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Abstract: The text is an attempt to analyse the first twenty-
year history of the Biennial of Industrial Design BIO. It focu-
ses on the Biennial's chief organizational aspects: the effort
behind its establishment, purpose, and role; the Biennial's
achievements; and, not least of all, the need to revise its
underlying concept.

In Yugoslavia, the main aim of the BIO exhibition
was to connect designers with industry. This was done with
considerable success, especially in its first decade, when the
Biennial of Industrial Design in Ljubljana was, along with the
Milan Triennial, one of the most important design events in
Europe; it was also the first such biennial in the world. Large
numbers of designers from both Western and Eastern Europe
took part in the exhibition.

Key words: Biennial of Industrial Design, industrial design,
history of design, organizational aspects of the biennial

The Museum of Architecture and Design, from
which BIO has been operating since 1972," houses a rich
archive of documents that tell not only of the Biennial's
history but also of the history of design in Slovenia, in other
republics of the former federal state of Yugoslavia, and in the
rest of the countries that took part in BIO, either regularly or
sporadically. And their number was not small. In the period of
socialism, designers and manufacturers from both West and
East met at the international biennial design exhibition. This
was possible only because of Yugoslavia's unique political
position, which it had won for itself in the years after the
Second World War and solidified globally with the
establishment of the Non-Aligned Movement.

The Origin and Aim of the Biennial of Industrial Design

In the latter half of the 1950s, calls for establishing
stronger ties between designers and manufacturing became
more explicit. Pressure came both from the Association of
Visual Artists of Applied Art of Slovenia (DLUUUS) and from
the Architects' Union of Slovenia (ZAS). Some of the

" The Museum of Architecture and Design was founded in 1972 by the City of
Ljubljana as the Architecture Museum; in 2010, it became a national
museum and was given its current name.

architects already involved with industrial design were active
in one or even both of these organizations. The purpose of
such calls was the “concern for a more suitable design of
industrial products” (Anonim 1961). This was also demanded
in resolutions passed by DLUUUS at its general assembly in
1959 and by the Union of Visual Artists of Applied Art of
Yugoslavia at the federal conference.” As a result, the
DLUUUS administrative committee conducted a survey
among the membership and discovered that thirty-seven were
already involved with design in the manufacturing process
while fifty others wished to be involved (loc. cit.). Based on
this, they concluded that in order to create stronger ties with
industry, an organization was needed that would focus
entirely on such tasks. Accordingly, at the DLUUUS plenary
meeting in 1959, “lively interest [...] was aroused by the news
that they had seriously started working on a campaign of an
intensive involvement in the field of design through the
establishment of a centre for design” (Gajsek 1959: 9). They
undertook to accomplish three basic tasks: to devise a
programme for the planning work in organizing the Centre
for Design,’ to recruit a small number of hard-working
members who would form the centre's core, and to secure a
space for association activities and exhibitions. Intensive
preparations for this first attempt to found a Centre of
Industrial Design in Ljubljana lasted a full year, from May
1960 to May 1961, but nothing came of them due to a lack of
understanding and support (Gnamus 1970). The inability to
find a director for the centre and problems with obtaining
space for the association meant that the centre could not be
realized in the anticipated form (ibid.: 4). Nevertheless, in
1961, the association came to the conclusion that its efforts
had in any case “created the necessary basis for the work of the
centre; they had created a programme of work, had convinced
manufacturers, retailers, and authorities that the design of
utilitarian objects had been an exceptionally important task,
which also had a profound impact on our national economy”
(Anonim 1961: 3). The DLUUUS administrative committee,

* In Yugoslavia, design associations such as DLUUUS, operated at the level of
the constituent republics (e.g. Slovenia), while the Union of Visual Artists of
Applied Art of Yugoslavia (Savez likovnih umjetnika primenjenih umetnosti
Jugoslavije, or SLUPUJ) operated at the federal level.

’ The administrative committee first proposed this in 1960. See Kronika
DLUUUS:3.
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1. BIO 1 exhibition, 1964, Museum of Modern Art, Ljubljana
1. ITpBo GujeHae MHAYCTPUjCKOT u3ajHa, 1964, MopiepHa ranepuja, Jby6/pana

which ended its term in 1961, expressed the opinion that, in
continuing the work set out for it, one of the tasks of the new
administrative committee must be “a concern for a permanent
exhibition of good form that would encourage deepened
efforts in design” (ibid.: 4).

Nevertheless, the idea of a design centre did not just
die away; there were further efforts and discussions in various
organizations, and even the mayor of Ljubljana, the architect
Marjan Tepina, was favourably disposed to the concept
(Bajzelj 2008: 16). Marijan Gnamus recalls: “There existed
[...] different initiatives, almost disputes, among architects,
builders, and the Designers' Association of Slovenia. They
each had their own initiative, and the architects' association
had a wide range of discussions and explorations.” (ibid: 15)
To put an end to the debates, Mayor Tepina proposed creating
abiennial of industrial design.

In the invitation from the Ljubljana City Council to a
meeting of the initiating committee (on July 18, 1963), Tepina
wrote the following: “It has been observed on various occa-
sions that in the present phase of the development of our light
industry it is necessary and beneficial to dedicate greater
attention to the dynamic role of industrial design. These ob-
servations are now coming together in the proposal that in
Ljubljana, following the model and experience of the Biennial
of Graphic Art, we organize every other year — in years when
there is no graphic art biennial - a biennial of industrial
design” (Letter 1963)

Officially, the Biennial of Industrial Design was
founded by the Ljubljana City Council and the Chamber of
Commerce of the Socialist Republic of Slovenia (BIO

Informacija 1968). The Cultural Community of Slovenia
supported the event and also co-funded it. The Secretariat of
the Biennial of Industrial Design began operations in the
autumn of 1963; its direction was entrusted to the architect
Marijan Gnamus.

The First BIO Exhibitions: International Recognition,
Successes and Problems

The programme prepared by Marijan Gnamu$
(idem 2008: 16) for the First Biennial of Industrial Design
consisted of three basic ideas (I. bienale industrijskega
oblikovanja 1964: 6-8): to improve the quality of industrial
design in every field associated with it; to aim for the
industrial design of products to be treated as “formal and
functional values” that in conjunction with other elements
shape our everyday environment into a greater whole; to
educate and inform the professional and general audiences on
the achievements and culture of industrial design at home and
abroad. Here we see in a nutshell some of the basic modernist
ideas: the affirmation of design in industry, the widespread
use of good-quality industrial products in everyday life, and
the development of the design profession and its educational
role.

The First Biennial of Industrial Design (Fig. 1), held
between October 9 and November 15, 1964, at the Museum of
Modern Art in Ljubljana, was attended by participants from
no less than eleven countries: Austria, Belgium, France, the
Federal Republic of Germany (West Germany), the German
Democratic Republic (East Germany), Italy, Norway, Poland,
Sweden, the United Kingdom, and Yugoslavia. What was it
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2.BIO 2 exhibtion, 1966, Museum of Modern Art Ljubljana
2. Ipyro bujeHasne nHAYCTPUjCKOT An3ajHa, 1966, MonepHa ranepuja, Jbybpana

about the design of this first Biennial that elicited such a
response? The invitations asking for submissions listed eight
categories defining the Biennial's content — essentially, these
were the current fields of industrial design.’ These categories
were also slightly adjusted to the national production, that is
to say, to the existing industrial design products. They wanted
to ensure a balance between international and national
participants; consequently, works in glass, furniture, and
technical appliances dominated the exhibition.

In order to take part in BIO 1, manufacturers,
designers, and artists either submitted works themselves or
were invited to participate. Some national associations and
design organizations responded to the invitation by
assembling a selection of products for the exhibition. When
the nine-member Yugoslav jury, headed by the Croatian
architect Vjenceslav Richter, prepared a selection of all
products for the exhibition, they took into consideration the
selections that had already been made. The Yugoslav jury
members were also involved in the international jury along
with four foreign members.” The international jury had to
deal, first of all, with the question of how to evaluate the
exhibited works, which varied considerably, both in number

and quality, in their representation of the twelve participating
countries. They wanted to know how and according to which
criteria the works had been chosen. Along with the
explanation offered by Marijan Gnamus, Marjan Tepina, the
chairman of the BIO organizing committee, articulated the
reasoning that had guided the organizers of the first Biennial:

“Our industrial design is still young and we must take this into
account, so help from other countries is very much needed.
The exhibition was not set up in a rigorous way, which is partly
why we called it a Yugoslav exhibition with international
participation. It was only in the course of its development that
the proper proportions between the exhibits became
apparent, so that now we can consider it an international
exhibition, and no doubt the 2™ BIO exhibition will have
earned thisname.” (Jury Minutes 1964)

Generally speaking, the evaluation of the jury took
into account both the functional and aesthetic aspects of the
works, as well as their originality. The jury, headed by the
renowned Italian art critic Gillo Dorfles, awarded twenty gold
medals and eighty honourable mentions, with most awards
going to Yugoslav designers.

* These categories were reorganized a little further by the members of the BIO
1 international jury. The final arrangement was as follows: 1. Furniture; 2.
Hospitality and household equipment and appliances (a. Ceramics, b.
Glass, c. Plastics, d. Metal, e. Wood, f. Mechanical household equipment); 3.
Textiles; 4. Optical objects; 5. Lamps; 6. Sport equipment; 7. Machinery,
industrial products from the engineering industry; 8. Electrical machinery
and telecommunication devices; 9. Clothing and fashion; 10. Toys; 11.
Architectural details; 12. Transportation; 13. Packaging; and 14. Visual
communications. (Minutes 1964). As these categories did not substantially
change in the later biennials, I am listing them only here.

* The Yugoslav jury members were Zdenka Munk, Zagreb; Vladimir Braco
Musi¢, Ljubljana; Edo Ravnikar, Ljubljana; Vjenceslav Richter, Zagreb;
Svetozar Krizaj, Ljubljana; France Ivansek, Ljubljana; Zoran Krzisnik,
Ljubljana; Stanko Mandi¢, Belgrade; and Ivo Straus, Sarajevo. The foreign
members were: Gillo Dorfles, Milan; Ake Huldt, Stockholm; Karel
Gerstner, Basel; and Mieczyslaw Porebski, Warsa (Porocilo 1964).
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3.BIO 3, International Jury
3. Tpehe 6ujenane nHAyCTpUjCKOT AU3ajHA, MehyHapOgHM XMpU

At the exhibition, the works were arranged in groups
regardless of the country of origin; the organizers thereby
demonstrated their desire to create parallels and correlations
between the displayed products and so highlight the
comparative aspect of the exhibition. Since they clearly
understood that industrial design in Yugoslavia was still in its
initial stages, this was an ambitious idea for the time: to
measure oneself against the world's best designers and at the
same time learn from them.

The massive response from foreign designers
allowed organizers to make the Second Biennial of Industrial
Design (Fig. 2) - held from June 10 to September 18, 1966,
again at the Museum of Modern Art - an international
comparative exhibition with fairly equal representation of
products from different countries (732 works from twelve
countries were exhibited). In this context, Gillo Dorfles, who
was a member of the international jury both for BIO 1 and
BIO 2, observed:

“The differences between the two events are obvious beyond
doubt. While BIO 1 was a national exhibition with small
international contributions, at this exhibition [i.e. BIO 2], we
have the opportunity to see a genuine international event.
This realization is very important, for it also speaks of the
future possibility that that the BIO event will be of exceptional
importance for juxtaposing and regularly comparing
products from the countries of Eastern and Western Europe.”
(Anonim 1966:111)

The Biennial of Industrial Design thus became an
internationally relevant, influential event only since its second
exhibition. The BIO Secretariat succeeded in this because,
among other things, they had forged connections with the
world's most influential design associations, as well as with
individual designers, who advised them in organizing the
Biennial. The BIO 2 rules for submission were drafted in
accord with the members of the Biennial's International
Advisory Council.® Several members of the advisory council
expressed the wish that foreign designers and manufacturers
no longer submitted works individually; the collection of
submissions and the selection of works was instead to be left to
national design associations, which, being well acquainted
with the situation in their own countries, would ensure the
best selection. Honouring this wish, the organizers cancelled
individual submissions by designers and manufacturers as an
option; this decision would soon prove to be a problem.

BIO 3 (1968) - the largest so far in terms of the
number of exhibits - was moved to the Ljubljana Exhibition
Centre (Fig. 3). However, it turned out that industry and
commerce did not take much interest in the event: only three
representatives of the commercial sector attended BIO.
Nevertheless, the interest of consumers was great: the
exhibition was seen by twenty-five thousand local and foreign
visitors. Therefore, it was both a failure and a success. Despite
the financial problems, the organizers managed to hold an
internationally acclaimed and well-attended event, but local
industryand commerce failed to see its potential.

¢ The International Advisory Council was established after the first Biennial,
along with the BIO Honorary Committee.
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4.BIO 5 exhibition, 1973, Ljubljana Exhibition Centre
4.Tlero 6ujeHase MHAYCTPUjCKOT Au3ajHa, 1973, Visnox6enn nenrap y Jbybpann

In the 1960s, industrially designed products were
seen as a foundation for humanizing the living environment
in modern industrial society; they were part of its cultural
standard. This was the aim of both the Biennial organizers and
designers. However, it was becoming increasingly clear that
BIO would not survive without broader support. The
situation was absurd: a widely acclaimed international event
had been created, one that was written about in international
press’ and visited by numerous foreign designers, manufac-
turers, schools, etc., and yet, in Slovenia, BIO was operating
almost without financial support from local industry, on the
shoulders of a few enthusiasts and with funds allocated for
cultural activities. In the struggle for BIO's survival, Matija
Murko (Murko 1972) wrote: “We have capital that we do not
know how, or do not want, to exploit.”

After BIO 3 - which was described as “an
international assembly of ideas and achievements in
industrial design at the intersection of European cultures”
(Bernik 1973: 228) - the Biennial entered a period of crisis.
Expectations of support for BIO from business and industry
were not materialized, nor was there sufficient interest from
the organizations that were supposed to encourage and
develop industrial design.

For these reasons, there was a three-year gap bet-
ween BIO 3 and BIO 4, held in 1971. BIO's revival was the
work of Stane Bernik and Matija Murko, as well as the City of
Ljubljana, which once again supported the Biennial. BIO 4

7 The first three Biennials were reviewed in a number of Western European
design magazines, including Avanti, Casabella, Design Industrie, Form,
Graphik, MD, and Design (London).

thus became the first exhibition to show exclusively Yugoslav
products; the same principle was applied in BIO 6 (1975) and
BIO 8(1979). Unfortunately, this idea was a step backwards, as
for four years BIO was taken out of the international sphere.

Efforts to Change the Biennial's Concept

BIO 5, in 1973, was again an international
exhibition, which was not easy to organize after a four-year
hiatus. The event (Fig. 4) was dominated by works of Italian
designers, and they also received the most awards (twenty-
one out of sixty-two). Nevertheless, successful and well-
designed products could be found even among works that
failed to win any awards — which was a substantial proof that
BIO was still an internationally important exhibition that
featured current trends in contemporary design.

In their evaluation, the BIO 5 Jury relied on the same
criteria as the BIO 3 International Jury “in the desire to
contribute to the continuity of previous BIO exhibitions, but
with the particular inclination [...] to accentuate the social
significance of the design ideas and achievements that are
presented” (BIO 5 Jury Report 1973). Although some exhibits
were first presented at BIO, the jury expressed the unanimous
opinion that “in the future the organizer could undoubtedly
also attract those countries active in this creative field whose
design achievements would more thoroughly contribute to
the fullness of the information at the BIO exhibitions” (BIO 5
Jury Report 1973). But despite the organizers' best efforts to
juxtapose current developments in industrial design, this was
difficult to achieve with the existing selection method. Stane
Bernik had indeed expressed some justifiable concerns about
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5. Davorin Savnik, Stimulator for opening the hand, 1976, awarded at BIO 7 (1977)
5. JaBopuH CaBHuK, CuMymatop 3a oTBaparme make, 1976, pag Harpahen na Cemom
6ujenany mHAyCTpUjCKOT An3ajHa (1977)

the selection method four years earlier at BIO 3. What
bothered him most was that the national selections could be
based on many different things, and this caused problems for
such an event: “These basic assumptions, and others too, each
one ultimately speaking in its own way about the culture of the
place where it was developed, are what compose BIO's mosaic
image” (Bernik 1968: 31). In other words, with the loss of
“control” over the selection after BIO 1, the organizers had to
respect very diverse selection processes, all of which relied on
different factors but especially on the will and commitment of
particular individuals in national associations.

The issue was first discussed publicly at the BIO 5
panel discussion “Evaluating Industrial Design in Light of
Exhibitions and Their Influence on the Development of
Industrial Design”. In his opening address, Stane Bernik,
among other things, stressed that it was time to “start thinking
about revising some of the basic premises concerning the
substance and organization of this event” (Bernik 1973: 229).
Asking whether BIO was mainly a cultural or an economic
event, Bernik provoked a debate around the two basic
concepts. Miroslav Fruht, who believed that the Biennial
needed the best possible support, proposed that the organizers
moved to a higher stage in its development and “carefully”
considered the idea of organizing thematic exhibitions (BIO 5 -
mednarodno posvetovanje 1973: 17). This was one of the first
calls for a substantial change to the exhibition concept with
the aim of enabling it to deal more directly with specific
problems and issues relating to design in society, a point that
was also stressed by the BIO 5Jury.

The organizers heeded suggestions that BIO become
a thematic exhibition with the next international biennial,
BIO 7, in 1977: they announced they would “define the theme
of the exhibition in advance and specify in advance a basic or
issue-related selection of objects and families of objects for
BIO” (Krecic¢ 1978: 34). The theme they chose was Industrial
Design as a Response to the Pressing Questions of Modern-Day
Life. They were inspired by Victor Papanek's concept of the
“design for the real world™*and related it to the world around
them and to often-neglected groups of people (the disabled,
children, anonymous users, etc.). If in the 1970s the changes
happening in society — and also in the design field - left their
mark on the Biennial, this was only because BIO never
relinquished its status as a cultural event. Despite constant
criticism that it was not tied closely enough to industry, the
organizers resisted pressures to turn BIO into a kind of trade
fair adjusted to the needs of industry, the market, etc. By
emphasizing the social role of design, BIO, in its second
decade, became the only Slovene institution that was at least
trying to problematize this kind of design practice, not only in
its greater social commitment with the selection of works for
BIO 7 but also in an accompanying exhibition by the Italian
designer Ettore Sottsass. In the early 1970s, Sottsass left the
Olivetti company and “stepped down” from the position of a
designer employed by industry. By doing so, and through his
creative work, he radically problematized the designer—client
relationship and, more specifically, the designer's role in
service to industry and, accordingly; to capital.

* Victor Papanek gave alecturein Ljubljana on April 9, 1974.
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6. Sven-Eric Juhlin, Grip tongs, 1974, awarded at BIO 7 (1977)
6.Csen Epux-Jynus, XBarabke, 1974, pag narpaben Ha Cegmom
6ujenany nHgycrpujckor ausajaa (1977)

BIO 7 was an attempt to change the concept of the
Biennial and adapt it to the socio-political context of the
1970s, a time when similar design events were abandoning
review exhibitions, looking for alternative, more complex
ways to present the social role of design. With their more
socially engaged approach, proposing that the national
institutions select works in line with the stated theme, the
Biennial's organizers responded to developments in the
design field in other countries.” Their greater commitment
bore fruit both in terms of the number of exhibited works and
in the number of socially beneficial works that received
awards, such as Davorin Savnik's stimulator for opening the
hand (Fig. 5), S. E. Juhlin's pickup extension tool for the
disabled (Fig. 6), and Enzo Mari's Aggregato system of lamps
(Fig.7), toname only a few.

According to Lenka Bajzelj, however, the selection of
works at the next international Biennial (BIO 9, 1981), whose
theme was Contemporary Currents in Industrial Design, was
not the best - “although we counted on the fact that designers
would largely address issues related to energy, construction,
and especially the issues of the disabled, the elderly, children,
etc” (Kladnik 1981: 4). The overly general expression
“contemporary currents” failed to define the Biennial's theme.
However, a greater problem was that the Biennial's structure
did not change; the call for submissions included almost the
same categories (with only minor modifications) as at the first
biennials. The BIO 7 Jury, two years earlier, had warned about
this with the remark that the evaluation criteria for a well-

* Tam referring mainly to the work of individual Italian designers (such as E.
Mari, E. Sottsass, A. Mendini, G. Pesce, and R. Dalisi). In their work, they
contributed to a different way of thinking, and their original design ideas
presented an alternative to consumerist society.

7.Enzo Mari, Aggregato system, 1976 awarded at BIO 7 (1977)
7.Enuo Mapu, Cucrem ,,Arperaro®, 1976, paj Harpaben Ha
CepnmoM bujeHany nHayCTpujckor gusajHa (1977)

designed screwdriver were completely different from those
for good solutions to current questions of human existence
(BIO 7 Jury Report 1977). Certainly, at BIO 7 the organizers'
strong sense of social commitment had done much to ensurea
better and more thematic selection of works; with BIO 9,
however, this enthusiasm was already on the wane. By leaving
the final selection to national associations, the organizers
found their hands tied and yet did nothing about it - the
problem only got bigger as time went by.

Conclusion

The beginnings of the Biennial coincide with the
period of optimism in Yugoslavia and in Europe towards
building a new and better world. At the same time, this was
also the period of intensive industrialization of Yugoslavia.
Managers of leading companies established after the Second
World War (for example Litostroj, Iskra, Tomos, Elan, etc.)
were quick to realize that they have to invest in research and
development and produce well-designed and functional
products in order to be competitive at international export
markets. The pioneers of Slovene design and their work gave a
decisive impetus in this and by establishing the Biennial they
placed Slovene design in an international context. At the same
time, BIO played a pioneering role in promoting industrial
design in Slovenia, as well as in Yugoslavia.

In the first decade of its existence, BIO was fairly
successful in fulfilling its primary objective to bring designers
and industry together. However, the modernist concept of the
Biennial was in the 1980s, in the post-modern period and
after more than twenty years of the biennial's existence, no
longer satisfactory.
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Pe3ume

IBETKA ITOJXAP

Mysej apxuTeKType u fusajua, Jbyb/pana

TPAJAIBE VI ITIPOMEHA: npsux gsagecer rogmna

Bujenana (MHAYCTpMjCKOT) AM3ajHA

Texct mpepcTaB/ba MOKyIIAj aHanmM3e ucropuje bujeHama
VHIYCTPUjCKOT I13ajHa TOKOM IPBUX JBajieceT TOHA Hhe-
TOBOT IIOCTOjarba. ¥ CpefuINTy Hallle Taxkmwe Ouhe HajBaxx-
HIjY OPTaHM3ALMOHY aCIIEKTH: HAIIOPY B€3aHM 3a YCTaHOB-
/paBambe bujeHana, TeuHUCabe BErOBIX LIU/bEBA I YIIOTE, Te
ETOBMX HOCTUIHYha 1, Ha Kpajy, a/lil He Mambe BaXKHO, I0-
Tpeba fja ce peBUAMpa TeMe/bHI KOHIEIIT OBe MaHM(ecTa-
nuje.

Y Jyrocnasuju, rmaBaM Uk bujenana mnpycrpu;j-
CKOT iv3ajHa 6110 je IOBe3MBambe [u3ajHepa ca MHAYCTPUjOM.
Osa maHM(ecTalja je ca BeIMKUM yCIIeXOM UCIybaBasa Ty
(YyHKIIVjY, HApOUYNUTO TOKOM IIpBe fielleH1je II0CTOjatba, Kaja
je bujenane uHpycTpUjcKOr U3ajHa y Jbyb/banu, 3ajesHO ca
MunaHCKMM TpujeHanoM, OMIo jegHa Of HajBaKHMjUX
MaHudecranyja y Besu ca gusajaom y Espomn. Ilopex Tora,

6110 je TO U jenyHO 6MjeHasne Te BpcTe Ha cBety. Ha Bujenany
je ygecTBOBaO BelMKM OpPOj iM3ajHepa KaKo U3 3arajHe, Tako
u us Vicroune EBpomne. V3 penoBHo yuenthe nTanmjaHcKux,
HeMauKMX U ayTPUjCKuX [u3ajHepa, bujeHane je Hymmiao
BIIIE Off IIYKOT YBUJQA Y MICTOPMjy ¥ PasBO] jyrOCTIOBEHCKOT
Iu3ajHa. Y OKBMPMMA JIaTOT KOHIENTa M y PasIMYuTUM
nepuospnMa, brjenane je Ha jeTHOM MeCTy OKYIMIIO pasiu-
4YKTe MPUCTYIEe HeKMX of Bofehyx eBpOICKUX [u3ajHepa
KaKo y TIOITIefly TeXHOJIOTHje, TaKO M y TOTNefy dopme.
TokoM npBe fIBe [ielieHje I0CTOjarba, bijeHare je NpMINIHO
YCIIEIIHO OCTBAPMBAJIO CBOj IIW/b — IIOBE3MBaIbe [13ajHepa I
unpycrpuje. Vmak, ocampecerux roguna XX Beka, y Bpeme
IIOCTMO/IEPHI3Ma, KO 1 HAKOH JIBaleceT rOfliHa II0CTOjamba,
MOJIepHYICTIYKY KOHLIEIIT BUIIIE HIje 6110 IIPUXBAT/bUB.



