filip Kobal, 
recounts a journey made by his younger self a quarter-century earlier. 
We follow him from his parents’ home in Southern Austria into the 
remote Slovenian Karst, where his brother Gregor, some twenty years 
his senior, disappeared in 1943, after fleeing his post in the German 
army and possibly joining the resistance. Filip takes with him two books 
that once belonged to Gregor: a copybook from agricultural college, 
composed in Slovenian, the language of their ancestors, and a German–
Slovenian dictionary, which Gregor bequeathed to him as a “baptismal 
present”. And through reading these books, through translating and 
deciphering their foreign words and phrases, he does indeed receive a 
baptism of sorts—that is, a moment of radical communion, not only with 
his missing brother and Slovenian forebears but with the world in the 
widest sense. By way of his attentive engagement with words and their 
meanings, he is lifted out of his self and given over to the unbounded 
realm of human continuity and community. The brother he meets in his 
Slovene dictionary, and the forebears he meets in his brother, are neither 
ghosts nor mere evocations, but revelations of the living presence 
language shelters within it: “And for a moment, as though my wish were 
its own fulfillment, I caught sight of my brother (full-grown as I had 
never known him).”1

———

The first of Repetition’s epigraphs comes from the Zohar, or “Book of 
Splendor”, the most important literary work of the Jewish mystical 

1  Peter Handke, Repetition, trans. Ralph Manheim (Amsterdam: The Last Books, 2013), 132.

companions, sharing with us corners of a garden 
that were secret or magic places, risking our 
blindness or rejection of the gift, bringing forward 
treasures or keys, taking us to see her familiar 
animals or friends […]. She was trying us, not 
demanding response but testing us for an affinity.9 

This is how I’d like to conceive a practice—whether 
publishing, writing, teaching, reading, or design (or the 
various constellations therein): as a searching out of 
companions, a testing for affinities—“a confidence, a gift,  
a share”.

 Peripherally yours,

1 Susan Howe, “Talisman Interview, with 
Edward Foster”, in The Birth-mark (New 
York: New Directions, 2015), 158.

2 Stephen Collis, Through Words of Others: 
Susan Howe and Anarcho-Scholasticism 
(Victoria: ELS Editions, 2006), 9.

3 Ibid., 9, 11.
4 Susan Howe, Introduction to The Birth-mark, 

quoted in Collis, 12.
5 Ibid.
6 Ibid., 12–13.

7 C. D. Wright, “Op-Ed”, in Cooling Time: 
An American Poetry Vigil (Port Townsend: 
Copper Canyon Press, 2005), 3.

8 Robert Duncan, Letter to Denise Levertov, 
14 July 1967, in The Letters of Robert 
Duncan and Denise Levertov, eds. Robert 
J. Bertholf and Albert Gelphi (Stanford: 
Stanford University Press, 2004), 580.

9 Robert Duncan, The H.D. Book, eds. Michael 
Boughn and Victor Coleman (Berkeley: 
University of California Press, 2012), 36–38.
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Marguerite
Humeau

16

“We Shall Have Worked” was written in the spring of 2017 and is published by The Last Books 
at www.thelastbooks.org.

Typography: Phil Baber
Typeface: Bradford by Laurenz Brunner

 Other texts in this series: 
 —  “The Sun of Words”, excerpts from Aber ich lebe nur von den Zwischenräumen, 
an interview between Herbert Gamper and Peter Handke
 —  “Across the Border: Peter Handke’s Repetition” by W. G. Sebald 

 (both translated by Nathaniel Davis)
 — “Another Light” by Phil Baber



116 117

å: the freedom of the studio for absolute thinking about 
your own research, the distraction of student’s 
interests that are not necessarily yours...

å: back to fringe and core, there is a correlation to 
teaching. When it is too much of a fringe (dare I say 
money driven) nothing much can happen

å: I had a question about production.
MH: yes?
å: I am always impressed by what seems to be so 

easy for you to get people involved, from scientists’ 
advise, to high level production with world unique 
machines. How do you do it?

MH: I am obsessed
MH: Maybe?
MH: I don’t know… I guess I am just so obsessed and try 

to work on topics that I think are not only relevant but 
urgent to answer for us as human beings, I know if I 
don’t tackle these kind of topics

MH: I will not get people on board anyway…we have to 
feel like we are all on the same boat as part of the 
same quest

MH: And then about scientists, or researchers,
MH: they are also on a quest to generate new knowledge 

we are making hypotheses together in a new way
MH: And about production
MH: it is hard work…most of my work is about trying to 

make this happen
MH: Like this year—November December was research, 

January was drawing, designing the whole project, 
and February > now was focused on making it 
happen

å: Do you prouduce a lot yourself?
MH: So 20% research, 10% designing, 70% making this 

happen
å: If you could afford it, would you have everything 

made by other people?
MH: No, I work extensively with collaborators
MH: Everything is made by collaborators, almost 

everything
å: so the 70% is finding them and convincing them?



124

Etymology… a unit of value.  
From latin: talentum, from Ancient Greek: talanton.  
A scale, balance, sum…

talent  
|ˈtalənt|
noun

MH: yes
MH: in the studio I do a lot of drawings
MH: And mock-ups
å: I’ve never seen them!
MH: And my team (Juliette) does all 3D, sketch up, 

scenography in house
MH: them who?
å: drawings
MH: Ah it’s a lot of sketches to design all the projects
MH: black pen drawings 
MH: Easy, quick, and then I put them all on the wall in the 

studio to map the story
MH: And the relationships
å: Can we show some in this publication? Some 

drawings that are not yet objects?
MH: sure!
MH: Or that will never become objects! There are a lot of 

them
MH: There are like ectoplasms
MH: or mirages
å: they open the doors of different possibilities
å: Do you have other urgent questions?
å: From my side I am happy for now and we will 

continue in private another time in French
MH: You still have not told me why you asked me “why 

did you leave us” ?



In The Parable of  Talents, a master puts his servants  
in charge of his goods while he is away on a trip.  
Upon his return, the master assesses the stewardship  
of his servants. The first and the second servants  
explain that they each put their talents to work,  
and have doubled their value; each servant was  
rewarded. The third servant, however, had merely  
hidden his talent, had buried it in the ground.  
The one who hid the money away and failed to 
make a profit was condemned as “wicked and lazy”  
and was punished by the master. 

LEADER

READING

DILIGENT

OBEYING

Even as a unit, 
talent was  
relative.

The original use of the term talent was as a unit of measurement.  
In Roman times, one talent was equivalent to 32.3 kilograms.  
In ancient Greece, that talent was 26 kilograms…
 In 415 BC, a talent of silver was the value of nine man-years 
of skilled work. Hellenistic mercenaries were commonly paid one 
drachma per day of military service. 50 minas (which is less than 
one talent) was seen as the amount one would pay for a very large 
house — an ordinary dwelling could be bought for three minas.



Mock Every-thing!

Bardhi Haliti 
in conversation 

with 

Partia e Fortë

But from where  
does this voice 
come that has the 
authority to assess 
on who possesses  
talent?
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During the campaign, the party needed as much 
attention as could be, so there was a strict schedule of 
events every day. On one occasion we did an exhibition 
with paintings done by Visar when he was 5 years old. 
One of the paintings was valued at 1 billion euros by Visar 
himself. Later, we went on at the anti-corruption agency and 
declared the painting as part of Visar’s wealth. In his official 
profile, his wealth is still more than 1 billion euros. 
 
BH: What were the advantages of having designers and 
artists in the party? Were there printers also involved?

SP: This gave us a lot of flexibility. Most of the ideas we 
had we could materialise in a couple of hours. Of course, 
also the printing companies helped. They would print all the 
materials very quickly and for free. We had to do one event 
where we put a life-size figure of Visar all around the city,  
so that people could take pictures with him. We did the 
photography and print the same day, and in a couple  
of hours it was already spread all over the city.

We wrote, edited, designed, printed and promoted a 
book in less than five days. Now that we think about it, there 
were around 30 designers working on the campaign almost 
every day. 

 
BH: In an interview graphic designer and educator Linda 
van Deursen talked about her visit to Prishtina, saying that 
she encountered an incredible desire among young people, 
especially graphic designers to be active in their country. 
Do you also see this, and if so, how is this involvement of 
designers manifested? 

SP: For the past 18 years, Kosovo has been one of the 
most optimistic countries in the world. We think this is 
because we saw huge progress with our own eyes and this 
made us believe that anything is possible.

In 1999, the oppression of Kosovar Albanians by 
the Serbian government escalated in such a way that 1 
million people were thrown out of the country and around 
12 thousand were killed. Around 100 thousand houses 
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women. We like this law, so with our party we decided to go 
even further, so 70 percent of the candidate list in our party 
was women. 

 
BH: What has happened since you have gotten a seat in 
the local assembly? Are there any particular policies that 
you have tried to push forward? How about the satirical 
aspect of the party, is it still present during the assembly 
meetings?

SP: The only drawback of the party was the lack of actual 
members. We guess when everyone is a vice-president 
then no one is a vice-president. After elections, the activity 
got less interesting and most of the people involved just 
continued with their usual life. 

Visar started going to the meetings of the local 
assembly. In the beginning we would discuss the budget, 
propose ideas and prepare for the meetings. But afterwards 
also this activity faded. The lack of proper structure (and 
we have to note, we mean “structure” and not “hierarchy”) 
became an impediment to the development of the party 
towards a serious social and political movement.

We did propose some good ideas though. There was 
a project to build new lanes and bridges just for bikes. 
This project got the support of the municipality with a 
proposed budget of 1 million euros. But it was abandoned 
soon thereafter. There is another project to build a science 
museum for children that is in the current budget of the 
municipality as well.

These days we are trying to push a bigger cooperation 
between the Municipality of Prishtina and the National 
Gallery of Kosovo to initiate the project of a museum of art 
that would permanently exhibit the collection of the National 
Gallery. The National Gallery needs a space, and the 
municipality can help in that direction. It would be also very 
good for the city as there is a lack of museums and spaces 
for art in Prishtina.
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wished to inhabit this society. Instead of appropriating 
old habits and traditions, the graphic designers took the 
founding of this new world as an opportunity to rethink many 
aspects of their daily lives. On this ship they created living 
conditions and societal structures to suit their own interests 
and needs, relying largely on their skills and insight gained 
in the past through their training in communication.

This report describes some of the community’s non-
traditional ways of life through subjects such as education, 
politics, religion, agriculture, entertainment and philosophy. 

Advertising, by 2080, had come down off the hoardings and 
gigantic video screens of yore. It was now so interwoven 
with the fabric of everyday life that you could never be sure, 
when having a conversation with someone, whether he 
was performing a “sitcom” (situation commercial), or simply 
talking about the rainy weather and the consequent need 
to carry an umbrella. Advertising execs and creatives were 
like the Stasi of East Germany: mixed into every crowd, 
equipped with a million pairs of lips, eyes and ears in the 
form of family, friends and neighbours.

People had evolved together with the emergence of 
this trend and most had learned to pay no attention to it. 
Some used it as an excuse for casual small talk, others 
tried numerous means to break these human advertising 
machines by continuously sabotaging their efforts.

As with any trend or societal progression, there 
were also people who had a hard time coping with these 
new tendencies. This group of people never got used to 
telling an ordinary passerby from a salesperson and thus 
avoided any possible human interaction in the grave fear 
of becoming part of another sitcom. After numerous violent 
incidents between the sales execs and citizens, also 
referred to as “customers”, additional police forces were 
recruited to monitor safe transactions.

All this led to a large group of people distancing 
themselves from city-life, moving to the countryside  
or smaller islands, where progress hadn’t hit that hard.  
This also accounted for a long forgotten demographic:  
the population that referred to themselves as graphic 
designers. These were people who had been taught the 
traditional ways of spreading messages through means  
of visual communication and its numerous physical outlets. 
Most of them now worked odd jobs and many had moved 
on to new career opportunities entirely, though the graphic 
designers still held the flag high in glorification of the pre-
sitcom era.

The graphic designers emigrated onto a large cargo 
ship, sailing between the Baltic Sea and the Mediterranean, 
which made only a handful of stops every year to welcome 
new members and to release the ones who no longer 
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urgent developments in graphic design with 
a focus on works that surpass traditional 
forms and media of graphic design. 
All contributions in the book are authored by 
graphic designers or people whose practice 
is in one way or another linked to the 
discipline. Some of the topics covered in the 
book include education, self-organization, 
work, technology, storytelling and much 
more.

Authors: Åbäke, Phil Baber, Paul Gangloff, 
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Bardhi Haliti, Marguerite Humeau, Tim 
Hunkin, Elisabeth Klement, Mathew 
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